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Slayage 1: Breton and McMaster 

Rob Breton and Lindsey McMaster
Dissing the Age of MOO: Initiatives, Alternatives, and Rationality
 

It is not the slumber of reason that engenders monsters but vigilant and insomniac rationality.
Deleuze & Guattari, Anti-Oedipus

 
(1) Buffy the Vampire Slayer takes place in a world where reliable knowledge and agency come not from 
the authority of adulthood but from the arcane experiences of youth. Indeed, Buffy recreates reality in 
ways that reveal adult rationalism to be blind, repressive, and in a word, monstrous. Despite the reason 
and planning of its formal methods, or even as a result of that mechanized approach, adult rationalism 
leads to a kind of suburban fascism, to violently irrational effects. In recent episodes, an urge to rationalize 
the demon-hunt governs the Initiative; they attempt to fight monsters by employing scientific methods, 
assuming predictability and adopting a policy of maximization: the results are insane. Meanwhile, Buffy and 
the Scooby Gang, far from upholding the ideal of human purity in the face of monstrosity (as one might 
expect from monster-hunters), instead transgress those divides at every turn, especially in terms of 
romance and identity. Buffy may slay demons, but the boundary between good and evil is endlessly 
complex for her, whereas rationalist authority structures work tirelessly to reinforce the binary. This marks 
a critical divergence in ways of knowing and dealing with reality. By addressing this contrast in knowledge 
production, our paper explores how Buffy undermines the traditional power structures of rationalist 
authority. It addresses the way in which Buffy’s youth culture disses the rationalisms of organized society. 
 
(2) In the third season episode “Gingerbread,” Buffy’s mother, newly awakened to her daughter’s role as 
vampire slayer, begins by accompanying Buffy on patrol, and ends by leading a parent group to burn her at 
the stake. In an explosion of officiousness following the unexplained death of two children, she instigates 
the group “Mothers Opposed to the Occult” at a town meeting: “This isn’t our town any more. It belongs to 
the monsters and the witches and the slayers. I say it’s time for the grown-ups to take Sunnydale back.” 
Whereas the adults of Sunnydale have traditionally turned a blind eye to the supernatural—or fabricated 
explanations like gang violence—MOO sets out to do the Slayer’s job for her, and the results demonstrate 
the profound epistemological gap between PTA-style rationalism and non-rationalist, teenage insight into an 
extra-rational reality. 
 
(3) Joyce’s criticism of Buffy’s slaying signals a bias toward predictability and measurable results: “You 
patrol, you slay, evil pops up, you undo it, and that’s great – but is Sunnydale getting any better? Are they 
running out of vampires? . . . It’s not your fault. You don’t have a plan. You just react to things. It’s bound 
to be kind of fruitless.” Rather than enlisting Buffy as a source of knowledge and expertise in the monster 
hunt, adult systems demand that her abilities be minimized and dismissed – no teenager could possibly 
know better than a parent group. Buffy’s ad hoc tactics threaten not the purpose of MOO but their 
governing strategy, which would establish a predictable, systematic world in order to control it. Indeed, 
Sunnydale’s youth are not merely discounted by the MOO project, but are the first objects of suspicion. In 
fact, Joyce’s complaint that Sunnydale “belongs to the monsters and the witches and the slayers” refers 
more closely to Buffy and her friends than to Sunnydale’s hostile monster threat. Despite an organized 
system being implemented to address the town’s subculture of monsters, it is the youth culture that feels 
the effects of this increasingly hysterical adult elite. 
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(4) PTAs have long been notorious for purging school libraries of supposedly offensive material, and 
accordingly MOO confiscates all Giles’s books on the occult and later sets them alight at the witch-burning 
of Buffy, Willow, and Amy. Meanwhile, a locker search is quickly identified by Xander as a fascist 
enterprise: “Oh man, it’s Nazi Germany and I’ve got Playboys in my locker.” The very irrational mass 
hysteria of the witch-hunt, then, revolving around domination and the centralizing of power, is expressed 
through all the established signs of an invasive, dehumanizing, and uber-rational fascism. MOO renders all 
non-adults suspect and so effectively collapses the categories of youth and monster: hence the ensuing 
attempt at an organized extermination. The representation of PTA groups as systems tending toward 
extremism, fascism, and discrimination in a series directed at teenagers is daring, especially insofar as it 
emphasizes the contradiction between rational, liberal, adult planning and the violent effects of those 
organizations. 
 
(5) In counterpoint to the rationalism-gone-mad of MOO, the Buffy crowd’s habituation to the supernatural 
allows them to operate on a profoundly different level of knowledge production. This habituation – an 
inability to be shocked – is typical not only of Buffy’s close associates, but of Sunnydale’s high school 
students in general. Early in Oz’s tenure on the show, when first introduced to the existence of vampires, 
he skips the phase of disbelief and remarks that, “Actually, that explains a lot” (“Surprise”). This is a 
significant diversion from traditional vampire narratives, where the epistemological struggle that ensues 
from the realization that vampires exist and that reality is not as it seems is often a major part of the 
narrative (Gelder 54). Human adults in Sunnydale tend not to know about or believe in the monsters that 
surround them, but when they do recognize them, their reaction is extreme and suffused with the 
authoritarian impulse. Confronted with an alien subculture which undermines all they took for granted 
about reality, the adult response is a violent reinscription of the world order they are ideologically wedded 
to. The teenagers, on the other hand, have arguably less allegiance to the rules of a reality which seldom 
worked to their advantage anyway; the addition of monsters to it, then, is a difference of degree rather 
than kind. Sunnydale’s youth engage in an alternate epistemology which, like the language they use, is 
informal, derisive of authority, and elusive of systematized rules. 
 
(6) In “Gingerbread,” a rare appearance by Willow’s mother Sheila, clearly an academic, exposes the split 
between adult intellectualizing and teenage ways of knowing. Sheila at once diminishes and pathologizes 
Willow’s witchcraft: “identification with mythical icons is perfectly typical of your age group. It’s a classic 
adolescent response to the pressures of incipient adulthood. . . . I’ve consulted with some of my colleagues 
and they agree that this is a cry for discipline: you’re grounded.” Willow challenges the generalizing 
tendency of her mother’s psychobabble by insisting on the personal: “Mom, I’m not an age group. I’m me – 
Willow group,” but the response is mindless platitude: “Oh honey, I understand.” The inability of parents to 
understand teenagers may be nothing new, but the expression of that in a disciplinary urge escalating to 
fascism lends a sinister edge to this version of generational strife. Willow’s mother brings the authority of 
academic psychiatry to bear on her relationship with her daughter as if to force a disenchantment with non-
scientific claims to knowledge upon her, and the result – that Willow gets grounded – is a disciplinary 
exercise in containment and control. 
 
(7) Willow’s insistence on being an individual rather than an age group is a significant signal of her 
resistance to categorization and those forms of knowledge that disregard the personal. Both MOO and the 
Initiative dehumanize and objectify their prey, rationalizing the demon hunt. The results are telling and less 
than reasonable, as mothers burn their daughters at the stake, and Willow’s ex-boyfriend almost falls prey 
to the Initiative who can only see him as a dehumanized “hostile subterrestrial” (“New Moon Rising”). Both 
organizations rely on binary thinking to distinguish monster from human; the binary then does their 
thinking for them, mechanistically organizing good and evil without any need to consult the personal or the 
particular. As Donna Haraway has argued, when invoking the category of the human it is wise to recall that 
it long functioned as an exclusionary concept, only recently being opened to non-white-males: “Humanity is 
a modernist figure; and this humanity has a generic face, a universal shape. Humanity’s face has been the 
face of man” (86). The potential for the human-monster binary in Buffy to stand in for other kinds of 
human division is significant: in the midst of MOO’s locker searches, identified as Nazism by Xander, the 
viewer may remember with a chill that Willow Rosenberg is Jewish. In “New Moon Rising,” Riley’s shock at 
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the thought of Willow dating a werewolf strikes Buffy as blatant prejudice, and the terminology with which 
he voices his disapproval is telling: “Oz is a werewolf and Willow was dating him? . . . I didn’t think Willow 
was that kind of girl.” Although he qualifies this by saying he meant “into dangerous guys,” the expression 
“that kind of girl” tends to be used to condemn a promiscuous or unsanctioned sexuality, here with non-
humans (though it is also significant that this is the episode which confirms Willow’s relationship with Tara). 
Buffy, given her past with Angel but also given her resistance to dehumanizing even non-humans, naturally 
takes immediate offence: “God, I never knew you were such a bigot. . . . Love isn’t logical Riley. It’s not 
like you can be Mr. Joe Sensible about it all the time.” But the personal tension that lends drama to this 
scene – Buffy’s loyalties to Willow, Oz, and Angel versus her involvement with the Initiative soldier Riley – 
resonates with the epistemological tensions underlying the series. For reasons both experiential and deeply 
personal, Buffy, despite being a Slayer, will not engage in categorical systems of good and evil; as she 
argues later to Riley, “You sounded like Mr. Initiative: demons bad, people good.” Riley’s response, 
“Something wrong with that theorem?” underlines his immersion in a system where a mathematical 
theorem might well be expected to map morality. What prevents Buffy’s crowd from engaging in this kind 
of binary logic is their deeply personal relationship with the supernatural, wherein discrimination against 
werewolves can be a form of bigotry and elevation of the human a form of Nazism. 
 
(8) Opposed to the dispassionate logic of the rationalist elite, Buffy’s crowd engages in passionate 
associations with Sunnydale’s non-human element. Far from a clear and absolute human-monster divide, 
for them it is a boundary compromised at every turn; it is this complex and intimate relation between 
teenagers and the supernatural that awakes the vicious disciplinary urges of the adults in “Gingerbread” 
and the suspicions of the Initiative. Riley unites the military paranoia of the Initiative with the jealousy of 
the boyfriend when he finds Buffy at Willy’s demon-friendly bar: “now I see you’re not hunting demons – 
you’re socializing with them. Again! I thought you were s’pose to be killing these things, not buying them 
drinks” (“Goodbye Iowa”). Indeed, with Xander dating an ex-demon, Willow involved with a fellow witch, 
and Buffy paying occasional visits to her vampire ex-boyfriend, Riley may be the only all-human love 
interest in Sunnydale. In Buffy, the non-human subculture is as much a site of desire as of danger, and the 
complexities of youth sexuality find their fullest realization in these seemingly unnatural unions. Buffy tries 
to explain to Riley that when it comes to demons, there are degrees, but faced with Riley’s militaristic view 
of humans and hostiles, Buffy finds her position hard to articulate; hers is a much more shifting, 
contextual, personal way of knowing: an epistemology riddled with desire. 
 
(9) In the fourth season, the militant, adult, classification-crazed, monster-hunting rationality of MOO is 
transposed into what is virtually the embodiment of rationalism itself, the Initiative. At first glance, all that 
was emotionally driven, traditional, and spontaneous about MOO seems to have been checked at the high-
tech security gates of the Initiative’s headquarters. They embody rationalism, not simply military 
rationality: the Initiative manifest the over-exaggerated application of formal rationality, formal method, 
into every area of knowledge. Though it may enact military rationalism, the modus operandi of the 
Initiative is also indicative of Taylorism and scientifically managed work rationalization, minus the de-
skilling of the worker synonymous with automation. One might expect the military to proceed in a 
systematic fashion, but the hyperbolic rationalism of the Initiative in a sense stands in for the larger social 
tendency to give supreme value to structure and authority. 
 
(10) In contrast to Giles’s archaic library or homey living room from which Buffy’s crowd launch their plans 
is the massive military lab complex of the Initiative: a juxtaposition reminiscent of cottage versus factory-
based industry. The strictly observed vertical and horizontal divisions and subdivisions of labor, and the 
outward display of hierarchy and function in the uniforms; the always available recourse to appeal to 
positions of authority, to the ‘relations of production’ inside and outside the workplace; the systemization of 
conduct; the separation between manual and mental labor; the clock-based work (shifts); the 
fragmentation of knowledge about the operation; the attempt to implement a linear system of input and 
output; the instrumentalizing of soldier/worker into a machine; and the demarcation of ‘work’ and ‘life,’ all 
traits of the Initiative—fit under the rubric of rationalism and not only militarism. In Buffy’s camp, 
meanwhile, not only is the work of demon hunting inextricably meshed with social life and personal 
relationships, but whenever rules and functions become too strictly defined or the assumption of authority 
too blatant, disruption and discontent quickly erupt. The representation of the non-personal or 
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dispassionate constitution of the Initiative is not simply for the benefit of pacifists or military critics. The 
critique of military or work rationalization questions a general assumption of the efficacy of rationalist 
techniques and blind trust freely given to rationalist method by a world constantly told to revere and rely 
on logic, experts, and authority. 
 
(11) The Initiative depends on the strictures of rationalism: the principles which govern its structure, goals, 
and conscious design. Whereas the small-scale operations of Buffy’s almost artisanal monster shop respond 
to specific crises in ways that are particular to the given crisis, or attempt to prevent only the wholesale 
domination of demons, the Initiative are in quantitative pursuit, their aim to maximize the hunt. A 
calculating, instrumentalizing orientation to the outside world that thinks in terms of domination underlies 
its fetishization of volume. They also attempt to conflate maximizing with ‘reason’ and elevate their 
procedures, pursuits, and organizing principles over any analysis of their ends. The idea that Buffy would 
discriminate among non-humans strikes Riley as alien because he has what is basically an economic habit 
of mind. He and his operatives employ the principle of formal rationality in a place where it doesn’t belong. 
 
(12) In “A New Man,” Giles’s long-time, chaos-worshipping adversary Ethan Rayne describes the rumors 
circulating in the demon world regarding Room 314: 
  

You know demons, it’s all exaggeration and blank verse – pain as bright as steel, things like 
that: they’re scared. . . . I know we’re not particularly fond of each other, Rupert, but we are 
a couple of old mystics. This new outfit, it’s blundering in a place where it doesn’t belong. 
It’s throwing the worlds out of balance. And that’s way beyond chaos, mate. 

Ethan Rayne appeals to Giles through a shared knowledge system based on old-world mysticism, which 
faces the demon world on its own terms; according to this line of thought, what is really dangerous is the 
interference of the intensely rational Initiative into the enigmatic realm of the supernatural: a disturbance 
that threatens all-out chaos. The scene cuts to Buffy and Riley play-fighting, but the conflict between them 
is real. Not only do Buffy, Giles and the Scooby Gang repeatedly throw spanners into the Initiative’s 
clinically-approved works; they are of the world that the Initiative, steeped in disjunctive reasoning, seeks 
to identify, compartmentalize, and destroy. The idea of Buffy having a calling to be a slayer is in itself 
contrary and antagonistic to Enlightenment rationalism. The Buffy-Initiative alliance fails because Buffy 
uses intuition and the Initiative uses “xenomorphic behavior modification” experts (“The I in Team”). It fails 
because she is integrated or integrates herself into the underworld’s core of assumptions: meaning, 
ironically, a refusal to de-humanize or alienate. She depends on specific, contextualized knowledge. 
Whereas Buffy is interested in questions of demon motivation, asking, “What do they want? Why are they 
here? Sacrifices, treasures, or  did they just get rampagy?”, the Initiative is indifferent to questions which 
would thus lend consciousness to the monsters, positing that the creatures are “not sentient, just 
destructive” (“The I in Team”). Where the Initiative looks for empirical and tested facts, Buffy looks for 
factors, variables; her sense of herself and of monsters is suffused with personal motivations and individual 
desires, and indeed, her victories over adversaries are as much victories of personality and wit as of 
physical force. The dry, procedural, impersonality of the humorless Initiative cannot compare.[1] 

 
(13) Buffy also emphasizes that what is highly rational – the Initiative and MOO are hyper-organized, 
impersonal, and quite effective in the short term – in its parts is dangerously irrational as a whole: taken to 
their logical ends, both organizations engender chaos and destruction. To maximize its performance, the 
Initiative reconditions not only the monsters (to render them non-mystical and, more importantly, to 
harness their potential strength) but also their own soldiers through drugs and computer chip implants. In 
an attempt to cleanse the divide between human and non-human, in order to eliminate the latter, the 
Initiative paradoxically compromises that divide in the physical manipulation of their own agents. Under its 
own definition of the rational/irrational split, the Initiative, though rational in its origins, purpose, and 
methods, spirals into the irrational in its outcome and effects. Maggie Walsh—the mad scientist whose 
appearance as less mad than scientific underlines the formal rationality of the Initiative—first demonizes 
Buffy and then plans her execution, saying merely, “she’s unpredictable,” as though no further explanation 
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was required. The mechanical objectivity of the Initiative requires strict control over every agent and would 
demand the same from Buffy. A predictable order of things, because it is thought to accrue maximum 
efficiency, becomes a higher value than justice. Perhaps, also, because she allows her scientific work to 
subsume and repress her extra-rational maternal instincts (extra-rational because they are random and 
because they do not entrain gain, something in it for her or the operation), the effect of Maggie’s 
procedural rationality is a monster, Adam. Not unexpectedly, Adam wants to learn about people, categorize 
them and himself, and learn how things ‘work.’ Once he comprehends and classifies, he kills or disregards, 
not caring one way or the other: the product of laboratory testing and inhumane experimentation, Adam is 
equally driven by a will to knowledge devoid of conscience. The only way for Buffy and the Scoobies to 
destroy him is to cooperate and place trust in their friendship (an irrationality from the perspective of 
formal rationalism), and to summon the highly irrational force of the essential, primal slayer. 
 
(14) Are Buffy and her friends, then, by opposing the hypertrophied and militant rationalisms of the 
Initiative, representing the irrational? In the final episode of season four, “Restless,” the primordial slayer 
released to defeat Adam haunts and seeks to destroy Buffy’s friends. Told through dream sequences, the 
episode, of course, is suffused in adolescent puns, jokes, and campy narratological devices like references 
to Heart of Darkness. The gags, although postmodern genre-savvy disruptions of fictional purpose which 
stand on their own, also consistently express a counter-rational alternative. Deep in dream in what might 
be an overexposed Freudian slideshow, Buffy confronts a very clean-cut Adam, doing some boardroom 
strategizing with Riley on world domination. Adam asserts that “Aggression is a natural human tendency” 
but that Buffy and he “come at it in another way.” Buffy protests that “we’re not demons,” and Adam 
counters, “Is that a fact?” Riley cuts the debate short, reminding us of the existing alliance between 
demons (Adam) and rationalist bureaucracy (“we’ve got a lot of important work here, a lot of filing and 
giving things names”); i.e., the irrational whole shored up by very rational supports. In a sense, the demon-
world proclivity for world-domination has ironically revealed itself, not in some marginalized monster-sub-
culture enclave, but in the hands of governmental bureaucracy – at the social center of organized power 
itself. This promotes a reading of Buffy as critical of the rationalist authority structures which at once 
dominate society and subjugate the supposedly irrational youth culture, suggesting a resistance to the 
current distribution of power and authority in contemporary culture. 
 
(15) As Riley immerses himself in some serious paperwork, Adam, or the subconscious impulse which is 
conjuring him up, alerts Buffy to the primeval, irrational forces which would only be amplified in a slayer. 
Buffy, still in dream, the irrational’s home turf, then meets the first slayer. Through Tara, it says: “I have 
no speech, no name. I live in the action of death. The blood cry, penetrating wound. I am destruction. 
Absolute. Alone. . . . The slayer does not walk in this world.” Buffy’s rejoinder – “I walk. I talk. I shop. I 
sneeze. . . . There are trees in the desert since you’ve moved out” –undermines the idea that modern 
slayers, modern concepts of forceful and assertive girls, are ruled by an irrational drive; and yet she rejects 
the irrationalism of the primeval slayer without referring to the grammar or sober sanctimoniousness of 
rationalism. (Indeed, considering the irrational forces said to govern teenage consumerism, when she says, 
in a sense, “I shop, therefore I am,” she emphatically distances herself from any Cartesian rationality, 
identifying herself as a non-rational being.) She demands to wake from the dream world, and does. In 
other words, just as Buffy is a slayer but does not attempt to maximize her slayage as might a ‘rational’ 
agent according to economic theory, she again fights for space between rationalism and irrationalism, a 
non-rationalist juste milieu wherein she does not attempt to maximize her dominion, her authority, or her 
ascendancy. 
 
(16) Though at first their star pupil, Riley ultimately deserts the Initiative, once he witnesses the 
inhumanity, indeed the torture, camouflaged as scientific experimentation. Because of the hard split 
between humans and subhumans in the Initiative’s paradigm, when Riley aids in Oz’s escape, his superior 
officer, Colonel McNamara, sees anarchy: “Tomorrow I am going to institute a court-martial to investigate 
the extent of your involvement with the Slayer and her band of freaks. You’re an anarchist, Finn. Too 
backwards for the real world” (“New Moon Rising”). Finally, when the same colonel tells Riley he’s a dead 
man, Riley ironically counters with the colonel’s own terminology: “No Sir, I’m an anarchist,” and knocks 
him out. Considering this episode came five months after the WTO riots in Seattle, where self-proclaimed 
anarchists were fully demonized by the press, the implications of the show’s use of this term for one of its 
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heroes at the moment of his redemption cannot be underestimated. Yet Riley is only an anarchist from the 
Initiative’s point of view, wherein those outside the rationalist project can only be monsters, freaks, and 
anarchists. Neither Riley’s nor Buffy’s rejection of the Initiative entails the affirmation of the irrational. 
Refusing to reify categorical binaries, Buffy rejects both the authoritarian Initiative and the destructive 
primal slayer. Buffy’s way of knowing is a highly mediated one, dependent on a range of personal 
motivations, demon motivations, and the calls of conscience. The conceptual space she inhabits is one 
wherein the personal ties of friendship and the bonds forged by desire, not deemed rational by structural – 
adult – rationalism, take center stage in the organization of highly contextual goods and evils. 
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[1] In Max Weber’s terms, the Initiative would be formally rational but substantially irrational. An action is 
deemed formally rational if it is an efficacious means to a premeditated end and is governed solely by that 
end. ‘Substantive rationality’ is rationality from the point of view of an ethical end, which entails ethical 
means. In other words, despite the highly organized set of actions through which a project proceeds 
(formal rationality), the end result may be devoid of reason or value (lack substantive rationality). Formal 
rationality means technological control over nature, impersonal or dry self-control, and an economically 
based (maximizing the pursuit) preoccupation that attempts to elide interruptions from ethics, emotions, 
caprice, ritual, tradition, or day-tripping. For all the differences between Weber and Marx, Weber’s analysis 
of rationalism nicely intersects with Marx’s analysis of capitalism. Marxists generally hold that the 
rationality of individual economic agents attempting to maximize profits conflicts with what is rational for 
the system as a whole (Glyn 107). Private ownership eventually leads to the malfunctioning of capitalism 
itself. Weber emphasizes that what is formally rational for economic agents is not rational for those same 
agents in terms of their lives as a whole. 
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Hilary M. Leon 

Why We Love the Monsters: How Anita Blake, Vampire Hunter, and 
Buffy the Vampire Slayer Wound Up 

Dating the Enemy 
  
(1) The title characters of Joss Whedon’s television drama Buffy the Vampire Slayer and Laurell K. Hamilton’s Anita 
Blake, Vampire Hunter novels, are the latest in a distinguished line of protectors of humanity against supernatural 
threat. Following in the footsteps of Bram Stoker’s Professor Van Helsing, they dedicate their lives to the destruction of 
the monsters threatening the mortal population. Yet the two women possess some unusual qualities which make them 
unique among the vampire slayers of history. The traits themselves are surprising, but what makes them particularly 
intriguing is the degree to which they are shared by these modern slayers. 
  

            
Book covers from Amazon.com. 

  
(2) Anita Blake and Buffy Summers are alike in many superficial characteristics, making comparisons between them 
inevitable. Both are relatively young: Buffy is introduced as a high school sophomore, while Anita, at twenty-four, is only 
a few years out of college. Each attracts attention with her petite, pretty appearance, physical dexterity, and intelligence. 
Both resort to witty, sarcastic remarks, particularly when threatened. As is traditional among vampire slayers of 
literature and film, the two women take their responsibilities as hunters seriously, giving up a great deal to fulfill their 
obligations to those they protect.
 
(3) These sacrifices, and the slayers’ painful awareness of them, contribute to Anita and Buffy’s most interesting shared 
quality: both are reluctant slayers. Each longs for a safe and ordinary life, and especially for a normal relationship with 
someone of the opposite sex. It is this longing that significantly defines these modern slayers. Anita and Buffy seek to 
resolve these desires, while continuing to fulfill their duties as vampire hunters. In their struggles, they are forced, as 
slayers seldom are, to confront the ambiguity of their role: as human protectors who are not quite human, as killers 
whose victims are both predators and prey, and as women whose lives offer little room for ordinary passions.
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The Hand of Fate 
Kendra: “You talk about slaying like it’s a job. It’s not. It’s 
who you are.” 
Buffy: “Did you get that from your handbook?” 
Kendra: “From you.” 
“What’s My Line?” Part Two 

“I raised the dead and laid the undead to rest. It was what 
I did. Who I was.” 

Anita Blake, Guilty Pleasures, 79 

  
(4) By an apparent accident of birth, Buffy and Anita find themselves labeled, each in her respective universe, as the 
salvation of humankind. As a necromancer, Anita possesses some innate defenses against vampiric powers; these, along 
with her “affinity with the dead” (The Laughing Corpse 44), make her uniquely qualified to deal with the various 
monsters that manifest in Hamilton’s alternate St. Louis. Anita’s training as an animator and educational background in 
preternatural biology enhance her inborn abilities. In the few short years of her professional animating career, she 
becomes a licensed vampire killer, exterminating the murderous undead. Her marked skill in this task prompts her 
nickname among the vampires: The Executioner. Anita often feels that she had little choice in becoming a slayer. She 
views it as a natural extension of her necromancy, but in reality her own instinctive skill and sense of social responsibility 
have driven her into the role. Like her police force colleagues on the Regional Preternatural Investigation Team, she feels 
personally accountable for utilizing her abilities to avert danger from other humans. 
 
(5) Unlike Anita, who exercises some choice over her future path, Buffy is unceremoniously confronted with her destiny 
as “the one girl in all the world, [the] Chosen One . . . born with the strength and skill to hunt the vampires” (“Welcome 
to the Hellmouth”). She protests being pressed into duty by her first Watcher, Merrick, and later by Giles, after Merrick’s 
death; still, like Anita, she ultimately cannot reject her calling. Joss Whedon comments, “Buffy may grouse about it, but 
she has heroic instincts” (Tracy 48). She comprehends that being the Slayer is, as Giles tells her, a “sacred 
duty” (“What’s My Line?” Part One), on which she cannot turn her back. 
 
(6) Despite their acceptance of the slayer role and its requirements, Buffy and Anita rail against these obligations. Anita 
expresses early feelings of “battle fatigue” (24) in Circus of the Damned; by the time she views the bloody crime scenes 
of Obsidian Butterfly, the numb and emotionally exhausted animator is seriously questioning her choice of lifestyle. She 
cannot, however, find a way to leave behind her role as the Executioner. The sense of inevitability, of inescapable fate, 
and of undeniable responsibility overwhelms both women, creating dedicated yet reluctant heroines. Buffy sums up 
Anita’s feelings as well as her own when she tells Giles, “I don’t have to be the Slayer. I could be dead” (“What’s My 
Line?” Part One). 
  

Childhood’s End 
Buffy: “Nothing’s ever simple anymore. . . . It’s like the 
more I know, the more confused I get.” 
Giles: “I believe that’s called growing up.” 
“Lie To Me” 

“But we were all young once. It passes, like innocence and 
a sense of fair play. The only thing left in the end is a good 
instinct for survival.” 

Anita Blake, Circus of the Damned, 250 
  
(7) The slayers may be chronologically young, but they mature far more rapidly than their peers. This is due, in part, to 
having faced the death of close friends and family early in life. Buffy experiences Merrick’s death during her first year of 
high school, and Anita loses her mother at the age of eight. These tragedies are by no means isolated incidents in the 
slayers’ lives. In an early episode of the series, Buffy is confronted with further pain when her childhood crush turns to 
vampirism in order to escape a fatal brain tumor (“Lie to Me”). Anita, in Guilty Pleasures, watches helplessly as her new 
friend Phillip, with whom she feels a strong emotional bond, is tortured and later killed. And this is only the beginning: 
again and again, both women watch friends and loved ones, along with a host of innocent strangers, slaughtered by the 
monsters. 
 
(8) Living through this kind of emotional trauma, as well as harboring feelings of guilt about the deaths that occur, 
forces the slayers to grow up with abnormal rapidity. As A. Susan Owen says, “In Sunnydale, young people must take on 
adult responsibilities before they have finished being children” (30). Along with this sudden maturity comes a realization 
of personal mortality. Anita comments, not quite jokingly, that she does not expect to live past thirty (Obsidian Butterfly 
241), although she takes no steps to prevent such an eventuality. Buffy also accepts, almost without question, the idea 
that her life will be brief. In “What’s My Line?” Part One, she describes her future as “pretty much a non-issue.” Her 
philosophy, related to Willow in “Welcome to the Hellmouth,” is, “Seize the moment, ‘cause tomorrow you might be 
dead.” 
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The Lure of Love
Buffy: “Dates are things normal girls have. . . . You know 
what I think about? Ambush tactics. Beheading. Not exactly 
the stuff dreams are made of.” 
“Halloween” 

“One bit of advice. People in our line of work don’t make 
good significant others.” 

Edward, Circus of the Damned 281 

  
(9) Neither of the slayers deliberately sets out to find a lover. Buffy is a sixteen-year-old innocent at the start of the 
series, naïve and nervous around men, and too overwhelmed by her obligations to consider dating. Anita speaks bitterly 
of a college fiancé to whom she lost her virginity, only to be abandoned by him when his family did not approve of her 
mother’s Mexican blood. Both women, therefore, harbor certain fears when it comes to pursuing the opposite sex. Then, 
too, neither slayer feels that her life permits a normal love relationship: as Buffy says, after several abortive attempts, 
“This isn’t the kind of gig where you can just hang it up at the end of the night and snuggle with your 
honey” (“Doomed”). 
 
(10) Buffy and Anita both fear introducing noncombatants into their complicated lives. The object of Buffy’s grade school 
affection dies in a confrontation with vampires during her sophomore year (“Lie To Me”); a later crush, Owen, becomes 
overly enamored of the near-death thrill that Buffy’s lifestyle arouses. “Two days in my world,” Buffy tells Giles, “and 
Owen really would get himself killed. Or I’d get him killed. Or someone else” (“Never Kill a Boy on the First Date”). She 
worries not only that a human boyfriend will be a target for the monsters, but that having a man in her life will distract 
her from her most important tasks. This, she fears, will put herself and others at risk. Similar fears cause Anita to limit 
her ties with human friends, and to resist the idea of dating mortal men. While she longs for a traditional husband and 
home, she realizes her life is a battleground and that she cannot risk anyone she truly loves in that environment. 
 
(11) Despite these qualms, Anita and Buffy find themselves yearning for normal, passionate relationships, and for the 
feelings of safety and stability they anticipate will be inspired by such domestic dynamics. Their unusual requirements for 
a prospective mate, however, eliminate most conventional men. Two of the most important traits they seek are nearly 
impossible for any human to fulfill: the ability to protect oneself from the monsters without assistance and an 
understanding and acceptance of the slayer’s role in her world. The only people aware of Buffy’s identity as the Chosen 
One are friends whom she does not view as potential lovers. Anita need not hide who she is; on the other hand, she has 
trouble finding a man who can accept her strength of will, capacity for violence, and dangerous lifestyle. Neither woman 
has success in finding a mortal man who can hold his own against the monsters she faces daily. 
 
(12) Drawn inexorably by their slaying duties into the world of the creatures they fight, Buffy and Anita spend much of 
their time among those who are not human. In her roles as necromancer, police advisor, and executioner, Anita is 
surrounded by criminals, killers, and practitioners of the dark arts. She is also, inevitably, faced with non-humans who 
do not fit her original, rather simplistic definition of “monster.” Buffy faces a similar dilemma: her closest contact with 
undead activities in Sunnydale turns out to be himself a vampire, a fact she discovers only after their first passionate 
kiss. Neither woman intentionally seeks a lover among her enemies, but for each a variety of factors culminates in an 
unexpected and powerful attraction to the predators she is sworn to destroy. 
  

Loving the Monsters 
Buffy: “I love you. I don’t know if I trust you.” 
Angel: “Then maybe you shouldn’t do either.” 
Buffy: “Maybe I’m the one who should decide!” 
“Lie to Me” 

“I, Anita Blake, scourge of the undead—the human with 
more vampire kills than any other vampire executioner in 
the country—was dating a vampire. It was almost poetically 
ironic.” 

Anita Blake, Blue Moon, 7 
  
(13) Anita and Buffy do not, at first, have any sympathy for the monsters they kill. Buffy reacts with disbelieving horror 
to the revelation that her mysterious informant, Angel, is a vampire. That initial response, however, is followed quickly 
by a desire for her feelings toward him to be somehow permissible. Desperately, she asks her Watcher, “Can a vampire 
ever be a good person? Couldn’t it happen?” (“Angel”). According to Giles, however, the undead are not people, but 
human bodies possessed by demons. Although a vampire may retain the memories or personality traits of its human 
host, it lacks any humanity: “It’s still a demon at the core, there is no halfway” (“Angel”). Due to this straightforward 
perspective, until meeting Angel, Buffy’s wholesale slaughter of the creatures has caused her little concern. 
 
(14) Yet Buffy faces in Angel, for the first time, a natural enemy whose actions declare him as a friend. Even after 
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discovering his status as a monster, she is hesitant to destroy him, both because he has never offered her violence, and 
because their mutual attraction complicates matters. Her slayer instincts are aroused only after she sees Angel 
appearing to attack her mother. When she confronts him, he taunts her by questioning her motives for executing him, 
suggesting that she views his kind merely as animals. She expresses her hatred at the way he has deceived her about 
his true nature; he responds, “Feels good, doesn’t it? Feels simple” (“Angel”). 
 
(15) The problem, of course, is that things are no longer simple. What angers Buffy most about the deception is the 
conflicted feelings that result. She cannot help but see Angel not as an animal, but as a person with complicated 
emotions and motivations. As it turns out, she is right to view him in this way: Angel’s soul has been restored by a gypsy 
curse, thus purging him of his demonic self. While he retains his lust for blood and his vampiric abilities, these are 
tempered by his very human sensibilities. As a result, he intends to fight on her side against the other monsters. 
 
(16) In her dealings with the opposite sex, Buffy is ruled by her heart, rather than her better judgment. Although she 
knows something of Angel’s sordid past, and he, too, questions the wisdom of further intimacy, by the end of “Angel” 
they are in each other’s arms. Their relationship proceeds in fits and starts, but by “What’s My Line?” both Slayer and 
vampire give in to their passions. Angel remains Buffy’s boyfriend, but not her lover, until the show’s second season; at 
that point, a combination of sexual passion and the terms of his curse cause him to revert to traditional vampiric evil. 
Buffy’s recovery from the bloody aftermath of the relationship requires months of soul-searching, and leaves behind 
terrible scars. A devastated, deflowered Buffy later insists to a would-be suitor, “I’m not seeing anybody, ever again 
actually” (“I Only Have Eyes For You”). As Mim Udovitch states, “Buffy has developed trust issues from the fact that if 
she trusts the wrong person, the whole world comes to an end” (Udovitch 66). 
 
(17) In Buffy’s world, Angel is introduced as the single exception to Giles’ vampire lore; his fellow vampires are 
considered wholly evil. For Anita, the undead represent a more complex problem. While for some superhuman powers 
and perceived immortality breed corruption and evil, others manifest much the same personalities as they once did in 
life. In the opening pages of Guilty Pleasures, Anita meets with Willie McCoy, a man she once knew as human who has 
now become a vampire. Her ambivalent feelings about him will later be reflected in her reactions to many other 
vampires whom she cannot view as truly evil. Buffy can accept her passion for Angel without questioning her role as the 
Slayer; Anita’s lot is not so easy. 
 
(18) Nevertheless, Anita’s stronger prejudices against the monsters, particularly the undead, allow her to resist her own 
desires longer. Over the course of nine novels, she is pursued by a master vampire, Jean-Claude, and Richard, a 
powerful werewolf. At first Anita remains stoic without much difficulty: in Guilty Pleasures she admits her physical desire 
for the vampire, but insists, “I know who and what I am. I am the Executioner, and I don’t date vampires. I kill 
them” (266). Later, after meeting Richard and learning of his lycanthropy, she reminds herself that “loving the monsters 
always ends badly for the humans. It’s a rule” (Circus of the Damned 328). 
 

       
Book covers from Amazon.com. 

  
(19) Like Buffy, Anita feels a strong physical attraction to presumed enemies; despite her best efforts, she also develops 
strong emotional attachments to both Richard and Jean-Claude. Absorbed in these complicated romances, almost 
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against her will, Anita struggles with the fear that her love for vampire and werewolf compromises her own humanity. 
She dreams of white picket fences and domestic bliss, away from the monstrous world in which she lives, but does not 
accept that her future holds such potential. As she tells Edward, the bounty hunter against whose cold-blooded persona 
she often compares herself, “I do believe in marriage, but not for people like us” (Obsidian Butterfly 171). Her 
relationships with Richard and Jean-Claude fill a void left by the husband and family she is certain she will never 
possess. In spite of her love for both men, Anita refuses to commit to either, prompting Edward to wonder aloud what 
might happen if she allowed herself to be ruled by her emotions, rather than her sometimes questionable good sense 
(Obsidian Butterfly 43). 
 
(20) A number of factors contribute to the slayers’ surprising changes of heart toward their traditional enemies. Simple 
proximity plays a significant role: Anita and Buffy spend more time, and share more emotionally charged experiences, 
with their future lovers than with any human males. Anita is surrounded constantly by the monsters, including Jean-
Claude in early novels, and both the vampire and Richard in later books. While Angel’s presence in Buffy’s life is not at 
first so obvious, he appears at pivotal moments, brings warnings of danger, and leaves her with the impression that he 
is perpetually watching over her.
 
(21) It is also no coincidence that the slayers find the physical prowess of these men attractive. Angel, Jean-Claude, and 
Richard all possess supernatural strength and fortitude. Finding men who can fight alongside them, and whose safety is 
not a constant cause for concern, understandably reassures both women. 
 
(22) Acceptance by society, or lack thereof, becomes another important issue. The slayers are largely rejected by their 
own kind, and ultimately find intimacy more feasible among the monsters and other social exiles. Anita’s powers brand 
her as insufficiently human among the civilians she protects, so much so that she and the other animators are 
excommunicated by the Catholic Church. Buffy is a social outcast throughout most of high school and has a troubled 
relationship with her single mother; both situations can be attributed primarily, at least in the show’s first two seasons, 
to her secret identity and its accompanying requirements. Even when, as with Owen, ordinary humans do display an 
interest in Buffy, the complications that arise prevent her from reciprocating (“Never Kill a Boy on the First Date”). 
 
(23) While neither woman is devastated by the negative attitudes of those around her, each seeks out companions with 
similar experiences. Jean-Claude may be master of St. Louis’s vampires, but he must fight the humans to protect his 
kind’s hard-won legal rights; Richard and his fellow lycanthropes are branded as diseased, and face daily discrimination. 
As a vampire, Angel is feared by humans but loathed by his own kind for possessing a soul. All three men readily 
comprehend Buffy’s and Anita’s difficulties in inhabiting both human and supernatural worlds. 
 
(24) Most importantly, the slayers gravitate to men with whom they can share their true selves. Buffy agonizes over 
hiding her identity from potential boyfriends and searches for someone to whom she can reveal her other life. Far from 
being ignorant of Buffy’s responsibilities, Angel learns of her calling long before he meets her. In “Becoming,” Part I, led 
by a demon named Whistler, he watches from a distance as Merrick first approaches Buffy and later trains her in her 
duties. Angel sees the difficult road that lies ahead and vows to help the Slayer in the years to come. His awareness of 
her identity, and willingness to support her efforts, make him an ideal choice for her.
 
(25) Anita, who wears her slaying as a badge of honor, needs a lover who can accept not only her humanity, but her 
lack of it. Both her necromancy and her role as vampire executioner brand her as a special kind of monster, and even 
Richard is troubled by these aspects of her personality. Still, it is, ironically, only among the monsters that Anita and 
Buffy find men capable of accepting who they really are. 
  

Facing the Consequences 
Kendra: “It’s as I feared. [Angel] clouds your 
judgment. . . . He’s a vampire, he should die. Why am I the 
only person who sees it? Are you that big a fool?” 
“What’s My Line?” Part 2 

“You just spend too much time with the damn monsters, 
Anita. I don’t mean who you date. I mean all of it. You’ve 
played by their rules so long, sometimes you forget what 
it’s like to be normal.” 

Rudolph Storr, Burnt Offerings, 40 
  
(26) The slayers recognize, with regret, that a relationship with an ordinary human may be an unrealistic goal. However, 
choosing lovers among their potential enemies brings its own complications. Anita, only beginning to recover from her 
own hatred of the monsters, faces the rampant prejudices of her society. For Buffy, giving in to her passion for Angel 
encourages her to lie to those she trusts, and blinds her to the threat he may one day represent. In addition, both 
slayers must accept the potential necessity of destroying their lovers in order to protect themselves, their loved ones, 
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and society as a whole. 
 
(27) Anita knows there will be opposition to her growing feelings for both vampire and werewolf. She attempts to keep 
her affair with Jean-Claude from becoming public knowledge, primarily to prevent her devoutly Catholic father from 
learning of it. When Anita’s closest friends become aware of her budding relationships, they rapidly confront her with 
objections to her choice of lovers. Sergeant Rudolph Storr, who heads the Regional Preternatural Investigation Team, 
bluntly expresses his disappointment, as well as his diminishing trust in her loyalties. Detective Zerbrowski, also an RPIT 
member, cautiously encourages her to bring Richard over for dinner, but rejects Jean-Claude outright (The Killing Dance 
198). Similar opinions are put forth by Edward, who offers to help her kill Jean-Claude if she’d prefer to remain with the 
werewolf (Obsidian Butterfly 25). He and Zerbrowski, like many of Anita’s friends, exhibit a stronger prejudice against 
the undead variety of monster—a feeling Anita once shared. 
 
(28) Among Buffy’s confidantes, thornier problems arise. Although her friends are largely accepting of her relationship 
with Angel, the loss of his soul results in heightened tensions among them. After initial confusion, Buffy learns that her 
passion for Angel has rid him of the gypsy curse, returning him to the evil “Angelus” persona. She cannot bring herself, 
at first, to kill the man who was once her lover, and her hesitation yields disastrous consequences. In addition to various 
small torments, Angel ultimately tortures Giles and murders Giles’ girlfriend, fellow teacher Jenny Calendar. Buffy, at last 
facing her responsibilities, sends Angel to Hell.
 
(29) Rather than face her friends and family after this experience, Buffy runs away. After she comes back, she struggles 
to regain the trust of Giles and the others, especially her mother. Only a few episodes later, Angel returns from Hell, 
traumatized but alive and with his soul intact. Buffy begins seeing him in secret; when her friends discover this, she 
faces their disbelieving anger. Giles in particular demonstrates his disappointment in her, for a variety of reasons. Partly 
it stems from Buffy’s dishonesty, which manifests whenever she and Angel are together. He also reminds her that 
Angelus caused him great personal pain. But most importantly, Buffy’s protection of her former lover puts Angel’s safety 
above her responsibilities as the Chosen One (“Revelations”). Buffy has no defense against these charges. 
 
(30) While combating the disapproval of their colleagues, family, and friends, the slayers must also confront their own 
ambivalence about their chosen mates. Each is forced to accept the knowledge that she may one day have to kill her 
lover, in order to fulfill her responsibilities to the wider community. Buffy actually carries out this act. Anita, though 
never required to put her own strength of will to the test, informs both her lovers that she is capable of killing either 
man if he threatens her life or loses control of his beast. A. Susan Owen’s comments on Buffy’s situation apply to both 
slayers, in that they each “experience the anguish of putting community before self-interest” (27). 
 
(31) Yet all this only scratches the surface of the challenge created by the slayers’ love lives. While they must accept 
that their significant others are inherently and irreversibly not human, they must also face the reality of their own love 
for these men. Anita and Buffy demonstrate understandable discomfort with the depth of their feelings for and 
identification with creatures that prey on humanity. The bonds they form with these monsters, and their constant 
involvement with the supernatural world, require that they examine their own not-quite-human status. Each slayer is 
called upon to either reject or embrace not only the monsters she both loves and fights, but the monster she perceives 
within herself. 
  

The Abyss Gazes Also 
“He who fights with monsters might take care lest he thereby become a monster. And if you gaze for long into an abyss, 
the abyss gazes also into you.” 

Friedrich Nietzsche, Beyond Good and Evil (qtd. in The Oxford Dictionary of Quotations, 1979) 
  
(32) Both Anita and Buffy are forced to confront these issues, although Anita does so most directly. It is she who admits 
that, as a necromancer and vampire slayer, she lacks moral high ground among the monsters: as early as Bloody Bones, 
she labels herself as one of them (271). Yet, on the whole, she accepts her inborn powers without questioning her 
humanity. When the Pope excommunicates practicing animators, she becomes Episcopalian rather than trying to 
suppress her abilities (Guilty Pleasures 186). In her opinion, what matters is her personal relationship with God. She is 
confident that He does not object, a belief bolstered when she successfully confronts a demon in Blue Moon. 
 
(33) Rather than her magical abilities, it is the slow erosion of her once stringent morality that troubles her most. The 
hatred and prejudice she exhibits toward the monsters, for instance, which are readily apparent in early novels, come 
frequently into question as her character evolves. This change can be attributed in part to her passions for Jean-Claude 
and Richard, as well as her friendship with other supposed monsters. However, it also owes a debt to her dealings with 
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fellow humans such as Edward, whose ethics and morality are infinitely questionable. These relationships with both 
humans and monsters cause her to examine the validity of her distinction between the two. 
 
(34) Anita does not welcome this release from a black-and-white worldview. Instead, she fears for her immortal soul, 
wondering if this unfamiliar ambiguity will someday destroy her (Bloody Bones 370). In Burnt Offerings, Rudolph Storr 
questions her loyalties outright: “It’s not the fur or the fangs that make you a monster, not always,” he informs her. 
“Sometimes, it’s just where you draw the line” (40). For Anita, this is the crux of the matter. She fears that, as 
Nietzsche would have it, the closer her actions and feelings come to that of her monstrous victims, the more like them 
she becomes. In Obsidian Butterfly, she comments, “And that was perhaps my biggest problem. I was always willing to 
compromise my soul if it would take out the great evil. . . . I couldn’t let the monsters win, not even if it meant 
becoming one of them” (251). Anita’s problems are twofold: on one hand, she empathizes with the monsters, 
befriending many and loving others; on the other, immersing herself in their culture has burned away her innocence and 
soft edges, turning her into the sort of remorseless killer she frequently combats. 
 
(35) As Storr impugns Anita’s allegiance, so does Kendra accuse Buffy of losing her perspective in the war against the 
vampires. Kendra, the Slayer called when Buffy momentarily dies in “Prophecy Girl,” indicts Buffy for her sympathies, 
particularly her relationship with Angel. Foreshadowing Giles’ later complaints, Kendra maintains that Buffy’s love for 
Angel blinds her to danger, and prevents her from fulfilling her obligations as the Chosen One. Although Kendra 
eventually accepts their mutual passion as defensible, her point is well taken, especially considering Angel’s radical 
change in Innocence, and its consequences. 
 
(36) While Buffy is not often forced, as Anita is, to question the moral value of her actions against the monsters, she 
does have to consider the fine line she walks between destroying them and becoming one of them. The entrance of a 
third Slayer, Faith, who appears after Kendra’s death, brings these issues to the fore. Faith insists that Buffy enjoys what 
she does, and that she ought to; after all, “Slaying’s what we’re built for. If you’re not enjoying it, you’re doing 
something wrong” (“Bad Girls”). After a night of slaying, Buffy describes to Willow the exhilaration she felt when Faith 
led her impetuously into the sewers to attack several vampires: “It was intense. It was like I just . . . let go and became 
this force. I just didn’t care anymore” (“Bad Girls”). Faith exerts a dangerous influence over Buffy, encouraging her to 
take more and more pleasure in the kill, rather than the ultimate purpose of slaying: the safety of the human world. 
 
(37) Buffy is jarred back to reality by Faith’s accidental murder of a human, and manages to resist the lure of her fellow 
Slayer’s cavalier attitudes. However, Faith continues to drive Buffy to actions that call into question her own humanity. 
In “Graduation Day,” Part One, Faith poisons Angel with a mystical compound, curable only by drinking the blood of a 
Slayer. Buffy tracks her down and attempts to kill her, prompting Faith to exclaim, almost proudly, “Well, look at you! All 
dressed up in big sister’s clothes.” Both women exhibit shock when Buffy finally plunges the knife into Faith, but Faith 
takes pleasure in nearly being murdered. Buffy has proven to her that, deep down, they are both killers. Later, in “This 
Year’s Girl,” Buffy claims that she tried to kill Faith because, “You had it coming,” but Faith demands that Buffy face the 
truth: the Slayer was willing to trade the life of a human for that of her vampire lover. 
 
(38) The assumption shared by many of Anita’s and Buffy’s comrades is that their sympathies for the monsters are a 
direct result of proximity. Rudolph Storr, Kendra, and others believe that, by spending too much time among their 
enemies, the slayers lose sight of the dividing line between good and evil. As Anita’s life becomes intricately entwined 
with the supernatural world, she develops strong bonds of friendship with many monsters beyond her lovers. Among 
these are Richard’s werewolf pack, the king of the local wererats, and several of Jean-Claude’s vampire lieutenants. She 
even takes on the protection of a wereleopard pack whose violent leader she kills. Buffy pursues similar friendships with 
Oz, a werewolf; Amy, a witch; and Anya, a former vengeance demon.
 
(39) These friendships, developed in the wake of passionate relationships with the monsters, contribute to the slayers’ 
rejection of their once-sacred stereotypes. In spite of the beliefs of those around them, Anita and Buffy know that not all 
humans are inherently good, nor are supernatural creatures by their very nature evil. Possessing human and monstrous 
characteristics of their own, Buffy and Anita endeavor to straddle both worlds without committing fully to either. Their 
responsibilities as slayers must come first, but they also allow themselves to experience love and intimacy with the 
monsters they deem worthy.
  

Blurring the Lines 
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Buffy: “Nothing’s ever simple anymore. I’m constantly 
trying to work it out. Who to love, or hate, who to trust. It’s 
just like the more I know the more confused I get. . . . 
Does it ever get easy?” 
Giles: “You mean life?” 
Buffy: “Yeah, does it get easy?” 
Giles: “What do you want me to say?” 
Buffy: “Lie to me.” 
“Lie To Me” 

“I execute people, Doctor Cunningham. . . .” 
“Don’t you mean you execute vampires?” he said. 
“Once upon a time, that’s what I meant.” 
We had another long moment of looking at each other, then 
he said, “Are you saying you kill humans?” 
“No, I’m saying that there’s not as much difference 
between vamps and humans as I used to tell myself.” 

Anita Blake, Obsidian Butterfly, 241 

  
(40) Buffy Summers and Anita Blake are neither ordinary women nor strictly human, and their lives are mired in 
violence, magic, and moral complexity. For these and a myriad of other reasons, they are drawn to lovers from outside 
the human world. In many ways, their choice is a good one: not only are Jean-Claude, Richard, and Angel better 
equipped than mere mortals to survive in the slayers’ worlds, but they are also a part of those worlds, and therefore 
capable of accepting Anita and Buffy for who—and what—they are. The support offered by these men helps both women 
continue to fulfill their obligations as slayers. At the same time, their lovers serve as living reminders that the enemy can 
sometimes be difficult to define. 
 
(41) Do these feelings of empathy, passion, and even love toward the monsters compromise the slayers’ ability to carry 
out their responsibilities? Are they undermined by allowing ambiguity to temper their actions and opinions? In his essay, 
“Warrior Women,” Michael Ventura suggests that Buffy and others like her “not only tolerate but learn to relish 
ambivalence—and . . . refuse to let a lack of boundaries demolish their morality” (61). Rudolph Storr fears that the 
monsters have corrupted Anita’s sense of normality, of the accepted line between good and evil, and this is certainly 
true. Yet Joyce Millman’s comments on Buffy the Vampire Slayer apply to both Whedon’s and Hamilton’s work: both are 
“about learning to accept the world—and people—as being more complicated than simply good and evil” (para. 14). 
 
(42) Joss Whedon and Laurell K. Hamilton present their slayers with worlds in which moral and ethical ambiguity are 
inevitable. Humans and monsters alike are enigmas, as they are in our own world. Good and evil are slippery concepts, 
right and wrong equally obscure. Accepting these facts requires the slayers to consider the consequences of their own 
behavior, and to question constantly their motivations. Rather than being forced to choose between the humans and the 
monsters, Buffy and Anita accept the complexity of their roles, and ultimately address both sets of responsibilities: to 
humankind, and to their own passions. 
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Bruce McClelland 
By Whose Authority? The Magical Tradition, Violence and the 

Legitimation of the Vampire Slayer 
  
(1) The American superhero of necessity possesses a dual personality: one, like Clark Kent, that fits, or 
tries to fit, invisibly into the ordinary fabric of society; another, like Superman, whose reserves of power 
place him far beyond mortal men. This duality is a response to an underlying, and unresolved, dualism in 
the society in which these heroes uncomfortably fit. The workaday identity accepts the ability of ordinary 
authority and enforcement structures to identify and contain undesirable elements, such as criminals. The 
secret identity, however, tacitly acknowledges the limitations of those structures when confronted with the 
darker motives of human beings. 
 
(2) Buffy, of course, belongs to this essentially American mythological modality of superhero, yet she 
differs from classical superheroes in significant ways. The most significant departure from the superhero
(ine) format in Buffy the Vampire Slayer (BtVS) is that the undesirables whom Buffy is chosen to destroy 
are not mortal criminals, and law enforcement agencies are not only powerless, they are irrelevant. Thus in 
the pilot episode for the TV series, “Welcome to the Hellmouth,” Willow naively asks Giles, referring to the 
uncovering of a passel of demons beneath the city, “Shouldn’t we call the police?” With his jaded British 
sigh of acquiescence to the way of things, Giles candidly replies, “They wouldn’t believe us, of course.” So 
here we have a shift from the usual mythological pattern in which the hero’s good deeds generally result in 
some punishment of the criminal at the hands of the larger society. As a consequence, Buffy, the ringleader 
of a band of far more ordinary helpers, is in fact enforcing a kind of vigilante justice. Indeed, her mentor 
Giles refers to himself as a “Watcher”—a close enough translation of vigilant. 
 
(3) American movies and television have always exhibited a fascination with schemes of justice, retribution, 
punishment, and downright revenge that fly in the face of the overloaded, corrupt, politically controlled 
system of trial and incarceration. The unexpected success of movies like Death Wish and its several sequels 
reveals a general dissatisfaction with the outcomes of the sanctioned legal system. Yet this glorification of 
vengeance or at least direct and appropriate punishment remains vicarious, a wish. Classically, such 
productions always present a lopsided view of the moral dilemma of taking the law into your own hands. At 
some point, one has to face the music: there is always some tacked-on epilogue in which vigilante justice is 
condemned as wrong, despite its swiftness, clarity, and seeming efficacy. 
 
(4) With Buffy the untidiness of having criminals, alive or dead, to hand over to the “proper authorities” is 
neatly dispensed with by having the targets of Buffy’s displeasure turn instantaneously to vapor or dust 
upon being dispatched. This is possible, we surmise, because these outlaws are demonic. Not exactly 
unreal, but not of the same substance as you or I.[1] Yet before these demons are destroyed, sent into 

oblivion or wherever, they may be indistinguishable from ordinary mortals.[2] Giles tells Buffy (and us), “A 
vampire appears to be completely normal until the Feed is upon them [sic]. Only then do they appear 
mad.” (“Welcome to the Hellmouth”) Thus, the task of identifying undesirables who look like us (an old sci-
fi problem, and certainly at the heart of the story of that alien nobleman and lover, Count Dracula) falls 
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only to those who possess a skill by virtue of being Chosen. This heightened sense is one that must be kept 
sharp: “A slayer should be able to see them anywhere.” (Giles; “Welcome to the Hellmouth). 
 
(5) Were Buffy’s enemies characterized as mortal, we might feel less at ease concerning the absoluteness 
with which Buffy first identifies, then vanquishes her adversaries, rule of law be damned. Whatever doubt 
may surround a given suspect’s guilt, which is exemplified by unrepentance (since we see that repentant 
werewolves and vampires, like Oz or Spike, are not destroyed, although they must be confined), vanishes 
as quickly as the particles of a dead demon once Buffy’s perception has homed in. No one ever questions 
the accuracy of Buffy’s judgment, and the proof is in the poof. 
 
(6) We may conclude, perhaps, that this undying faith in the accuracy of Buffy’s perception is a result of 
her repeated success in attacking the demonic. Even Riley, an officer in a more organized paramilitary 
group of vampire vigilantes, admits, “I think [Buffy] sees things the rest of us don’t. We should follow her 
lead.” (“Superstar”) But where does this sanction come from? Whence does she derive her authority in the 
first place? 
  
Early Slayers
(7) Whether or not the creator of BtVS, Joss Whedon, or the show’s writers are aware of it, the tradition of 
the vampire slayer has a long history. 
 
(8) In southeastern Europe, where folklore about the vampire originated (in Bulgaria, not Romania, by the 
way), certain classes of people were, like Buffy, chosen, marked, to become the natural enemies of 
vampires. Vampires, according to the stories of Balkan villagers, were only about at night and often had no 
visible form, although it was also claimed that if they survived detection and destruction for a period of a 
year, they took on the appearance of a local villager. (Indeed, even today, there are Bulgarian villages 
where the residents are willing to provide the phone numbers of known vampires.) 
 
(9) As corpses terrorizing the living at night, vampires could not be destroyed except by ritual means 
immediately before or after burial. Vampires that could not be detected became the objects of pursuit of 
certain vigilantes with the power to identify and destroy them. A sâbotnik, who was someone (almost 
always a man) born on a Saturday (sâbota being the Bulgarian word for Saturday, the sabbath), or a 
vampirdñia, the offspring of a woman and a vampire, could detect and destroy ambulatory vampires. So 
useful were these people at times of vampire epidemics that they might even make a decent living as 
fearless vampire killers. 
 
(10) The tradition of vampire killers is a topic worthy of investigation, but it is cited here merely to suggest 
that long before Buffy there was a tradition of investing selected individuals with the magical perceptions 
and skills necessary to confront the demonic head-on. But since this aspect of vampire folklore is less well-
known in the West even than the Balkan vampire itself, there is no point in attempting to deduce some 
historical continuity between late medieval Bulgarian and late twentieth-century American understanding of 
the vampire motif. 
 
(11) What is of significance, however, is that the village vampirdñia or sâbotnik was, in a sense, chosen. To 
become one of these seers (and note again the connection with watching and seeing), one had to have 
predispositions that were the result of conditions that obtained before or right at birth: physical 
abnormalities, day of birth, vampire paternity. So even in the old village tradition, one did not choose to 
become a Slayer. One was chosen. 
 
(12) The imagery of the vampire that pervades BtVS is not, of course, derived directly from Eastern 
European folklore (McClelland 1999). Rather, it is a blend of borrowed literary (essentially post-Stoker and 
significantly post-Rice) conceptions of the vampire and, to a much greater extent, American and Western 
European ideas about witchcraft and Satan, especially as they were imagined from the late medieval period 
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through the Inquisition (Cohn 1975, chap. 8). From a functionalist perspective, it can be argued (Klaniczay 
1990; chaps. 9 & 10) that witchcraft and vampirism have related social functions. Furthermore, the 
complementary distribution of the two seems to correspond to a greater or lesser degree to the distribution 
of Eastern Orthodoxy and Roman Catholicism. It was in Catholic countries, let us not forget, where witches 
and heretics were subjected to the terrors of the Inquisition. And it was during the Inquisition that another 
class of “slayers” came to be known, the benandanti, who were reputed to be able to leave their bodies 
during sleep (that is, in an altered state of consciousness) and go off to fight witches at their sabbats 
(Ginzburg 1983). These slayers, too, were marked: they were born, according to the testimony of the trials 
in which they were accused of consorting with demons, with cauls, which are amniotic membranes 
enveloping the skull at birth. 
 
(13) So whether we are talking about vampires in Eastern Europe, or witches in the West, these groups of 
ostensibly threatening individuals provoked the creation of a class of antagonists whose function was first 
to identify evil and then take action on behalf of the larger society. In neither case were these early slayers 
recognized as official authorities, either ecclesiastical or political; they passed no tests, nor did they work 
their way up some ladder of patronage. They were simply chosen. 
 
(14) Being chosen, naturally, is a credential that is indisputable, because it is signified by marks or 
conditions whose chance nature is attributed to an impersonal will. The benandanti, sâbotnici and 
vampirdñii were hardly responsible for their birth defects, birthdays, or parents. Since the symbolism of 
being chosen is inclusive and generally agreed upon in advance, almost anyone meeting the proper 
conditions may be elected willy-nilly to an office whose primary responsibility is to rid the world of evil 
demons. A slayer may thus be instantiated whenever the need arises: it is not, for example, that hard to 
find people born on Saturday. And this conformance to a symbolic condition is all that is necessary to 
legitimate violent actions that in fact violate taboos or laws all in the name of restoring order. 
  
The Chosen, Magical Texts, and Legitimacy 
(15) Buffy, we recall from both the original film and the TV series, is similarly chosen. Despite her 
continuous protestations, she is the receiver of a vocation whose duties are both sacred and obligatory. 
Conferred upon her through—not by— Giles, the mantle of slayer is apparently steeped in tradition. And 
nothing legitimates like the past: “Because you are the Slayer. In each generation, a slayer is born. One 
girl. The Chosen One” (Giles in ”Welcome to the Hellmouth”). “For as long as there’ve been vampires, 
there’s been the Slayer. One girl in all the world, a chosen one.” (Giles in “The Harvest”). 
 
(16) If the selection of Buffy is ordained, we may ask, what is the basis of her selection? What is the mark 
by which she is recognized as the One? What defect or superior capacity isolates her from her peers and, in 
fact, condemns her to an adolescence/post-adolescence in which “normal” (sexual) relationships lie beyond 
her reach (a situation brought sharply into focus, for example, in “Never Kill a Boy on the First Date”)? 
What, finally, is the “tradition” by which authority is conferred—where does it begin and why? 
 
(17) Since Buffy is herself ignorant, until it is announced to her in the gym (BtVS original film), of her own 
powers, she can provide us with no real insight into her own deep nature: before becoming a Slayer, she is 
nothing but a cheerleader, a blonde California high-school girl whose very name is meant to suggest 
lightness, lack of substance. Buffy’s antipathetic foil, the even more superficial Cordelia, implies that Buffy 
is more substantial than we might at first think. But in the final analysis, it is the British librarian Giles who, 
as the currently incarnate guardian of the tradition of the Slayer, reveals Buffy’s occult mission. 
 
(18) Without Giles (or Merrick, as the Watcher, Giles’ antecedent, in the movie version is called), Buffy 
would never have figured out for herself who she was. Without Giles, Buffy’s serial murders of ugly kids in 
bad clothes (not to mention make-up) would have landed her in prison. Of course, the real social necessity 
for dispatching vampires is hard to argue with: “Look at his jacket,” Buffy instructs Giles while pointing at a 
tastelessly dressed boy on the dance floor, trying to prove that she can ‘sense’ vampires, “He’s got the 
sleeves rolled up. And the shirt? Deal with that outfit for a moment . . . trust me: only someone who’s been 
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living underground for ten years would think that was still the look” (“The Harvest”). 
 
(19) We may consider Giles something of a “keeper of the texts,” insofar as he seems to have, in a 
California high school library, an enormous collection of books with such unlikely names as Vampyr and 
Witchcraft and Witches: Historic Roots to Modern Practice, the latter unfortunately checked out by Xander. 
(“The Witch”) Giles’ personal link to the literate mystical tradition is underscored by a confused reference 
by Willow to his previous job as “the curator at some British museum, or the British Museum.” (This might 
even be an unwitting homage to Bram Stoker, who obtained a good deal of his knowledge of Transylvanian 
folklore and of Dracula at the British Museum.) 
 
(20) Perhaps in no other place on the planet is a high-school library so absolutely superfluous as in 
Sunnydale, California. It is therefore all the more remarkable that Rupert Giles, as the only constant grown-
up in the show, is able to attract a small force of adolescent avengers into its chambers (not remarkably, 
there are rarely, if ever, any other students there). But it is here, in Giles’ rather comfortable and relaxed 
space, that it is possible to learn the cosmology of the ancestral race of demons, as well as the spells and 
potions necessary to counteract their evil designs against the present inhabitants of the upper world: 
 
(21) This world is older than any of you know, and contrary to popular mythology, it did not begin as a 
paradise. For untold eons, Demons walked the earth; made it their home— their Hell. In time they (the 
demons) lost their purchase on this reality, and the way was made for the mortal animals. For Man. What 
remains of the Old Ones are vestiges: certain magicks, certain creatures. (“The Harvest”)
 
(22) The texts that Giles has access to (supplemented by the stuff that computer-geek Willow finds on the 
Web) are contained in ancient tomes (see, even, the spines of the books on the page called “The Library” at 
the official Web site (http://www.buffy.com/library/index.html as of 9/28/00)). As a very nice touch, the 
prop masters and set decorators on the show have gone to the trouble of including books with Reformation-
style woodcuts and actual Latin text on their pages, though the pages are shown only for a fleeting frame 
or two, so it is difficult to find out which texts are being consulted, or why. If nothing else, we know that 
these pages make reference to both the Old and New Testaments (e.g. Psalm 78 and Luke 16, 
respectively), but beyond that, it is likely that the pages were selected arbitrarily, representing a Hollywood 
look and feel of “ancient mystical texts.” It is not expected, in other words, that the devotees of the show 
would actually (as I did) freeze the frames of the turning pages in order to read them. Much less is it 
assumed that the viewers know enough Latin to be able to read these pages if they did bother to freeze 
them. There are frequent and enormous howlers when Giles recites pseudo-Latin spells, enough to 
embarrass anyone who remembers even a bit of Latin morphology.
 
(23) In “The Witch,” for example, Giles retrieves the exact book used by a witch (a cheerleader’s envious 
mother, in fact) to cast a spell on Buffy. Like a high priest, he opens it and begins intoning in a “Latin” 
whose ungrammaticality we might be able to ignore if he didn’t also provide a “translation” of the Latin 
spell: 
  
Centrum est obscurus, tenebrae respiratus.The center is dark, darkness breathes.
  
(24) Or in “Superstar,” while Xander is casually leafing through some powerful book of spells, at the very 
second he says “Right. You can’t just go ‘librum incendere’” the book spontaneously combusts. Angered by 
Xander’s lack of proper respect for the magical power contained in his books, Giles snaps, “Xander, don’t 
speak Latin in front of the books.” 
 
(25) This use of broken Latin is intended to invoke, by its very mysteriousness and by its reference to the 
language of the medieval Church, the Western European demonological tradition. (Egyptian hieroglyphics 
(‘sacred writing’) functioned similarly in such movies as The Mummy: shorthand for a lost, non-Christian 
religious system which by nature was linked to magic. The Latin in which the offending Satanic spells were 
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supposedly written is, of course, the language in which the Church made its high-flown, theologically 
overwhelming accusations against often illiterate “heretics.” Much later, through the Reformation up to the 
nineteenth-century theosophical movements with their romantic obfuscation, the projected fantasies of the 
Inquisitors were reimagined as authentic texts. 
 
(26) It is not the actual history of demonology (and certainly NOT vampirism, which in its authentic state 
was purely oral, after all) that BtVS cares about invoking. Rather, it is the vague but widespread sense that 

the philosophical dualism so vehemently attacked by the Church[3] is still heretical. Paganistic and 
polytheistic beliefs in demons are therefore still deserving of annihilation. The attack on heretical beliefs in 
demons has been transposed, however, to the demons themselves. The obscure spells dredged up from the 
demonological writings in Giles’ curiously nefarious collection, by virtue of their links to a period in which 
real social action was taken with impunity against “witches” are proof enough of the legitimacy of the 
struggle. 
 
(27) The cosmology of demons, Old Ones, and vampires (the latter monsters resulting from the impure 
miscegenation between demons and humans (“The Harvest”)) reinforces the interpretation that the conflict 
between good and evil is ongoing. The eternal nature of the battle, projected into the present and future, 
itself legitimates all actions taken to destroy the prehistoric inhabitants whose envy and resentment lie 
behind a plot to reverse what might actually be seen as an injustice. Like the transgressed Native American 
burial grounds whose vengeful rage is personified and animated in Stephen King movies and the like (e.g. 
Pet Sematary, Poltergeist), the aboriginal inhabitants of contemporary Silicon Valley—aka Hellmouth or 
Bocca del Inferno—represent a repressed but persistent threat to reclaim the world of shopping malls and 
cheerleading to which Buffy belongs. 
 
(28) Here, then, is why Buffy is the Chosen: in the movie more than in the TV show, she is the archetype of 
the postmodern, the perfect embodiment of the slick democratizing values which would be undercut by any 

admission of what had been displaced to make way for post-capitalism. She is first discovered by Merrick[4] 
in a shopping mall elevator and again later in a high-school gymnasium after cheerleading practice. 
 
(29) She is common in other ways: we learn that in her past-life alter-ego dreams, she was a “slave in 
Virginia,” “a servant girl or barmaid” in medieval England or New England. She thus represents the 
common (read: dominated) individual who is mistreated by the upper classes. With such a reincarnational 
pedigree, Buffy is not only entitled, but obliged to rectify centuries of social injustice. Disdain for the 
authorities may be the result of a perception that they are members of the dominant class. 
 
(30) Such a reference to her social inferiority is not anomalous. Rather, this status is frequently associated 
with those who are chosen to restore social order by means of violent transgression. Indeed, as Bourdieu 
points out,
 

Sacrilegious transgressions may be delegated to an inferior being, both feared and despised, 
a sacrificer and scapegoat whose role is to take away ill fortune. (Bourdieu 1990, p. 234)
 

(32) BtVS, then, represents an updating of at least two significant motifs: first, the idea of Satan (paralleled 
by the figure of the subterranean Master in the show) “having servants amongst living men and 
women” (Cohn 1975, p. 63), who have a demonic interest in inverting the current social order; and second, 
the notion that violent rites performed outside the law without benefit of evidentiary proceedings may be 
legitimated by invoking popular notions about late medieval demonology. Magical invocations in Latin are a 
means of summoning, or encountering, the repressed demons. Destruction of vampires by ritual means 
(with the usual paraphernalia) is a legitimate obligation, which must take place outside the law because the 

http://slayage.tv/essays/slayage1/bmcclelland.htm (5 of 7)6/17/2004 11:39:14 AM

http://us.imdb.com/Title?0098084
http://us.imdb.com/Title?0084516


Slayage 1: McClelland 

very power of these evil beings allows them to go undetected by ordinary mortals. The drift from the 
original concern with vampires toward a more generic interest in demons is perhaps not merely a 
scriptwriter’s trick. There is a natural discomfort in the American psyche with the truth of all vampire 
folklore: the fact is, in the Balkan imagination, killing a vampire is a harmless act, since in reality people 
who are considered vampires are also known to be dead. The attack on witchcraft in the West, on the other 
hand, resulted in the torture and murder of living people. The violence of the Inquisition is more deeply 
embedded in American consciousness than the mock violence of vampire lore. 
 
(33) Buffy becomes a demon slayer more than a vampire slayer, and the imagery used to legitimate her 
actions before an audience more familiar with the fantasies of Satanism (a pseudo-religion which never 
really took hold in Orthodox countries) and Inquisitorial persecution is clearly derived from popular notions 
about the Middle Ages. At the very center of BtVS is an occult library, and in those obscure books which no 
one read anyway are to be found the reasons why Buffy is allowed to get away with murder. 
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[1] In an interview with Joss Whedon included on the VHS tape of “Angel” and “The Puppet Show” Buffy’s 
creator explains that the series’ signature “dusting” serves three purposes: (1) to remind audiences that 
those Buffy kills are not human; (2) to instantaneously get rid of all the bodies; (3) because it looks “real 
cool.” 
[2]The conflation of vampires with the more generic class, demons, is accomplished early in the series, 
presumably to meet the technical demands of plotting the show week after week. In :”Welcome to the 
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Hellmouth,” Giles says, “Not just vampires . . . Werewolves, incubi, succubi. They’re all real!” 
[3]The attacks on dualistic heresies are largely responsible for the emergence of the figure of Satan in Western 
consciousness as an evil usurper rather than, as he is portrayed in the Old Testament, a tester of moral commitment 
(McGinn 1994; Forsyth 1987). See also (Stoyanov 1994). 
[4]A cryptic reference to Meric Casaubon, perhaps? Meric Casaubon in 1659 edited and published a transcription of a 
mystical work that involved automatic writing between Dr. John Dee, mathematician and alchemist to Elizabeth Regina, and 
Edward Kelley, an alchemist-magician whose reputation did not stand up quite so well. The manuscript purported to have 
been dictated by the Angels in a language called Enochian, which had its own mystical (quasi-Hebrew-quasi-alchemical) 
alphabet. 
  
Merrick so spelled is a common enough Anglo name, while Meric Casaubon is relatively obscure. The book 
edited by the latter was known as A True and Faithful Relation of What passed for many Yeers Between Dr. 
John Dee and Some Spirits: Tending (had it Succeeded) To a General Alteration of most STATES and 
KINGDOMES in the World. 
  
A coincidental vampire connection is noted in Donald C. Laycock's The Complete Enochian Dictionary: A 
Dictionary of the Angelic Language as revealed to Dr. John Dee and Edward Kelley (1978): 
Prague during the reign of King Rudolf II was devoted to the Hermetic arts and sciences which fascinated 
its monarch to the exclusion of all else. King Stephen of Poland, who had his seat at Cracow, was related to 
the Hungarian Bathori family which legend identifies with Count Dracula. 
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William Wandless
Undead Letters: Searches and Researches in Buffy the Vampire 

Slayer
 

Buffy, I have volumes of lore, of prophecies and predictions. But I don’t have an 
instruction manual. We feel our way as we go along. And I must admit, as a Slayer 
you’re doing pretty well.

—Rupert Giles, in “Never Kill a Boy on the First Date” 
  

(1) Buffy the Vampire Slayer banks on a very simple premise: folks dig research. Admittedly, they also love brushes with 
the supernatural, snappy dialogue, trendy clothes, pretty people, sweltering smoochies, and the occasional bleached-
blonde British vampire, but nothing pulls them in like an overhead shot of a man in tweed thumbing through a dusty, leather-
bound book. Sadly, squeezing all the requisite trappings of vampire-slaying into forty-five minutes of television time places 
severe limitations on how much research work can be depicted in each episode. To keep viewers coming back for more, 
the series teases them with only a few scant moments of tantalizing page-turning per week. 
 
(2) Over the course of four seasons, however, the nature of those moments—and the surrounding narrative 
content which reflects and is reflected in them—has changed dramatically. While Giles and the Sunnydale 
High School Library formerly centralized and localized the Scooby Gang’s researches for the majority of the 
first three seasons, their methods and their measures have gradually expanded and adjusted to enable 
them to understand phenomena and combat adversaries well beyond the realm of everyday vampire-
slaying. Research once offered Buffy the Vampire Slayer a degree of internal unity: the team rendezvous in 
the library regularly served as a kind of familiar, and often comfortingly familial, intermission between an 
initial encounter with a threat and the informed response to follow. Reassuring rapport, playful banter, and 
hushed discussion of the dangers ahead reigned over these calm intervals of intelligence-gathering, and the 
knowledge gained in these relatively quiet cabals ordinarily proved equal to the confrontations to follow. 
The characters grew and their relationships changed, but their common alliance against the assorted evils 
of Sunnydale remained constant. 
 
(3) The onset of the fourth season, however, marked the emergence of new hazards for the team: the 
threat of group dissolution in the college environment; the presence of the Initiative, a competing group of 
vampire- and demon-hunters with different methods, ethics, and objectives; and the existence of Adam, an 
essentially unresearchable foe. In light of the events of the fourth season, the destruction of the library in 
the battle with the Mayor at the close of the third seems emblematic of a decisive shift in the role of 
research in the series. The center of the Scooby Gang’s research world—and the very heart of their shared 
high school experience—ceases to be, destroyed in an explosion of their own engineering. The loss of the 
library occasions physical displacement and movement outward, and Buffy, Giles, Willow, and Xander begin 
to forge more fully separate lives as individuals, exploring identities beyond the protective enclosure of the 
group. The pursuit of knowledge correspondingly turns inward for each of them, and it is only in the final 
episodes of the fourth season that the collective yield of their independent researches begins to take on a 
familiar shape, a renewal of the moments before the destruction of the library, when a victorious Buffy can 
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insist to her friends that “we were great” (“Primeval”).[1]

 
(4) That expressive we epitomizes the characteristic guise of knowledge in the series, a form of 
understanding that emerges as a consequence of intercommunication and interaction. The central 
expression of this collaborative condition in the first two seasons arises from the gradual revelation of 
Buffy’s destiny as the Slayer and in the more understated disclosure of Giles’ related fortunes as her 
assigned Watcher. The initial friction between them is at once comic and intense, as Buffy’s vehement 
resistance to ordination as the vampire-hunting Chosen One is met by the arid wit and seemingly 
encyclopedic occult knowledge of the buttoned-down Brit. Both, however, are victims of comparable 
tragedies. Buffy has been robbed of any real chance at teenage normalcy, and Giles, too, has been robbed 
of youthful dreams: “I was going to be a fighter pilot,” he laments, “or possibly a grocer” (“Never Kill a Boy 
on the First Date”). The analogy between Slayer and Watcher, however, has intrinsic limitations: a segment 
excerpted from the original teleplay of “Reptile Boy” has Buffy rebuff Giles’ attempt to commiserate with 
her youthful impulses by reminding him that he doesn’t “know what it’s like to be sixteen, and a girl, and a 
Slayer” (Golden 6). The growth of their relationship, as a consequence, is contingent on the ebb and flow of 
reciprocal discovery. 
 
(5) Giles learns that his assigned Slayer can be governed only loosely, if at all, and he develops a deep and 
abiding respect for the sacrifice Buffy proves finally willing to make and the unconventional way she 
determines to make it. Buffy, in turn, gathers that her assigned Watcher is more than just a wooden 
functionary, and she develops a profound trust in his guidance and his friendship. Though Giles initially 
attempts to indoctrinate Buffy in the formal trade of slaying, by the midpoint of the second season he 
admits that, in Buffy’s case, he’s essentially thrown out the Slayer handbook (“What’s My Line, Part Two”). 
The concession is a significant one, both as a reasoned response to Buffy’s intractability and as a reflection 
of Giles’ regard for the strength of her commitment and conviction. Though Giles is fully aware of the 
strictures and rituals of the Watcher’s Council, his understanding of the essential purpose of his office—and 
the peculiar virtues of his vampire-slaying protégé—makes him wise enough to accept their uncommon 
relationship. His knowledge, he quickly learns, must be fitted to her power; the converse simply does not 
work. 
 
(6) Though Giles consequently may not be the ideal Watcher in the traditional sense, as the Scooby Gang’s 
principal source of arcane knowledge, their chief researcher, and their de facto “Superlibrarian” (as Xander 
calls him in “Never Kill a Boy on the First Date”), his value to the team is manifest. Giles’ role early in the 
series is doubly important: he not only needs to uncover the information Buffy needs with speed and 
precision—or at least as much speed and precision as hours of archival research admits—he also needs to 
interpret and present that information in a language accessible to his young ward, her friends, and the 
viewing audience. He must, in essence, transform occult research into practical knowledge, something the 
team can reason with and ultimately apply. In an appreciative assessment of Giles’ efficacy, GraceAnne A. 
DeCandido summarizes the virtues of his peculiar practice of the researcher’s craft: 
 

Giles believes that what he needs to know for Buffy’s sake lies in his many volumes at home 
and at work. Giles also makes the necessary leap of faith common to all good librarians: He 
bridges the chasm between the information as it lives in the text and the transfer of that 
information into a form the Slayerettes and Buffy can actually use. Sometimes that means 
literal translation, other times it means recasting what he reads into stories, tag lines, or 
aphorisms that make sense to the teens he serves. (46)

Giles often works at the periphery of the Scooby Gang, but his researches are frequently central to the 
resolution of the external crises that beset the group. Though Buffy, Willow, and Xander incessantly razz 
him for his unvarying “get my books . . . look stuff up” response to their myriad problems (as it is ironically 
construed in “The Pack”), they never disparage or undervalue his contribution to the welfare and the 
communal knowledge of the team.
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(7) As the primary source of lore and arcana for much of the series, at least during the first three seasons, 
Giles is usually responsible both for articulating the essence of his research findings, for interpreting and 
predicting phenomena, and for tendering a responsive course of action. In his own vampiric way, however, 
he is also responsible for infecting the group with his contagious appetite for knowledge. The entire Scooby 
Gang often grudgingly hunkers down in the library over dusty volumes in some of the show’s most convivial 
scenes, and in this intent yet collegial atmosphere its members develop an enduring appreciation for the 
researcher’s craft, as DeCandido continues in her discussion of the shared quality that binds the group 
together in their fight against evil: 
  

The thirst to know . . . is at the core of it all: to know the forces of darkness, to name them, 
and hence to defang them; to know themselves, as they dance on the edge of maturity; to 
search out the specifics of how to overmaster a particular demon along with the principles of 
how knowledge can lead to larger truths. (46)

 (8) Research in Buffy the Vampire Slayer often hinges on such a balanced understanding of knowledge. 
While the intelligence the team gathers is rarely collected for its own sake— immediate utility, and not 
simply the abstract value of knowing, usually governs the act of gathering—it also constitutes a crucial part 
of the group’s shared network of experience. Knowledge in the series does not simply turn up in the pages 
of rare books: it issues from every moment of group interaction, from every discovery Buffy, Giles, Willow, 
and Xander make about each other and about themselves. When the usually flippant Xander, in an effort to 
convince Willow that Giles can take care of himself on a dangerous errand, reminds her “that knowledge is 
the ultimate weapon” (“Never Kill a Boy on the First Date”), he succinctly expresses an idea which 
effectively dominates the first three seasons.
 
(9) Significantly, coming-to-knowledge in the series is neither static nor stable. Dynamic and fluid, it moves 
in fits and starts, engaging the entire team in different ways on different occasions. Attempting to define a 
conventional model for internal or external researches in Buffy proves virtually impossible. Buffy typically 
supplies experiential reconnaissance of the hazards at hand, but her intuition and determined reasoning are 
crucial for countering an unseen threat like Der Kindestod in “Killed by Death” or for accidentally talking a 
distraught Jonathan out of suicide in “Earshot.” Giles usually provides the bulk of the team’s archival 
researches, but his resume also features spellcasting knowledge and abilities, as evinced in “The Witch” and 
a handful of other episodes, and the capacity for explosive violence (see “Angel” and “Graduation Day, Part 
Two”). Willow customarily offers a salutary dose of modern knowledge and know-how to Giles’ archaic 
scholarship, but she also performs detective work firsthand (uncovering the secrets of Joyce’s new beau in 
“Ted,” for example) and her own nascent spellcasting powers—she tells Joyce “I’m a dabbler” in 
“Gingerbread,” even though she has already summoned the formidable soul-binding magic of “Becoming, 
Part Two”—serve to expand her offices considerably. Xander frequently offers crucial intuitive input to the 
team, yet he also complements his glib connective inferences with a surprising versatility, showcased in the 
undercover work of “Go Fish” and the unacknowledged exploits of “The Zeppo.” 
 
(10) Moreover, the group also acquires intelligence from a number of external sources: the computer savvy 
and gypsy lore of Jenny Calendar and her technopagan network, the centuries of lived (or unlived) 
supernatural experience of Angel, Spike, and other vampires, the underground demonic connections of 
Willy, and the clues, hints, and sundry intimations offered up, willingly or unwillingly, by a host of other 
informants. 
 
(11) Unsurprisingly, the intelligence the group acquires from their motley collection of sources varies widely 
in its reliability. At times, information is trustworthy even when the informant is not, as in the case of the 
deranged Dr. Carlyle in “Teacher’s Pet,” who fully grasps the nature of the She-Mantis yet suspects his 
mother has been reincarnated as a Pekingese; at other times, evidence itself is cryptic, like the violent 
reenactments or spiritually-chalked messages of Grace and Stanley in “I Only Have Eyes for You.” 
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Occasionally, the group even must deal with information that is appallingly exact—the prophecies of the 
Pergamum Codex in “Prophecy Girl” come immediately to mind—yet proves happily incomplete. In every 
case, however, what Buffy, Giles, Willow, and Xander come to know in each episode is invariably enriched 
by how they come to know it, and the manner in which they put the knowledge acquired to use speaks 
volumes about the integrity—here indicative of both uprightness and wholeness—of the group. 
 
(12) The formation and development of this integrity through the accumulation of group knowledge, 
archival knowledge, and self-knowledge provides the foundation for the central narratives of the first three 
seasons. Though narrative abstraction necessarily detracts from the complexity and sophistication of Buffy, 
each season ultimately focuses on a single primary conflict: the Scooby Gang’s efforts to prevent the 
Ascension of the Master and the opening of the Hellmouth unify the first, their efforts to come to terms with 
the dual nature of Angel/Angelus and to thwart his attempt to awaken the demon Acathla connect the 
second, and their efforts to frustrate the demonic Mayor’s plans for his own ascension dominate the third. 
Buffy is the nominal Slayer of the series; however, the successful resolution of all three major crises is 
contingent on the complementary exertions and collective action of the group. Surprisingly, the very 
existence of a group is anomalous—Slayers, aided only by their Watchers, have historically worked alone. 
 
(13) An encounter with Kendra, the exceedingly orthodox Slayer activated at the moment of Buffy’s death 
at the hands of the Master, reveals the abnormality of a group arrangement. Startled by Willow’s arrival at 
a private Watcher-Slayer conversation, Kendra receives a stammering explanation of her presence from 
Giles: 
  

Giles: Kendra, there are a few people—civilians, if you like—who know Buffy’s Identity. 
Willow is one of them. And they also spend time together . . . socially. 
Kendra: And you allow this, Sir? 
Giles: Well . . . 
Kendra: But the Slayer must work in secret, for security. 
Giles: Of course. But with Buffy, however, it’s . . . some flexibility is required. (“What’s My 
Line, Part Two”) 

 That flexibility, which both Giles and Kendra regard as a token of his immoderate permissiveness as a 
Watcher, nevertheless serves a crucial purpose. Buffy’s commitment to a close circle of friends, though a 
violation of the Slayer handbook, profoundly transforms her own existence as an object of knowledge. The 
forces of darkness, which traditionally only had a single young woman to deal with, find themselves 
challenged by a team of adversaries, not a single foe. To effect their dark designs, they must outthink and 
overcome not only Buffy, but her friends and allies as well.
 
(14) Even a cursory scan of the first three seasons reveals exactly how advantageous Buffy’s various 
friendships can be and how profoundly they can impact the efforts of the forces of darkness to assess 
accurately the threat she represents. Buffy’s climactic confrontation with The Master at the close of the first 
season serves as an exemplary instance in this regard. The episode centers on the fulfillment of prophecy, 
both for Buffy and the Slayerettes and The Master himself. Buffy must deal with the unequivocally clear 
prophecy from the Pergamum Codex, a volume of unerring lore, on the eve of the conflict: “Tomorrow night 
Buffy will face the Master, and she will die” (“Prophecy Girl”). The Master, meanwhile, is quite smug in his 
own knowledge of the prophecies surrounding his Ascension. He, too, knows Buffy will die. Moreover, he 
knows that Buffy is actually the agent of his escape from his underworld prison. He defeats her readily, 
affording him ample opportunity for gloating. “Prophecies are tricky creatures,” the Master informs the 
mesmerized Slayer as he draws her to him—“You’re the one that sets me free,” he hisses, “think about 
that!” (“Prophecy Girl”). He drinks her blood, the fuel for his exaltation, and releases her; she falls to the 
ground, where she comes to rest, face down, in a pool of water. 
 
(15) Buffy drowns; both vampiric lore and textual research prove faultless in their prediction of the fate of 
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the Slayer. They fail to reckon, however, with the consequence of the Slayer’s friends. Xander and Angel 
arrive on the scene following the Master’s ascent, and Xander succeeds in reviving Buffy with CPR. Buffy 
defeats the Master shortly thereafter—when he rages “You were destined to die! It was written!”, Buffy 
pertly responds “What can I say? I flunked the written” (Prophecy Girl”)—thus setting a precedent that will 
govern the next two seasons. In each of the major conflicts to follow, Buffy’s chief adversary fails to 
account adequately for her special status as a member of a larger social network. In the second season, 
Angelus successfully deals with the threat of Jenny Calendar and her soul-restoring spell, but he overlooks 
the possibility that an injured Willow might prove equal to its casting in “Becoming, Part Two.” The Mayor 
prepares quite deliberately for his own attempted ascension in “Graduation Day, Part Two,” the third 
season’s finale—he adopts his own Slayer and gathers an army of vampires to back him up—but finds 
himself totally unprepared for the organized resistance of Buffy, the Slayerettes, and the entire Sunnydale 
High School student body, not to mention a library packed with explosives. When Whistler, the enigmatic 
demon who brought Angel to Buffy, encounters Buffy herself just before her confrontation with the soulless 
Angelus, he offers her a bit of existential advice: “In the end, you’re always by yourself. You’re all you’ve 
got. That’s the point” (“Becoming, Part Two”). In the first three seasons, that point consistently proves 
untrue. 
 
(16) The fourth season, however, marks a turning away from collective activity. What Buffy’s affronts to 
her friends (in “When She Was Bad”) and her disappearance following the damnation of Angel (chronicled 
in “Becoming, Part Two” and “Anne”) could not effect—the dissolution of her core group of friends—is 
precipitated by a far more banal cause: enrollment at UC-Sunnydale. Though they continue to work 
together intermittently, the group suddenly disperses. Buffy struggles to adapt to college, enduring her 
genuinely demonic roommate and seemingly demonic professors, but eventually secures a measure of 
comfort in the arms of Riley. Willow, in contrast, thrives in the university environment, finding intellectual 
stimulation, the opportunity to practice her witchcraft, and a friend and lover in Tara. Giles, now an 
unemployed librarian and ex-Watcher, begins to develop his own interests, an old flame named Olivia and 
coffeehouse-crooning among them, and becomes more and more distant from the youthful members of the 
Scooby Gang. And Xander, following a soul-searching road trip replete with mishaps and male strippers, 
returns to a basement apartment in his parents’ house, where his anxieties about being the only non-
collegian and the Zeppo of the group soon return. The absence of the library and the regular gatherings it 
once housed heightens the sense of physical and emotional disconnection among the members of the 
group. Though Buffy and Willow eventually wind up being roommates, the transition from the third season 
to the fourth finds the team growing up and growing apart. 
 
(17) Significantly, the increasing distance between Buffy, Giles, Willow, and Xander is not merely physical. 
The exchange of knowledge also suffers as a result of their separation, and information becomes a 
commodity which is sometimes, by accident or design, withheld, not shared. An early catalyst is Willow’s 
separation from Oz in “Wild at Heart,” a separation made doubly painful by the onset of Buffy and Riley’s 
romance. Willow, though she feels like she’s been “split down the center and half of [her] is lost” in 
“Something Blue,” fails to find a sympathetic ear among her friends and eventually resorts to spellcasting 
to heal her broken heart. Giles, for his part, finds himself increasingly out of the loop. He invests weeks 
researching the Initiative, “trying to get a single scrap of information about [the] mysterious demon 
collectors,” only to find out, in “A New Man,” that the remainder of the Scooby Gang already knows quite a 
bit about the organization and that Buffy is dating one of its members. Soon thereafter, Willow wonders 
aloud at Buffy’s deepening involvement with the Initiative, noting how the time she formerly spent with her 
friends has markedly decreased (“The I in Team”). In turn, Willow begins spending more time with Tara, 
and Willow admits that, though she’s part of “this group thing that revolves around the slaying,” she would 
like to preserve “something that’s just, you know, mine” (“Who Are You?”). Moreover, Willow conceals the 
nature of her relationship with Tara as long as possible, afraid her friends will not understand. To 
complicate the exchange of knowledge even further, Tara successfully impedes Willow’s attempt to use 
magic to find demonic signatures in Sunnydale, Buffy withholds the full details of her relationship with 
Angel from Riley, and Professor Walsh withholds information about the true purpose of the Initiative from 
the commandos of the Initiative itself. The channels of communication become radically obstructed, and 
knowledge itself soon becomes an isolated personal property within the Scooby Gang. 
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(18) This individuation of knowledge, though it profoundly impacts the relationship of Buffy, Giles, Willow, 
and Xander, has little effect on the military hierarchy of the Initiative. The organization of the two groups 
differs strikingly, as do their research methods and tactics. For Buffy and friends, demons and vampires are 
subjects of folklore and mythology—monsters, it’s true, but monsters with roles and objectives. For the 
soldiers of the Initiative, however, these monsters are scientific objects, a collection of facts and data to be 
analyzed and neutralized. In “Doomed,” both teams encounter the same trio of demons; what they learn 
and assume about those demons illustrates the essential incompatibility of their separate approaches. The 
Initiative commandos collect plain facts about the demon: its height, weight, any special hazards it might 
present, and the pheromone signature that will make it easy to track. The demon’s purpose is immaterial; 
they assume it’s simply “on a basic kill-crush-destroy.” The Scooby Gang, meanwhile, unearths far more 
significant details in their research. The demons, they learn, are not the generic creatures the Initiative 
takes them to be: they are Vahrall demons, and they are collecting the material components needed to 
open the Hellmouth. With only a poor understanding of the nature of the threat, Initiative commandos 
dutifully patrol their assigned quadrants, unaware that, were Buffy and her friends to fail, Sunnydale would 
be overrun by the denizens of Hell. 
 
(19) The lack of awareness evinced by the commandos in this instance also extends to their understanding 
of the Initiative itself. Though the organization’s ethics are dubious from the outset—the neurologically-
neutered Spike is a troublesome presence for much of the season, though the Scooby Gang, satisfied by 
the impotence of their longtime foe, consider the rectitude of the procedure only in passing—their methods 
never openly come into question until the final few episodes. Riley’s response to Buffy’s questions about the 
researches and practices of the Initiative seems typical: “I know all I need to know. We’re doing good here
—protecting the public, removing the subterrestrial threat. It’s work worth doing” (“The I in Team”). Riley, 
Buffy, and their respective teams, however, soon gain a far better understanding of the organization’s 
larger designs. Professor Walsh, the Initiative’s “mother,” sends Buffy into a death trap, and Riley, upon 
discovering Walsh’s apparent deception, walks out on her. In “Goodbye Iowa,” the following episode, 
another wrinkle in the Initiative’s methods comes to light: Buffy learns that the commandos have been fed 
a steady diet of performance-enhancing drugs, offered to them as vitamins. The emergence of this new 
information understandably shakes Riley’s faith in the Initiative and its methods, and his inability to bear 
witness to the brutal experiments performed on Oz in “New Moon Rising” finally force him to sever his ties 
with an organization he can no longer accept. He deserts, unwilling to be part of the ethical nightmare it 
has come to represent. 
 
(20) The ethical transgressions of the Initiative, however, are soon eclipsed by the revelation of its ultimate 
transgression in “Goodbye Iowa”: the “kinematically redundant biomechanical demonoid,” Adam. Previously 
identified only as “Project 314,” Adam’s existence was known only to Dr. Walsh, his creator, her circle, and 
the demons aware of his assembly, who considered him an abomination. Adam’s escape from the Initiative 
compound allows him to pursue his own researches into the human, demon, and vampire condition. He is 
perceptive in the extreme—in “Superstar” he asserts that “No one . . . has ever been as awake and alive as 
I am”—but he also possesses a childlike curiosity, especially about chaotic elements beyond his control. 
More problematically still, he has a special interest in Buffy; in his estimation, “she makes things 
interesting” (“The Yoko Factor”). Though Spike, acting as a double agent in the hope that his violence-
inhibiting microchip will be removed, urges Adam to be cautious, he proves obstinate in his desire to 
introduce Buffy into the mayhem he is intent on creating. The chaos Adam has conceived actually requires 
her presence: he plans to instigate a war between the Initiative commandos and the demons they hold 
captive, a war that will create a supply of body parts for the demonoid army he seeks to construct, and 
Buffy is needed, as she surmises in “Primeval,” to “even the kill ratio.” 
 
(21) Adam is not, however, entirely deaf to suggestions. Spike’s history with Buffy—and his understanding 
of the source of Buffy’s peculiar success as a Slayer—brings about a crucial reversal. Adam, an opponent of 
man-made origins, is not researchable in the traditional sense. Though the Scooby Gang eventually learns 
that he’s powered by a core of uranium, they cannot simply crack open a succession of dusty volumes to 
discover the readiest way to defeat him. By the fourth season, however, the Scooby Gang itself has become 
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a researchable quantity, and Spike’s intimate knowledge of their collective success causes him to broach 
the matter of Buffy’s companions with Adam:
  

Adam: I will restore you to what you once were. When I have the Slayer . . . how and where I want her. 

Spike: Easier said. She's crafty. Her and her little friends. 

Adam: Friends? 

Spike: There's your—what do you call it—variable. The Slayer's got pals. You want her evening the odds in 
a fight you don't want the Slayerettes mucking about. 

Adam: Take them away from her. 

Spike: Now there's a plan. She's working solo, she won't have a chance to come after us when the wild rumpus begins. 
Plus, it will make her miserable. And I never get tired of that. (“The Yoko Factor”) 

  
(22) Spike’s plan to remove Buffy’s friends from the picture is a simple one: using tensions already at work 
in the group, he contrives to sow additional discord. He reminds Giles that he no longer serves any official 
capacity in the group, adding that Buffy and the gang treat him—and think of him—“very much like a 
retired librarian.” Spike, with unexpected help from Anya, Xander’s persistently tactless girlfriend, 
persuades him that his friends look down on him and think he should join the Army. Finally, in a series of 
damning double entendres, Spike convinces Willow that her computer skills have eroded, a circumstance 
Buffy and Xander both blame on her involvement with wicca and her involvement with Tara. Capitalizing on 
his knowledge of each individual’s apprehensions about his or her current standing with the rest of the 
group, Spike heightens their collective anxiety. His plan ultimately works, at least in part, because Spike’s 
words echo what a season of separation and self-examination has taught them to imagine. 
 
(23) The reassembly of the entire group intensifies the doubts Spike set in motion—Buffy’s return causes 
tensions seething beneath the surface of the group to suddenly erupt. Desperate to gain any information 
that may be of help in the fight against Adam, Buffy complains to Willow of her slowness in cracking the 
encryption of computer disks Spike supplied. Buffy unwittingly slights Xander as well, underscoring his 
sense of inutility and inadequacy by refusing to let him help her track down Adam. Giles, for his part, gets 
sloppily drunk, and gleefully informs Buffy that, because she never trains with him anymore, “[Adam]’s 
gonna kick your ass.” A full-fledged conflagration follows, as a season’s worth of pent-up angst finally spills 
over. Buffy proves equal to the rage of the Slayerettes, however, and, realizing they can be of no help to 
her until they work through their fury, levels the most withering reproach of the series at them: “So . . . I 
guess I’m starting to understand why there’s no prophecy about a Chosen One—and her friends. If I need 
help, I’ll go to someone I can count on.” The fragmentation of the gang seems complete, as each falls prey 
to the private misgivings borne of living separate lives. 
 
(24) In the penultimate episode of the series, Spike, eager to have the microchip removed, crows of his 
success in divorcing Buffy from the group: “She’s separated from her friends. They want nothing to do with 
her. She’s all alone” (“Primeval”). An oversight on his part, however—he broke up the gang before Buffy 
could acquire the information encoded on the disks he left with Willow, intelligence that, had it been 
decrypted in time, would have delivered her to the Initiative compound alone—forces him to play 
peacemaker. He journeys to Adam’s lair to urge Buffy to retrieve the information, an act which awakens 
her mistrust of his intentions. A reunion of the Scooby Gang brings Spike’s machinations to light, and an 
embarrassed team realizes they’ve been had. Though they are collectively honest enough to recognize that 
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Spike only fanned a spark that already existed—as Buffy admits, the “trouble was stir-uppable”—they are 
also invested deeply enough in their group friendship to confess their doubts and move onward. 
 
(25) That forward movement signals a dramatic return to the research-and-action methodology which 
characterized the first three seasons. The resolution of the Adam crisis requires a synthesis of the unique 
skills that each member of the team brings to the table, and the original, unified group dynamic returns. 
Buffy, the Slayer, provides the strength, ingenuity, and tactical skills needed to get to Adam. Giles provides 
the arcane knowledge, his fluency in Sumerian, needed to cast a specific spell. Willow supplies the actual 
spellcasting ability, and Xander offers the crucial intuitive leap that brings it all together: “all we need is 
combo Buffy—her with Slayer strength, Giles' multi-lingual know how, and Willow's witchy 
power” (“Primeval”). The spell that finally binds them in the depths of the Initiative compounds articulates 
a complete fusion of individual ability and shared experience, as mind, spirit, heart, and body—Giles, 
Willow, Xander, and Buffy—work together to tap into incalculable power. Adam gets the chaos that he 
wished for: a group of friends unites to offer him a kind of resistance that far surpasses his capacity for 
knowing. 
 
(26) The final episode of the fourth season, rather than serving as a straightforward epilogue to the team’s 
shared adventure, emphasizes instead the limitations of their knowledge. Cryptic dream sequences bring 
each individual into contact with the essence of the First Slayer and, though everyone but Buffy fails to 
grasp fully the nature of that essence, they are not destroyed by the encounter. Instead, they find their 
personal anxieties rekindled and dramatized, though the bond between them—perversely represented by a 
recurring bearer of cheese—remains intact. Unsurprisingly, the content of the dreams is dense and opaque; 
interpretation of each sequence can only be speculative, at best, and the knot of dream symbolism remains 
to be untangled in the fifth season of Buffy the Vampire Slayer. What remains clear, however, is that the 
researches of the Scooby Gang are not yet at an end. The season ends with an unsettling gesture toward 
the team’s collective future, as the voice of Tara—the initial guise of the First Slayer in Buffy’s dream—
murmurs above the image of a thoughtful Slayer in the closing moments of “Restless”: “You think you 
know what's to come, what you are. You haven't even begun.” Something, it seems, remains to be 
understood. Something remains to be done. 
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[1] All quoted materials from Buffy the Vampire Slayer are excerpts taken from the episode transcripts 
located at the “BuffyWorld” web site (www.buffyworld.com). When possible, textual extracts from the site 
were compared against other sources, most notably www.buffyguide.com and The Watcher’s Guide. 
Conventional spelling and grammar was used whenever possible (“gonna” was converted to “going to,” for 
example), and vocal effects (Giles’ stammer or Kendra’s accent) were reflected in the explication of the text 
or omitted. 
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J. Lawton Winslade
Teen Witches, Wiccans, and “Wanna-Blessed-Be’s”: Pop-Culture 

Magic in Buffy the Vampire Slayer
 
(1) In an introductory scene of an episode of Buffy the Vampire Slayer, entitled “Hush,” the character of 
Willow Rosenberg is sitting with a group of young women gathered in what is obviously the lounge of a 
busy college dorm. She struggles to maintain concentration as one of the women leads the rest in a guided 
meditation vaguely focusing on feminine energy. The leader then promptly breaks the meditation and 
begins discussing bake sales and newsletters. This is the Wiccan group of UC-Sunnydale, the fictional 
college that is the setting for the fourth season of the popular WB show (currently in its fifth season). 
Though mentioned in previous episodes, this is the only time we see the group and its members. 
Sunnydale’s young Wiccans toss around all the buzz words associated with the contemporary feminist 
spirituality movement: empowerment, energy, blessing. Yet when Willow proposes they do actual magical 
work, like conjuring or casting spells, she is mocked, and accused of both perpetuating negative 
stereotypes and “sucking energy” from the group. Afterwards, Willow relates her experiences to Buffy. The 
dialogue ensues: 
  

Buffy: So not stellar, huh? 
Willow: Talk. All talk. Blah Blah Gaia. Blah Blah Moon…menstrual life force power thingy. You know, 
after a coupla sessions I was hoping we could get into something real but . . . 
Buffy: No actual witches in your witch group? 
Willow: No. Bunch of wanna-blessed-bes. You know, nowadays every girl with a henna tattoo and a 
spice rack thinks she’s a sister of the Dark Ones. 

  
Though the scene with the Wiccan group functions mainly as a way to introduce the character of Tara, the 
fellow witch who will develop a strong relationship with Willow in the second half of the show’s fourth 
season, the program’s creator, Joss Whedon, who wrote this episode, has taken the opportunity to 
comment on a strange culture of which Buffy the Vampire Slayer has unintentionally become a part: 
popular occultism and marketable new age spirituality. In this article, I will specifically look at how 
witchcraft functions as an individuation process for the character of Willow, how the series constructs 
“Wicca” and witchcraft, and how the series’ use of witchcraft is a part of a larger discursive field in popular 
media in which Wicca is presented as trendy and empowering for teenagers. 
 
(2) A significant part of Whedon’s critique involves subverting popular phraseology. Buffy and Willow’s 
dialogue highlights the unique use of language characteristic of the show, dubbed “Slayer-Speak” by 
Entertainment Weekly. In the dictionary section of an entire issue devoted to the program, creator Joss 
Whedon contends “Kids can turn a phrase. . . . They can turn it into something scary” (48). Rhonda Wilcox, 
in her article “There Will Never Be a Very Special Episode of Buffy,” categorizes several techniques 
employed by Buffy’s teens. They change word order and form, transform adverbs into adjectives, and 
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adjectives into nouns, deftly utilize metaphor and metonym, and insert pop culture references where 
necessary. In this particular instance, Willow takes the pejorative “wanna-be” and combines it with “blessed 
be,” the standard greeting, response and catch-phrase of the neo-pagan movement, probably culled from 
the instructional literature on witchcraft in the 1960’s and 1970’s, itself a theft from freemasonry, and put 
into use in Wiccan practice and ritual. Though Willow is probably not the first to coin the term, its savvy 
placement in the dialogue disparagingly points to those who want to claim the name but not the acts 
associated with witchcraft. 
 
(3) Yet not only does the language of Buffy “reinforce the theme of adult ignorance” and “embody one 
element of the heroism of the teen characters” (Wilcox 23); it functions as a magical tool for the powerful 
teen who wields it. Unlike the graduate student level vocabulary of the teens in the WB’s Dawson’s Creek, 
the language and phraseology of the Buffy adolescents is much more economical and can be quite 
performative. In a television show that continually tackles the theme of acting out of bounds and using 
extraordinary abilities to deal with mundane situations (and vice versa), magic as both narrative fodder and 
performative metaphor seems perfectly apt. Language works on the ground here as both cultural marker 
and streetwise skill. In her study of the contemporary witchcraft scene in England, T. M. Luhrmann (1989) 
refers to the process of adapting in-group linguistic skills as “speaking with a different rhythm,” in which a 
particular language and symbolism is shaped and adapted based on experiential knowing (12). Buffy’s 
teens are immersed and experienced in both an everyday world and an occult world, and the differences 
between the two have become increasingly blurred as the show has progressed. Not surprisingly, clever 
phrase-turning is part of this blurring. In the liminal space of Sunnydale, words take on magical properties 
both as powerful incantations and as weapons used by the teens to cope with and gain power over their 
exceptional situations. Taking the metaphor one step further, the development of the Willow character has 
relied heavily on the use of both kinds of magic as a way to define and take charge of her initially unstable 
identity. 
 
(4) Magic as a narrative device has been present in the program almost at its inception. In addition to the 
wordy rituals favored by the Master in “Welcome to the Hellmouth” and “The Harvest,” the first non-
vampire episode of the series was “The Witch.” Here we start with the basics. We have here the Hollywood 
witch story complete with a black cat, spells, and a cursory knowledge of the witch’s best friend: Frazer’s 
law of sympathy and contagion (like attracts like, as in stealing a bit of hair from a brush in order to a work 
magic on a person). As the series progresses, we witness various and sundry incantations, usually in Latin 
or Sumerian, or some other unintelligible language.  At first, Giles plays the role of armchair necromancer. 
Later, Jenny Calendar, gypsy turned computer teacher and self-designated “techno-pagan” (she stores her 
spells on disk and performs magic over the Internet), tries her hand. We also have chaos magician Ethan 
Rayne, who uses a two-faced Janus sculpture to wreak havoc on Halloween just to have a little fun. Even 
the cynical, Sid Vicious-loving Spike, the vampire who proclaims at his entrance that there was going to be 
“less ritual and more fun”, tries his skeptical hand when restoring his ailing love, Drusilla, finishing the spell 
with a wisecrack :“Right then. Now we let them come to a simmering boil, then remove to a low flame." It 
is the untimely demise of Miss Calendar, however, that opens the door for Willow to begin training in the 
magical arts, by inheriting Miss Calendar’s disks, borrowing a few of Giles’ books under his nose, and 
dabbling while no one’s looking. Before we know it, she’s floating pencils and throwing around the W word: 
“Wicca.” 
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(5) Perhaps you’ve somehow avoided exposure to 
the pervasive market explosion of products on Wicca, 
like Phyllis Curott’s bestselling (25,000 copies in its 
first 8 months) Book of Shadows, an autobiography 
that proved that magic isn’t just for the metaphysical 
section anymore. Or maybe you hadn’t been paying 
close attention to 1999’s controversies over witches 
practicing on a Texas military base and Congressman 
Bob Barr’s attempt to challenge the military’s stance 
on religious freedom. In case you haven’t heard, 
Wicca is the name preferred by witches to describe 
their religion, or the name given to the most 
prominent, visible, and media-friendly branch of the 
neo-pagan goddess-oriented spirituality movement, 
depending on whom you talk to. Practitioners of 
Wicca, on some of their more imaginative days, claim 
to be the followers of a matriarchal, pre-Christian 
religion that revered the earth as a mother goddess 
figure, a concept not too far from the ideas of 
Margaret Murray, who proposed a Western European 
underground witch cult that survived the 
persecutions of the 16th and 17th centuries. 

 

   

(6) The first public witch of the 20th century, Gerald 
Gardner, made such a statement after the Anti-
Witchcraft laws were repealed in England in 1951. 
Those who approach their practices a little more 
critically acknowledge that their faith is really a 
creative reconstruction based on sketchy 
archeological and anthropological evidence, 
mythological literature, the works of late 19th/early 
20th century occultists, and a good deal of 
environmental politics and feminism. However, what 
one realizes after studying the vast amount of 
material available, talking to a few people, and 
maybe even witnessing a few rituals, is that this at 
times blatantly fictional reconstruction is quite 
irrelevant when considering the effectiveness of the 
basic tenets for those who follow them.[1] Helen 
Berger, in her recent sociological study A Community 
of Witches, tells us that the fictional history 
associated with Wicca “provides models of behavior, 
of responses to adversity, and of a sense of 
community. . . . The community created by Witches, 
like all communities, constructs a past that is 
applicable to their present and that helps them 
create a future” (72). 
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(7) Despite the emphasis on community in the Wica literature, Hollywood 
usually finds it much more interesting to focus either on the solitary 
practitioner or the very small coven that together suffers from isolation 
and ostracism (or larger groups with much more nefarious purposes). For 
instance: The Craft, a film that has inspired both the Buffy series and the 
WB’s other popular young occult program, Charmed, involves a small 
group of disenfranchised teenage girls aggressively wielding power over 
the society that spurned them.[2] Similarly, in keeping with Buffy’s theme 
of youth isolation, Willow rejects her Wiccan group to continue her studies 
both as a solitary practitioner and, at the end of the episode, as a magical 
partner with Tara. As we see Willow and Tara’s magical and romantic 
relationship grow, we are witness to a few of their rites. Understandably, 
the rituals on Buffy are very goal oriented and plot-driven: restore the 
vampire Angel’s soul, retrieve a magical object that can place Buffy and 
Faith back in their own bodies, invoke the power of the first Slayer in 
order to defeat Adam, etc. They don’t seem to be consistent with the 
usual Wiccan rituals of self-transformation, rites of passage, or activist-
oriented activities (Berger 35).    

(8) Rather, the magic in Buffy is more in tune with a particular early modern type of magic, the kind that 
would involve chanting Latin, invoking spirits or demons, requiring exotic ingredients, talismans, or other 
magical objects (Kieckhefer 1998). Another major difference is that Wicca is unmistakably goddess-
oriented, while the only specific reference to goddess (outside the Wiccan group) in the magic of Buffy is 
when Amy (daughter of the witch from episode #3) invokes Diana and Hecate in her love spell (“Bewitched, 
Bothered, and Bewildered”). The problem here is that these Greek goddesses, while strongly a part of 
contemporary Wiccan practice, are also the goddesses most often mentioned in materials on the late 
medieval witch trials, thus preserving the unfortunate Satanic connection. In fact, not until we hear about 
the mysterious Powers That Be and the Xena-esque “oracles” in the Angel series, do we have any evidence 
that there are anything but chthonic entities in the Buffy mythos. It is no wonder that we don’t see Willow 
participating in an actual religion. 
 
(9) Willow, however, does develop through her magic. In “Wild at Heart,” when she discovers her werewolf 
boyfriend’s infidelity, she confronts a challenge faced by most young practitioners of the magical arts: 
whether or not to curse the person who has wronged you. In a striking scene, the profoundly hurt young 
witch, ready to consign the picture of Oz (the boyfriend) to the flame, ultimately resists and stops the spell 
before its completion. In the Buffyverse, the spell may have had deadly consequences. In the Wicca 
universe, the temptation is very real—thus the need for a simple ethic: do what thou wilt but harm none, a 
code given ancient roots but invented by Gardner and his cronies, equally ripping off St. Augustine, 
Rabelais, and Aleister Crowley. It makes sense. Nevertheless, Willow must acknowledge that, as a witch, 
even her words and thoughts have consequences when she realizes that the chaos she has unknowingly 
caused has garnered the notice of a vengeance demon who offers her a top spot on his team (“Something 
Blue”). What Whedon is demonstrating through the combination of teen angst and magical metaphor is 
exactly what Wiccan practitioners are trying to impress on young women interested in their art: that 
adolescence is an extremely powerful and volatile time where actions have consequences and magic itself 
cannot be taken lightly. Unlike the dark fantasy of The Craft, the confusion of Whedon’s witches, though 
involving supernatural elements, results from a genuine search for identity and recovery from painful 
relationships. Indeed, in the series of dream sequences that ended the fourth season (“Restless”), we see 
from Willow’s dream that the great secret that she fears will be revealed is not that she has a same-sex 
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romantic relationship, or even that she’s a witch, but that deep down she feels that she is a nerd, a geekily 
dressed social outcast. 
 
(10) Willow’s study of magic is also consistent with the show’s theme of the outcast developing a special 
talent to protect herself from both the adult world and the demon world. The show consistently highlights 
its social negotiations between the “real” human world and the world of demon slaying. These negotiations 
often demonstrate a savvy use of a particular type of postmodern occultism, in which the occult is not only 
a narrative construct with resonant psychological tropes, but a significant, continually contested discourse 
involving the characters’ conflicted desire for both a stable and fragmented identity. Not unlike the desire of 
many of Whedon’s demons to survive, even assimilate, in human society, the young characters of Buffy 
struggle to maintain a normal life while developing secret and powerful alter-personas. These personas are 
not just Clark Kent/Bruce Wayne comic book secret identities (to which Buffy’s beaus Riley and Angel, 
respectively, are often compared on the program) but fragmented constructions that are constantly being 
redefined. Indeed, the instability of these constructions is one of the main strengths behind the program’s 
unique and successful character development. These characters’ struggle with selfhood usually involves 
either the negotiation of a dual identity or a search for one. The most obvious examples are the lovers: 
Angel must constantly battle between his lusty, violent vampire self and his human soul, Buffy with her 
calling and her desire for a “normal” teenage life. The character of Riley, though he is accustomed to a 
secret identity himself - psychology T.A. by day and commando leader against demons at night - is thrown 
into considerable turmoil when he is confronted with Buffy’s grey, morally ambiguous world (“Goodbye to 
Iowa).” Xander, in one of the few episodes focused on his character (“The Zeppo”), struggles to create a 
secret life for himself so that he can feel confidently empowered to fight the dark forces, and ironically, 
obviate exclusion from his friends’ world-saving activities. Buffy’s maturation process is deeply inflected by 
her street knowledge that not all demons need to be slain and that there are no clear cut answers to life’s 
(and vampire slaying’s) dilemmas. Indeed, the Initiative, the more technologically advanced paramilitary 
organization dedicated to demon experimentation in season four, is a threat to Buffy’s world primarily 
because it wishes to solidify the blurry boundaries she negotiates. 
 
(11) For Willow, magic becomes a way for her to gain true empowerment, rather than the lip service of her 
so-called Wicca group, and to help her cope with her particular experiences of isolation and rejection. Yet 
she also negotiates boundaries between community and isolation. In the third season’s “Gingerbread,” 
where the social issue of witchcraft is tackled head-on, Willow uncharacteristically becomes associated with 
a community of young practitioners. Here, writer Jane Espenson revisits Craft territory, by placing Willow in 
a group with Amy and the stereotypically “Goth,” Michael. When two young children  bearing occult 
symbols are found murdered, the usually oblivious town goes into an uproar and suddenly we’ve entered 
the territory of media-frenzied incidents of “occult crimes.” Even though we later learn the two children are 
manifestations of an ancient demon associated with the Hansel and Gretel stories, the episode is both 
amusing and chilling as the mothers of the town (the aptly titled MOO – Mothers Opposed to the Occult) 
turn on their own children and provoke a literal witch hunt. In some of the most salient scenes of the 
episode, we see for the only time Willow’s mother, a psychologist and intellectual, who admonishes her for 
taking part in silly practices. We realize that the scene being enacted is probably common in many 
households where the children are involved in activities grown-ups consider “strange.” In a direct 
implication of academia’s narrow view of social phenonema, Espenson writes a scene in which Sheila 
Rosenberg explains away Willow’s attraction to witchcraft in condescending psychological terms taken from 
the papers she has written rather than seeing the importance of these practices to her very real daughter. 
In addition, this break from the family, not uncommon in those who take on the practice of magic, marks a 
movement from Willow’s somewhat liberal Jewish background to a new community of both magical 
practitioners and demon slayers that the program has chronicled. This community is established by a 
dynamic in which people “in the know” acknowledge the supernatural goings-on in Sunnydale. The core 
group is often expanded by the characters that the original members (Buffy, Willow, Xander) date. In fact, 
mirroring the college experience, the fourth season concentrates mostly on the splits within the core group, 
until, in the amusingly titled “Yoko Factor,” those divisions are manipulated by Spike, who because of his 
powerlessness and charm has actually become an unofficial member of the group. 
 
(12) The Yoko factor in Willow’s case is Tara. Since their meeting in “Hush,” the two witches have grown 
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quite intimate. In one of their early spell casting scenes, Tara looks at Willow with deep, imploring eyes, 
asking her what they’ll be doing, and we know the question isn’t limited to just magic. They speak of 
experimenting, and at this point, Whedon makes it clear that magical experimentation is a close metaphor 
for sexual experimentation. In “Who Are You,” Tara and Willow perform one of their most elaborate spells 
to rectify the Faith/Buffy body switch. The scene is beautifully shot with 360 degree camera movement and 
slow dissolves, and the ecstatic looks on the character’s faces pushes the magical/sexual metaphor to its 
limit. If that wasn’t enough, in “New Moon Rising,” the return of Oz prompts Willow to finally become open 
about the fact that her relationship with Tara is undeniably romantic. Regarding the treatment of the 
relationship, Whedon explains, “On a [bigger] network, you don't have an opportunity with a same-sex 
relationship to show the kind of graphic coupling that you do with, say, Buffy and [boyfriend] Riley. So you 
have to use your imagination, and to me it's the best thing that could have happened to us. It forces you to 
come up with something that is a little more primal and I think much sexier than if we were allowed to do 
anything we wanted" (Cinescape Online, 5/8/00). 
 
(13) Fan reactions on the official website’s posting board were strong after this particular episode. While 
most “Bronzers” – the board is called “The Bronze” after the main teen hangout joint on the show – 
supported the risky choice, some aggressively voiced their objections, claiming that they would no longer 
watch the show, some even resorting to insulting the actress playing Tara, Amber Benson. Whedon, in his 
usual style, entered the forum with what seemed a long apology, saying that he took a risk but he should 
have known better to represent a minority of the population, and that as a result, Willow will no longer be 
Jewish. In more formal forums, Whedon defends his choice: “To me it feels just right. ALL the relationships 
on the show are sort of romantic (Hence the B Y O Subtext principle) and this feels like the natural next 
step for her” (Cinescape Online 1/31/00). Interestingly enough, the program skillfully avoids using the “L” 
word (lesbian) and simply presents it as what Buffy calls “an unconventional relationship.” Moreover, in the 
program, “lesbian” could be seen as the shadowy, unspoken other of “witch.” Both words are charged with 
cultural expectations and fears, just as the two groups are often associated with each other in areas of 
feminist spirituality. Indeed, much of the politics surrounding Wicca seem to parallel the gay and lesbian 
movement, even down to Wiccans borrowing a few terms, including the performative act of “coming out of 
the broom closet.” 
 
(14) Helen Berger makes the comparison most aptly: “Both communities [witch and gay/lesbian] are 
defined by their participants’ position outside the mainstream, sharing a life world, and participating in 
some aspect of politics” (66). In addition, the use of the closet trope by both homosexuals and witches 
speaks to the fear of negative repercussions of their revelation. These communities offer visibility for their 
members through festivals, gatherings, and rituals. Also, the community provides modeling for its younger 
members, which involves teaching ways to interpret life experiences. Finally, Berger borrows the term “life 
world” from Alfred Schutz (1964) to describe a community based not on geography but on experiences, 
concerns, and world-view. She concludes, “Both the Neo-Pagan and homosexual communities have 
permeable boundaries. People may be considered members who do not have face-to-face interactions and 
who, in fact, do not know one another. Both communities involve people who are dissimilar from one 
another in many of their beliefs and practices” (69). To take the comparison a step further, the word 
“witch” has some of the strange power that “queer” has, as a derogatory term reclaimed as an epithet of 
power by those who have adopted it. The Wiccan activist Starhawk, one of the most prominent writers on 
the subject, tells us “The word witch should rub us the wrong way” (1982: 25). Indeed, during the 
witchcraze of the 16th and 17th centuries, muttering the word “witch” in the right place could guarantee the 
accuser the lands and possessions of the accused, and it could obviously mean certain torture and death for 
the unfortunate victim. Thus, a certain sort of dangerous performativity occurs. 
 
(15) In Judith Butler’s discussion of the term “homosexual” in relation to military policy, she writes about 
how the utterance of the word is mistakenly seen as producing the act: “In effect, a desirous intention is 
attributed to the statement or the statement is itself invested with contagious power of the magical word, 
whereby to hear the utterance is to “contract” the sexuality to which it refers” (113). Invoking both Frazer’s 
law of contagion and Freud’s application of such in Totem and Taboo, Butler claims that the term takes on a 
certain magical power working beyond rational constraints: “The utterance appears both to communicate 
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and transfer that homosexuality (becomes itself the vehicle for a displacement onto the addressee) 
according to a metonymic rush, which is, by definition, beyond conscious control” (115). She further avers 
that the performative act of coming out itself can be “intended as a contagious example, that is supposed 
to set a precedent and incite a series of similarly structured acts in public discourse” (124). Applying these 
discursive principles back to witchcraft, one can see how naming oneself “witch”[3] confuses the name with 
the act, that talking about, writing about, and institutional recognition of, witchcraft, “is not exactly the 
same as the desire of which it speaks” (Butler 125). Thus, the “witches” in Willow’s Wiccan group become 
caught up in witchcraft as a discursive production rather than as a set of ritualized acts. Finally, in 
“Gingerbread,” one can see the contagion principle in full swing, since we are shown how the word “witch” 
historically contributes to communal madness: through its use both in the magically contagious sense, and 
in the sense that guilt by association leads to further accusations and a larger sense of evil conspiracy. 
 
(16) In a series about vampires and magic, where words have visible magical effects and vampirism itself is 
based on a quite literal contagion, Buffy seems a perfect text to explore such linguistic and performative 
productions. Yet, the series is only a fraction of a larger discursive field, where “witch” and “Wicca” are 
constantly thrown about. Because of the media attention and popularity of the movement, Wicca has been 
presented in various lights. In the first season of the popular CBS series, Judging Amy, a child custody case 
is brought to trial over the mother’s Wiccan beliefs. In one of the few instances when television has 
presented a somewhat realistic view of the neo-pagan community and its inner politics, a representative of 
the Wiccan Anti-Defamation League - a real organization started by well-known witch Laurie Cabot (Berger 
77)—decides not to defend the mother because of fear of negative publicity. Intriguingly, Scooby-Doo, one 
of Buffy’s spiritual forefathers, and the source for the core group’s nickname - the Scooby gang—features 
Wiccan themes in its full-length video, Scooby-Doo and the Witch’s Ghost. In the Scooby-Doo movies, the 
monsters are real, as the advertisement is fond of saying, and this witch is a real witch. However, she is 
initially presented as a Wiccan, a midwife and town healer during Salem times. The cartoon’s anachronistic 
use of the term is further complicated by the fact that the so-called “Wiccan” is actually the evil witch, and 
the intimidating fang-wearing local girl band, the “Hex Girls” who call themselves “ecogoths” (“and we don’t 
need your approval!”) are the real Wiccans, only becoming aware of their powers at the climax of the film. 
In the closing credits, when the sexily animated “Hex Girls” are singing about casting spells and respecting 
the Earth, the message is clear. In these instances, along with whatever identity defining characteristics 
can be derived from such works as Charmed, Sabrina the Teenage Witch, and The Blair Witch Project, 
among others, the form that the contemporary witch takes based on media representations is quite a 
strange one. What media adds to popular folklore, then, is how the witch is constituted as a subject 
through language, or, to borrow Butler’s borrowing from Althusser, how the witch is “interpellated,” thus 
“given a certain possibility for social existence” (2). 
 
(17) Has the term “witch” become more palatable with more 
exposure? One might think so, with the trends changing 
rapidly, especially in publishing. A Publisher’s Weekly article 
cited Carol Publishing as a house that prints first runs of 
25,000 for its Wicca titles, about 10,000 more than for its 
non-Wicca offerings. Magic is hot property these days. What 
Phyllis Curott’s Book of Shadows has done for women, Silver 
RavenWolf’s Teen Witch: Wicca for a New Generation has 
done for teenagers, as has the Harry Potter series for 
children.[4] According to Von Braschler, director of trade 
sales for industry leaders Llewellyn Publishing, a significant 
trend began “when the company started repackaging ‘classic’ 
pagan titles with more youthful covers, and sales often 
jumped tenfold as a result” (Kress 25). In fact, RavenWolf’s 
book, with pert, sexy, and stylishly drawn teenagers on the 
cover– no more scary goth outcasts clad in black – is in its 
fourth printing and has sold more than 50,000 copies[5]. 
Willow and Sabrina seem to be in good company. 
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(18) Through tropes like witchcraft, Buffy the Vampire Slayer speaks to current trends of identity 
construction, particularly with Willow’s pursuit of empowerment through magic and involvement with Wicca. 
In this context, Wicca and its current popularity among young teens exemplifies an existence that demands 
the secrecy and hiddenness already part of adolescent culture and applies it to occultist practice. The 
pervasiveness of the occult in the everyday life of the characters and their remarkable nonchalance towards 
the horrific events they experience strongly parallels the trials of adolescents searching for identity and 
belonging in their peer groups, be they social or magical. A. Susan Owen claims that the program utilizes 
an “uncritical embrace of American capital culture” and that this cultural view, combined with Buffy’s desire 
for normal adolescence (complete with boyfriend) somehow co-opts its transgressive potential (30). 
However, despite Buffy’s protests to the contrary, she and the other young characters are well aware of the 
contingency of their constructed “normal” identities, displaying a self-awareness increasingly common 
among youth at the end of the millennium. As the show continues its successful run, many fans wonder, 
“Will Tara and Willow last?” or “Is Tara secretly evil?”[6] Joss Whedon answers, “I can only promise you 
two things for sure: We're not going to do an Ally or Party of 5 in which we promote the hell out of a same 
sex relationship for exploitation value that we take back by the end of the ep, and we will never have a 
very special Buffy where someone gets on a soapbox…” (Cinescape Online 1/31/00). 
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[1] In this article, I will only cover Wiccan beliefs and practices insofar as they relate to Buffy the Vampire Slayer. For more 
information, I recommend the works I have cited. 
[2] One of the few exceptions, the recent Sandra Bullock/Nicole Kidman vehicle Practical Magic, targeted a 
slightly older crowd and dealt with issues of communal acceptance amongst women. Though the film 
concentrates on the family of hereditary witches, the scene with the women of the small New England town 
welcomed into the main characters’ household to assist in an exorcism, mixing both horror film seriousness 
and playful female bonding, does leave open the possibility of a coven or community of witches forming. 
[3] The popular etymological theory among practitioners is that witch comes from the Old English Wik, to bend or shape, 
and that the terms Wicca or Wicce are Middle English derivations of Wik (Berger 11). 
[4] My colleague at DePaul University, Wiccan author Patricia Monaghan, recently offered advice to authors 
at New York’s yearly pagan festival, Starwood. She explained that children and Wicca, once a taboo 
combination, is a hot buy for publishers thanks to Harry Potter. She also informed us that publishers were 
scrambling for the next Book of Shadows, so pagan memoirs are also in demand. 
[5] RavenWolf’s products and their associated market strategy are not without their controversy. The appearance of the 
Teen Witch Kit, an instructional set complete with teen-oriented spells and tools for working magic, caused quite a stir on 
the message board, Wiccan Ways, for instance, among concerned Christians for obvious reasons, but also among pagans 
who felt that presenting magic outside of its religious and communal context could be ethically suspect. 
[6] The implication that Tara may be evil is explored in the fifth season episode “Family”, written and 
directed by Joss Whedon. Her backwoods family visits Sunnydale and has apparently brainwashed her into 
thinking that she will turn into a demon on her 20th birthday, since that’s what happened to her mother. In 
another intriguing Whedonesque take on feminism, we learn that the demon story is a lie merely used to 
control the powerful, independent women in Tara’s family. At the end of the episode, the Scooby gang fully 
accepts Tara’s break from her family, her place in the gang, and her romantic relationship with Willow. 
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Slayage, Number 2: Bowers 

  
Cynthia Bowers 

Generation Lapse: The Problematic Parenting 
of Joyce Summers and Rupert Giles 

  
(1) Much of the storytelling on Buffy: the Vampire Slayer has focused on Buffy’s and her contemporaries’ 
efforts to subdue a number of external threats: the Master who plans to reopen the Hell Mouth and destroy 
the world; Mayor Wilkins’ diabolical intention to enslave and destroy all humankind; Adam’s 
Frankensteinian plot to create of super-race of human-demon hybrids. But the most perilous threats to 
Buffy’s, and indeed, her generation’s, welfare has come from much closer to home. The parenting by and of 
her mother Joyce and her Watcher Giles is a recurrent theme on the series, one which strongly suggests 
that the monsters Buffy and her cohorts slay are not limited to those that exist more comfortably beyond 
their immediate households but also threaten their safety within them. 
 
(2) In fact, the three episodes that have focused on the adults charged with Buffy’s welfare—”The Dark 
Age” (2008), “Ted” (2011) and “Band Candy” (3006)—uncomfortably link Joyce’s and Giles’ generational 
“lapses” to past and present drug and alcohol abuse. Series’ creator Joss Whedon and his writers seem 
committed to exploring aging Boomers’ parenting incompetence and its relationship to drug abuse. In the 
first of these episodes, “The Dark Age,” Giles’ reckless, youthful dalliance with the demon Eyghon conjures 
images of a drugs-and-violence culture that results in the murder of nearly all of Giles’ associates; in the 
second, “Ted,” Buffy’s mother selfishly indulges her need for a man with the help of a drug-induced 
Stepford-like haze; in the third episode, “Band Candy,” Joyce and Giles form a drugged and dangerous 
alliance that is potentially disastrous not only to Buffy but to all of the helpless and abandoned infants of 
Sunnydale. Typically, the series presents the younger generation’s successful efforts to negotiate the 
parental generation’s failures by making explicit and applauding the teens’ unselfish generational values.[1] 
These episodes in particular foreground the adults’ “lapses” into self-indulgence, materialism, and 
substance abuse, all of which cause a crisis of parenting for Buffy that is at least as frightening than her 
encounters with the external monsters she routinely faces. Each episode also provides evidence of the 
younger generation’s adoption of parental roles and skills and their remarkable success in so doing. 
 
(3) In “The Dark Age,” the demon Eyghon may be read as a metaphor for LSD made explicit by Giles’ early 
episode “bad trip” dream flashbacks. Eyghon also represents irresponsible sexuality, violence, and murder, 
underscored by Giles’ youthful nickname “Ripper” with its violent associations. But Eyghon also symbolizes 
a kind of cultural monster unleashed by Giles’ and his contemporaries’ irresponsible “generation” and 
literally demonizes the selfishness, self-absorption, and drugs and sexual experimentation often associated 
with the 1960s’ psychedelic youth culture.[2] Not even the conservative Giles of the 1990s, the episode’s 
teaser makes clear, can suppress this fiend even under layers of tweed and adult reformation. 
 
(4) The link between the Baby Boom’s youthful embrace, and adult disavowal, of the drug culture they 
created has been studied recently by Mike A. Males. Citing the work of historians Neil Howe and William 
Strauss, Males writes that Baby Boom neo-Puritans, under whose banner the “fuddy-duddy” Rupert Giles 
seems at first glance to operate, have “grown up” to “‘a new sense of responsibility and self denial’ 

http://slayage.tv/essays/slayage2/bowers.htm (1 of 6)6/17/2004 12:07:52 PM



Slayage, Number 2: Bowers 

imposing strict moral standards on themselves and their peers’”—and most assuredly on their children 
(340). This description suits Giles’ commitment to Buffy’s Slayer training, to instilling in her a deep sense of 
personal and generational responsibility—”once into every generation” a Slayer is born. Yet, as the 
narrative of “The Dark Age” unfolds, it becomes evident that Giles hopes Buffy will do as he says and not as 
he did. 
 
(5) Giles’ recurring nightmares force him to relive his youthful involvement with “the worst [gang] that 
would have him.” Two former members of that gang appear suddenly in Sunnydale: one, Philip Henry, tries 
to warn Giles of Eyghon’s reappearance; the other, Deirdre Page, now possessed by the demon, stalks and 
murders Henry before he can warn Giles. Giles is shaken by Philip Henry’s death and understands clearly 
what it means: in a telling moment, Giles, alone in his apartment, drunk and distraught, whispers into the 
mirror: “So. You’re back.” Who or what is “you” we wonder? Does Giles fear a relapse into his murky past? 
Or is he referring to the demon? To what degree are they one and the same? 
 
(6) The episode heads toward crisis when Giles uncharacteristically fails to meet Buffy to protect the 
hospital’s weekly blood shipment. His responsibility-lapse begins the Buffy’s parenting of the adult. Alerted 
by Giles’ absence from the hospital rendezvous, Buffy concludes that something must be wrong, especially 
since Giles “counts tardiness as, like, the eighth deadly sin.” When she appears, full of concern, at his 
doorstep, she is plainly alarmed by his distracted behavior and obvious drinking, his memory lapse and 
unusual withdrawal. When she presses him for details, she’s told abruptly to mind her own business: “It’s 
complicated, Buffy, and quite frankly, it’s private,” he snaps. These behaviors—drinking alone, personality 
changes, loss of interest in one’s work—are all typical symptoms of depression and/or drug or alcohol 
abuse which Buffy observes, and responds to, with parent-like attention. 
 
(7) Since Giles refuses to, or becomes incapable of, assuming his adult responsibilities, Willow, Xander, and 
Cordelia must supply the lapse. Willow, especially, substitutes her own for Giles’ research functions, but 
more importantly, she adopts his parent-like authority. She breaks up the childish sparring between Xander 
and Cordelia, insisting they either commit one hundred percent to the task before them—discovering how 
to destroy Eyghon—or, with a revealing use of pronoun, to “get the hell out of my library!” 
 
(8) The metaphorical link between Eyghon’s conjuration and 1960s-style experimentation with drugs and 
sex is reinforced both in Giles’ confession to Buffy and in Willow’s research. Giles tells Buffy that Eyghon’s 
“generation” was induced during a “deep sleep” suggesting the receiver’s tuned-out receptive state. The 
others’ summoning of Eyghon produced in them all an “extraordinary high.” When one of their number, 
Randall, “lost control,” Giles recounts, “Eyghon took him whole.” “We tried to exorcize the demon,” Giles 
continues, “but it killed him.” After a pause, he adds, “We killed him,” perhaps for the first time accepting 
responsibility for his “generation’s” reckless and lethal actions. Willow’s research makes the link to sexual 
experimentation: Eyghon’s appearance created a “euphoric feeling of power” among his followers; “ancient 
sects used to induce possession for bacchanals and orgies.” 
 
(9) Buffy’s parenting of the older generation is observable in her predictable rescues: she rescues the blood 
shipment at the hospital; rescues Giles and the others from the ghoul Philip Henry; rescues Giles from the 
possessed Jenny. She also rescues, at her own peril, the very undeserving Ethan Rayne, final surviving 
member of the cabal and Giles’ rogue ex-partner whom audiences will remember as the unscrupulous 
costume-shop owner in “Halloween” (2006). Unlike Giles, who is consumed by self-pity and regret and who 
is helpless before the real danger his “generation” has produced, Ethan is viciously self-preserving, eager to 
substitute Buffy for himself with the demon. Eyghon has, of course, left deep marks on Giles and his 
cohorts, both visible and invisible. The tattoo that marks Eyghon’s followers is tangible evidence of their 
reckless past. Ethan marks Buffy with the tattoo to symbolically transfer the consequences of his own 
generation’s irresponsibilities onto hers; then, with an “acid” bath, he erases his own mark. 
 
(10) Adults on the series, particularly as personified in Giles, Buffy’s mother Joyce, and in Principal Snyder, 
seem convinced that the younger generation is out-of-control, in need of “Watching,” correcting, and 
policing. However, as Mike Males argues, teen drug abuse and violent crime is largely a media myth; in 
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fact, he writes, “the increase in major crimes committed by adults closely tracks skyrocketing drug abuse 
among aging Baby Boomers” (11). Real threats to teens’ stability comes from within their own families; 
drug use and related violence among parents “creates more family instability and . . . leads to negative 
views of kids among adults unwilling to face their own misbehaviors” (11). Aging Boomers, like Ethan 
Rayne, attempt an artificial transference onto an innocent younger generation. Adults in “The Dark Age” are 
ineffective or murderous, haunted by their youthful sins, impotent to maintain their responsible roles or 
eager to abdicate them. 
 
(11) Ethan’s actions much more obviously demonstrate the older generation’s failure to protect or provide 
for youth (a theme that runs through all three episodes) and a willingness of the older generation to 
sacrifice the young for its own self-interests. Only Angel is able to face and subdue Eyghon, but only by 
becoming himself momentarily possessed by the demon. Angel’s participation in Eyghon’s demise is a 
troubling, though momentary, acknowledgment of his darker side, of the demon that will later shatter 
Buffy’s most private world. Adults, even the 240-year-old seemingly benign Angel, are never what they 
seem. 
 
(12) “The Dark Age” might be characterized as an attack on Buffy’s generation from the Left: the ‘60s 
rebellious drumbeat—sex, drugs ‘n’ rock ‘n’ roll—is obviously invoked by Giles’ violent, zoned-out demonic 
possession. “Ted,” on the other hand, may be read as an attack from the Right: in this episode, 
hypermoralist patriarchy plans to contain the Summers’ women within artificially constructed “family 
values.” The title character, whose last name is (as if to underscore the point) Buchanan, shares with his 
metaphorical hippie brother Ethan Rayne a strong will to self-preservation and a predisposition toward 
violence and drug use.
 
(13) “Ted” can be divided into two parts. In the first half of the episode, Buffy expresses an instinctive 
mistrust of her mother’s new boyfriend, Ted, and resists his efforts to win her over. Her friends at first 
advise her to give him a chance, Willow offering a “pop” psychoanalysis of Buffy’s reaction: “separation 
anxiety, the mother-figure being taken away, conflict with the father-figure.” But Buffy, alerted by her 
mother’s “Stepford-like” behavior, trusts her own feelings, concluding: “I’m pretty good at sensing what’s 
going on around me and there’s definitely something wrong with this Ted.” She’s right, of course—in the 
second half of the episode, the Scooby Gang discovers that Ted, whom Buffy accidentally “kills” after a 
violent confrontation in her bedroom, is actually a homicidal robot, who, over a period of fifty years, has 
first enchanted and then serially murdered each of his gullible new wives. 
 
(14) Joyce’s parenting failures in this episode are more frightening than Ted’s later violent outbursts 
because her betrayal of Buffy’s confidence and trust violates so profoundly the mother-daughter bond. 
Initially, Joyce is merely annoyed with Buffy’s doubts about Ted, and, early in the episode, recites what has 
obviously become a Summers’ household mantra: “It’s not exactly like men beat down the door” she 
begins, “when you’re a single parent,” Buffy says, completing her mother’s well-worn complaint. Buffy feels 
betrayed and embarrassed when she learns, during the miniature golf game, that Joyce has told Ted about 
her grades. And she is deeply hurt when her mother disregards her assertion that Ted threatened to slap 
her for cheating at miniature golf. Joyce scoffs at Buffy’s account of the incident, criticizes her “attitude” 
toward Ted, and then chastises Buffy for dishonesty. Joyce parrots Ted’s version of the confrontation and 
finally defends Ted for “protecting” Buffy from embarrassment by declining to tell her friends that she had 
cheated. Joyce later betrays Buffy by allowing Ted to discipline her, to “handle” Buffy’s reaction to the news 
that the couple may become engaged. At the end of the first part of the episode, after Ted’s “death,” Joyce 
shuts Buffy out, implicitly refusing to believe Buffy’s account of what actually happened in Buffy’s room. 
 
(15) In the first half of the episode, Joyce is shown to be desperate and selfish; her need for a man blinds 
her to the effects her relationship is having on her hurt and confused daughter. Part of that blindness is 
caused, we later learn, by the food Ted has been preparing which is laced with drugs that keep Joyce 
“mellow and compliant.” But Joyce cannot be entirely excused for her enthrallment to Ted because the 
tainted food can be read as a metaphor for sensual indulgence as well as sexual domination and 
satisfaction. When Buffy tells Joyce that Ted threatened to slap her, Joyce uncharacteristically dismisses the 
allegation as preposterous while greedily consuming a pan of sticky-buns Ted has prepared for breakfast. 

http://slayage.tv/essays/slayage2/bowers.htm (3 of 6)6/17/2004 12:07:52 PM



Slayage, Number 2: Bowers 

Nibbling sensually and licking her fingers, Joyce coos “This is so delicious!” Buffy’s accusation, one would 
suppose, would at least plant some misgivings in her mother’s mind. Instead, Joyce ignores her daughter’s 
claim in order to gratify her sensual needs, selfishly placing her own desire above her daughter’s fear. Once 
again the gratification of personal needs is linked to drug use and associated with the parental generation. 
 
(16) Joyce’s self-indulgence and abdication of parental responsibility connects to Ted’s imposition of 
patriarchal “family values.” Joyce seems prepared to suspend her duty and surrender her authority to a 
strong man in exchange for a kind of oblivion in which father knows best, makes the rules, and governs the 
“little ladies” with a firm hand. But “family values” Buchanan-style only thinly disguise a struggle for power 
and dominance foregrounded by the number of representations of invaded or transgressed female space in 
the episode. In the teaser, Buffy discovers that her front door is open and unlocked. She moves toward the 
kitchen and hears a glass crash to the floor and her mother exclaim “No!” Rushing to the kitchen door, she 
discovers her mother and Ted in a cozy embrace. His presence in the kitchen, and his incessant cooking, 
suggests his co-optation of a traditionally female sphere. Ted later usurps the head of the table at dinner, 
imposes grace before the meal, calls himself “Daddy,” and infantilizes the already submissive Joyce by 
referring to her with the insulting diminutive “Joycie.” In probably the episode’s most frightening scene, he 
lurks in the darkness of Buffy’s bedroom, going through her drawers and reading her diary, waiting 
ominously for her return. When he is “resurrected,” he re-enters the house uninvited, but is significantly 
subdued in the kitchen where Buffy beats him with that traditionally female weapon, a frying pan. At this 
moment, Buffy symbolically reclaims hers and her mother’s space with the triumphant declaration “This 
house is mine!” 
 
(17) Like Ethan Rayne, Ted Buchanan is ruthlessly self-preserving, disregarding the needs or welfare of the 
younger generation: “Your mother and I will be happy” he declares to Buffy, silencing her objections. Ted’s, 
and his ideology’s, will to survive is of course exaggerated by the fact that he is a robot; his anti-feminist, 
hyper-moral patriarchy is, like himself, utterly artificial and mechanical, devoid of human sensibility. Ted 
attempts to exercise extreme patriarchal authority to govern, to rule, and to punish, and when he attacks 
Buffy in her bedroom, in a horrifying representation of domestic violence, he threatens her with 
institutionalization. Grasping her diary, which is filled with secret Slayer details (of which her naive mother 
is unaware), Ted snarls “From now on you’ll do what I say when I say or I show this to your mother and 
you’ll spend your best dating years behind the walls of a mental institution.” Ted’s threat to institutionalize 
Buffy registers the “solutions” offered by youth-blaming pronouncements of hyper-moralist Rightist 
Boomers like William Bennett and Gary Bauer. Males argues that parental incompetence, and not teen 
rebellion, is responsible for the appearance of a number of “kid-fixing” services and “tough love” programs 
that have “spawned a vast and growing legion of treatment, programming, behavior education, and other 
services designed to manage” so-called recalcitrant youth (232). Such “fixes” for “delusional” and rebellious 
young women like Buffy would certainly be appealing to Ted Buchanan. 
 
(18) Simply put, Ted, like all patriarchs, will control and/or contain transgressive and potentially 
transgressive women who refuse to conform to his warped expectations. He will even use violence to 
maintain his dominance over Joyce. In the second half of the episode, the “resurrected” Ted (who had only 
been shut down and not killed by Buffy) menaces the now non-drugged Joyce when she insists she, and not 
he, convey the news of his return to her daughter. Ted slaps her and slams her against the kitchen wall 
shouting: “I don’t take orders from women. I’m not wired that way!” 
 
(19) Buffy and her friends once again rescue a lapsed adult. Willow and Xander help Buffy spy on Ted at 
work; Willow discovers the drug in the tainted cookies; all of them, including Cordelia, investigate Ted’s 
1950s lair, discovering the bodies of his previous wives; at the end of the episode, they help Buffy dispose 
of Ted’s short-circuited, burnt-out remains. And typically, Joyce’s convenient unconsciousness in the end 
prevents her from ever learning the truth about Ted, providing viewers with another example of the adult 
generation’s inability to understand the real horrors facing their children. 
 
(20) “The Dark Age” (2008) and “Ted” (2011) present separate but equally poor parenting by both Giles 
and Joyce. In “Band Candy” (3006), Joyce and Giles form a disastrous alliance; the abdication of their 
parental responsibilities is once again linked to drug and alcohol abuse, violence and criminal behavior. The 
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situation, though presented comically, is nevertheless terrifying to Buffy and her friends who are saddled 
with the responsibility not only to rescue the adults but also to save the next generation, Sunnydale’s 
helpless and abandoned infants. 
 
(21) The title of the episode echoes slang for cocaine (“nose candy”), and the adults who come under the 
influence of the drugged chocolate bars exhibit behaviors associated with cocaine use—wild nightclubbing 
at the Bronze, recklessness, violence and indiscriminate sexuality. But their behavior is not linked to their 
own generation; rather, it is associated unfairly with the teens’. Buffy and her friends are sobered and 
repelled by the excesses they observe in the adults partying at the Bronze, yet, accustomed as their 
generation has become, they transfer the adults’ misbehavior to themselves—Willow and Buffy cry “They’re 
behaving like a bunch of us!” This is, of course, utter nonsense since Buffy’s gang is for the most part 
either scrupulously sober or repulsed by their own experimentation with controlled substances.[3] On the 
contrary, the series’ format celebrates the teens’ moral superiority and commitment to defeat the forces of 
evil, most often figured on the show in the adult demons Buffy routinely defeats.[4] The episode unfairly 
obfuscates, and thus implicitly excuses, the adults’ drug use by “demonizing” the source of the drugs. In 
“Ted,” the drugs are administered by a homicidal robot; in “Band Candy,” they are distributed, tellingly, by 
Mayor Wilkins’ African-American demon-assistant, Mr. Trick, whose warehouse appears to be staffed almost 
entirely by other African-Americans. In both cases, adult drug use is deflected, and, as we shall see, the 
blame and consequences shouldered by the youngsters. 
 
(22) As in the other episodes, Buffy is alerted by observing adults’ lapse-behaviors. Giles misses class, and 
Miss Barton, substituting at Principal Snyder’s request, untypically tells the students to pretend to study 
until Snyder goes away. Inquiring into Giles’ absence, Buffy discovers her mother at his apartment; Joyce 
and Giles, often cool toward each other, surprisingly cooperate in Buffy’s scheduling. Buffy is further 
astonished when her mother, who has until then forbidden her to drive, hands her the car keys. Buffy, 
elated to have the car keys, is not yet aware that both Joyce and Giles have come under the influence of 
the band candy. Having gotten rid of “their” child, they party—drinking alcohol, smoking cigarettes, and 
listening to loud rock music. 
 
(23) The relationship between drug use, violence, and crime becomes more evident later in the episode 
when the teens observe the adults drag racing, necking in the park, and stealing candy off the backs of 
hijacked trucks. Giles, described by Xander as “bad-magic-hates-the-world-ticking-time-bomb-guy,” 
dresses in tight jeans and tee-shirt, prefers his nickname “Ripper” (introduced in “The Dark Age”) and 
speaks in place of his cultured “Received Pronunciation” a Spike-like “punk” London accent. To impress his 
“date,” Joyce, he breaks a shop window and steals a coat she has been admiring. He then taunts and beats 
a police officer, takes his gun, then straddles a giggling and again-submissive Joyce across the hood of a 
police car. He tells a concerned Buffy to “sod off” when she objects to his behavior, and in the warehouse 
he pulls the policeman’s gun on Ethan Rayne, his evil nemesis, who, perhaps not surprisingly, returns in 
this episode. Joyce’s behavior is equally out-of-character. She is seemingly titillated by her attraction to 
“Ripper,” cheerfully accepts the stolen coat, mouths off to Buffy, and for some reason is in possession of a 
pair of handcuffs which suggest a level of sexual danger and experimentation her daughter has no wish to 
explore! 
 
(24) Predictably, Buffy and her friends come to the rescue not only of the intoxicated adults but also 
Sunnydale’s helpless infants who, as part of the Mayor’s and Mr. Trick’s diabolical candy-plan, will become, 
as Willow discovers, a grisly tribute for the demon Lurconis. Both Joyce and Giles are useless before the 
demon, Giles more interested in trouncing Ethan than defeating the demon, Joyce fighting off the unwanted 
advances of a besotted Principal Snyder. Joyce is afraid for the infants, fussing helplessly, but shrinks from 
actually taking any action. And though Giles assists in beating off the Mayor’s cohort, Buffy’s quick thinking 
finally incinerates Lurconis. Buffy, exhausted and worried about the SATs she is preparing to take the 
following morning, is stunned when her mother tells her to “blow them off”—she’ll write Buffy a note. The 
ever-dutiful Buffy, we should note, chooses to take the SATs despite the tiresome necessity to parent her 
unruly parental figures. 
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(25) In all three of these episodes, the teens are either punished or suffer unfairly because of adult lapses 
and irresponsibility. In “The Dark Age,” Buffy’s confidence in Giles is seriously undermined, and she has to 
use her own money (which she was saving for new shoes) to remove the tattoo that had unfairly marked 
her as a member of the cult of Eyghon. In “Ted,” Buffy is threatened, slapped, and beaten, then blamed for 
Ted’s “death” by the doubting (and apparently all-male) Sunnydale police force; Giles betrays her by 
talking to the police after Ted’s “death”; her classmates shun her in the hallways. In “Band Candy,” she is 
forced to pay for the damage to her mother’s car even though the accident was caused by a stoned adult 
who blindsided her. And Snyder insists Xander and the others “volunteer” to clean up the “vandals’” 
damage to the school lockers and walls. The adults, blind to their own incompetence, refuse to accept 
responsibility for their failings and deflect blame onto their innocent offspring, creating in them confusion, 
instability, and a kind of terror potentially more destructive than might be conjured by “ordinary” demons. 
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[1]Robert A. George has noted the values of his own “X” Generation as “ideologically and racially diverse, 
direct, straight to the point, reality based,” independent and ingenious at problem-solving (28-29). The 
forthcoming book, Millennials Rising, by historians Neil Howe and William Strauss on the values of children 
born since 1985 supports George’s observations, concluding “they are beginning to manifest a wide array of 
positive social habits that older Americans no longer associate with youth, including teamwork, 
achievement, modesty and good conduct” with more in common with the World War II generation than 
with their Baby Boom parents (Steinberg 3). Diversity, directness, ingenuity, teamwork, good conduct are 
all characteristics which could be fairly ascribed to Buffy Summers and her friends. 
[2]George outlines the characteristics of the Baby Boom generation as experimental, inquisitive, self-
indulgent, and liberal—embracing their anthem “sex, drugs ‘n’ rock ‘n’ roll” (27-28). 
[3]See Xander in “Reptile Boy” (2005), Buffy in “Beer Bad” (4005) and Willow in “Something Blue” (4009) 
for their experience with and responses to alcohol. 
[4]Rhonda Wilcox writes convincingly of the teens’ “dread of becoming an adult” and the series’ association 
of vampirism with adulthood (16; 22). 
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Sciences (the organization that brings you the Emmy 
Awards) and appears here with the permission of Fritz 
Jacobi, TVQ’s editor, and Richard Campbell. 

   

  
Richard Campbell with Caitlin Campbell

Demons, Aliens, Teens and Television 
  
(1) As a 51-year-old journalism professor and occasional TV critic, I get asked by friends and colleagues, 
what do I watch on television (when I’m not watching consummate network news professionals butcher 
presidential election predictions)?  While they no longer raise an eyebrow about The X-Files, I get blank and 
sometimes open-mouthed stares when I announce – without embarrassment—“Buffy the Vampire Slayer, 
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Angel, and Roswell, on the WB.”
 
(2) I have my 16-year-old daughter, Caitlin, to blame for this. An honor student, soccer player, and avid 
reader, she introduced me to Buffy and the WB a couple of years ago. At the time, I just thought I would do 
my fatherly/media critic duty: watch a few episodes and point out the error of her TV ways. But something 
else happened. I got hooked. I liked Buffy. The improbable story of a teenage vampire slayer, set against the 
backdrop of life at Sunnydale High School (Buffy’s now moved onto college), kept my interest with its sly 
humor, action adventure, and wide-ranging portraits of teens and teachers. To me, this was not only a 
skillfully written show but dead-on in capturing the conversational rhythms of teenagers and exploring issues 
that permeated their lives – friendship, jealousy, self-esteem, responsibility, rules, sex, good and evil. 
Watching Buffy, I got insights about the occasional clumsy ways of adults in turning responsibility over to 
teens so they can make decisions, learn the consequences, and grow up. Last season I also got hooked on 
Angel, a Buffy spin-off starring Buffy’s former vampire-with-a-soul boyfriend, and Roswell, a series about 
three alien-human hybrid teens and their close encounters with corrupt g-men, bad aliens, and guidance 
counselors.
 
(3) Armed with new insights into teenage culture, I found myself getting more and more annoyed during the 
2000 presidential election at the way that popular culture aimed primarily at teens (admittedly some if it too 
violent and exploitative) became a whipping boy for the demise of civilization. “The Media” and “Hollywood” – 
whatever these all-purpose clichés mean – became easy targets for politicians – a transparent attempt to 
distract citizens from the increasing limitations of a bloated two-party system run by insiders who have 
managed to alienate most young people from politics. With both mainstream presidential candidates 
pandering to “seniors” over the prescription drug issue, Hollywood and The Media became short-hand 
symbols for political attacks on screen violence or sexually explicit material aimed at “juniors.” Older voters 
concerned about medical issues were likely to vote; teenagers ticked off by politicians who demonize them 
and their culture were not. Media fare became to the 2000 election what crack cocaine was to the 1988 
campaign – something that all politicians could rally against, a shared adult Mission from God. (And we all 
know how the political focus on The Drug War and the 1980s’ “Just Say No” campaign ended alcohol and drug 
addiction in our time.) 
 
(4) Even the amazingly popular and seemingly benign Harry Potter books – by British author J. K. Rowling—
got into the act in summer 2000 with the release of the fourth book in the series. Cultural conservatives like 
literary critic Harold Bloom weighed in to pronounce the books drivel and unfit for enshrinement into the 
Literary Canon. Religious fundamentalists also rose up in numerous towns to protest the series for classroom 
use because Rowling deals with magic and wizardry, apparently offering a competing point of view about the 
nature of spirituality that scares some school board bureaucrats or inflexible parents who think they have to 
abandon the First Amendment to protect children.
 
(5) Well, my daughter hooked me on Potter as well. I picked up the first one to see what the fuss was about 
and couldn’t put them down. While probably not candidates for Great Books 101, the Potter series 
nevertheless tell wonderfully imaginative and compelling stories that have given many hard-working teachers 
new life in introducing new generations of children to reading. For me, the Potter books and my own addiction 
to the WB are all of a piece. Harry Potter and the WB shows tap into cultural interests in the mystical, in the 
supernatural, in things beyond the routines of “normal” life. My daughter says her attraction to the series is 
partly how the books take her out of her everyday world and transport to her to interesting, sometimes 
fantastic places. This works for me too. Living in a time where our spiritual lives are often undernourished or 
untended, it would seem that everyone from the cultural elitists to Christian fundamentalists would welcome 
these stories that take our children beyond the cynicism and coarseness that often so dominates our cultural 
landscape.
 
(6) The remainder of this essay offers a defense rather than a demonization of culture aimed at young 
readers and viewers – from the Harry Potter series to the WB series. I am partly trying to redress an 
imbalance here, given that far too much critical writing on teen culture focuses only on the most violent or 
exploitative kinds of popular music, video games, and horror films. While its important to address the 
negative impact of this kind of culture, there are other sides to the story. I have invited my daughter, who 
inspired this piece and with whom I enjoy these stories, to add her perspective to mine. In spite of our shared 
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fascination with these series, we see them from points of view separated by the gender gap and 35 years.
 

Harry Potter 
(7) Dad: The first four Potter books follow the British boy wizard, Harry Potter, from age 11 to 14 through 
his first four years at the Hogwarts School (it’s a seven year program and series – tougher and longer than 
my Ph.D. adventures). Away from school in the off season, Harry has to do hard time with his intolerant uncle 
and aunt and gross cousin Dudley. These folks are Muggles – messed up, uptight middle class humans with 
no witch or wizard powers. In the first book, Harry—whose parents were killed when he was a baby by the 
evil Lord Voldemort – is an embarrassment to his aunt and uncle. To them, his special powers mark him as 
odd, weird, and different. And this is partly what I love about the books. They get at feelings that kids have 
about adults who misunderstand them, who underestimate them, or who can’t fathom how they are different. 
Extraordinary fantasy and imaginative play make these books special, but they are more often about the 
ordinary problems of kids struggling to find their way in a world governed by adults – some wise and 
supportive, others mean, oblivious, and self-absorbed.
 
(8) Caitlin: What I love most about the Harry Potter books is their ability to suck anyone into their pages. 
When I opened up Harry Potter and the Sorcerer’s Stone (the first book of the series), I was skeptical that a 
16-year-old whose favorite book is Jane Eyre could swallow the mush I was about to read. I was happily 
mistaken. In about two days Harry joined Jane on my bookshelf. All four Potter books transport the reader 
into a world of potions, brooms, giants, eccentric wizards, spells, final exams, and never-ending possibilities. 
As I read, I related to every event as if it were happening to me: when Harry won the Quidditch (the soccer-
like wizard sport played on broomsticks) final, it was me being hoisted onto the school’s shoulders; when the 
entire school hated Harry for losing Gryffindor 150 house points (each of the four school houses earns points 
throughout the year; the house with the most points wins the House Cup), it was me they detested. I was 
thrown into an amazingly magical world where school no longer included memorizing the periodic table 
elements or trigonometric identities but where young witches and wizards were taught to make a pineapple 
dance, mix a forgetfulness potion, ride a broomstick, and tend to a half-horse, half-bird called a hippogriff. 
Knowing that a junior in high school would love to live in this incredible world of magic, I can safely assume 
that the thousands of other children entangled in Harry’s life would too.
 

Buffy the Vampire Slayer 
(9) Dad:  Like the Potter books, Buffy mixes together supernatural themes with the ordinary world of kids – 
negotiating normal school experiences by day, slaying wicked vampires by night. Joss Whedon, creator and 
executive producer of Buffy (and also Angel), has said that he intended the show as “a horror story about 
high school, and that’s exactly what high school life is like … both literally and metaphorically.” So the story is 
never totally fantastic, cut off from the reality kids know. In fact, it works because it stays grounded in 
everyday problems—identity issues, sexual tensions, popularity contests, and too much homework. Like the 
range of characters at Hogwarts, Buffy offers a smorgasbord of teen and teacher character types. Among my 
favorites are the spoiled and snobby Cordelia, who’s now moved on to serve as secretary to the soulful Angel; 
the smart and sweet Willow, who’s moved on from a doomed relationship with werewolf boyfriend Oz to a 
lesbian liaison with her fellow witch Tara; and the British and bookish Giles, who serves as Buffy’s mentor and 
“watcher.” Giles is particularly important to me. Unlike a number of teen oriented programs that portray 
adults as idiots, Buffy casts Giles as a complex teacher/parent, who recognizes his proteges’ need for 
independence but also serves as a knowing adult who watches – not over them but with them. But, for me, 
the smart mix of suspense and comedy remains the main attraction on Buffy. Take this exchange from an 
early episode during which a menacing but tiny “fear demon” appeared:
 
Giles (Buffy’s mentor): “Don’t taunt that fear demon.”
Xander (Buffy’s friend): “Why, can he hurt me?”
Giles: “No, it’s just tacky.”
 
In the end, Buffy steps on it like a bug.
 
(10) Caitlin: Dad’s right. I also appreciate Buffy ‘s comic side. But above that I value its creativity. My 
favorite episode pits the Buffster against fairy tale demons whose evil agenda is to steal the voices of all the 
occupants of Sunnydale (the fictional California town that serves as Buffy’s setting) and then collect their 
hearts. This episode is an example of the show’s uniqueness because it was done almost completely in 
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silence. About 40 minutes of the show went by without one word or noise, yet the suspense and comedy that 
make Buffy so great were still there in full force.
 
(11) Ever since I started watching Buffy I have developed a secret desire to take kick-boxing lessons; and 
hey, maybe someday I’ll actually do it. I wonder if the Spice Girls watch Buffy, because she is the epitome of 
“Girl Power.” That’s what I love about the show. Buffy’s this totally kick !#@ babe who has the strength and 
skills to conquer any challenge that comes her way, but like every teenager, she still doubts herself. I’ve 
watched many episodes in which Buffy wonders if she’s smart enough for college, strong enough to beat up 
some baddie, and special enough for her friends’ attention. Every teen has awesome abilities and potential, 
and just like Buffy, can’t always see them. Buffy may have supernatural strength but she still has her 
weaknesses, making her the ultimate inspiration to kids.
 

Angel 
(12) Dad: In 1999 Joss Whedon told a college audience, “Buffy’s about becoming and Angel ’s about dealing 
with what you’ve become.” Set in Los Angeles, Angel is the improbable story of a 247-year-old vampire with 
quite a wicked past. His story is about redemption—about accepting the consequences for awful choices, 
taking responsibility for those choices, and trying to make amends. He now runs a detective-like agency to 
help the tormented. These are powerful lessons, often set in a violent urban world. While I acknowledge that 
this show is sometimes more violent than it needs to be, I still think TV violence has a place, particularly 
when viewers are provided with a context and see the consequences of the violence, which often happens on 
Angel. Clearly kids are vulnerable to media images if parental and peer networks break down. Still, I 
subscribe to Bruno Bettelheim’s notion in The Uses of Enchantment: the Meaning and Importance of Fairy 
Tales: that young people already know that violence and depravity exist in the world but need help in seeing 
that they have the power and resources to make choices and oppose these forces. Storytelling, whether in 
fairy tales like Hansel and Gretel or in TV tales like Angel, can show kids they are not powerless against the 
evil in the world.
 
(13) Caitlin: Like Buffy, Angel has a comic side attached to its primarily dark and suspenseful plots. My 
favorite silly addition to the show this season is having Angel sing karaoke (poorly, very poorly) to the tunes 
of Barry Manilow – and you have to watch the show to get all this—in order for a mind-reading demon to help 
him best serve the needs of a current distraught client.
 
(14) I also enjoy the chemistry between the show’s three main characters: Angel, Cordelia, and Wesley. The 
once snobby and spoiled Cordelia became employed by Angel when her attempts at an acting career proved 
futile. As a result of all the suffering she has witnessed, this materialistic Valley Girl has gradually become 
more caring and compassionate. Like Angel and Cordelia, Wesley first appeared on Buffy, acting as the 
slayer’s uptight and foppish replacement watcher. He came under Angel’s employment when he arrived in L.
A. as a “rogue demon hunter”—dressed in black leather and riding a Harley. Wesley, also as a result of aiding 
Angel, has become a stronger person. While Angel works to redeem himself, Cordelia struggles to grow up, 
and Wesley fights to be taken seriously.
 
Roswell
(15) Dad: Lots of the characters we are discussing here—particularly Harry Potter, Buffy, and the Roswell 
kids—wrestle with self-esteem issues as they make their way through their teen years. Even though many of 
these characters are very skilled, often in extraordinary and supernatural ways, they have self doubts and are 
often misunderstood by the authority figures around them. This is another powerful theme that resonates 
with young viewers. Match that theme with a compelling action adventure narrative—three alien-human teens 
searching for their destiny, keeping their secret, and dodging government agents and alien shape-shifters 
(who are not unlike cameleon-like political candidates who morph into also sorts of self-serving shapes in the 
course of an election). With Roswell, the WB has another fascinating, although often uneven, program. 
Roswell got off to a good start – smartly portraying the tales of the main characters against the backdrop of a 
Roswell café and a tourist-trap museum (which recounts the tale of the famous 1947 alien sighting). “Normal” 
and hybrid teens work at the café and the museum, where wacky tourist believers don’t realize they are 
rubbing elbows with actual aliens.
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(16) But this usually smart show relies too often on an overdose of teen sexual tension. It also could take a 
lesson from X-Files and intersperse its darker conspiracy plots with more playful tales – particularly of alien 
teens trying to make their way through high school. I also want to lodge a formal complaint against the 
pseudo-hip glamour, not only on Roswell, but on too many of these WB shows. It’s as if the producers dress 
characters so they could glide right from the set to a photo shoot for Teen or Tiger Beat magazine. (As my 21-
year old son said recently when I tried in vain to hook him into an episode of Buffy: “Aren’t there any 
ordinary looking people on this show?”) I found the 2000-01 second-season premier of Roswell particularly 
distracting because all the main characters looked like they’d spent the off-season shopping at Abercrombie & 
Fitch and getting their hair redesigned by a Rodeo Drive stylist. Trendy leather and strategically mussed hair 
seem out of place in unpretentious Roswell, New Mexico. Maybe it’s just my age but I’m annoyed that the WB 
powers-that-be think viewers will only go for these characters if they present themselves as the new wave in 
fashion design and hair makeovers.
 
(17) Caitlin: All right, Dad, don’t go dissing my show now. Roswell has not (as you so haughtily put it) 
become “often uneven.” The show is focusing on a darker aspect of itself and cannot always intermingle its 
suspenseful plot with “playful tales.” Roswell is a new show and (unlike The X-Files) hasn’t had seven seasons 
to get into a groove; it’s like a teenager who hasn’t found her identity yet, so lighten up, Old Timer!
 
(18) Dad also neglected to mention the double meaning of the aliens on the show, which is more important 
than what the characters are wearing. Every teenager deals with feelings of “alienation” and Roswell handles 
the subject very well. The kids on the show, while fighting off enemy aliens and corrupt government 
conspirators, struggle to find their place in society.

________________________________
(19) I concede my daughter’s point that Roswell may need time to develop. Still, there’s too much focus on 
youthful style, good looks, and gratuitous libido. Maybe the networks—new and old—are responding to the 
spring 2000 cancellation of NBC’s acclaimed Freaks and Geeks, which along with My So-Called Life has been 
the finest program ever about adolescent and teenage life on network television. The program featured a 
strong cast of very “ordinary-looking” kids struggling with the everyday problems of adapting to high school 
bullies and negotiating their independence from bewildered parents and insensitive teachers. With good 
humor and almost no sentimentality, Freaks and Geeks may have fared better on the WB, UPN, Fox, or cable 
where it would have been given more time to build a loyal audience. The old clueless networks, however, 
panicked by their tumbling audience shares, keep lurching after another fad hit like Millionaire or Survivor. 
Today the old networks yank a weakly rated show from their schedules faster than an assistant principal pulls 
a tardy student into detention. When Judd Apatow, executive producer of Freaks, learned that the new time 
slot to “save” the show would pit it against ABC’s Millionaire, he knew the show was dead: “When I heard that 
our big relaunch was facing Regis, I knew it was over. . . . The sad part is that a show like Millionaire makes 
every network think there is a quick, cheap fix to their schedules. . . . They become less interested in 
supporting harder-to-sell quality shows when they think there is a golden calf out there that can solve all 
their problems.”
 
(20) The networks today prefer the lack of controversy around quiz shows, which was also true in the 1950s—
until the scandals. Good teen television, on the other hand, usually embraces controversy. Remember that 
NBC and Fox both passed on Buffy. In spring 1999, the season finale of Buffy was postponed for several 
months because WB execs thought that a violent battle seen staged at the high school graduation was 
inappropriate in the wake of Columbine. We still live today in a time when the media images of Columbine 
linger, still overdetermining how many adults see young people and sustaining the stereotypes that teenagers 
– if we don’t watch them carefully and if we don’t control their media fare – might just go berserk. The smart 
ironic twist in shows like Buffy and Angel is the way they go right after the news media and adult stereotypes 
of demon teenagers. In Buffy, Angel, and Roswell teens ARE often demons and aliens, and the high school 
experience, as Joss Whedon notes, is a “horror story” that is often about alienation. Kids get the joke.
 
(21) In the end, I would encourage parents to watch these shows with their kids. And, I strongly encourage 
taking the television sets out of kids’ bedrooms and putting them in common areas. The bedroom is the place 
to read Harry Potter while television often does its best work as a communal activity. (This season we have 
added NBC’s Ed and Fox’s Boston Public to our shared TV interests.) Many of the TV programs Caitlin and I 
have discussed here are among the best written on television. Although they are flawed in the way that many 
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programs suffer under pressure of weekly deadlines, at their best they help teens wrestle with problems of 
popularity or self-esteem, and what to do about some of the bad stuff that happens in the world – that even 
the most conscientious parents can’t protect their children from. Kids are resilient. They are media savvy and 
generally smart about good and bad TV. (In their decision not to vote in the 2000 election, many young 
citizens certainly sent a message to major parties about the phoniness, artifice, and “shape-shifting” of over-
managed presidential TV campaigns concerned primarily with image.) Adults should trust teens to be 
responsible for their media choices and listen to them about why the stories they like are important, instead 
of fixating on their choices only as an opportunity to lecture on “having better things to do” and “all the crap 
that’s on television.” One of the best things I‘ve learned from watching TV with Caitlin is seeing the world 
more from her perspective and taking her seriously. And I think she would agree that my take on some of our 
favorite shows has revealed insights about her father – and about the strangeness of parents in general. Let’s 
use teen television as an opportunity for some shared conversation about how hard it can be growing up in 
world where adults get to make most of the big decisions – and as the network news grown-ups 
demonstrated in November 2000 – sometimes get them wrong.
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Richard Greene and Wayne Yuen 
Why We Can’t Spike Spike?: Moral Themes in 

Buffy the Vampire Slayer[1]
  
(1) Buffy the Vampire Slayer can be viewed as a morality play: every week, Buffy and her friends fight evil in 
some form and in so doing make complex moral decisions. The moral principles that underwrite Buffy’s 
relationships with her non-human counterparts can be explained with an eye toward developing a clear 
picture of her overall moral system. We will test these principles for consistency and plausibility. Finally, we 
will explicate in some detail what we consider to be the chief pedagogical virtue of the show: that it is 
reflective of the complexity of the various moral dilemmas one encounters in the real world and the 
intuitions that tend to guide our moral decision making, and through clever use of allegory it takes well-
supported stands on a number of pressing moral issues.
 
(2) To understand Buffy’s moral system, one needs only to look at her relationships with other characters 
in the show. Start with Buffy’s relationship with Angel (a vampire who has had his soul restored by a gypsy 
curse): it speaks immediately to the fact that not all vampires are evil. What makes Angel stand apart from 
other vampires is that he has a soul, or more specifically, that because he has a soul he has no desire to 
harm people (More precisely, since plenty of persons with souls do desire to harm others, perhaps the 
correct thing to say is that because Angel has a "good" soul he has no desire to harm people). It follows 
then, that Buffy slays vampires not because they are soulless or because they are vampires, but because 
they harm human beings. 
 
(3) So we can summarize Buffy’s first moral principle as Do not harm those who typically do not pose a 
threat to human beings. (By “typically” we mean under normal everyday circumstances. Lions, for example, 
under certain circumstances pose threat to human beings, but we don’t want to say that they typically pose 
a threat to human beings. Vampires, on the other hand, do typically pose a threat to the citizens of 
Sunnydale). We can also, as a first approximation, take its opposite as a moral principle, viz., One ought to 
stop (either by killing or by incapacitating) those who typically can or will harm other human beings. This 
principle, however, stands in need of revision. In the episode “Ted,” (episode 2011) Buffy kills Ted, 
believing him to be a human being, because he poses a direct threat to her mother and herself. Even 
though Ted poses a threat that is equal in severity to the threat posed by vampires (albeit the threat is 
different in kind), Buffy is despondent when she thinks that she has actually killed a human being, and she 
is subsequently relieved when she discovers that Ted is an android and not a human. Thus our second 
principle becomes One ought to stop (by killing or incapacitating) all non-humans that typically can or will 
harm other human beings. Further evidence that Buffy is operating in accordance with something akin to 
this principle is seen in the episode in which Faith (another slayer) kills one of the human henchmen of the 
evil town Mayor. Despite the fact that the human poses a significant danger to humans (he is assisting the 
Mayor, who is attempting to become an omnipotent demon), Buffy admonishes Faith for killing a human. 
Moreover, Faith is unable to reconcile the fact that she, up to that point a protector of humans, has actually 
killed a human. This event drives Faith to become a rogue slayer in the employ of the forces of evil. 
Humans, therefore, have a special status in Buffy’s moral system. This special status makes them exempt 
from being seriously harmed by her, even if they do harm others. 
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(4) A third moral principle comes into play when the evil vampire Spike is brought into the show as a 
permanent character: Do not harm those who pose no immediate threat. When The Initiative (a top secret 
branch of the U.S. Military which does research and experiments on demons and vampires) embeds a chip 
in Spike’s head to prevent him from hurting humans, a new dynamic in the relationship between Buffy and 
Spike is created. There are several reasons why Buffy should eliminate Spike while he is incapacitated. 
First, Spike wants to kill Buffy, and should he get the chip removed he would be in a good position to do 
so; second, he can still harm her in a variety of ways, as illustrated when he aids Adam (an initiative-
created cybernetic human-demon soldier which could not be controlled) in causing dissention among Buffy 
and her friends. Buffy has no reason to believe that Spike will not take advantage of any situation in which 
he can harm her. 
 
(5) So why doesn’t Buffy spike Spike? There appear to be three moral factors working in Spike’s favor. 
First, in his incapacitated state, there can be no “fair” fight between him and Buffy. This factor also 
exemplifies another reason why Buffy does not harm humans; in general, they are not a fair match against 
her superior strength (although the members of the Initiative are, because of their mechanically and drug-
enhanced bodies). On numerous occasions, members of Buffy’s team reassure Spike that it would be wrong 
to harm him while he is in this state. Our heroes are operating on the general moral principle that 
defenseless people, animals, etc. should not be harmed. Giles summarizes this when he says, “Look, look, 
Spike . . . we have no intention of killing a harmless . . .  uh, creature. . . . ”(episode 4009) Thus the 
second factor that serves to protect Spike is the principle that potentially harmful agents should not be 
harmed provided that they can be controlled. This principle is best illustrated by the case of Oz (a werewolf 
who is a contributing member of Team Buffy when not in wolf form). Being a werewolf, Oz has an instinct 
to hurt people while he is a wolf. However, since locking him up during a full moon can largely control him, 
more permanent forms of control are not required. The chip in Spike’s head functions as his “prison.” 
 
(6) While both factors serve to keep Spike alive, there remains a compelling reason for killing him, viz., 
that he still poses a threat. So one wonders why Buffy doesn’t, in fact, spike Spike. The most important 
reason is that Spike has utility. Spike has access to information about demon and vampire activity in the 
area, which at times proves to be invaluable to Buffy. In return for this information, Buffy and company 
provide money, occasional protection from The Initiative, a place to stay, or sometimes even butcher’s 
blood. Without this utility, given the long-term threat he poses, killing Spike would be just as permissible as 
killing a rabid dog that has been temporarily restrained. 
 
(7) Buffy’s relationship with Spike, however, is not always quid pro quo. In a number of episodes Buffy and 
the gang have blackmailed Spike for information, while appearing to derive a great deal of pleasure from 
doing so. Whereas blackmailing Spike appears to raise no moral concerns for our heroes, blackmailing 
humans is considered to be both intuitively morally impermissible and inconsistent with Immanuel Kant’s 
formula of humanity: Treat rational creatures as ends in themselves and never only as means to an end. 
This further illustrates the difference in status between humans and non-humans in Buffy’s moral 
reasonings. Thus, in addition to the principles stated above, come into play the following: 4) No harm 
should be done to those who don’t harm humans; 5) Unless there is some urgent pressing matter, fairness 
should be taken into account; 6) Those that do harm humans but can be controlled should be controlled; 7) 
When the benefits of a good opportunity outweigh the risks of a dangerous situation, the good should be 
attempted. 
 
(8) The above principles seem intuitively sound, but how applicable are they to the real world? After all, 
they are derived from a fictional television show about demons and vampires. Although the majority of 
people in the real world (perhaps all) never slay demons and vampires, Buffy the Vampire Slayer 
nevertheless has pedagogical value. Through allegorical depictions of ethical situations, it reflects the 
complexity of the moral world in which we live. 
 
(9) Buffy’s sophisticated moral universe does not assume that difficult decisions can be made without 
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consequences. Unlike many other television shows, decisions made in the show affect subsequent episodes, 
and sometimes permanently change the characters in the show; the moral universe is not simplified in 
order to allow appropriate decisions whose repercussions fully unfurl within an hour. Moreover, the show 
does not ignore competing value systems. Most notably, the Initiative’s “institutional” ethics is presented, 
at least nominally, as a viable ethical alternative. The Initiative’s ethics seem to follow the standard military 
ethic of avoid harming civilians and anything identified as an enemy may be eliminated or captured. In this 
case, it is especially easy to identify enemies, they are demons and vampires. But historically this 
“institutional” ethic has led to questionable activities, such as the Japanese internment during World War II. 
Buffy’s value system is also not without flaws. No character in the show is portrayed as perfect, as each of 
the characters have been morally faulted at one time or another (for example when Buffy kills Ted, 
although only subsequently redeemed hindsight, Buffy does act questionably in causing his fall down the 
stairwell). And although Buffy’s moral decisions tend to be the most favorably portrayed in the show, the 
Initiative also presents compelling arguments for some of their actions. 
 
(10) Further evidence that Buffy is reflective of real-life ethical situations can be adduced from various 
quotidian circumstances in which the characters find themselves. A dominant conceit of the show is that 
Buffy is an extraordinarily (even supernaturally) gifted teenage girl who nevertheless maintains her 
“normal” teenage personality and concerns. Teenagers often find themselves having to weigh their moral 
obligations (as well as other obligations) against their desire to fit in, be cool, be accepted, feel normal. 
Buffy, on more than one occasion, opts to put her moral responsibilities aside in order to pursue a “normal” 
teenage lifestyle, often with negative consequences. Similarly, the largely ineffectual Spike, whose instincts 
incline toward mischief and violence, finds that he must co-exist with and occasionally even assist people 
he dislikes (i.e., Buffy and the “Scooby Gang,” as they mockingly refer to themselves) in order to survive. 
Again, the problem of working with people whose sensibilities are different from, even antithetical to, our 
own is part of our everyday lives. Xander must deal on a regular basis with feelings of inadequacy caused 
by two factors: first, he has no remarkable personal skills (he lives in his parents’ basement, on occasion 
he must drive an ice cream truck to make money, and he is physically uncoordinated, as is evidenced by 
his slap-fight with the vampire, Harmony (Episode 4003)); second, those around him are not only skilled, 
but have supernatural abilities (Buffy is a slayer, Willow is a practicing witch, his girlfriend Anya is a 
recovering demon, and Oz is a bassist in a popular alternative rock band). It goes without saying that 
young people routinely experience insecurities like Xander’s, albeit generally in less fanciful contexts. 
 
(11) Buffy also explores the moral dimension of being a social animal. What does one do when one’s social 
obligations conflict with one’s occupation, or birthright as the case may be? How should a person act when 
he discovers that his girlfriend has been in love with a person he finds morally reprehensible? Riley Finn 
(Buffy’s most recent boyfriend and demon-hunting member of the Initiative) struggles with this question 
when he discovers that Buffy had been romantically involved with the vampire Angel.
 
(12) In addition to the above considerations Buffy addresses a number of other moral issues which bear on 
issues that confront the real world. For example, parallels can be drawn between the moral status of 
demons and the moral status of animals in our society, thus raising important questions regarding animal 
rights. Demons are routinely treated as means to an end—roughed up for information, or used to run 
interference. Thus, it is clear that in Buffy’s moral universe in many cases non-humans enter the moral 
sphere only to the extent that they have utility, and more importantly their moral status does not grant 
them rights and privileges (unless via some agreement to that effect). Interestingly, on this matter, Buffy 
et al are not acting in accordance with Kant’s Formula of Humanity as many demons (such as Doyle, 
Angel’s demon sidekick, and Angel himself) are rational creatures (whatever their other shortcomings may 
be), and not merely animals. Buffy also touches on the related questions of precisely what makes a person 
bad, and how we ought to treat those who differ from us. 
 
(13) It may help at this point to develop a classification of various types of television programs that in one 
way or another present moral situations and / or depict persons as moral agents. We can imagine these 
programs as existing along a spectrum of complexity, with varying degrees of reflexivity and allowance for 
shades of moral ambiguity. On one end of the spectrum we might expect to find shows like Full House, 
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Touched by an Angel, Seventh Heaven, Highway to Heaven—shows that exemplify what we call “after-
school special” morality. On programs like these, moral situations are presented as relatively clear-cut 
instances of right and wrong where it only remains for characters to find their way to a patently correct 
answer. Typically, good characters are the protagonists, and will choose to do the “right” thing (recognizing 
it as such); bad characters are the antagonists, and will invariably choose to do the “wrong” thing (except 
when a central theme of the show is their conversion from an erroneous moral position to an ethically 
correct position). Good characters are generally rewarded for their virtuous actions, and bad characters are 
punished for their selfishness and malice. A typical scenario might be one in which a teenager is tempted to 
smoke marijuana in order to fit in with his peers, but comes to realize the folly of such a course of action. 
He is “rewarded” by landing a date with the head cheerleader, who as it turns out thinks that “drugs are 
bogus,” while the pot-smokers end up in an automobile accident. The pedagogical efficacy of these shows 
lies chiefly in their potential for instilling productive values in the very young or in persons with limited 
cognitive ability. A key element in Aristotelian moral philosophy is the claim that in order to achieve 
eudaimonia (roughly, “happiness”), one must develop proper moral habits well before one can engage in 
proper moral reasoning; the shows mentioned above aim to satisfy this requirement by leading viewers 
through rote motions of ethical indoctrination, with little or no room for interpretation. 
 
(14) A second category of moral programming, slightly further along the spectrum of complexity, 
exemplifies what we call “culpable clown morality.” Shows in this category—e.g., All in the Family, The 
Jeffersons, Married with Children, and Just Shoot Me—operate along the lines of classical satire, lampooning 
recognizable “types” who appear as ridiculous by virtue of their selfish, crude, or prejudiced social 
attitudes. Such shows exhibit an increased level of sophistication over shows in the first category in that 
their protagonists are often weak moral agents, and in that it is often this very weakness that makes the 
characters endearing or at least sympathetic on some level. For example, the character of Archie Bunker on 
All in the Family is on one level a reprehensible bigot who makes slurs against various ethnic, religious, and 
social groups (as well as against women); on another level, he is a loveable father figure whose 
shortcomings serve to enhance his all-too-human fallibility. Moreover, characters like Bunker (or even the 
more absurdly degraded Al Bundy on Married with Children) are not fully responsible for their 
shortcomings, as they are presented as subjects within an ideological system that promotes such attitudes, 
and in which they are ultimately victims to the same or a greater extent as the persons or groups they 
denigrate. The pedagogical thrust of shows like these presumes a viewer with a more advanced moral 
awareness than those at whom the “after-school special” programs are directed: this viewer has developed 
the ability to make moral judgments, and (it is hoped) may recognize his or her own shortcomings in the 
satirical mirror held up by the buffoon-figure, and accordingly amend his or her behavior. 
 
(15) Related in a morally relevant way to “culpable clown” shows are voyeuristic “reality” shows such as 
The Real World, Survivor, Road Rules, Big Brother, etc. These shows are not written with morality per se in 
mind (for that matter they are not written at all); rather they are constructed in such a way as to place 
persons with conflicting personality types into stressful and somewhat claustrophobic circumstances. The 
result is always the same: at least some of the persons on the program behave in bad ways (e.g., resorting 
to name calling, back-stabbing, scheming to have the person or persons with whom they are at odds 
removed from the situation, rallying support against that person with the others on the show). Again, the 
limited pedagogical value of “reality” shows is that they can teach the reflective and somewhat morally 
sophisticated agent something about him or herself. On the one hand, the fact that these shows actually 
depict real life (to some extent) may increase the pedagogical force of these shows over that of “culpable 
clown” programs. On the other hand, this type of show suffers from the shortcoming that they offer no 
guidance for moral decision making. One might identify with an unethical agent to some degree or 
recognize bad properties in oneself, but one is not offered an alternative way of behaving; whereas with 
“culpable clown” programming there is typically another equally sympathetic character presenting an 
alternative “correct” course of action. 
 
(16) A third category of moral programming, again moving further along the spectrum of complexity, 
exemplifies what we call “faux realistic morality.” Shows in this category—e.g., ER, Chicago Hope, NYPD 
Blue, and Law and Order—operate by appearing to present complex moral dilemmas from a detached 
objective viewpoint, thus claiming a sense of moral authority while retaining a non-committal stance with 
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respect to resolving tough moral dilemmas. The veneer of realism absorbs the audience but fails to deliver 
any actual moral guidance; morality is merely used to generate dramatic tension. Once the dramatic 
tension has been relieved the focus on the moral issue tends to vanish. One virtue of these shows is that 
the moral dilemmas they depict are not simple cases composed of clear-cut instances of right and wrong; 
rather, they are often “no-win” situations in which every alternative has both an upside and a downside, as 
is the case with many real-life moral dilemmas. A typical scenario might involve a physician who must 
choose to violate hospital policy or perhaps the physician’s code of ethics in order to save someone’s life 
(perhaps by using a treatment procedure that has not been approved for use). The moral and dramatic 
tension are intertwined as both sides of the issue are presented and argued for by sympathetic characters 
on the show. The pedagogical value of these shows is that they provide us with a good sense of the 
varieties of tough ethical choices with which one might be confronted. 
 
(17) Buffy, by contrast, exemplifies the chief pedagogical virtues of the above categories of moral 
programming while avoiding the shortcomings of each. While “faux reality” shows raise moral concerns in 
order to create dramatic tension, Buffy appears to consciously “take on” moral issues for their own sake, 
occasionally laughing at itself in the process, as we see in the episode “Who Are You?”(Episode 4016) when 
Faith inhabits Buffy’s body (and vice versa). Here Faith practices impersonating Buffy in front of the mirror 
by saying, “You can’t do that—it’s wrong. You can't do that because it's naughty. Because it's wrong. 
Because it's wrong. You can't do that. It's wrong.” Moreover, Buffy provides us with a vast array of moral 
dilemmas ranging in complexity and sophistication from the clear-cut cases of the “after-school special” 
program to the no-win situation of the “faux realistic” program, and is, thus, reflective of the type of moral 
situations that confront us in real life. Buffy, however, goes further than these shows by taking a 
sophisticated moral stand on complex moral issues. In most cases the stand that Buffy and company take 
is the intuitively correct stand, but Buffy doesn’t rest on intuition alone; rather, and this is the show’s 
greatest virtue with respect to issues of morality: it supports the stand it takes by appeal to general moral 
principles (a necessary feature of sound moral reasoning).
 

[1] We would like to thank Kasey Silem Mohammad for helpful comments on an earlier version of this 
paper.
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Kiss the Librarian, But Close the Hellmouth: “It’s Like a Whole 

Big Sucking Thing” 
  

1. 
(1) Buffy the Vampire Slayer investigates the means of its production as a television series. It examines the 
meaning of viewership, or what, in Buffyspeak, we should call being a watcher. Buffy parodies television 
language and mass-media iconography to seek out an affective politics for its medium, refusing anaesthetic 
passivity in favour of culturally astute self-consciousness. The program invites viewers to negotiate the 
tension between access and restriction; at issue are the structure and dissemination of information itself. 
Buffy offers a critique of the social and the cultural — of the content of the on-screen world, of television as 
a genre, and of the American socius — and of the processes by which those bodies of cultural and social 
knowledge are shaped. Two correspondent modes of viewer response are interrogated and challenged in 
Buffy: identification and mediatization. Its viewers consider how watching television fosters passivity, in 
audience identification with characters and events — how we learn the thrill of looking at things happen, 
rather than making them happen. 
 
(2) We also witness an abrogation of agency in viewing: we are mediatized, willingly relieved of our 
immediate rights as social or cultural actors. Buffy works as our proxy in the human cosmos, reduced on 
the small screen to the Buffyverse; she fights for us and for our values, not so much in the literal sense — 
clearly, she’s a fictional construct — but figurally, by representation. Displacing real emotional and moral 
conflict into that illusion, we invest her figure with our political energies, and she dispels our anxieties over 
worldly action and having to make a difference. At the same time, Buffy the Vampire Slayer formally 
refuses to function as a substitute, and consistently draws attention to the disabling and desensitizing 
mechanics of watching. By foregrounding its illusory capacity, the show refuses the proxy and exposes 
representation as a ruse. As television, it sucks us in, but it also demonstrates our resistance to getting 
suckered. Two key spaces in Buffy, the library and the Hellmouth, and a specific visual figure, the kiss, 
point up this contradiction in television form, which operates simultaneously as inhibitor and as enabler, as 
filter and as gate. Watching flattens out experience into representational schema, as if thrown on a scrim, 
and attends to the structures of delivery, the screens, that produce and subtend the act of watching itself. 
Buffy both enacts and interrogates its screening. 
 
(3) Kissing is a bodily trope for the connections and impediments that the library — the figural node from 
which information flows — and the Hellmouth — the ultimate sucking orifice — create. Kisses are 
sacramental and illicit, visual displacements of erotic connection; they mark points of contact, exchange, 
and collusion, vital functions of both Hellmouth and library. But they are also transgressive, as their deadly 
extension in the vampire’s bite confirms. “Smoochies,” as Willow calls them, both enliven and threaten, 
caress and wound. When, in “Something Blue,” an emasculated Spike drinks from a blood-filled mug 
emblazoned with “Kiss the Librarian,” Buffy’s twinned flows of eroticism and information — otherworldly 
and ordinary — intersect. Buffy and cohorts expend their energies stopping the ravenous mouths of 
vampires and keeping the Hellmouth closed; they prevent the mutual exchange of fluids between vampires 
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and victims, what Buffy herself calls “a whole big sucking thing,” thus preserving the sanctity of Sunnydale 
and “saving the world.” Concurrently, the library, as the Hellmouth’s flipside, must remain open, its 
information flowing. A discursive intercourse needs to be sustained and enabled by the library, if Buffy is to 
know what demon she faces. Television viewing both faces and effaces that demonic visual flow. 
 

2. 
(4) Giles is the Watcher, a nominal displacement of the show’s viewers who participate in events by proxy, 
at best. He allegorizes us, our stand-in in a very specific way. Watchers are never proactive; things are 
done before our eyes, even to us, but never by us. Yet the librarian, as watcher, stands for a paradoxical 
mode of activity, of enactment as a self-effacement from the field of action. The librarian is a decentred 
center, the subject organizing information flows, who provides a mechanism for the dissemination of Buffy’s 
strength, her moral will, but who is nonetheless removed from will or agency: a catalyst. Giles gives Buffy a 
context, a body of knowledge and a form within which to operate. The librarian is an unremarked figure of 
control. As the one who grants access to what was previously unknown, to the true nature of things, he 
governs the unfolding of events with clarity and ruthless accuracy. But access is never his to attain; he can 
only act as an enabler for others: a gatekeeper rather than hero. He reads, he watches, he articulates, he 
maps, he diagrams: he arranges the field through which the other characters move, act, do. Occasionally, 
as in “Passion” following the death of Jenny Calendar, he enters the field of action (in this case, battling 
Angel), but almost immediately he is taken out again, slugged by Buffy herself: “You can’t leave me. I can’t 
do this alone.” She needs him not as a fighter, but as her support, her guide, her watcher. 
 
(5) Giles mediates, discursively, between Buffy and her world. After we learn of his past as “Ripper,” his 
role becomes increasingly that of spell-caster and summoner; in “The Witch,” for example, Giles works with 
Amy to reverse her mother’s incantations. But “spell” in the context of Buffy has another, more literal 
meaning: spel, in Old English, refers not to magic but to narrative — a story, a telling. His interventions are 
verbal; Giles “consults his books,” which typically (after sufficient “research”) yield proper names, 
strengths, weaknesses and histories of Buffy’s foes. He tells her, and us, what we’re dealing with. Library-
work provides and shapes the narrative line of each episode, the path to follow. 
 
(6) The library is not exactly a physical location. In the conclusion to the third season, the books are 
removed from the shelves and taken away to Giles’s apartment, so that the space, dead-center over the 
Hellmouth, can be used to explode the ascended Mayor. Throughout the fourth season, Giles, unemployed 
both as librarian and watcher, remains the “knowledge guy,” still able to consult “his books”: volumes 
always identified by the possessive adjective as belonging explicitly to Giles. The library, as channeled 
knowledge, goes with Giles and is wherever he is. Giles, no matter how sidelined he may appear — watcher 
rather than agent — always offers the framework, that allows Buffy’s repeated heroic narratives to unfold, 
and to close. His agency is not as character, but as narrator. This is not to claim that he is a stand-in for 
the writers or the producers of the show, or even for Joss Whedon; it does suggest exactly how what we’ve 
been calling viewer “identification” really operates in the show itself. 
 
(7) For viewers, identification implies passivity and disempowerment: reduced to a relation of sameness 
(Latin idem, the same), we are placed in a mimetic relationship with those we watch, and relinquish 
individuation to those we view. We ally ourselves voyeuristically to type, discovering pleasure in the 
displaced mirroring to which we accede. Watching becomes doubly complex in Buffy, inasmuch as this 
acceding is enacted and interrogated in the show itself: it’s about watching, even as it demands that it be 
watched. Narrative unfolding, diegesis, absorbs us because it bears witness to the ways we look, to how we 
have learned to watch. Mimesis, imitation and identification produce a parodic style, one which mirrors us 
back to ourselves even as it presents us with a break: a reminder that, as parody, it puts our identifications 
rather caustically, though perhaps lovingly, at issue. 
 
(8) Giles embodies this identification, this self-erasure, for us. He is, literally, our advocate, our 
mouthpiece: kissing the librarian amounts to acknowledging the parodic aspect of our own implication in 
the work of watching, of our immersion in the medium. In The Art of the Motor (1995), Paul Virilio 
interrogates the hegemony of t.v. journalism through this same concept: 
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Up until the twentieth century, to be MEDIATIZED meant literally being stripped of one’s immediate 
rights. . . . Beating an enemy involves not so much capturing them and captivating them. The 
economic battlefield would soon blur into the field of military perception, and the project of the . . . 
communications complex would then become explicit: it would aim at world mediatization. (6, 14) 
  

The dichotomous divisions in the Buffyverse — friend or enemy, human or demon — mesh thoroughly with 
Virilio’s martial terminology, and the moral overtones of Buffy’s battles to save the universe from evil 
suggest a coincidence of polity and mass media that Virilio also explores: 
  

[T]echnical mediatization has progressively revived the techniques of primitive mediatization; 
attempting to confiscate our immediate rights, without overt violence, it endlessly aggravates the 
casting aside that excommunication used to accomplish, plunging the greatest number into a now 
socially untenable reality effect with all the resultant geopolitical chaos. (20) 
  

(9) Vampires, as human-demon hybrids, unknit the fixed dualism that undergirds Virilio’s pointedly anti-
television argument — and suggest, particularly in the figure of Angel, a redemptive possibility within a 
mediatized cosmos. Virilio’s evocation of the “reality effect” also points to a means of securing a critical 
vantage-point from which our complicity in our mediatization might be seen; we are allowed the possibility, 
briefly, of gating the surge of visual information and reasserting our privilege as agents in our own viewing 
lives. Virilio’s point is taken up by Pierre Bourdieu, in his short essay On Television: 

  
The political dangers inherent in the ordinary use of television have to do with the fact that images 
have the peculiar capacity to produce what literary critics call a reality effect. They show things and 
make people believe in what they show. The power to show is also a power to mobilize. . . . [It] 
implies a social construction of reality that can mobilize (or demobilize) individuals or groups. (21) 
  

Whereas for Virilio, the reality effect of television news points up an increasing chaotic global instability, for 
Bourdieu the impingement of the real onto the viewed offers a purchase for effective political action, for 
changing the way things are. The reality effect permits us to resist the swell of identification, to assert our 
contradictory presences in that flow. 
 
(10) What constitutes Buffy’s reality effect? It is fiction, not news. We do not necessarily mistake ourselves 
in her white “one Starbucks” California town. Vampires and superheroes preternaturally gifted in the 
martial arts aren’t real (a fatal doubt in most vampire films). The verisimilitude that permits our self-
recognition is not so much of a specific world-view, but pertains to viewing itself. Buffy and the Scooby 
gang, as we watch, put watching to the test. What remains real about the show is its insistence on 
acknowledging its own formal limits as television: its reality effect inheres in its parodic style. It reminds 
us, while we’re watching, that we are watchers. We identify with their wry, media-literate gaze. 
 
(11) No episode foregrounds this self-conscious visualization better than “Superstar.” The program — 
overrun with  narrative conventions standardized in the show (fighting, research “Scoobies,” demonic 
necromancy) — is permeated and rewritten from within, as the content of the show spills over onto the 
television framework. Jonathan emerged in the second season as an in-joke, an extra repeatedly 
threatened and rescued. Over the course of three seasons, Jonathan develops from a non-speaking bit part 
at the margins of the program to the focus of an episode, “Earshot,” where his attempted suicide is 
thwarted by Buffy, who has overheard his thoughts. As Jonathan is recognized, so too the invisibility and 
normalcy of the sidelined viewer, a bystander without the power to speak or act, is brought to the fore. Like 
Xander, Giles and Willow — but without even the privilege of being in the gang of rejects — Jonathan is the 
show’s most unremarkable person. Unlike Giles, who at least watches and informs, or Xander and Willow, 
who bear witness to Buffy’s secret acts of cosmic heroism, Jonathan really does nothing that contributes to 
the narrative; he lurks on the margins, and sees things happen. He’s not just shy, but camera-shy. 
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(12) In “Superstar,” Jonathan magically turns the tables to become the protagonist of Buffy the Vampire 
Slayer. The program begins in medias res, as if Jonathan were the hero of the series; the confusion and 
delight we experience at the outset, recognizing playful inversions, is tempered by the show’s thorough 
misrecognition of itself. We know what the characters, initially even Buffy, cannot: that things aren’t quite 
right. Near the middle of the episode, Adam sits before an array of surveillance monitors — like us, he 
watches the Buffyverse on t.v.— and points to the mediatized nature of Jonathan’s magic, its mucked-up 
reality effect: “These are lies. None of this is real. The world has been changed. It’s intriguing, but it’s 
wrong.” Human beings are put under a spell by television, because, according to Adam, they “sense so 
little,” as opposed to his supernal “awareness”; or, as Jonathan tells Riley, “People can’t always see what’s 
right in front of them.” Jonathan’s image is rendered extensive by mass media; he is a superstar because 
he appears as the superhero — because he represents himself as a t.v. “star.” Cracks appear in the magic 
when Buffy wonders how he can have been in so many places simultaneously, which is a pluralizing 
function of the multi-channel universe; Adam, after all, watches many screens at once. The unstable 
perfection of “Jonathan” comes to appear as a patchwork of deceptions that cannot resolve into a coherent 
character; that perfection, after all, is a discursive construct rather than an ontological given. Buffy, 
replaying Jonathan’s shift from bystander to hero, must overcome her “ordinary” weakling status — a 
flawed slayer relative to Jonathan’s flawless prowess — and expose Jonathan’s spell as mere glamour. 
When she kills the demon externalizing Jonathan’s sloughed-off failings, Jonathan returns to his ineffectual 
status, and the artificial memory of his heroism ebbs from the collective consciousness of Sunnydale. 
 
(13) Like viewers, Jonathan resumes his unremarkable position on the sidelines. Buffy exposes 
misrecognitions engendered by the spell of television, and sets things right by undoing the mediatized 
identifications in us, as we long to belong, to be “friends” with her. We watch her demonstrate how not to 
get sucked in by watching. Still, things do not return to the way they were before. In the epilogue, Buffy 
notices Jonathan standing off to the side, and reproaches him for forcing Sunnydale to be “actors in your 
sock puppet theater”: victims without agency. What persists, even as memories of the altered television 
cosmos fade, is human resilience, and a piece of advice: “Things are complicated. They take time and 
work.” Spells don’t achieve what “work” — thinking, seeing clearly — can: true friendship (or, for Buffy and 
Riley, true love). Jonathan reminds us temporarily that something true exists beyond the mediatized 
confines of what we watch; action on Buffy is not so much staking and kung fu as it is critical thinking, 
using what we see and hear to resist the seductive vampirism, the life-draining mediatization, of how we 
look on, overlooked. 
  

3. 
(14) Representations of the tension between access and restriction shift from figures of visual mediatization 
— glamours, spells, illusions —  to embodiments in kisses, a change most precisely articulated in “I Only 
Have Eyes for You,” when Buffy as spurned schoolboy lover and Angel as transgressive teacher share a 
transgendered embrace. The kiss not only dispels the spirits at the show’s climax, but also allows Buffy to 
come to terms, momentarily, with her unresolved guilt over her demon lover, and to reidentify herself as 
Slayer. It inverts the “true” kiss that released Angel’s soul in “Surprise.” But more is at stake than erotic 
reversal. The dialogue is laced with ocular tropes from the beginning, a visual language that focuses on 
Buffy’s subjectivity, and on reasserting her heroic capabilities. Early on, Buffy is approached by a classmate 
who wants her to invite him to the upcoming Sadie Hawkins dance (another instance of gender-role 
reversal). “I’m not seeing anybody,” she replies, “ever . . . again, actually.” The dialogue between the 
ghost-lovers, ventriloquized through three sets of characters in the episode, begins with James crying out 
“I’m going crazy not seeing you.” Giles, presuming the poltergeist is Jenny Calendar, gesticulates at Willow: 
“Don’t you see?” The visual is explicitly linked with an erotic dissonance and loss, a failure in the lover’s 
bond, an absence. To see (someone) means simultaneously to be connected, to understand, and to sense 
their presence — all modes of identification. 
 
(15) The visual structure of the episode both assumes and enhances this fractious seeing. When those 
possessed by James assert they won’t “just disappear,” viewers confront a visual irony, since what we see 
is not what they see, at least not immediately. The ghosts, until Buffy envisions them, remain invisible to 
us. Only when Buffy finally assumes the role of James does the point-of-view cut from the present to 1955, 
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shifting back and forth between visual (and visionary) frameworks, tracing an essentially duplicitous 
mimicry. At crucial junctures, mirrors are used to foreground the disjunction of appearance and reality 
created by haunting — Cordelia watching her snake-bitten face deform — and then in the climactic 
encounter in the music room, when a possessed Buffy sees James return her gaze. Faces, markers of 
human appearance (as well as loci of kissing), are also structures of mimicry; Buffy refers to Angel’s evil 
incarnation as “the demon that wears his face.” What we see and who we are are at odds. 
 
(16) Xander explicitly names this irony “some freaky channeling thing,” referring to his history teacher 
saying one thing and writing another — a snatch of the ghost-lovers’ dialogue — on the blackboard. His 
metaphor is doubly resonant: what happens is not only spiritual channeling, but also television channeling. 
The juxtaposed visual frameworks create an effect of channel-switching, or really the bleeding of one 
channel into another, as dialogue and images shift contexts. Principal Snyder, near the beginning of the 
episodes, coordinates all of these threads — visual media, visual language, visual multiplicity — in a single 
tirade directed at Buffy: 

  
I’m no stranger to conspiracy. I saw JFK. I’m a truth seeker. I’ve got a missing gun and two 
confused kids on my hands. Pieces of the puzzle. And I’m going to look at all the pieces carefully, 
and I’m going to keep looking until I know exactly how this is all your fault. 

  
Despite the foregone conclusion, Snyder’s quest for truth through “looking” is exactly the narrative 
trajectory of the episode: to resolve fractured channels into a coherent, truthful view. 
 
(17) This truth is given its absolute form — as absolution, forgiveness, and even healing — in the episode’s 
title-song, music to which ghostly student and teacher secretly dance and which James plays as he 
prepares to shoot himself; “I can’t see anyone,” the first line of the lyric runs, “but you,” coupling 
disappearance and longing to visual enthrallment. But rather than one subjectivity subsuming another, and 
the “I” (or even eye) of James overwhelming the identities of those he possesses (in a version of the loss of 
viewing agency through identification and mediatization that we have been mapping), what manifests in 
this embrace is actually a resistance. When he returns to his lair thoroughly disturbed by the kiss, the evil 
Angel washes his face and torso, a displaced Lady MacBeth, describing himself as “violated.” When Drusilla 
and Spike press him to say what has contaminated him, he answers with one word: love. As in the gypsy 
curse, when the purity of Angelus’s evil is disrupted and blocked by the return of his soul, love seems to 
constitute a resilience, a residue that won’t wash away. Even the demon who wears Angel’s face (an 
appearance of innocence, we’re told in “Angel,” that gave him his vampire name) still has some repressed 
inkling of who he was, and of what it means to love. “Love” and “soul” variously name the truth that Buffy, 
and even Snyder, are seeking; more importantly, in terms of the visual schema of Buffy, what emerges in 
the kiss is not a loss of agency but rather the realization of a resistance to being spellbound, possessed, 
overwhelmed. “I Only Have Eyes for You” produces a model for proactive watching, a means by which to 
assert, even through viewing, one’s autonomy as a viewing subject, to disable being “sucked in” by a 
vampire’s kiss. 
  

4. 
(18) “The Zeppo” most potently invites viewers to enact this resistant watching, visually actualizing critical 
response. “The Zeppo” was directed by James Whitmore, Jr., who also directed “I Only Have Eyes for You,” 
and the two episodes evince a thematic and a formal continuity. The technique of juxtaposing narrative 
threads is extended here, to incorporate forms of intersection, interruption, and cross-talk. The reversals of 
“I Only Have Eyes for You” become thoroughly enmeshed in the episode; the marginal and the central tug 
at one another, changing places and forcing the invisible to gain visibility, the weak strength, the decentred 
to find their focus. We learn to notice what has gone unremarked, and to be noticed ourselves, as viewers. 
“The Zeppo” leaves an opening, formally, through which watchers can impact, televisually. Our 
marginalized stand-in is Xander, on whom the episode focuses, but who is notably absent from the opening 
battle, having been knocked unconscious and left under some debris before the on-screen action 
commences. All the Scooby gang insist that Xander stay “safe . . . out of harm’s way,” away from the 
action. An ostensibly separate storyline emerges when he can’t integrate himself with the rest of the gang, 
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and must follow his own sub-plot — a marginal narrative that becomes both crucial for and 
unacknowledged by the “main” battles that Buffy and the others must fight, once again, to save the human 
universe. Xander, significantly, is also excluded from the heroic spectacle of the show itself, as his opening 
lines ironically make clear: “Good show everyone. I think we have a hit.” Playing the role of Jimmy Olsen or 
Zeppo Marx, Xander can’t be a protagonist: he is effeminized, pacified and side-lined — “fray-adjacent” as 
Buffy puts it. 
 
(19) But as the gender-reversals in “I Only Have Eyes for You” and throughout the whole run of Buffy make 
clear, the typology of machismo and effeminacy won’t hold up. Stereotypical roles are interrogated, to 
dismantle the polarities of activity and passivity, agency and victimization that they produce. Throughout 
“The Zeppo,” Xander’s masculinity gets called into question: he can’t play football with the other “guys”; 
Jack O’Toole — the “psycho” with the big phallic knife named Katy — tells Xander to “be a man” and tries to 
initiate him into a “gang” of dead bullies; Xander picks up a car-obsessed girl to prove he can be a chick-
magnet (as opposed to “demon magnet”), even thought he is sexually passive, needing Faith as macho 
woman cum driver to “steer him around the curves.” His goal, in the terms laid out by the episode, is to 
attain “cool,” which appears at first (as Cordelia teases him and compares him to O’Toole) to be machismo, 
but actually goes much deeper. “Cool” is a version of what other episodes name “soul” or “love”: that 
unperturbed and durable aspect of self, that will not surrender. Xander queries Oz, for example, about what 
makes him cool, and Oz, ever taciturn, remains non-committal (foreshadowing Xander’s own silence at the 
end of the episode, when he does attain “cool”). Cool is precisely what escapes discursive framing, the 
tactics of overwriting and subsuming that characterize both identification and mediatization — or, for that 
matter, vampirism. Oz responds to Xander, “You’ve got some identity issues.” He affirms the ways Xander’s 
relentless self-consciousness and outsider status put identity, sameness, in question, and also the 
instabilities in the production of a subjectivity capable of meaning and action. 
 
(20) Having sex with Faith marks a transition to “cool.” Their encounter is an inversion of Buffy’s first and 
fatal time with Angel. But where Angel loses his soul after the purity of intercourse with the virginal Buffy, 
Xander gains an irreducible sense of self-possession when the very experienced Faith shows him how to be 
“up with people.” When we glimpse the mirror image of Faith and Xander in bed, reflected in a dormant 
television screen, the conceit becomes plain: their vital, energizing, corporeal encounter is mediated by the 
screen. The reflection produces a meta-image, frame within televisual frame — we’re watching an image of 
a t.v. set on our own televisions — but can only throw back an image of lived experience when the t. v. is 
turned off; if we switch our own sets off, for example, we would likely see our own images reflected back at 
us. The intense bluish gloam of an activated screen effectively obliterates our own image, overwhelming it 
with cathode light. Xander, overwhelmed by Faith (who perches atop him and whose back is really all we 
see in the reflection), nonetheless discovers who he is, momentarily, when he is pushed off-screen, frame-
adjacent. 
 
(21) “The Zeppo” isn’t really demanding that we turn off Buffy to watch our own reflections (even if this 
might be an effective means of refusing mediatization). Rather, it reminds us of our own presence as 
watchers, our implication in the viewing process of the show itself. It suggests how to rediscover ourselves 
when we’re faced with obliteration, with potentially losing ourselves in the spectacular image. Our 
absorption by image throughout “The Zeppo” is strategically interrupted. For example, earlier in the 
episode Xander looks to others for what to do about his problems with Jack and the boys; but, just as Giles 
goes looking to the “spirit guides” for answers and is refused (at a point where he meets Xander in a 
graveyard), Xander’s calls for help are either deflected or silenced. He tells himself, “Buffy’ll know what to 
do,” and heads off to find her, but we immediately cut to Buffy in a hyper-bathetic encounter with Angel — 
by this time, a set-piece in Buffy — who exclaims, “I don’t know what to do.” Not only does the irony of the 
montage force Xander back on his own resources, but it also produces a key interruption. When Xander 
walks in on Angel and Buffy, the romantic mood-music abruptly fades and they glare at him; his presence 
essentially breaks the frame, and reminds us that this is a Buffy cliché, with Angel and Buffy playing the 
same roles and spouting the same dialogue they do on the verge of every cosmic catastrophe. Xander 
backs off, and the romance resumes, but as viewers our attention has been redirected, and fractured. We 
recognize the ways our expectations have been controlled by the conventions of generic television. We 
might compare the failed romantic encounter between Wesley and Cordelia in “Graduation Day,” a kiss that 
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takes place in the library adjacent to the Hellmouth; here, a kiss is not a giving of self but a reminder, as 
Cordelia wipes her mouth and their mutual lack of passion becomes self-evident, of autonomy. A kiss is a 
means of resistance, as it was in “I Only Have Eyes for You,” to getting lost in someone else. It draws us 
back to reality, as the contrived romantic mood — misty lenses and swelling violins — fractures and 
dissipates.
 
(22) Xander, post coitus, repeatedly interrupts his own train of thought in amazement, drifting in and out of 
attention: “I just had sex.” While he may seem distracted, his distraction also reintroduces a self-conscious 
subjectivity into the mix; we aren’t allowed any sympathetic absorption or unqualified identification 
alongside him. Xander enters the fray of self-awareness, of knowing what to do, and then steps back, 
critically distant from what he’s doing, considering what has happened and what might; his dialogue 
throughout the episode involves a running commentary on what’s happening to him, and what he’s making 
happen: “I should have . . . ,” “I shouldn’t have . . . .” The episode calls this scrutiny noticing; a crucial 
component of being cool, as Cordelia sarcastically points out, is being perceived, as if — she tells Xander — 
anyone “actually noticed you were there.” Xander’s quest for notoriety parallels the ways in which viewers 
are implicated in the show as it unfolds: we get noticed, but in a specific way. Xander’s heroic actions, after 
all, are unnoticed even by Buffy and the Scooby gang, whose own heroics “nobody will ever know.” To be 
cool is not so much to be perceived by others as it is to attain a self-perception, a confidence in one’s 
physical and cognitive capacities. Xander is able to respond to Cordelia, at the episode’s close, by not 
responding. Viewing, by implication, does not depend on interactivity, on characters or situations actually 
reacting to our presence. Viewer response, our agency as watcher, is rather a mode of self-awareness 
engendered by the interruption of the televisual by itself. Once we become even liminally cognizant of our 
mediatization, its alluring absorption cannot wholly succeed. We notice ourselves, momentarily, in the 
screen.  
 
(23) To recognize what this awareness produces in us beyond itself, we need to consider the Hellmouth. 
Pursuing Xander, one of O’Toole’s “boys” pauses to peer through the round portal in the library doors — a 
kind of displaced camera lens. We do not see what he sees (nor do we ever catch more than glimpses of 
parts of the emerging demon, as Willow notes in the aftermath, claiming to have seen its unforgettable 
“real face,” a view from which our mundane perspective is barred). But we do see his face, hear his 
inarticulate reaction: “Woah.” If the Hellmouth, once opened, provides access to a supernatural world-view, 
a transcendental  perspective on “the truth” which, as the spirit guides inform Giles, could only bring about 
“chaos,” then the narrative thwarts that access. Just as, once attained, “cool” becomes inexpressible, so 
too is the “truth” always beyond verbal frameworks. Instead, the librarian, the slayer and their cohorts 
strive to control the unruly tentacles of such knowledge that threaten to overwhelm and devour. They 
mediate, intervening and interrupting to cut off our mediatization, our glamorized gaze. Xander’s role, in 
“The Zeppo,” is emblematic; despite his fray-adjacency, in the boiler room at the climactic battle in a 
sidelined skirmish with a villain from another narrative, his action is central, at ground-zero. The explosion 
he averts by playing it cool (“I like the quiet”) threatens to rip the Hellmouth wide; by not doing anything, 
by standing by, Xander effectively shuts the Hellmouth tight — even if no one will ever know it. Closing the 
Hellmouth restricts access, but also keeps the world — the Buffyverse — cool, and ultimately gives it shape, 
both as a visual framework and as a set of narrative conventions. Still, Xander’s subplot ends on an ironic 
note; Oz, now a werewolf, is inadvertently released from containment and devours the chaotic O’Toole. 
Containment, that is, can never be absolute, but remains a question of careful, critical and self-conscious 
access. 
 
(24) Despite his Zeppo-like behavior, Xander has from the first season always been enmeshed in the 
dynamics of fray and containment that shape Buffy’s battles. In “Welcome to the Hellmouth,” he emerges 
from the library stacks having overheard Giles and Buffy parlay over the role of the slayer. His proximity is 
not voyeuristic or parasitic, however. He never remains in the background, but always contributes crucially 
to the action — despite his presentation at the opening “The Zeppo.” In “Prophecy Girl,” it is Xander not 
Angel who can revive Buffy; vampires, as Angel points out, have “no breath.” Xander acts as a repository 
of a certain life-force, which can never be overruled by the demonic no matter how sidelined he may 
appear to be. He acts as the viewers’ stand-in, not to the extent that we identify with him, but so that we 
discover the means to figure our own self awareness, and resist the mediatizing vampirism of the television 
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image. Through Xander, we notice. 
 
(25) Throughout Buffy the Vampire Slayer, we refuse — temporarily, perhaps, but effectively — to allow 
ourselves to be sucked in. The Hellmouth-Library subtends a necessary contradiction; to stop an unruly 
disclosure of demonic power and an overwriting of self by forces beyond its grasp, a counterflow of 
information, of kissing, of narrative works to be let loose. Knowledge, and sometimes blood, wants to be 
streamed through proper channels. And those channels — circulatory systems, discursive constructs — both 
shape and are shaped by the channel structure of television. At the same time, Buffy produces a resistance 
to channeling, a refusal to be governed by frameworks outside of individual agency: watching both accedes 
to mediatized vision and fractures the means by which mediatization, and conscious absorption, can take 
place. We are made aware of the contradiction embedded in looking on. And as a program thoroughly 
aware of television genres and conventions, Buffy confronts this paradox in its own visual form: the mutual 
vampirism of viewer and viewed. 
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Gabrielle Moss 
From the Valley to the Hellmouth: 

“Buffy”’s Transition from Film to Television 
 
(1) The Buffy who fights demons in Sunnydale today is a far cry from the air-headed Buffy who fought 
vampires on the big screen in the early nineties. In the transition from film to television, Buffy has mutated 
from a bubbly Valley girl into a feminist heroine more in accordance with Joss Whedon's original vision. In 
this essay, I would like to examine the cultural currents which allowed for the emergence of a stronger, 
more complex Buffy, the differences in medium that facilitated this change, and the consequences of this 
transition on the depiction of young women in the media. I would like to examine the Girl Power wave of 
the mid-nineties, its impact on the character of Buffy as part of a larger media impact, and, in turn, Buffy's 
impact on the portrayal of young women on television and beyond.
 
(2) The film Buffy the Vampire Slayer was released in 1992 as a campy send-up of the era’s reigning teen 
film genres, supernatural horror as exemplified by the Nightmare on Elm Street series and The Lost Boys (a 
film Paul Reubens’ glam vampire henchman is clearly meant to lampoon) and teen comedy such as Fast 
Times at Ridgemont High and Valley Girl. “Buffy” the film existed as paper-thin parody, with many of the 
laughs at the expense of its Valley Girl caricature heroine. Buffy’s vapidity and stereotypical femininity 
repeatedly place her in danger, and her lack of ownership of her own sexuality, displayed when she is 
reduced to a trance state during her pseudo-seduction at the hands of vampire Lothos, results in the death 
of her Watcher. Buffy is marked for slayership by a mole on her neck, her menstrual cramps act as a 
danger-detection system, Lothos seduces her in her dreams—she is a slayer barely in control of her own 
body. “Buffy” sticks to an obvious and physical gender logic, displaying her triumph over feminine 
weakness by wearing pants. Buffy’s struggle as a woman and slayer is one to feel comfortable in both her 
womanly body and powerful role, and in the end, she is neither; at the film’s close, dancing with her 
boyfriend Pike, Buffy tells him she does not want to lead, and he says the same. Not comfortable leading or 
being led, “Buffy” exists in a limbo, not ready to be a powerful warrior nor content being her former 
beautiful airhead self. Potentially a powerful statement about the drama of growing up and womanhood, 
this sentiment is not fully tangible under the film’s many layers of distracting parody.
 
(3) Ultimately, Buffy the Vampire Slayer sees itself as a comedy rather than horror film, and much of the 
film’s humor is derived from the perceived incongruity of “Buffy” and “Vampire Slayer,” of a gum-cracking 
Valley teen being accorded power and responsibility. Despite her vampire-slaying prowess and heroism, 
Buffy is portrayed as a comic figure, and any possible social significance to be found in this depiction of one 
teenage girl’s struggle to understand herself as a powerful figure is undermined by the film’s cartoonish 
campiness (a high school principal places detention slips on the corpses of slain students; Buffy declares, 
“I’m the chosen one and I choose to go shopping”). Though creator Joss Whedon maintains that the script 
for “Buffy” was created as a tribute to the girls who were victimized in the era’s slashed films, “Buffy” the 
film drowned in its own campiness and limp parody of teen horror films. Whedon himself later said, “When 
you wink at the audience and say nothing matters, you can’t have peril” (Jacobs 20), and far from being 
any sort of feminist parable about taking back the haunted night, “Buffy” was an extremely timely film 
dependant on the movies it mocked, with a teen savior heroine who was almost a decade away from being 
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anything other than a joke.
 
(4) The teen films “Buffy” sought to lampoon fell out of fashion soon after Buffy the Vampire Slayer was 
made, leading popular cinema into several years of dominance by action films and the occasional “chick 
flick” emotional drama. At the same time, in other forms of media, the roots of the Girl Power movement 
which would one day allow “Buffy” to exist as a serious girl power feminist heroine were beginning to grow.
 
(5) Girl Power as we know it can debatably be traced back to the “Riot Grrrl” movement of the early 1990’s. 
Localized in the Pacific Northwest, Riot Grrrl was a feminist movement composed mostly of teenage and 
twenty-something and generally white and middle-class young women, with a focus on the arts and media. 
Though often the audience of popular media such as films, teenage girls were rarely catered to. Miramax 
Films chief Bob Weinstein asserted that “[t]wenty years ago, conventional wisdom was that you had to 
make movies for seventeen-year-old boys. They drove the market place. Girls deferred to boys” (Bernstein 
88). Riot Grrrl was an anger-based feminine subculture, exposing and celebrating the anger young women 
were usually encouraged to hide, directed mainly at societal institutions, expectations, and pressures. Riot 
Grrrl also focused on a clear conveyance of the teenage female experience, and how it differed from the 
one depicted by the media. “Riot Grrrls felt able to open up, to write honestly about their experiences of 
being in a band, of sex and sexual harassment, of personal politics and revolution” (Raphael, xxviii). Riot 
Grrrl forged a link between young women and creation and criticism of media, while demanding attention 
about issues affecting the lives of young women.
 
(6) Over the next several years, young women began coming to media prominence, particularly in popular 
music. Female musicians, many with current or former Riot Grrrl affiliations, such as the bands Hole and 
Bikini Kill and singer-songwriter Liz Phair, began what was perceived as a female takeover in nearly every 
form of popular media. Riot Grrrl “undeniably gave women more confidence to make music” (Raphael, 
xxix), but as the topic of “Women in Rock” gained interest and support, it expanded from Riot Grrrl’s 
expression of self-righteous anger to a movement to express the spectrum of women’s experiences. The 
early nineties saw vast amounts of attention lavished on the concept of Women in Rock, in the form of 
magazines and television specials, and the concept snowballed out from there into other art-forms, all 
taken with the concept of female as creator.
 
(7) By the mid-nineties, a cross-media change appeared to have occurred in attitudes toward women, 
particularly young women as creators and performers. At the same time, attention was for the first time 
being given to the various issues of female adolescence. A generation of girls growing up in the wake of 
1970’s feminism, as they hit adolescence, was suddenly in the limelight regarding self-esteem, eating 
disorders, and other long-ignored perils of girlhood. In her Generation X feminist anthology, Listen Up!, 
Barbara Findlen said, “ We are the first generation for whom feminism has been entwined in the fabric of 
our lives”( xii); logically, this was the first generation of teenage girls to have issues widely addressed by 
feminist media. The wounded teenage girl became an icon of the mid-nineties. She got single-sex math 
classes and self-help books (Mary Pipher’s Reviving Ophelia, Peggy Orenstein’s Schoolgirls), all ostensibly 
to raise her self-esteem. To empower the white, middle class teenage girl became a major media goal, with 
countless news magazine covers and prime-time specials devoted to it, many with portraits of intense 
teenage victimhood like this one from Mary Pipher’s Reviving Ophelia:
 

Cayenne was a typical therapy client. She had had a reasonably happy childhood. With puberty, the 
changes and challenges in her life overwhelmed her. Her grades fell, she dropped out of sports and 
relinquished her dreams of being a doctor. As she moved from the relatively protected space of an 
elementary school into the more complex world of junior high, all her relationships grew turbulent. 
She had decisions to make about adult issues such as alcohol and sex. While she was figuring things 
out, she contracted herpes. (35)

 
Though it claimed to desire to empower teenage girls, the mid-nineties victim-centric media wave truly 
discovered a new demographic. The first generation of girls to have grown up with feminism was now ready 
to be catered to. The teenage girl, once a shadowy figure to the media at best, was now a target market.
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(8) The phrase “Girl Power” was originally coined in association with Riot Grrrl, but Girl Power as we now 
know it is a curious mix of softened feminist politics and economics. By the mid-nineties, “ many . . . of us 
have integrated feminist values into our lives, whether or not we choose to use the label ‘feminist’” (Findlen 
xiv), and “Girl Power,” a term that not only lacked many of the negative associations the word “feminism” 
but openly declared its focus to be teenage girls, a group rarely spoken to or considered by mainstream 
feminism, came to represent a new kind of feminism for middle-class, teenage America. The subject of 
various mall-sold t-shirts and Spice Girls songs, Girl Power exists as imagined empowerment through self-
esteem but actualized empowerment through purchase. Political activism marketed with matching nail 
polish, Girl Power has come to mean a fuzzy, de-fanged feminist philosophy of “Girls Kick Ass!” combined 
with mass realization by marketers of the $82 billion disposable income teenage girls have every year 
(Bernstein 87) The little sisters of those who had been the targets of the mid-nineties self-esteem 
campaign, the girls of Girl Power came of age directly after Ophelia was revived. In her book, Raising Their 
Voices, Lyn Mikel Brown suggests that “girls’ increased anger and assertiveness at eleven and twelve 
reflects their emerging comprehension of the culture they are about to enter and their place as young 
women in it” (15). “Girl Power” tended to reach younger girls most strongly, girls who had reached their 
age of anger during a time when they were encouraged by the world at large to indulge it. Perhaps the 
mass healing worked; middle-class white girls were now “more self-reliant” (Bernstein 88) and were 
changing the shape of media the only way adolescents can—through their spending habits. In the second 
half of the nineties, girls who had grown up in the era of various “Year(s) of the Woman” in everything from 
film to politics, began making box office successes of films with strong teen female leads, such as William 
Shakespeare’s Romeo and Juliet and Titanic. The next challenge Girl Power would take on in its takeover of 
modern media was to re-create the traditionally misogynistic teen horror film into something teenage girls 
could identify positively with.
 
(9) The first step toward the modern reclaiming of horror as a genre in the name of Girl Power occurred in 
1996’s Scream. Despite a heavy dose of parody, Scream bent traditional horror film rules pertaining to 
female sexual independence and mores, and conveyed a strong message of female empowerment (the 
film’s heroine shoots the villain with the assurance that in “her movie” he won’t come back). Scream 
existed as a milestone in Girl Power, the first real mass media document to champion it. Scream set off the 
cinematic arm of the media wave that Girl Power rode, and like the teen media wave before it, this one 
would soon come to be dominated by romantic comedies and gore-filled horror outings. However, this 
media wave catered to young women, and soon self-determined young women became central figures in 
teen-oriented films. One of Girl Power’s first major media coups was to reclaim the teen horror film, a 
traditional site of female degradation, and force it to become re-shaped into a vehicle for female 
empowerment. “In the 70’s and 80’s, the women in those types of films used to be the victims,” said 
Miramax mogul Bob Weinstein. “They were there for eye candy . . . What’s happened in the nineties is that 
females are the heroines. Young women have something to identify with” (Bernstein 88).
 
(10) Two years before Scream, in 1994, while still little more than a footnote in the “Women in Rock” issue 
of Rolling Stone, Girl Power saw its first impact in television, “My So-Called Life.” Though cancelled after 
one season due to poor ratings, My So-Called Life was a critically praised dramatic exploration of the life of 
a teenage girl. Dealing with issues of sexuality, scholastic and familial pressure, and female independence, 
My So-Called Life was a watershed in Girl Power media history. Also, the strong grass-roots campaign to 
return it to the air after its cancellation, a letter-writing campaign that later led to the broadcast of re-runs 
of the show’s first season on MTV, was spearheaded by adolescent girls, foreshadowing the media power 
the teens of the Girl Power generation would soon wield. Several years passed after the cancellation of My 
So-Called Life with no real attempts to create further Girl Power television, until early 1997, when Buffy the 
Vampire Slayer aired on the fledgling WB Network.
 
(11) A direct descendant of My So-Called Life —creator Whedon himself has referred to it as a cross 
between My So-Called Life and The X-Files (Tracy 22)—Buffy debuted in the midst of Girl Power’s cinematic 
prime but was the first television show of the late nineties teen media wave. Differing from its cinematic 
predecessor in many ways, such as location and premise (partially for metaphor’s sake, partially due to the 
changing times, and partially out of convenience for the show’s plot), the Buffy who now protected 
Sunnydale bore many surface similarities to the Buffy who roamed the Valley but immediately proved 
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different. The change in media—film to television—was more conducive to the depiction of a multi-faceted 
Buffy than a ninety-minute film, but more had occurred than simply more screen time. In the wake of the 
Girl Power takeover, Joss Whedon’s original vision, of the triumph of the bouncy blonde victim from slashed 
films “who was always getting herself killed“ (Whedon), could exist as a reality.
 
(12) The Buffy of television was a significantly stronger character than the Buffy of the screen; as the first 
television ambassador of Girl Power’’s “Take Back the Night”-type reclaiming of horror, Buffy became a far 
different slayer than her screen sister. With the loss of the film’s precognitive menstrual cramps, Buffy was 
no longer victim to her fate but master of it, determining danger with keener than average senses and 
fighting skills. Buffy Summers is a girl tightly in control of herself and her life in all the ways the previous 
Buffy was not.
 
(13) Buffy’s appropriation of horror as a feminist form is so dramatic because, despite steps forward made 
in films such as Scream, violence on the part of female characters in horror films is still accepted only in 
terms of self-defense. The typical female horror movie heroine—the “last girl standing”—is permitted to use 
violence of any sort, because she is “[p]reyed upon, tormented, and terrorized, she is pushed to the limit 
and driven to fight by any means necessary” (Pinedo 77). Though “Buffy” exists more in the vein of the 
gothic and supernatural (where, from Mary Shelley to Anne Rice, there has traditionally been a place for 
females, at least as creator) rather than the more recent “splatter” genre, Buffy inverts all of slash cinema’s 
clichés about female victimization. Joss Whedon has said, ”[T]he idea of ‘Buffy’ came from, a beautiful 
blonde girl walks into an alley, a monster attacks her, and not only is she ready for him, she trounces 
him” (Whedon), and within the series’ first episode, Buffy has done just that, in a sequence modeled on 
classic slash cinema: Buffy runs down a dark dead-end alley like a thousand pretty blonde girls on celluloid 
before her, but she is the first not only to come out alive, but with her foot across her stalker’s neck.
 
(14) Buffy exists as a show filled with sexuality, both literal and metaphorical. The dichotomy of young 
women’s sexuality—the societal push to be a virginal “good girl” yet sexually available and desirable—is a 
theme repeatedly approached by the show, frequently represented by the use of doubling, particularly in 
the show’s third season. In that season’s “Faith, Hope, and Trick” (3003) the character of Faith is 
introduced, a fellow vampire slayer who acts as Buffy’s raw id, seduces Scooby Gang member (and long-
time wannabe-paramour) Xander and openly admits to (and enjoys) the sexual nature of vampire slaying. 
Clad in black leather and tattooed, Faith presents Buffy’s dark side, which she occasionally tempts Buffy to 
indulge (“Bad Girls,” 2012), and with her absentee parents and dead Watcher, Faith is perhaps a nod to the 
film’s Buffy, a glimpse of what reality may present for a girl in the film’s circumstances. “Doppelgängland” 
deals with the theme of sexual doubling even more explicitly, with the re-introduction of “evil Willow,” a 
sado-masochistic (see “The Wish’s” extremely sexualized torture of Angel by Willow) sexpot double of shy 
Willow, suggesting a powerful sexuality bubbling beneath Willow’s bookish exterior ( and prompting the 
classic Willow remark , “ I’m so evil and skanky. And I think I’m kinda gay”). The topic of the dual lives of 
teenage girls and the choices they must make regarding them is dealt with in simpler terms in the show’s 
first episode, “Welcome to the Hellmouth,” in a scene where Buffy is dressing before her mirror:
 

Buffy: (holding up a tight vinyl dress) Hi, I’m an enormous slut.
(holding up a floral patterned dress) Hello, would you like a copy of “The Watchtower”?
 

Dodging the sexualized bite of vampires, yet surrendering her virginity to one, “Buffy” displays the 
complexities of decisions that teenage girls must make, the tangled threat of their own sexuality they must 
learn to negotiate. Not content to be “good” or “bad” girls, the women of “Buffy” show teenaged sexuality 
to be the complex, sometimes strong, sometimes confused thing it is, and it is the frankest dealing with 
such ever on television.
 
(15) Buffy’s increased independence is also showcased in her dealings with her Watcher; television Buffy 
begins where the cinematic Buffy left off, starting the series with a chip on her shoulder about her destiny, 
but faith and trust in her Watcher, yet over time defying him and eventually becoming autonomous. 
Though the television addition of a “Watcher’s Council” neuters her Watcher to some extent, the creation of 
a more fallible Watcher facilitates a more empowered Buffy. While the film’s Slayer is forced into sudden 
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and awkward autonomy by the death of her Watcher (a death partially attributable to her lack of will 
power), television Buffy takes her independence slowly, eventually reaching the point where slaying can be 
navigated with the aid of a Watcher as a peer, not an authority figure. (Buffy is a show with an anti-
authoritarian streak a mile wide: all positive authority figures —Principal Flutie, Giles, Principal Snyder, 
Prof. Maggie Walsh—must eventually be killed, dethroned, revealed as evil, or some combination of the 
above.)
 
(16) Buffy’s independence and strength as both a woman and a slayer is also emphasized by the television 
show’s lack of a male equal. The film portrayed Buffy’s mortal love interest, Pike, as nearly as adept as she 
at vampire slaying, while the series’ Buffy can find her match only in a 200-year-old vampire, Angel, and 
later, in a paramilitary soldier. Furthering the concept of Buffy’s singularity of strength is the presence of 
her effetely British Watcher, Giles, and sarcastic and unmacho Scooby Gang members Xander and Oz as 
the major mortal male presence for the first several seasons. Buffy’s strength is unparalleled and inverts 
the gender stereotyping inherent in a super-heroics situation. Season Two’s “Halloween” raised the 
question of gender roles on Buffy by dressing several major characters in hyper gender-stereotype 
costumes, and then having them each take on the persona embodied by that costume (Buffy becomes a 
helpless British aristocrat and Xander a soldier, while Willow, after putting a sheet over her revealing 
Halloween costume, ends up embodying the “Reviving Ophelia”-era teenage girl stereotype: a scantily clad 
invisible woman), suggesting that gender is simply a costume, a “drag” we don for approval.
 
(17) Particularly after the introduction of Faith, Buffy reveals her dark side more often than any super 
heroine (Wonderwoman? Bat Girl?) before her Buffy attempts murder for love and revenge, Buffy has sex, 
Buffy drinks too much and gets sick; she does these “bad” things not without consequence (hangovers, de-
evolution, loss of souls) but without the undue shame and punishment of an after-school special. Fighting 
skills and magical knowledge aside, Buffy is most remarkable for simply being the first well-rounded, 
realistic portrait of the life of a young woman on television. Since the rise of Girl Power, television Buffy can 
be something the early nineties slayer never could be: a real teenage girl.
 
(18) Buffy stands out in social contrast to her film counterpart; though flashbacks have shown Buffy 
leading a life of cheerleading and popularity similar to her predecessor, her strength has been in her 
evolution into an everywoman, her journey from a vapid pom-pom girl into self-possessed savior of the 
human race, hinting that there was more going on behind the cinematic Buffy’s cotton-candy façade. The 
changes Buffy has faced, from film to television, and even within the run of the series, show an identifiable 
evolution in the depiction of young women in that era. Ideal females of their times, film Buffy’s 
transformation into TV Buffy, her evolution from caricature to full being exemplifies the changes that have 
occurred in the reign of Girl Power.
 
(19) Buffy the television series differs from the film importantly in that it was the trailblazer of its particular 
media (Girl Power horror and teen television) instead of coming late to the teen trend party like Buffy the 
film. The change in medium creates a wider sphere of influence in a more effective medium for conveying a 
mass message. While Buffy has created the template for tough television heroines, few have followed in its 
footsteps quite so boldly; other shows of the teen television renaissance, many on Buffy’s WB Network, 
deal with the issues of life as a teenage female, but in a more traditional comic way (Felicity, Popular) or as 
a side-note to the angst of male teens (Dawson’s Creek, Roswell). Buffy still stands relatively alone.
 
(20) Each Buffy has been emblematic of her era; cinematic “Buffy’ of the Valley girl eighties, television 
“Buffy” of the Girl Power nineties. The premise of both Buffy”s—of having the weight of the world on your 
shoulders and having to fight just to remain true to yourself—is a story of growing up female, a story 
generally considered not worth telling before the advent of Girl Power. Television Buffy gets to grow up in a 
way cinematic Buffy never did. A long journey from the Galleria, Girl Power has brought Buffy to a place 
where the fate of humanity lying in the hands of a teenage girl can be more a one-note joke.
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Rhonda V. Wilcox

"There Will Never Be a ‘Very Special’ Buffy”: 
Buffy and the Monsters of Teen Life  

 

   

 This essay first appeared in The Journal of Popular 
Film and Television and appears with the permission 

of the author and Heldref Publications.

(1) "I have often said 'There will never be a "Very Special Episode" of Buffy'" (Rochlin 19). This comment 
by Joss Whedon, the creator of Buffy the Vampire Slayer, repudiates those television series which aim for 
redeeming social value by focusing episodes on unmediated presentations of social topics such as AIDS or 
alcoholism. Whedon specifically mentions Beverly Hills 90210, but one could add the names of many series
—The Wonder Years, Party of Five, Seventh Heaven—to the list of those which over the years have 
advertised those "very special" episodes. In Buffy's world, by contrast, the problems teenagers face 
become literal monsters. Internet predators are demons; drink-doctoring frat boys have sold their souls for 
success in the business world; a girl who has sex with even the nicest-seeming male discovers that he 
afterwards becomes a monster. And underlying the various threats is a repeated one: the horror of 
becoming a vampire often correlates with the dread of becoming an adult. Yet even in the face of all these 
monstrosities, the context of dialogue and interaction makes the characters believable teens. 
 
(2) In fact, Buffy's dialogue establishes a second level of significance directly related to the symbolic social 
monsters. The striking differentiation of the teen language in Buffy has often been commented on. The 
language of the teens starkly contrasts with that of the adults. This linguistic separateness emphasizes the 
lack of communication between the generations, as does the series' use of the symbolism of monsters to 
represent social problems. The teen attitude towards parents' inability to deal with real-world horrors is 
suggested through Buffy's concerned but naive mother, who throughout two seasons never sees the 
monsters or knows her daughter is the Slayer. The symbolism recreates the need to bridge generational 
division which is suggested by the language patterns. Viewers must understand both the language and the 
symbolism to see the reality of teen life. Life and language are not so simple as problem-of-the-week tv 
would suggest, and Buffy acknowledges that fact. 
 
(3) The situation and relationships in Buffy are on the surface mundane. Sixteen-year-old Buffy Summers, 
a high school junior, has moved from LA to the small California town of Sunnydale with her divorced 
mother, after having been expelled from her earlier high school. Her looks and conversation at first win her 
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an entree with high school social queen Cordelia Chase. However, she refuses Cordelia's advice to avoid 
Willow Rosenberg and Xander Harris, who are stigmatized as, respectively, a brain and a geek. Buffy's 
refusal to scorn the two—in itself a bit of heroism in the teen social world—combined with the discovery of 
her past leads to her being consigned to "loser" status. 
 
(4) The other side of Buffy's life, however, roots her even more firmly in loser territory. As soon as she 
enters the school library, librarian Rupert Giles informs her that he knows she is the Slayer: Into every 
generation a single girl is born—the one chosen to fight the vampires, the demons, the powers of darkness. 
Giles has moved from a job as curator of a London museum to be Sunnydale High's librarian expressly in 
order to be Buffy's Watcher—her adult advisor and trainer. While Buffy has exercised social heroism, she 
has absolutely no desire to be a superhero. "A Watcher," says Giles, "prepares [the Slayer] . . ." "Prepares 
me for what?" asks Buffy. "For getting kicked out of school? For losing all my friends? For having to spend 
all my time fighting for my life and never getting to tell anyone because I might endanger them? Go ahead
—prepare me" (“Welcome to the Hellmouth”). Buffy Summers' life is considerably more difficult than Clark 
Kent's. 
 
(5) Her romantic life is even more problematic. Charming but hapless Xander falls for Buffy literally from 
the moment he crashes his skateboard at first sight of her outside school. Since Willow has been 
romantically fixed on Xander since their childhood, this is an inconvenience only made worse by the fact 
that Buffy's affections lie elsewhere. Angel, a dark, handsome, mysterious stranger occasionally appears to 
warn Buffy of threats from the vampire world. He cites his being older as the reason he is resisting a 
relationship, but when, inevitably, they kiss, he "sprouts fangs" (McDonald 20). In the Buffy variation on 
vampire lore,[i] vampires have the memories and personalities of humans, but the human soul has been 
replaced by a demon. The single exception—the single trustworthy vampire—is Angel, who was cursed by 
gypsies after he killed one of their teenagers, and who himself appears much younger than the standard 
first-season vampire in Buffy. Rather than stake him, the gypsies decided to expel the demon and restore 
Angel’s human soul so that he would feel the pain of the knowledge of his misdeeds. The gypsies want him 
to exist only to suffer, and indeed, Angel, who no longer feeds off humans, is a tormented creature who is 
as much an outsider of the vampire community as Buffy is an outcast in the high school world. The fact 
that these two fall in love with each other only makes their lives more difficult. As Giles says, "A vampire in 
love with a slayer. It's rather poetic, really—in a maudlin sort of way" (“Invisible Girl”). 
 
(6) It might come as a surprise to some that when the magazine George published its September 1998 list 
of "20 Most Fascinating Women in Politics," Sarah Michelle Gellar's Buffy was the second in the list (right 
after Elizabeth Dole, but with a much bigger picture). George contrasts Buffy's healthy strength with the 
teenage girls discussed in Mary Pipher's Reviving Ophelia, and notes "what she's really taking on is the 
regular assortment of challenges that threaten to suck the lifeblood out of teenage girls, like a suffocating 
high school hierarchy and a sexual double standard" (Stoller 113). Kathleen Tracy’s 1998 guide to the 
series includes, with every episode synopsis, a brief description of the “Real Horror” to which the plot 
correlates. In Our Vampires, Ourselves, Nina Auerbach provides a larger symbolic context when she notes 
that “every age embraces the vampire it needs” (145)—or, one might add, the slayer it needs. And while 
Auerbach’s use of the term “age” refers to cultural period, her statement could be extended to apply to 
stage of life—in this case, adolescence. Instead of a patriarchal Van Helsing, Buffy provides a short, slight, 
teenage girl.  It is nothing new for the science fiction and fantasy category of television series to 
symbolically represent teen difficulties: Harvey Greenberg's essay "In Search of Spock" explains how in the 
1960s Star Trek represented teens' alienation in the famous half-Vulcan character. Buffy is especially 
successful at that symbolic representation. 
 
(7) The pilot, “Welcome to the Hellmouth,” establishes the series' mapping of the high school social mine 
field and the series' satirical stance. The show starts with a role reversal: a series of shots of the darkened 
high school explore the building after hours, and we are then shown two teens breaking in—a pretty, 
stammering, demure little blonde named Darla following a teenage boy who clearly hopes to "take 
advantage" of her. When she gets his assurance that they really are alone, her face changes to the 
demonic feeding visage of the undead. It is the little pleat-skirted cutie who will eat the boy alive. Their 
images descend from the frame, leaving only a school trash can in the distance of the shot. This is the 
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teaser. 
 
(8) After the credits and theme song, enter Buffy—in nightmares, dreaming of the demons she has to fight. 
(It was her fighting of vampires at her old school that resulted in her expulsion.) She is awakened by her 
mom to tackle instead the difficulties of the first day at a new school. The ironically named and very un-
Shakespearean Cordelia warns her, "You want to fit in here, the first rule is know your losers. Once you can 
identify them all by sight they're a lot easier to avoid." At this stage of events Xander and Willow have 
another friend, Jesse, a slightly taller, geekier version of Xander who internalizes the high school code. At 
the local teen hangout, the Bronze, Jesse is humiliated by Cordelia's rejection. Chatting with her girlfriends, 
she later classes him among "children" and says he's like a "puppy dog—you just want to put him to sleep." 
In fact, Jesse is put into the sleep of death when he is taken by the vampires. When the vampire Jesse 
shows up at the Bronze, he is immediately able to make Cordelia dance with him, and dismayingly he 
embraces the change. Confronted by his old friend, Jesse says, "I feel good, Xander; I feel strong" and 
later, again speaking of himself, adds, "Jesse was an excruciating loser who couldn't get a date." 
 
(9) Harvey Greenberg, in his psychoanalytic discussion of teens and Spock, suggests that Spock's half-alien 
body reflects the physical changes adolescents sense taking place in themselves. The physical changes in 
this series’ vampires’ faces, along with their greater bodily strength, might be said to perform the same 
function (not to mention the fact that they stay up late). In the first season, the series focuses on 
confronting adulthood through confronting distinctly older vampires. "The Old Ones," both Giles and the 
Vampire Master call them—and both their physical traits and their language (of which, more later) suggest 
adulthood. And as Brian Aldiss says, aside from its sexual qualities, the typical vampire’s most notable 
characteristic is that “It is ancient” (x). Of course, vampire feeding has long been paralleled to sexual 
activity,[ii] a rite of passage to adulthood which none of the teen protagonists of Buffy have undergone (in 
the first season, at least). When Jesse becomes a vampire, his sexual maturation is clearly suggested. But 
it is his rejection of "loser" status that really damns Jesse—his willingness to do anything to be accepted in 
high school, whether it is embracing vampirism or losing his virginity. At the moment he makes his 
declaration—"I'm a new man!"—he is destroyed, staked, turned to dust, the stake held in the unwilling 
hand of his best friend Xander (“Welcome”). 
 
(10) It is a distinct element of the heroism of Buffy's teen protagonists that they will not go to any lengths 
to avoid "loser" status. Buffy, Willow, and Xander endure regular mockery, but pursue what they see as 
right. Buffy and Xander, both of whom are considered irresponsible by adults, both take responsibility for 
their friends time and again. Auerbach notes that early, pre-Stoker nineteenth-century incarnations of 
vampires seemed to stress, in their relationships with chosen humans, the intimacy of friendship (14). In 
Buffy the most notable bond of friendship is among the teenage vampire-fighters.[iii]  "Jesse's my 
responsibility," says Buffy, and, as they skip school to go looking for him, Xander says, "Jesse's my bud, 
OK? If I can help him out, that's what I gotta do. It's that or chem class" (“Welcome”). For her part, Willow 
declares, "I'm not anxious to go into a dark place full of monsters—but I do want to help. I need 
to" (“Welcome”). The result of this heroism is not praise, but the painfully realistic irritation of those whom 
it inconveniences. When Buffy's mom gets a call from the principal about her skipping class, the mother 
grounds the Slayer just as she is about to go out to face the demons. "Mom, this is really, really 
important," Buffy pleads. And mother answers, "I know—if you don't go out it'll be the end of the world." In 
fact, it may be exactly that; according to Giles the Watcher, hundreds of vampires are making a concerted 
attempt to release the vampire Master, open the mouth of hell, and end the world as we know it—unless 
the reluctant Slayer saves the day. As the mom says, "Everything is life or death when you're a sixteen-
year-old girl" (“Welcome”). 
 
(11) Buffy does succeed in her life and death struggle; though she, Willow, and Xander can't save Jesse, 
they do save the world; they do make it possible for life to go on. And so Xander says, the morning after 
the vampire battle has been witnessed by a nightclub full of teens, "One thing's for sure; nothing's ever 
gonna be the same." Perhaps the most important moment of the pilot, and one of the most important in 
the series, comes in the sunshine of the next morning at Sunnydale High, when absolutely nothing has 
changed. Almost all the adults and the vast majority of teens have managed to deny what they saw. "The 
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dead rose," says Xander; "we should at least have an assembly." But, led by Cordelia, the students have 
decided it was "rival gangs." Giles, the Watcher, one of those rare adults who really sees what is going on, 
explains: "People have a tendency to rationalize what they can and forget what they can't." And of course 
his words apply to the social problems of the real world just as emphatically as they do to monsters. 
 
(12) Even the socially heroic are sometimes vulnerable to peer pressure. The first season episode "The 
Pack" is ostensibly about Masai stories of possession by animal spirits—in this case, unusually vicious 
hyenas imported to the local zoo. But the humans the laughing hyenas possess are a clique of mocking 
high school students who take Xander into their fold. The episode opens with the four students teasing 
Buffy for having been kicked out of her earlier school. When they shift to weaker prey, the timid young man 
ironically named Lance, Xander pursues them into the off-limits hyena house to protect Lance, and so 
happens to be present when the possession takes place. In most episodes, most of Xander's lines are 
jokes; but in this episode, after he is possessed, for the first time his jokes pass over into cruelty. Buffy 
can't believe that Xander would act this way, and so she consults Giles about possible supernatural 
explanations. "Xander's taken to teasing the less fortunate?" asks Giles. "Uh huh," says Buffy. "And there's 
a noticeable change in both clothing and demeanor?" "Yes!" "And—well—otherwise all his spare time is 
spent lounging about with imbeciles?" Buffy says,"It's bad, isn't it?" and Giles replies, "Devastating. He's 
turned into a sixteen-year-old boy. Of course you'll have to kill him." Since this is the world of Buffy, it is 
not merely hormones at work, but possession. The result is different only in degree, however, not in kind. 
Xander finds it impossible to study; is cruelly rude to the adoring Willow; and lustfully leaps on Buffy. The 
latter activity is rather fortunate than not, since, while Buffy subdues Xander, he is separated from the pack 
long enough so that he misses their attack on kindly principal Flutie. In some schools, a teacher or 
administrator may be stabbed or shot by students. In Buffy's school, the students eat him. In the end, with 
the help of Giles and Willow, Buffy is able to return Xander to himself—and the instant after he comes to 
himself, he saves Willow from the knife-wielding animal-worshipping bad-guy zookeeper who arranged the 
possession. But the upshot of the whole episode is that Xander is left deeply embarrassed by his own 
animalistic/adolescent behavior. "Shoot me, stuff me, mount me," he says to Giles, the only other male 
regular in the first season. 
 
(13) Some episodes of Buffy deal with more specific external threats. In "I Robot, You Jane," shy, sweet 
Willow is drawn into the clutches of an internet predator. When Buffy notices that Willow, an outstanding 
student, is missing classes, she is concerned to find that Willow is skipping school to chat online with the 
mysterious Malcolm. Willow, who is attractive but far from glamorous and even farther from popular, is 
indignant at Buffy 's concern over her online relationship. "Why does everything have to be about looks?" 
she wonders. And Buffy replies, "Not everything, but some stuff is. What if you guys get really intense and 
then you find out he has a hairy back?" From worrying about the fact that Willow has not met Malcolm, 
Buffy and Xander soon move to worrying that she will meet him. As Xander says, "Sure he can say he's a 
high school student. . . . I can . . . say I'm an elderly Dutchwoman. Get me? And who's to say I'm not if I'm 
in the Elderly Dutch Chat Room?" As Buffy observes in alarm, "This guy could be anybody. He could be 
weird, or crazy, or old . . . ." The series implicitly calls attention to generational conflict and the horror of 
facing adults/adulthood as well as the particular horror of the internet predator. As viewers would have 
known since the beginning of the episode, Malcolm is downright ancient: he is in fact the demon Moloch, 
the corrupter. Once again, the friends put themselves on the line, and this time it is Willow who is saved—
from one of the diabolical corrupters who are indeed out there on the internet. 
 
(14) In the second season episode "Reptile Boy," Cordelia, who is only gradually and  unwillingly drawn into 
the circle of friends with knowledge of the supernatural (read: adult) world,  puts herself and Buffy in 
jeopardy when they go to a college fraternity party. One of the frat boys has decided he wants the good-
looking Buffy to come, and to Cordelia's irritation her invitation is conditional on her bringing Buffy along. 
Buffy and Angel have been fighting over his reluctance to enter into a relationship with her; as he says, 
"This isn't some fairy tale. When I kiss you, you don't wake up from a deep sleep and live happily ever 
after." "No," says Buffy to her vampire, "When I kiss you I want to die," the death/sex metaphor echoing 
through the scene. As a result of their argument and Giles's insistently overworking her, Buffy decides—to 
the dismay of Xander and Willow—to lie to Giles and attend the party with Cordelia. Buffy and Cordelia end 
up easy prey at the party: "God, I love high school girls," says one of the frat boys. Each of them accepts a 
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drink which turns out to be drugged, and each ends up out cold in an upstairs bedroom. 
 
(15) But the fraternity's humiliations are not limited to the females. One of the most interesting elements in 
the episode is the display of damage done to outsider males—in the shape of Xander, who crashes the 
party because he is worried about Buffy. (They repeatedly just miss seeing each other.) In a truly painful 
scene, the party crasher is forced—under the guise of his being treated as a pledge (an element of the 
story which suggests issues of its own)—to dress up in a blonde wig, half-slip, and giant stuffed bra, and 
made to dance in the center of a hooting crowd. After he is paddled and kicked out of the building, Xander 
mutters, "One day I'll have money—prestige—power—and on that day they'll still have more." Indeed, this 
is an unusually powerful fraternity—in large part because its members have sold themselves to the service 
of a snake-shaped white demon. The leader chants, "We have no wealth, no possession except that which 
you give us. We have no place in the world—and no power—except that which you give us." A Marxist 
would find a broad field to plow in this segment. If the patriarchal power structure has not been made clear 
enough, when the frat boys prepare to sacrifice Buffy and Cordelia to their demon lord, the leader tells 
Buffy that "no woman speaks to him." (One can hardly wonder why.) However, Buffy—with the help of 
Willow and the three outsider males Xander, Angel, and Giles—is able to win. Once again, friendship 
defeats the monster. But the moral about fraternities could hardly be clearer if Camille Paglia had preached 
it. As Buffy says, "I told one lie. I had one drink." And Giles replies, "Yes, and you were very nearly 
devoured by a giant demon snake. The words 'let that be a lesson' are a tad redundant." 
 
(16) For any viewers who might not have caught on to the overall pattern yet, the second season two-
parter "Surprise"/"Innocence" makes the social symbolism eloquently clear. In the second season, Buffy’s 
confrontation of the shift from adolescence to adulthood focuses on sexuality. Like the pilot, "Surprise" 
begins with Buffy having nightmares, this time before she wakes up on her seventeenth birthday. In one of 
the nightmare images, her mother asks, "Do you really think you're ready, Buffy?" and drops and breaks a 
cup and saucer. Buffy's dreams are sometimes prophetic, and later in her waking hours this cup-dropping 
scene is played out in the context of her asking permission to get her driver's license, but the question of 
her readiness also relates to her having sex with Angel. The nightmare image most important to Buffy is 
the vision of Angel's being killed by Drusilla, a vampire he sired (and with whom he has in his demonic past 
had a relationship which is in effect incestuous [Appelo 25]). In her alarm, she goes to Angel's apartment, 
where he reminds her that not all her dreams come true, and they passionately embrace, parting with 
difficulty. At school, Buffy discusses the situation with Willow. (One might contrast this behavior with the 
failure to talk to each other of “most women in vampire movies” [Auerbach 57].) Willow notes that Angel is 
"cool" because "he would never push," and asks what Buffy wants to do. Buffy replies, "Want isn't always 
the right thing to do. But what if I never feel this way again?" This very believable teenage concern leads 
her to accept Willow's advice to "seize the day"; as Buffy says, "Once you get past a certain point, the 
seizing is sort of inevitable." Later in the day, when they face yet another encounter with a demon 
threatening Armageddon and Buffy worries that they can't know how long either of them will survive, Angel 
reminds her, "Nobody can. That's just the deal." But when they are actually attacked and barely escape, 
making their way to Angel's nearby apartment, they do—after one last "maybe we shouldn't" from Angel—
go to bed together. The episode ends with Angel rushing from the sleeping Buffy out into the alley in the 
pouring rain, pain apparent on his face. 
 
(17) The symbolic implications of having Buffy’s first sexual encounter be with a vampire of course 
emphasize the dangers of sexual encounters, especially with an adult. Angel claims to be around 240; he 
appears to be about 24 as compared to Buffy’s 17 years. In terms of the plot, the serious problem with 
their encounter is that the gypsy curse which restored Angel's soul did so for the sake of his unremitting 
pain. When he finds a moment's true happiness, his soul is once again exiled and the demon takes its 
place. Angel becomes Angelus, who now notes, "the pain is gone," and—immediately after making love 
with Buffy— seizes and feeds off a hooker. Afterwards, heated by feeding on the woman’s blood, he lifts his 
head and blows steam out his pursed lips in a gesture that suggests a post-coital smoke. (The gesture is 
clarified when, later in the episode, Angelus smokes a real cigarette with the same motion. Angel does not 
smoke.) Buffy is left frantic with concern because Angel is missing; she is the girl waiting for a call after a 
sexual encounter, as another conversation with Willow makes clear. When she does finally find Angelus, he 
tells her, "You have a lot to learn about men, kiddo—but I guess you proved that last night." "I'll call you,” 
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he says, as he walks out on the weeping Buffy. Even then, Buffy cannot understand why her boyfriend 
would act that way. Angel originally introduced himself as “a friend” (“Welcome”) and has repeatedly acted 
as one in a series which often focuses on friendship. But Buffy gradually discovers that having sex with her 
has literally turned Angel into a devil (who writes in blood over a dead body he knows she'll find, "Was it 
good for you, too?”) Understanding now that he is not the man she thought he was, Buffy is able to endure 
his sneers in a later scene when he says, "You know what the worst part was? Pretending I loved you. If 
I'da known how easily you'd give it up, I wouldn't even have bothered." They fight ferociously and she 
wins. When she threatens him with a stake, he gloats that she is unable to kill him, and he is right.  But 
Buffy being Our Heroine, she manages to draw on some inner reserve of strength and give him a good hard 
Slayer kick in the balls. 
 
(18) One of the rare moments during the first two seasons when Buffy's mom seems to be almost aware of 
what is going on comes in this episode. The morning after Buffy has had sex for the first time, her mom 
asks if something is wrong and says "you just look . . .," trailing off, shaking her head. Adults in general 
and Buffy's mom in particular consistently misinterpret what is happening in the teens' world. Encounters 
with vampires, demons, and assorted other monsters get translated into more palatable problems: attacks 
by gangs on PCP, a gas leak, even an out-of-control scavenger hunt. This need for translation is 
emphasized throughout the series by the linguistic patterns of the different groups. Teen language is so 
clearly marked as separate in Buffy that Entertainment Weekly gave it the special name 
"Slayerspeak" (Howard; cf. Wyman). The bridge of symbolism needed between literal monsters and social 
problems is recapitulated by the bridge needed between teen and adult language in Buffy. 
 
(19) The fact that many of the cross-generational conversations are between Buffy and Giles, the British 
librarian, accentuates the separation. As Buffy says to him in the pilot, "You're like a textbook with arms." 
When Giles considers asking computer-whiz Willow for help in a crisis, for instance, he says, "I've been 
researching this Harvest affair. It seems to be some sort of pre-ordained massacre. Rivers of blood—hell on 
earth—quite charmless. I'm a bit fuzzy, however. It may be that you can wrest some information from that 
dread machine." At the students' blank looks, he translates, "I want you to go on the net" (“Welcome”). 
Buffy voices a common response when she says in another episode, "I think I speak for everyone here 
when I say, 'Huh?'" (“Invisible Girl”). 
 
(20) Interestingly enough, most of the first-season vampires are placed on the side of the adults 
linguistically. The Master emits comments such as, "Tonight I shall walk the earth and the stars themselves 
will hide" (“Welcome”) and “Here endeth the lesson” (“Never Kill”); other vampires make similarly 
pompous, quasi-religious remarks: "And like a plague of boils the race of man covered the earth. But on 
the third day will come the Harvest [. . . ]" (“Welcome”). In the episode "Nightmares," there is a cut from 
Buffy's nightmare of the vampire Master's hand around her neck to her awakening to find her mother's 
hand in approximately the same spot, shaking her awake. The symbolic identification of the two adult 
characters is disturbing: vampire and mother, both, it seems, moving Buffy towards some sort of 
awakening. Later in that episode, the Master says, "We are defined by the things we fear"; both vampirism 
and adulthood seem to be frightening experiences in Buffy. There could hardly be a nastier incarnation of 
the patriarchy than the ancient, ugly vampire Master. The Master compares his vampire group to a "family” 
which is “work[ing] together for the common good" in an ugly parallel to a standard adult line (“Angel”). As 
Nicola Nixon points out in her discussion of the 1987 films Near Dark and The Lost Boys, vampire groups 
can sometimes be seen as “dysfunctional families” (120). Buffy’s mother’s desire for her to work hard and 
fit in is curiously echoed in the Master’s chastisement of his disciples, which sounds alternately like the 
reaction of a disappointed father or a coldly dissatisfied CEO. While the darkly beautiful Angel (who speaks 
neither marked slang nor overly erudite archaisms) suggests the dangerously attractive sexual aspect of 
adulthood, the Master is associated with work and family. As Buffy moves closer to adulthood in later 
seasons, the vampire opponents are not just adults, but distorted reflections of herself—vampires such as 
the young-appearing leather-clad Spike and Drusilla, who speak in contemporary slang. But in the first 
season almost all of the vampires and the adults are clearly tied together linguistically, among other ways. 
 
(21) Occasionally the teens will display their ability to speak the foreign language of adulthood. In "The 
Pack," for instance, Buffy speaks with kindly Principal Flutie about the little pig mascot he has bought for 
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the school's team. To placate the principal, she shifts from "He's so cute" to "He's a fine mascot and will 
engender school spirit." Similarly, Giles displays the ability to use teen language. When Buffy proves him 
wrong about the supernatural element in Xander's behavior, he promises to go to his volumes of 
paranormal lore and "Look stuff up" (“The Pack”). (Of course it must be noted that he is merely quoting an 
earlier line of Buffy's, rather than creating teenspeak himself.) Even the Master vampire occasionally 
displays consciousness of the other language, though he does so with scornful intent—as when he remarks 
preparatory to temporarily killing Buffy, "Oh good—the feeble banter portion of the fight" ("Prophecy Girl"). 
 
(22) More often than not, however, the difference is accentuated. And the difference is not simply that 
adults use big words and know more, but rather that teens know different things. When Buffy says, "My 
spider sense is tingling," she has to apologize to Giles: "Pop culture reference—sorry" ("I, Robot"). When 
she complains in another episode that Giles is refusing for once to consider a supernatural explanation, she 
says, "I can't believe that you of all people would Scully me," ("The Pack"), assuming knowledge of The X-
Files television character famous for stretching rational explanations to cover unusual events. When Xander 
asks, "Does anyone else feel like they've been Kaiser Sozhed?" he counts on knowledge of the popular film 
The Usual Suspects, in which one of the characters assumes multiple false identities ("The Puppet Show"). 
And Cordelia translates Shakespeare by declaring that Shylock uses a "Twinkie defense," referring to recent 
and popularly discussed jurisprudence (“Invisible Girl”). 
 
(23) Furthermore, the students show their willingness to work outside the rules by their comfort in re-
casting the language. Barbara Bell has commented on this change of word form and function regarding the 
series My So-Called Life. Sometimes the changes come in word order, as when Buffy says, "We so don't 
have time" (“Welcome”). Sometimes they come in word form, as when another character refers to "Willow 
kissage" ("Innocence") or when Willow and Buffy admire a boy for his "Owenosity" ("Never Kill") or when 
Buffy asks, "What's the sitch [situation]?" (“Welcome”). Parts of speech may be varied, with an adverb 
becoming an adjective: "You're acting a little overly, aren't you?" (“Never Kill”). Or an adjective may 
become a noun: "Love makes you do the wacky" ("Some Assembly Required"). Sometimes the words are 
metaphorical or metonymic substitutions, as in "You're that amped about hell?Go there" ("Prophecy Girl"), 
wherein amped = excited, from audio amplification; or "I'll talk to you later, when you've visited Decaf 
Land" ("The Dark Age"). Students who are willing to operate outside the high school code are certainly not 
afraid of coloring outside the lines of language. Their use of the language is, in fact, daring. In the third 
season opener, with Buffy missing,Willow points out that "The Slayer always says a pun or a witty play on 
words, and I think it throws off the vampires" and Xander responds, "I've always been amazed with how 
Buffy fights, but in a way I feel like we took her punning for granted" (“Anne”). And the use of language is 
highly conscious, to the point of adding to series continuity. When Buffy finally conquers her nemesis the 
Master, her last word to his disintegrating corpse recalls the social stigma she, Willow, and Xander have 
endured: "Loser," she calls him (“Prophecy Girl”). 
 
(24) In sum, the use of language in Buffy reinforces the theme of adult ignorance—and the grace and wit of 
the language embody one element of the heroism of the teen characters.  One might even recall E. M. 
Forster's definition of the purpose of art—that human creation of order in a chaotic world—to understand 
the power of the ludic elements of Buffy's symbolism and language. Buffy confronts the vampires of 
adulthood not only with weapons, but with words of her own. It is part of the grace and wit of the series 
that the courage of these adolescents in fighting social problems is translated into symbolism—a mediation 
of meaning which parallels the mediation of the teen language. Through both symbolism and language, in 
Buffy, the mediation is the message. 
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[i] Auerbach comments on the multiplicity of vampire types through the ages and places: “There is no such 
creature as ‘the Vampire’; there are only vampires” (5). 
[ii] Note, e.g., Philip Martin’s “The Vampire in the Looking Glass: Reflection and Projection on Bram 
Stoker’s Dracula,” 84, 90. 
[iii] The interrelationship of the supportive outsider friends in Buffy is quite different from the group 
interaction of those who hunt Stoker’s Dracula with, as Auerbach describes it, a “corporate ethos” and the 
guidance of the “overbearing patriarch” Van Helsing (78). 
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Gina Wisker 
Vampires and School Girls: High School Jinks on the Hellmouth 

  

Joyce: "Well it stops now!" 

Buffy: "No, it doesn't stop. It never stops. Do you think I chose to be like this? Do you have any idea how 
lonely it is? How dangerous? I would love to be upstairs watching TV or gossiping about boys or, god, even 
studying! But I have to save the world. Again. (“Becoming,” Part II, 2022) 

 
Introduction

(1) Buffy The Vampire Slayer treads an entertaining if uneasy course between conservatism and 
contemporary feminist girl power. On the one hand the weekly successful tackling of monsters emerging 
from the hell mouth denotes a conservative underwriting of the certainties of the American Dream's 
superheroes—that wrong can be righted, quests can succeed: evil is visible, tangible and destructible. On 
the other hand, Buffy, ostensibly physically more suited to be a prom queen or a cheer leader, and a bit of 
an American Beauty, is a feisty example of late twentieth-century/early twenty-first century girl power. 
Buffy possesses the energies of the New Woman, the mid-century tomboy of girls' comics, “Supergirl,” teen 
heroines. She is a girl with a mission, and a manager/mentor (Giles, who provides the academic 
references), a girl with a team of friends who support her on her missions to sort things out, to dismember 
and dismantle the latest monstrous emergent from the Hellmouth. 
 
(2) But as a slayer she is herself on the edge, “Other” in her powers, irritated at their intrusion into teenage 
life, dedicated to her mission, yet in love with a vampire, Angel, who loses his soul when he sleeps with 
her. No monster, but a friend to many who have historically been construed as monstrous, a karate-
kicking, small-town, female Van Helsing (Dracula) in teen clothes, Buffy intervenes with vampire slayer 
conventions as the series intervenes with vampire fiction formulae.
 
(3) That set of descriptions in itself positions Buffy as a new take on women in vampire fictions. The 
representation of the feisty virginal schoolgirl interweaves with (bleeds into?) the image of the female 
recalled from vampire and other horror tales. Conventional vampire tales and films, Dracula (1897, film 
1997), the whole Hammer horror Dracula related film series, Tony Scott's The Hunger (1983), and even 
episodes of The X-Files television series usually configure women as hapless victims, or, if vampires, as 
voracious, seductive, and deadly. Their sexuality, seen as dangerous in terms of a patriarchal status quo, 
must be constrained, their deviant energies must be destroyed and order restored. Contemporary radical 
feminist vampire fictions, and films, on the other hand—“O Captain my Captain,” a short story by Victoria 
Forrest, The Gilda Stories (1992) by Jewelle Gomez, and Anne Rice's Vampire Chronicles, (1977, 1985, 
1988—)—variously refuse such simplistic rejections. Recognizing the vampire in ourselves, these 
contemporary Gothic texts tend to present a more sympathetic figure whose subversive activities are both 
exciting, and in their deliberate breaking of taboos and boundaries, provide an opportunity to critique social 
norms, while refusing to restore a status quo which clearly operated on lies and artifice. The contemporary 
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feminist vampire is often a creature with a moral crusade too, rather than a creature who must be killed 
because of a moral crusade. Lesbian, biracial, rock star, space captain, contemporary feminist vampires 
offer life beyond death to the dying, love across boundaries of gender, time and mortality. The subversion 
is celebratory as well as rather moralistic in a liberated, carnivalesque (i.e. subversive of restrictive rules) 
sense. Buffy’s beloved Angel, in terms of his literary ancestry, is easy to identify (and to identify with). He 
is in the mould of Anne Rice's Louis (Interview with the Vampire, 1977) the vampire with a heart, a sense 
of morality, problematizing his given role as deadly outsider except when, his soul lost (“Innocence,” 
2014), he embraces its violent destructiveness again.
 
(4) So where does Buffy fit into this economy of vampire exchanges? She is uneasily positioned between 
conventional vampire figures and vampire hunters, and radical feminist revisions of the myth, which 
inscribe women's power as positive, not to be condemned. As such then, Buffy suits the late nineteenth- 
and early twentieth-century New woman, the nineteen-fifties tomboy hero, and the contemporary girl 
power mould. Maybe that is long overdue, maybe that is why we like her—she is subversive enough, 
energetic, not too radical, and at heart an ordinary girl (kind of). Some of the very difficulties we have with 
girl power appear in difficulties we have with Buffy. But the comic book questing energetic slayer, almost 
too close to the evil she has to destroy, is a figure for our times.

  
Buffy: A History in Girls’ Fictions
(5) Buffy, as vampire slayer, lover of a vampire, teen heroine, is also in a long, interrupted, line of teenage 
fictional heroines. Late nineteenth- and twentieth-century girls’ novels, and the annuals/comics of the 
nineteen-fifties and sixties are full of stories which feature young girls with energy and power who use the 
tactics normally found in male sleuths to track down crime, right wrongs, and return order. They are 
morally driven avenging angels, but also subversive schoolgirls. In their energetic activities these young 
women question and trouble the conventional representations of women’s lives in the movies and magazine 
images of the period. Popular cultural forms such as fifties and sixties films, and magazines for women 
consistently concentrate on woman as homemaker. Women's magazines contain recipes, patterns for 
clothes making, and articles about gardening and how to make your husband happy. Younger girls’ 
magazines often concentrate on looking pretty, makeup, how to find the right boyfriend and keep him. 
Each peddles a very conservative version of womanhood. In the cinema we see an uneasy mixture of film 
noir femmes fatales who are punished for their energy and daring, and the light romantic comedy female 
roles: all Doris Day and singing, Mom, girl next door and domestic bliss. Such conservative representations 
of women were not surprising given the aftermath of a war which needed to return women to the kitchen 
so the men could regain their ground in the workplace and the home, in the economy and in the hearts of 
their families. But the schoolgirl novels, comics and annuals developed a very different kind of version of 
young womanhood, energetic, adventurous plucky, imaginative—boy-like in fact. Sexuality was not an 
issue here, and the adventurous young women fought singly or together to re-establish a moral status quo. 
They did not seek boyfriends.
 
(6) The magazines of the nineteen-nineties and early twenty-first century conversely are much more likely 
to concentrate on romance, make-up and boyfriends than these tomboy heroines’ powerful exploits. Buffy, 
however, offers a new variant of the active teenage girl. Buffy herself is both the feisty, tough drop-kicking, 
morally vengeful character, dispatching hordes of vampires and monsters with well-aimed thrusts of the 
nearest available crucifix-like or stake-like object, picking up and tracking down and dispatching evil 
wherever she meets it. She is a tomboy in so far as she acts out the slayer role, taking on superhero 
characteristics more conventionally associated with men—Superman, Batman, Spiderman—with the notable 
exception of Superwoman and Wonderwoman, who are also her foremothers (though she differs from 
Superwoman and Wonderwoman in her ability to critique conventional American society, which they always 
fail to ironise).
 
(7) Buffy also comes from a long line of children's’ and young adults’ fiction from the U.S. which spring 
from a version of the ‘American Dream’—pioneering spirit, self-fulfillment, exploration and self-
determination, a mixture of the spiritual and the worldly. In What Katy Read, a feminist re-reading of 
‘classic’ stories for girls (1995), Shirley Foster and Judy Simons note that U.S. girls’ books—the Little 
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Women novels, and What Katy Did, in particular, had great influence on a British readership and British 
authors. Their appeal was: 
 

American ideals of freedom and independence, greater ambivalence regarding a clear-cut, gendered 
identity, and the consequent emergence of the tomboy figure. (1995 19)
 

Angela Brazil’s school-experience-based girls’ stories (The Madcap of the School, 1917) are British versions. 
The twenty-six pupils at Marlowe Grange School have a great sense of solidarity and a communal ethic. 
These stories and others like them provided an opening for different, lively, positive versions of life for girls:
 

If we see ideologies of femininity in terms of a unitary if over-determined, progression towards passivity, domesticity and a 
reproductive role, then the representation of femininity within the school story clearly stands as an expression of resistance 
and subversion. (Gill Firth in Steadman et al., 123)
 

Girls adopted authority positions, suffered emotional crises, jealousies and tensions all within the educational context.

 
(8) Tomboys developed from American nineteenth-century texts, although in many English novels they can 
be seen as “naughty” and rather deviant. Angela Brazils' character Raymanda Armitage is a figure we can 
identify with for her beliefs that rules are there to be broken, order to be disrupted and judicial power to be 
established (see Simon & Foster 201). Those books find a readership in post First World War society and 
then influence the readership of post Second World War society. Buffy and her friends generate a similar 
rule-breaking behavior for ultimate, energetic, positive, good, post-Vietnam War teenagers in a period 
when we are skeptical about all wars but continue to fight them in reality, and here through fantasy.
 
(9) Young girls of the UK-originated ‘fifties and ‘sixties comics and annuals—Girls Crystal, School Friend, Girl
—solve crimes, rout baddies, display feats of intelligence that would stun a secret agent and are never 
sexually molested even if promised in marriage to some historical figure. A 1961 Girls Crystal Annual story, 
“The Wedding Wreckers,” has plucky boarding school chums search out the dastardly impostor who, 
pretending to be their favorite form mistress’ fiancé, attempted to wreck the wedding. The disguised girls 
hide on board ship, and expose the villain, attending the wedding as bridesmaids as a reward. Air hostesses 
figure in several tales in Girls Crystal, the Treasure Book for Girls (Collins 1960). If we take one specific 
example of an annual, Girls Annual no 9 (Longacre 1961) we find an interesting range of representations of 
energetic young women fighting the good fight. In “Angela: Air Hostess” in Girls Annual, Angela is brave 
and kind. The dog Angela hides saves the lives of all on board by alerting them to a short-circuit. A semi-
subversive act (hiding a dog on a plane) leads to rescue in the skies. An illustrated tale of the explorer and 
nurse in Africa, Mary Kingsley, sits alongside tales of how girls are learning to fly planes or behave with 
velour in the skies, on high seas, up mountains. So, in another short story, a brave young girl named 
Justine climbs high mountains in a “snowball,” searching for an owl, and rescues her male companion. In 
“Porpoise to the Rescue.” Tessa takes the little boat out on the roaring seas to save children. In the one 
book or “annual,” there are two tales of rock-climbing heroines and two of sea-rescuing heroines, 
instructions on sailing and flying and two real-life heroine tales along with information on cooking, sport, 
nature and hobbies (“Add a sparkle with sequins,” “Make those traveling slippers,” among them).
 
(10) The only two mildly fantastic tales are one about stage superstitions and another with an actress 
whose house has a secret door which conceals costumes. Fantasy adventures are not favored, but exciting 
versions of girls’ lives produce endless opportunities to show both girls and boys how strong, able, bright 
and successful these young women can be. The challenge is not really a fully feminist one. Doors are 
opened, fathers smile approvingly, young men are impressed. However, they might not be feminist, but 
neither is romance the only or the specific desired end. These young women, like Buffy, are energetic and 
determined, but also attractive and interesting in the conventional mode of the period and they solve 
crimes, sort things out and bring back order. More conservative in their versions of right and wrong than 
Buffy, they nonetheless provide an earlier model of the same kind of powerful, everyday crime/evil-busting 
energetic young woman with a mission. However outdated their values (to us as twenty first century 
readers), these earlier heroines nonetheless offered a powerful positive role model for girls and young 
women of that period and dramatized for such young women the alternatives to boyfriends, romance, 
domesticity, clothes and recipes to remove spots or dye from your hair. 
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(11) Bringing Buffy up to date in terms of contemporary magazines for girls, we find that male and female 
characters in the series both conform to definable categories found in these magazine fictions. One such 
magazine which has received critical scrutiny as typical of its kind is Jackie (a popular girls’ magazine of the 
period), although the fictions of this and subsequent magazines themselves tend increasingly to be 
dominated not by fantasy writing but by the kind of photo-realism which leaves no space for fantasy. 
Angela McRobbie's analysis of the four categories of boys in Jackie fits the stereotypes found in several 
soaps including Neighbors, Heartbreak High and Buffy:
 

First, there is the fun-loving, grinning, flirtatious boy who is irresistible to all girls; second the 
tousled, scatterbrained, 'zany' youth who inspires maternal feelings in girls; third, the emotional, 
shy, sensitive and even arty type; and fourth, the juvenile delinquent, visually portrayed on his 
motorbike looking wild and aggressive but sexy, whom the girl must tame. (McRobbie 99)
 

Angel is clearly a fantasy version of the fourth kind of romantic hero, while Oz the erstwhile werewolf, is 
both arty and tousled and rather mothered by Willow, protected by friends for his own safety. Male figures 
in magazines are always idealized and romanticized. Female figures also conform to some extent, although 
the trusting blonde and the wild brunette are differently configured in Buffy as the energetic, kick-boxing 
vampire stalker (Buffy), and the transparent boyfriend stealer (Cordelia). The final category McRobbie 
defines is typified by Willow, computer-teaching, witchcraft-learning, dependable friend (Buffy has several 
of these characteristics also). McRobbie describes this character as:
 

The non-character, the friendly, open, fun-loving, 'ordinary', girl, (who may perhaps be slightly 
scatty or absent-minded). She is remarkable in being normal and things tend to happen to her, 
rather than at her instigation. Frequently she figures in stories focusing on the supernatural. 
(McRobbie 100)
 

But Willow and Buffy are both more complex and active than this stereotype (behind which they 
occasionally choose to hide-for self-preservation) suggests. Willow’s dabbling in magic both troubles 
situations and saves the day, and while Buffy’s track record for locating unpleasant activities and creatures 
is very high, she hardly stumbles upon them, but seeks them out actively to rout them and restore some 
temporary order.
 
(12) Unlike the pattern of plot in these later magazines, such as Jackie, it is possible in Buffy to have other 
than romantic relationships between males and females. The amusing take off of a romantic idyll between 
Buffy and Spike (“Something Blue,” 4009) exemplifies the critique of the blinkered limitations of romance 
conventions. Buffy and Spike planning to marry and emptying their heads and lives of all other plans and 
activities is a boring spectacle and could only be a product of a botched spell by Willow, trainee witch, 
certainly not a romantic denouement. The Buffy version of the schoolgirl/teenager is more active and 
resistant to convention. Her love for Angel is both unconventional- he is a vampire (albeit reformed) and 
theoretically ‘ the enemy’, and conventional in terms of playing out the fantasies romantic love offers as 
truths. Buffy and Angel must hide their love from polite society, and it is in a number of ways ‘eternal’ and 
‘unto death’. Unusually in terms of the usual clash between romance and social conformity, Angel is the one 
who is hurled into oblivion/out of himself/out of shared society when he transgresses and consummates his 
love for Buffy.
 
(13) But we must remember that we are dealing, in Buffy with a postmodern horror reading of teen 
fictions. It belongs to the boundary crossing genre of vampire fictions. Buffy is a fantasy take on 
contemporary magazines and earlier comics and fictions for girls. Fantasy offers space for critique, and 
vampires, aware of themselves as performers, acting out some of our fears and desires, are fantastic, 
excessive, figures of a mixture of contemporary fun/fear. Anne Rice highlights their imaginative potential, 
considering her own life and the use of the vampire figure: 
 

The fantasy frame allows me to get to my reality. I’m telling all I know about everybody and 
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everything in these books. It’s an irony that as I step into this almost cartoon world, I’m able 
to touch what I consider to be real….this gave me a doorway- a vampire who’s able to talk 
about life and death, and love and loss, and sorrow and misery, and viciousness and grief. 
(Rice in Riley 14) 

 
(14) Unlike previous fantasy female figures (Samantha from the TV series Bewitched for example), Buffy’s 
every delight is not to produce a good meal and avoid/annoy her overpowering mother, or to conform to 
feminine conventions in a variety of other ways, having used supernatural powers to sort out a few 
problems. Domesticated idylls are not Buffy’s main aim. Willow is more likely to produce attempts at 
cookery while Buffy, with her friends to support her, (as do the girls in comics, magazines and annuals) has 
a small town to save (if not the human race). Buffy queries conventional roles for women to some extent, 
but also enables us as readers/viewers to buy into the alternatives which contemporary fantasy, horror and 
vampire fictions represent: the thrill of something a little more subversive than a comic book heroine 
rescuing drowning dogs and climbing mountains.
 

Women's Horror and Vampire Writing 
(15) Vampires are imaginative cultural constructs and as such they are also indicative of the fears and 
desires of a culture. In nineteenth-century Victorian England, frock-coated vampires stalked the streets and 
clubs (Dracula, 1897; Polidori’s Lord Ruthven, 1819; Varney The Vampire, 1847). In an age which thrived 
on dichotomies, the vampire was a foreigner who dared to buy up London property and turned normally 
moral young ladies into voluptuous femme fatale seductresses (Dracula). Latterly we read back and 
recognize these contradictions, although it is certain they were not so widely recognized in their day. 
Elegant/hideous, godlike/bestial, vampires were destroyed using Christian icons, a move that reinforces the 
safety of conventional belief and restores order. As in all good horror tales, boundaries, tested and 
strained, are reinforced. The evil is without, order reigns again.
 
(16) In most conventional vampire tales, women are the victims of male vampires. They are weak, and 
easily seduced by these frock-coated gentlemen. Clearly of easy virtue, once bitten, they turn into fanged, 
voluptuous temptresses who desire to infect all the men who enter their lives. They are evil vamps, 
constructions of male fears of women’s sexuality, who, once so constructed, need to be punished. Male 
sexual desire is blamed on its object, that object (women) turned into a focus of fear and loathing because 
of the male terror of being disempowered and overwhelmed which sexual desire potentially involves. 
Having been abjected, the woman is cast as a monster (Medusa is the favored figure here but female 
vampires and those who dissolve as wailing hags are also popular). Women are then punished. In the 
nineteenth century, fears of female sexuality rage throughout Bram Stoker's Dracula (1897), and the 
lesbian love affair of Sheridan Le Fanu's 'Carmilla' (1872). Vampires are usually portrayed as male, the 
most famous being Dracula, based on Vlad the Impaler. However, women can also be vampires, and not 
merely because they are bitten by Count Dracula. Elizabeth Bathory, the Sanguinary Countess and 
contemporary of Vlad, was a style victim of the culture that values women for their youthfulness. She 
bathed in the blood of over 600 virgins to remain youthful. In other cultures vampires also existed, e.g. in 
Egypt, the myths of which are the historical backgrounds to Anne Rice’s vampire family sagas. In India 
vampiric female goddesses reign, explored in Poppy Z. Brite's short story “Calcutta” (1986). Their roots in 
myth and legend, these bloodthirsty historical figures are the two-dimensional great-grandparents of 
culturally constructed, constantly metamorphosing fictional vampires. In both the nineteenth and the 
twentieth century's more conventional vampire fictions, vampirism is a metaphor for sexual excess, 
particularly that of women, and must be punished. Death exorcises the sexual energies they represent.
 

Vampirism itself-depicted as uncontrollable desire and as sensual swoon for both victim and vampire-
stands as a euphemism for sex, forbidden by social mores. And the sex itself is not of a normative 
nature. (Brownworth, 1996: xi)

 

The castratrix, fanged, vampiric woman is seen as dangerously powerful, sexually voracious and engulfing. 
She is equated with the overwhelming, fecund Mother who has the power to procreate but cannot let the 
child be itself, cannot let go. Julia Kristeva explains this offloading of fears of engulfment, prevention of 
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individual identity formation. She labels that rejection of the 'not I', the body of the mother (then, by 
extension all women), as a move which debases women. So:

 

Fear of the archaic mother proves essentially to be a fear of her generative power. It is this power, 
dreaded, that patrilineal filiation is charged with subduing. (Kristeva 1982 102)

 

Disgust and horror at the Mother/vampire's generative and engulfing, destroying powers are mingled with 
the erotic. Conventionally:

 
Vampirism combines a number of abject activities: the mixing of blood and milk; the threat of 
castration; the feminization of the male victim. (Creed 70)
 
The female Dracula or vampire figure is masculinized because she penetrates her victim. She 
becomes an active predatory seducer. (Creed 70)
 

(17) The female vampire also represents potential dangers of sexual license. The terror she evokes peaks when that challengingly 

abject relationship of woman and woman is involved. Lesbian vampires are even more of a transgressive force than their gay male 

cousins.

 

The vampire's initial liberation of excess energies and disruption of normality is a very temporary 
affair. Social order is quickly restored, the cathartic experience nailed down again to the relief of the 
conformist audience/readership. This has, of course, always been the role of horror, and of much 
gothic. (Punter 1996)

 

Fears have to be dramatized, made concrete to overcome. Vampires have to be embodied to be made 
Other. Then they must be exorcised, leaving peace and order behind. Of course, such exorcism and defeat 
depends on a conventional belief that the Other, horror, fear and its figure the vampire is “Out there,” 
rather than a socially constructed, externalized part of ourselves, as Nina Auerbach’s Our Vampires, 
Ourselves, (1995) makes clear.
 
(18) While Kristeva, in The Powers of Horror (1982), clarifies the positioning of woman and Mother as 
abject alongside those other elements which need rejecting from the body to recognize the self, later, in 
Strangers to Ourselves (1988), she explores how the figure of horror (for the sake of our argument, the 
vampire) dramatizes endless potential for radical alternative behavior, for celebrating our Otherness. It 
enables us to recognize that the Other is part of ourselves.
 
(19) The vampire becomes a figure for radical re-appropriation partly because of this recognition in our 
more self-aware period. In contemporary times, vampires provide an opportunity for the overt exploration 
of cultural contradiction. Poppy Z. Brite's post Vietnam War American lost youth, abandoned in motels at 
roadsides, or by their families within ostensibly ordinary homes, find energy in vampire pairs and groups. 
They seek closeness to death because it enables them to face it out, control it, through becoming it. Anne 
Rice’s vampires in Interview with the Vampire (1977) are more properly influences on the kind of vampires 
we find in Buffy. Louis is a reluctant vampire, feeding from small animals, tortured at the idea of killing 
humans, while he reveled in their pursuit in his early wilder days in New Orleans with his vampire initiator, 
Lestat. In his contradictory behavior, Louis closely resembles Angel: attractive, tormented about his 
vampire state, aware of role-play, vulnerable, always wearing recognizably black vampire clothing. The 
modern day vampire with a conscience is a more acceptable figure for our desires. He has learned the evil 
of his ways but must live with the consequences of conscience. Angel ordinarily does good, policing the old 
fashioned vampires who leap from behind gravestones during night patrols, except when, after sleeping 
with Buffy, Angel loses his soul and comes under demonic possession. Ironically, the man loses his soul 
through sex, rather than the woman, which would be the norm in conventional vampire fictions.
 
(20) Much of Buffy is similar to contemporary women’s vampire fictions, although less radical in terms of 
gender play. In their work, contemporary women vampire writers embrace the radical challenge of the 
often androgynous figure of the vampire to dismantle patriarchy's reductive binary thought and behaviors. 
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The vampire represents the unity of opposites, a boundary breaker: male/female, good/bad, dead/alive; 
they defy the categories and constraints of culture. They offer the potential for a liminal space, in which 
contradictions and critiques can be worked through. The Hellmouth is a threatened space but it is a space 
for embodying contradictions embedded in society and for both recognizing some and tackling some.
 
(21) Contemporary radical feminist vampire writers have found in the figure of the vampire marvelous 
potential for radical re-appropriation. In their work the status of vampires as cultural indices and metaphors 
has been re-valued, aligning them with a new feminist carnivalesque. They infuse the age-old figure with 
new life. Writers such as Anne Rice, Poppy Z. Brite, Jewelle Gomez, Katherine Forrest, Angela Carter and 
Sherry Gottlieb have all re-appropriated the figure of the vampire and use it to question life and death, 
gender roles and romantic myths. Engaging with the challenge that conventional horror offers, of female 
victims and sexually voracious monsters, they have revived and reinterpreted the vampire to their own 
radical ends. They re-value the Mother, infuse their work with the disruptive power of the erotic, and centre-
stage the vampire in a variety of challenging forms: rock star, flâneur, gay/lesbian/queer. These figures 
provide social critique, highlighting and questioning the enforced fixity of roles and behaviors. In The 
Vampire Lestat, Lestat’s role as rock star almost endangers his everyday life as a vampire, although his 
endless energies exhilarate the readers as they do the audiences who revel in his ironic performance as 
vampire /rock star. Lestat realizes what Armand does in Queen of the Damned: humans adore the 
freedoms and energies vampires seem to represent, the way they act the part, act out the nightmares and 
tease the audience with the real/unreal, dead/undead performance. In the Theatre de Vampires in 
nineteenth-century Paris (Interview with the Vampire)the kick for the audience is the performance, 
enacting the vampiric draining to death. The kick for the vampires is double and ironic: that this is no 
performance- they really are draining someone’s blood. Audience conscripts and hapless one-night 
performers leave in coffins. Angela Carter’s “Lady in the House of Love” Countess falls victim to her own 
beliefs in romantic lies. A reluctant vampire who feeds on nocturnal animals and the odd wayward visitor, 
when she falls in love with the bicycling First World War soldier, she dies upon a kiss, leaving him a wilted 
rose. Romantic fictions celebrate the link between love and death, while offering eternity. Carter exposes 
their lies, while Sherry Gottlieb’s photographer vampire Rusty, in Love Bites(1999 ) is worldly wise: she 
offers love and a life free from disease to the dying cop who pursues her. They settle happily ever after, 
serial meals hidden in the complexity of activities of a big city.
 
(22) One of the fundamental challenges which the vampire enacts is to philosophical constructions 
underlying social relations. Whether used as the worst kind of terror to be exorcised or, in its contemporary 
form as potential social/sexual transgressor to be celebrated, the vampire disrupts polarized systems of 
thought. It undermines Western logical tendencies to construct divisive, hierarchical, oppositional 
structures. In restrictive, repressive eras the vampire's transgression of gender boundaries, life/death, day/
night behavior, its invasion of the sanctity of body, home and blood are elements of its abjection. But in its 
more radical contemporary form, it is no longer abject, rejected with disgust to ensure identity. And in 
Buffy there is opportunity for vampires and other monster figures to be similarly recuperated (some of 
them, at least). Vampires, as figures, are now being used to challenge repressive behaviors and offer 
alternative worldviews. We might well ask why it seems that vampires, and slayers, are part of a version of 
the imaginative projections of contemporary youth culture.
 

Vampires and Youth Culture: Sex, Drugs, Rock and Roll, Death and Subversion

 

The vampire is the only supernatural creature who has become a role model.
(Poppy Z. Brite Love in Vein 1 ix)

 

(23) Vampires are potentially exciting in their libidinal excess, their challenge to everything everyday. They 
are now an unavoidable part of our contemporary cultural consciousness. Some writers even track down 
“real” vampires. Carol Page, seeking those who identify as vampires, notes of “bored-stressed out 
Americans” that they:
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gladly escape into the fantasy of darkness, where exquisite men and women live in a world of power, 
wealth, and a rich yet perverse knowledge that comes from being very, very old. (8)

 

Fascination with vampires is frequently more radical and more fun. However, in the new economy of radical 
contemporary women's vampire fictions, violations of taboos are seen as a feminist/ queer challenge and 
revaluation. Vampire fictions are potentially imaginatively liberating and carnivalesque. In accordance with 
queer theory and Bakhtin's work on carnival and the grotesque (1984), we can see political/sexual meaning 
in the vampire's body in relation to that of his/her partner/victim. Vampires resist temporal and spatial 
fixity. They shape-shift, disrupting unified notions of character ( in Buffy this is largely indicated by facial 
distortions). They encourage and represent excess of blood and of eternal, devouring hunger. When this 
shifting excess is not punished, a radical challenge is issued to the polarized thought patterns and to 
conventional repressions and constraints.
 
(24) Vampire communities offer eternal life, albeit in a shape other than the everyday mortal one. This also 
aligns itself with the subversive, seductive promise of transgression {and performativity}. Armand in Anne 
Rice's Queen of the Damned is described as both demonic, a foul hideous predatory insect, and angelic, 
perpetually youthful and charming. The combination is compelling, disturbing the easy polarities of Western 
logic and Christianity:
 

Daniel stared hard at the creature before him, this thing that looked human and sounded human but 
was not. There was a horrid shift in his consciousness; he saw this being like a great insect, a 
monstrous evil predator who had devoured a million human lives. And yet he loved this thing. He 
loved its smooth white skin, its great dark brown eyes. He loved it not because it looked like a 
gentle, thoughtful young man, but because it was ghastly and awful and loathsome, and beautiful all 
at the same time. He loved it the way people love evil, because it thrills them to the core of their 
soul. (Rice Queen 106)

 

It is his beauty and his evil which attract Daniel, who longs to join the vampire company. Lestat, Armand, 
those of the blood religions in Anne Rice's Vampire Chronicles, and Poppy Z. Brite's wild youths are lost 
souls who sometimes play with the borders of death, defying it in their search for alternative reasons for 
existence. Transgressive, Poppy Z. Brite's characters refuse to replace the tired old order at the story's 
close. Always, in even their most extreme actions, they remind us of our similarity to them, and of our 
shared humanity.
 
(25) Angel is just this kind of figure. In “Becoming,” Part 1 (2021) we see his origins in 1753 Ireland, when 
he is attracted to Darla, whose offer to show him the world initiates him into vampire existence. Vampires’ 
performative nature is most often employed as “dressing to kill” as a vampire (which the new vampire 
Angel certainly does), fulfilling mortals' fantasies in their frock-coated disguises. As members of a parallel 
world parasitic upon our own yet longer lasting, they enable us to scrutinize ourselves, to look closely at 
our equation of desire and disgust, love and death, and to recognize the vampire in ourselves. Vampires 
constantly manage a complex masquerade of being human.
 
(26) There are also often not merely androgynous, but gay or lesbian, crossing gender as well as life/death 
boundaries. All gendered roles are recognized as constructs in postmodernism (see Joan Riviere, 1989), 
and vampires are a paradigm for this. Sue Ellen Case explains how the lesbian vampire can be read using 
queer theory which foregrounds same-sex desire without labeling the gender of those desiring and desired. 
Lesbian vampires, conventionally figured as monsters, are represented by contemporary women writers in 
a very positive light. Queer theory/belief by destabilizing “the borders of life and death,” refusing “the 
organism which defines the living as the good” (Case 3), positions the queer as “the taboo-breaker, the 
monstrous, the uncanny” (Case 3; Gelder 61), very much the role played by the vampire. Lesbian vampires 
in the work of Katherine Forrest, Jewelle Gomez and others are positive, nurturing figures, boundary 
breakers who need no punishment, powerful, sexually active women. Celebrating, dramatizing and 
recognizing the self in this “Other,” this strange being, is enabling, radical, liberating. The figure of the gay 
or lesbian vampire is the ideal icon of a celebratory otherness. In a new take on vampire fictions, Gomez' 
The Gilda Stories (1992) engages with transgression as liberation, through an African American lesbian 

http://slayage.tv/essays/slayage2/wisker.htm (8 of 15)6/17/2004 12:33:55 PM



Slayage, Number 2: Wisker 

vampire focus. Nite Bites (1996), the first collection of vampire stories by women, explores a feminist 
perspective on the genre located in the domestic. Socially and ideologically engaged, many tales, as in 
Poppy Brite's edited collections Love in Vein 1 and 2 deal with lesbian vampires and rescript romance.
 
(27) Today, then, at the end of the century, the vampire becomes the ideal myth to explore and enact 
imaginative, radical critique of restrictive, oppressive cultural regimes. It can be energetically erotic, critical 
of repression and hypocrisy, celebrating rather than demonizing women's sexuality and power. Much of the 
radical energy expresses itself through transgression of gender boundaries and the valorization of 
homosexual and lesbian relations, themselves most frequently seen as transgressive and marginal. 
Vampire fictions and the vampire myth in the hands of contemporary women writers explore and enact the 
practice based in queer theory by defying all boundaries, refusing categories and destructively oriented 
definitions of difference, expressing the carnivalesque. Vampires have some rather nasty social habits, but 
as metaphors they offer a fascinating parallel and perspective on our own lives. As Nina Auerbach says “the 
best vampires are companions” (Auerbach vii.) They are our others, and ourselves. This recuperation and 
celebratory transgression fuels much of Buffy, even though much else such as grade chasing and {prom 
dancing} is less challenging, quite conventional. Buffy occupies a space between the more radical 
contemporary women’s vampire fictions and the condemnation of the vampire and all forms of Otherness, 
or difference. In doing so, it attracts a wider audience, more used to teen soaps, and can cause them too to 
think about the nature of conformity and transgression, of hypocrisy and power relations, of recognizing the 
Other we abject, in our selves.
 
Updating Evil: Complexity and Performativity

(28) One of the things which is fascinating about the series and Buffy’s role within it is the negotiation 
between conventional representations of teenagers in such school- and college-based international soaps as 
Heartbreak High and Neighbors (both Australian) Grange Hill (British), Happy Days (U.S.) and the 
performative role of not just the vampires, but Buffy and her friends. In updating figures from myth and 
legend, the series highlights their constructedness in culture. It also refuses to punish. While truly evil 
vampires dissolve into dust nightly in large numbers at a stake in the heart, other monster creatures live 
on happily, supported by their friends, given space within the friendship society of the school. In this 
scenario, Buffy the series aligns itself with radical feminist or post-feminist horror; an intervention on the 
genre similar to feminist interventions in women's crime writing. Vampires, (Angel, and even Spike) witches 
(Willow) and werewolves (Oz) can be accommodated within the social circle; they do not have to be 
punished and destroyed. They are truly recognized as the alter egos of everyday teenagers. The horror 
“turn” is avoided: the creature of horror, the Other, is recognized as ourselves, and does not have to be 
punished and interred. Buffy does have it both ways: it is both an entertaining and rather typical teen 
series, and a radical feminist or post-feminist horror piece. Why it might more properly be considered post-
feminist is just because it does have it both ways. Buffy herself can be a conventionally attractive teenager, 
an American “Spice Girl” who through her performance highlights the constructedness of this role, 
displaying its appeal and its limitations. While her largely nocturnal role as a slayer dominates her life, she 
still has classes to attend, grades to try to keep up with, and friendships to maintain, as well as a mother to 
placate. Like the schoolgirls heroines of US and UK fiction—novels and comics—of a previous age, Buffy is 
both interested in being a “normal” teenager, conforming to some of the educational and socializing 
expectations of her years, and a subversive hypocrisy- and evil-destroying avenger.
 
(29) There are several kinds of evil which surfaces in people explored in Buffy. One kind of evil is 
conventional: pure, embodied, palpable, nasty, destroyed by the combined forces of good (teenagers 
working together with Giles). Another kind of evil is the everyday evil of those who oppress difference: 
Principal Snyder, Buffy's mother and the variously bewitched or straightforwardly bigoted witch hunters. 
Conventional horror relies upon such conventional representations of evil, and the ability of the genre to 
punish them, restoring a sort of order.
 

 . . . the pleasure offered by the genre is based on the process of narrative closure in which the 
horrifying or monstrous is destroyed or contained . . . .…the original order is re-established.

(Jancovitch, 1992, 9)
 

In the episode “Lie to Me,” Rupert Giles and Buffy's discussion ironizes the closure of conventional horror, 

http://slayage.tv/essays/slayage2/wisker.htm (9 of 15)6/17/2004 12:33:55 PM



Slayage, Number 2: Wisker 

highlighting how blinkered and inappropriate it is.
 

Buffy: "Does it ever get easy?" Giles: "You mean life?" Buffy: "Yeah, does it get easy?" Giles: "What 
do you want me to say?" Buffy: "Lie to me." Giles: "Yes, it's terribly simple. The good guys are 
always stalwart and true, the bad guys are easily distinguished by their pointy horns or black hats, 
and, uh, we always defeat them and save the day. No one ever dies, and everybody lives happily 
ever after." Buffy: "Liar."

(Lie to me)
 

(30) There is also a third kind of “evil” or set of figures who have conventionally been represented as evil. 
And it is here that the text becomes more post-modern. The other halves of Willow, Oz, and Angel are all 
figures of conventional evil who are in fact heroes within the show. They are split selves whose Other can 
be tolerated, managed, is recognized as part of ourselves. Buffy destroys Angel to save the world from 
Acathla (Becoming ,II), but he returns and is recuperated despite a stunningly extensive set of victims who 
suffer directly at his hands when (as Angelus) his soul has been lost. Fans writing to the Internet sites 
doubted the credibility of a potential recuperation. But how could we lose Angel? And in a sense, he is not 
to blame. He has to be recuperated. To a lesser extent, tolerance and nurturing of the full moon werewolf 
Oz is similar. Like a wayward sibling, he is locked up for his own and everyone else's protection. Here 
Buffy’s organizing and nurturing character appears. Working with Willow and her friends, she ensures that 
Oz is protected from himself, as others are protected from him. The cage in the library is a very “normal” 
kennel for Oz the werewolf.
 
(31) Other reversals of the representation of women as victim or evil figure are fascinating in Buffy. Buffy 
herself is a moral figure; she stamps out/kick-boxes or stakes out evil, exerting her power over its several 
manifestations. She is attracted by an unconventional vampire who tries to curb his feeding habits, but her 
attraction to and affinity with vampires does not turn her into the voracious femme fatale usually 
associated with, for example, the power relationship between Count Dracula and his chosen women. And in 
fact the fifth-season opener, with Dracula’s failed attempt to convert Buffy, specifically repudiates such a 
relationship. Even when bewitched enough to select Spike, her desire is nicely, neatly, conventionally, 
ironically directed at wanting to get married. She took a great deal of time before she slept with Angel.
 
(32) But on the other hand, Buffy does not buy into the conventional safety constructions for young women 
in conventional horror: woman’s purity, need for protection, vulnerability to treacherous seduction which 
can leave them actively over-sexed, morally badly behaved (!) and then sacrificed (as a societal 
punishment). Denis Wheatley’s Christina in To the Devil a Daughter (1953) is a good example. Christina’s 
father sold her to the Devil at birth. She turns into a seductive vamp (definitely seen as demonic: drinking 
alcohol, smoking, trying to seduce young men) on the eve of her twenty-first birthday. Christina is 
eventually is rescued by her future husband who lies, saying that she is no longer a virgin—so her worth to 
the devil would have plummeted. Of course, she no longer wants to drink, smoke, seduce young men when 
her soul is no longer the devil’s property. Today, Buffy herself does not bother with the heathen mythic 
protection of virginity. She is a modern young woman without being either a pure virginal character or a 
rampant femme fatale. Her role refuses this dichotomy of a past age. Instead, it embraces both Buffy's 
moral role as slayer superhero, and her normal impulses as a teenager in love with Angel. Again we have it 
both ways.
 
(33) But this is not to suggest that the high school community is riotous, unconventional, liberated, despite 
some strange nocturnal activities. For example, magic for its own sake is to be controlled rather than let 
loose. And no one in Buffy’s group on the Hellmouth thinks to use the supernatural to further their own ends
(or not for long).Those who dabble in spells for wicked ends—even manipulative love potions—cause havoc. 
There is a certain sense of order in the high school community perched precariously on the leaking hell 
mouth. Willow casting a love spell, gets it all wrong (Something Blue). Only good spells really work 
effectively and are not punished. Magic is fine, mythical figures are recuperated, but basic values of 
maintenance of life must be preserved. Buffy and her witch, werewolf or vampire friends are very aware of 
the roles they play, and this heightened sensibility is also a feature of contemporary more radical horror.
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(34) With radical feminist vampire writing, of which Buffy the Vampire Slayer is a special case, the trick is 
to recognize the performativity: the characters self-consciously act out an often hyped-up, self-aware, even 
parodic version of being a vampire or a monster, and their alter egos or in this case, slayers. 
Postmodernist, self-aware magical horror figures then attack real evil themselves, and question, or 
undermine, the complicit complacency of a repressive society (represented by such characters as Principal 
Snyder). They carry on with their good work against a context, on the Hellmouth, of a collusive and 
repressive society which cannot itself see any of its own dark sides. Mothers who would hand their 
daughters over to be burned as witches, principals and mayors(planning ascension as demons) who lurk on 
the edge and enable the evil to be let loose, and other collusive power figures all remind us of the Salem 
witch hunts. In a reference to these witch hunts, Buffy’s own mother, Joyce fails to recognize real evil, and 
victimizes her own daughter as a consequence. Joyce would, it seems, see Buffy burned as a witch when 
doubting her real value (Gingerbread, 2nd series). Yes, she is bewitched herself of course, but it says a 
great deal about mothers! In Gingerbread the Babes in the Wood fairytale is reread. A Hansel and Gretel 
demon dons the guise of the two lost children. The inhabitants of Sunnydale, believing witches sacrifice 
young children (Wiccans such as Willow don't) turn against the girls and drag them to the stake. This 
incident replicates the obsessions of the Salem witch hunt and trials (1692) when 19 men and women, 
convicted of witchcraft, were hanged on Gallows Hill, Salem village. Arthur Miller's play The Crucible 
emphasized a political reading of witch hunting (stamping out what seems to refuse to conform—his 
indictment of the communist witch-hunting of the McCarthy era). It also frighteningly dramatized the 
obsessive, accompanying madness. Buffy’s mother is on a high of suburban domestic conformity when she 
incites local activism. The treatment of Buffy, Willow and teen witch Amy also says a great deal about 
conventional societies' ethical blips over the punishment of witches as scapegoats, the loading of all evil 
onto poor witches/marginalized old ladies, in order to try to embody and erase an evil which actually 
resides in all of us.
 
(35) If conventional society fails to recognize that evil is a product of its own rifts, leaks up through its own 
everyday hellmouths, emerges from the cracks and fissures in what seems like an everyday conformist 
society, then this blinkered ignorance will lead to chaos. Buffy and her self-aware evil-slaying friends know 
this. They point out the hypocrisy of such pretence. They act. As teenagers in an everyday conformist small 
town, however, they are all subject to the controls of some of the very figures whose hypocrisy and 
blinkeredness they point out.
 
(36) Graduation Day, part II, is a fine example of Buffy and her friends taking on the powers of tangible 
evil, head on. The mayor plans ascension as a demon and times his major moment of shape-changing to 
coincide with his speech to the graduation class of 1999. The scene is set for one rite of passage, 
graduation, as another, ascension, builds up. Rows of gowned, ostensibly demure teenagers watch Principal 
Snyder’s sycophantic introduction, hear his snide remarks about how they only just made it to graduation. 
Then they watch the mayor proceed through his cue cards about maturing and ascending to a higher state. 
He does not know they know what he has planned. Every ambiguity rings home to all the students. An 
eclipse covers Sunnydale, the hellmouth opens. At the moment of his transmutation he turns into a 
monstrously fanged huge serpent, like the sea beast Perseus slays to rescue Andromeda in the legend, like 
Japanese horror film monsters, like “Mother” in the film Aliens. The darkness enables his vampire hordes to 
encroach on the graduands, from behind. But Buffy and all her year are ready like a medieval army, 
shooting crossbows of burning wooden stakes, impaling vampires with swords and short stakes, while in 
the other direction, twentieth-century flame-throwers engulf the monster, one of whose first victims, 
fittingly, is Snyder.
 
(37) Though the embodied force of evil writhes rapidly through the school its followers have infested, Buffy 
is more than a match. She has switched gender roles. She can taunt the mayor/ monster with his/its 
beloved Faith’s blade and she can lead it to its death as the school is detonated into a huge ball of cleansing 
flame. The team are preserved, the evil is gone, the high school years are over, but they can all carry on 
into a new life in college. Although Angel says he must leave after Buffy has revitalized him with her own 
blood, his troubled appearance at the edge of the burning school, at a distance from the jubilant Buffy 
gang, promises the viewers that he will be back. This episode pulls together all the themes of school chum 
energy and unity against the hypocrisy and evil of the demonic (and of local society embodied in the 
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demonic). Buffy’s own mythic gendered role reversals cast her as Perseus slaying the monster; and here 
also the post-modernist, post-feminist take on the vampire-slayer role emerges. The obviously demonic evil 
vampires are reduced to ashes by the protectors of good and innocence—the school group. Buffy, however, 
has proven her recognition that not all vampires are evil: they are parts of us, like us. Her love for Angel 
almost kills her. The violently erotic near-draining of Buffy by Angel, dying, deliberately provoked to attack, 
emphasizes the technical equation of love and death in vampire fictions, but this time deliberately, 
consciously sought and survived (helped by her friends and modern medicine).
 
(38) As an example of radical contemporary vampire or horror fictions, Buffy and her friends offer an 
alternative way of coping with difference. That they are mythical figures (witches, werewolves, vampires) 
does not mean they need to be punished within and by society, certainly not in the context of their own 
take on society. They don't really do any harm. In the economy of this exchange their positions are part of 
the harmonious balance of a more tolerant and self-aware society—these teenagers’ version of a twentieth/
twenty-first century society which refuses polarization of good, bad, black, white, male, female, dead, 
undead.
 
(39) Quite apart from being immensely entertaining, then, Buffy the Vampire Slayer recognizes that the 
constructions of evil are part of our society, part of ourselves, and must be brought out of the Hellmouth, 
out of the neat houses and principal’s study and into the open; faced up to, managed, not merely 
scapegoated.

  
Conclusion 
 

Vampires were supposed to menace women, but to me at least, they promised protection against a 
destiny of girdles, spike heels and approval.

(Auerbach, 1995, p.4)
 

(40) Vampire tales, a special case of fantasy for young women, have been embraced as offering a popular, 
deviant alternative sense of youthful energy, and of teenage rebellion. Young in the 1950’s when girls’ 
comics were widespread and read by many young women, Nina Auerbach recalls vampire fictions, and I 
recall voracious devouring of horror fictions of all sorts—comics, films, the lot.
 
(41) Buffy maneuvers on a new crossroads of genres—girls’ adventures, Superwoman, Spice Girls’ girl 
power (Spike: “Oh, not with the girl-power bit” Something Blue 1999) and vampire fictions. Buffy, her 
friends and her adventures, operating in the liminal space of the Hellmouth, challenge the symbolic order 
(rules, conformity) and enact adventures in the imaginary or fantastic space, while also seeking the sane 
everyday conformity of teenage romance, high school dances, grade chasing. The fantasy escape world is 
ours as much as theirs; it enables us, the viewers, to side with a good which is for fun-loving, against the 
multiple evils—tangible nastiness from either side of the Hellmouth, whether male conformist power 
regimes or monsters. What Buffy does matters as it did for these earlier young women. Like the wedding 
wreckers in the Girls Crystal Annual, Buffy exposes hypocrisy, her own performativity highlighting that of 
others who are unreasonable and destructive—perhaps the more effectively because, unlike the earlier 
young women adventurers, hers is a sexualized role, not restricted to older, narrower constructions of 
female goodness]. The values Buffy upholds are eternal ones of loyalty to friends and family and oneself 
and carrying out a mission you are born to. The only lives she destroys are those of monsters, ghouls, 
zombies and vampires—the mean ones, not the flip sides of her friends and lover. When in Bad Girls (1999) 
Faith, the other slayer, shrugs off an accidental murder, Buffy is shocked. Not defiant of all human order 
and morality herself, Buffy cannot explain or tolerate such immoral wildness, even in the cause of cleaning 
up the town (or the world). Faith is eventually revealed as mad, and bad.
 
(42) But what is good and what evil is more difficult to negotiate and define in these more complex times 
when every bad guy is not wearing a trench coat or a squint but could appear in an attractive form, at least 
at first. Werewolves, vampires and witches are among Buffy’s friends, but they are not bent on evil deeds 
(though the odd accident occurs). In fact, they fight evil; their stake is subliminal, the boundary between 
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the hellish, the monstrous, and the everyday. They trouble these neat boundaries, showing them to be 
constructions. The monster in ourselves can be lived with in Buffy.. But what cannot be tolerated is the 
constructed hypocrisy of the American Dream: support for oppressive evil figures in roles of power; the 
condemnation of young women to the stake (Salem) and those of a different political cast to exile 
(McCarthy); the nurturing of boy-next-door serial killers. Monsters emerge from the locker room, on the 
walk home, or in the library In Buffy, appropriately, what’s next door and everyday is about transmute into 
something nasty; it is often a dangerous fake.
 
(43) The reasons for Buffy’s wide audience are many. Buffy’s message and formulae are similar to radical 
feminist vampire fictions: the transgression, the carnival and the excess, and the irony are all there. She 
also carries on the tradition of the independent schoolgirl adventurer. Finally, Buffy’s own, complex, 
attractiveness is compelling and that of the lover she engages, the teenage thinking girl’s vampire, Angel, 
is unavoidable.
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Stacey Abbott 
A Little Less Ritual and a Little More Fun: 

The Modern Vampire in Buffy the Vampire Slayer
  
(1) The Prophecy, the Hellmouth, The Brethren of Aurelius, The Master, The “Anointed” One, the “Chosen” 
One, a vampire with a soul—the very language used in Buffy the Vampire Slayer suggests an adherence to 
a conception of the vampire defined by superstition and tradition. Given the changes within the vampire 
genre in recent years with modern hybrid films such as Kathryn Bigelow’s Near Dark (1987), Joel 
Schumacher’s The Lost Boys (1985) and Steve Norrington’s Blade (1998), it is interesting to note that Joss 
Whedon’s vampires seem to mark a return to a pre-modern representation of vampirism. 
 
(2) Paul Heelas, in his book The New Age Movement, argues that tradition is “embedded in the established 
order of things. By definition, tradition-informed ways of life are those in which the person thinks in terms 
of external loci of authority, control, and destiny rather than going within to rely on themselves.”[1] His 
argument about tradition based pre-modern culture clearly applies to many of the superstitious villages of 
vampire literature and early vampire films, where villagers believed in the supernatural and placed their 
faith in superstition, ritual, and religion. Sunnydale, a small town located on the Hellmouth, appears to 
mark a return to this type of “tradition informed” culture where all of the world’s evils are clearly projected 
onto an external force (the mouth of hell), the vampire is simply a supernatural “revenant” defined by 
superstition, and the slayer is ruled by destiny . . . or is she? I will argue in this article that although the 
show Buffy the Vampire Slayer appears this way at first glance, it has, with each season of the television 
series, gradually disembedded itself from these traditions in order to create a modern vampire and slayer, 
both independent and self reliant. 
 
(3) The process of breaking from tradition is in the first instance gradual manipulation of the conventions of 
the vampire genre. These conventions are primarily manipulated by emphasizing the physical over the 
spiritual in the show’s iconography as well as the representation of the vampires and slayers themselves. In 
her fight against the vampires, Buffy’s main weapons are her wooden stake and crucifix traditionally chosen 
for their symbolic and religious significance. Although these weapons are key icons of 19th century vampire 
literature, namely Bram Stoker’s Dracula (1897), and more importantly play a vital role in the early filmic 
adaptations of Dracula, they have little role to play within most recent examples of the modern vampire 
genre. 
  
Iconography 
 (4) The Crucifix. From the 1970s onwards the significance of the crucifix to vampires has been 
continually challenged throughout the genre. In George Romero’s Martin (1977), the supposed vampire 
Martin challenges his superstitious uncle’s beliefs and completely undermines traditional vampire 
iconography by first biting into a clove of garlic and then holding a crucifix to his face while explaining, in 
the most dismissive tone, “that there is no magic.” Stephen King makes a similar critique of the modern 
church in his vampire novel Salem’s Lot when his failed priest, Father Callahan, stands up to the master 
vampire, Mr. Barlow, only to have his fear undermine his faith and the power of the cross with it. With his 
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faith gone, the cross in his hand simply becomes a “piece of plaster that his mother had bought in Dublin” 
and Barlow plucks it from his hand with ease, snaps it in two and throws it to the floor. Barlow reminds 
Callahan that “without faith, the cross is only wood”[2] and has no power. This crisis in faith is taken up 
again in Fright Night (Tom Holland, 1985) when the B-movie vampire killer Peter Vincent holds up a cross 
to the vampire Jerry Dandridge and, in his best ham-actorly voice, commands the vampire to step “back! 
Creature of the Night!” to which the vampire laughs and responds, like Barlow, “You have to have faith for 
that to work on me.” Both novel and film suggest that in the modern world faith is a rare commodity, a fact 
that explains the speed and the ease with which the vampire infiltrates the community. 
 
(5) In Buffy, however, the crucifix is restored as one of the key weapons in the slayer’s fight against evil, 
suggesting that the show is a return to more traditional vampire mythology. Buffy and her friends 
repeatedly carry crosses as a means of protection. This is quite anomalous to the rest of the society who, 
unaware of the existence of vampires, do not wear the crucifix as a sign of faith or protection. In “Welcome 
to the Hellmouth” Angel gives Buffy a crucifix which she wears throughout most of the four seasons both as 
a talisman against danger and as a symbol of her secret identity as the Slayer. Despite its effectiveness, 
however, its role within the show seems to suggest a growing separation between its image and its 
religious significance. In “Nightmares,” the Master explains the nature of fear to the “Anointed One” by 
explaining his own fear of the cross. As he slowly approaches a large crucifix, a reminder of the ruined 
church within which they live, he explains that “We are defined by the things we fear. This symbol, these 
two planks of wood, it confounds me. Suffuses me with mortal dread. But fear is in the mind. Like pain, it 
can be controlled. If I can face my fear, it cannot master me.” As he speaks his final line, he grasps the 
cross to demonstrate his control of the fear but as he touches it, the skin of his hand begins to burn and 
the sound of sizzling is heard on the soundtrack. 
 
(6) Similarly in the episode “Angel,” when Buffy and Angel kiss on the dance floor, the shape of Buffy’s 
cross is burnt into Angel’s chest where it was pressed against him in their embrace. In this case however, 
the cross does not seem to fill Angel with dread as it does the Master and he does not turn away from it 
like Dracula in Browning’s adaptation of Stoker’s novel (1931), but it simply has a physical effect upon him 
like an allergy. This is supported by other vampires’ contact with the cross throughout the series. Spike 
wears leather gloves so that he can hold the Du Lac cross without any physical reaction in “What’s My 
Line?” while the homicidally insane vampire in “Helpless” ignores Buffy’s threat by forcing her cross onto his 
skin and allowing it to burn into him. This has much in common with the film Blade which abandons the use 
of the cross in this modern secular world and, as John J. Jordan explains, regards the characteristics of 
vampirism as a scientific phenomenon.[3] For instance, while crosses are ineffective in the film, garlic and 
silver are not for they produce an allergic reaction in the vampire. The Van Helsing character, Whistler, 
offers a scientific explanation when he argues that the vampire’s response to these weapons is to go into 
anaphylactic shock. My point is, therefore, to suggest that while the presence of the crucifix in Buffy seems 
to maintain the association of vampires with evil, its Christian meaning seems to have faded for the modern 
generation of vampires, and it has become, like other religious symbols,[4] simply another weapon to be 

used by the Slayer like a wooden stake, a quarter staff, a cross bow and even a rocket launcher. 
  
(7) Blood. Similarly the significance of blood to the vampire has changed BtVS from earlier vampire 
incarnations. McNally and Florescu argue that the notion of vampirism grew out of the moment when 
ancient man 
  

discovered that when blood flowed out of a wounded beast or a fellow human, life, too, drained 
away. Blood was the source of vitality. Thus men smeared themselves with blood and sometimes 
drank it. The idea of drinking blood to renew vitality thereupon entered history.[5] 

  
In Stoker’s Dracula, the exchange of blood is ripe with symbolic and holy significance evoking or suggesting 
taboo forms of sexuality, holy communion, birth and death, as well as the creation of a psychic link 
between vampire and victim (i.e. Mina and Dracula). In Buffy blood has simply come to mean food to the 
vampires. Angel survives on pig’s blood which he buys from the local butcher and keeps in his fridge; Darla 
equates the chaos of a natural disaster with picking “fruit from the vine” (“Angel”); while Spike describes 
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humanity as little “happy meals on legs” (“Becoming” Part 1). While an exchange of blood does result in 
one’s transformation into a vampire, to simply be drained and killed means death and nothing more. The 
taste for blood no longer seems to be the source of the vampire’s immortality but simply a by-product of it. 
  
(8) Sunlight. Nina Auerbach has argued that the pre-Dracula vampire was a spiritual creature that gained 
vitality from the moon for “like the moon, they (vampires) live cyclically, dying and renewing themselves 
with ritual, predictable regularity. A corpse quivering to life under the moon’s rays is the central image of 
mid-century vampire literature.”[6] Stoker’s Dracula himself gained power by night and was trapped during 
daylight hours in a physical form. 19th Century literature produced a series of vampires that seemed to 
transcend the physical in favor of the ethereal, and it was predominantly with the advent of the modern 
medium of cinema that the vampire became increasingly defined by his/her physical form. The shift from 
spiritual empowerment by night to physical destruction by sunlight came about most notably in F. W. 
Murnau’s 1922 unofficial adaptation of Dracula, Nosferatu, which used the capabilities of cinema to suggest 
that vampires could be killed by sunlight. As the sun rises, Count Orlock simply fades into nothingness with 
the assistance of a slow dissolve. Since then the dangers of sunlight remained a consistent characteristic of 
the vampire, adopted in most vampire films and literature as a common threat to the vampire if not always 
the primary method of destruction. Most notably, Hammer Studios” The Horror of Dracula (Terence Fisher, 
1958) features a dramatic death scene where Dracula is burned to ash and bone by rays of sunlight. 
 
(9) In recent decades the power of the sun has become increasingly prevalent as a means of destroying 
vampires in such films as Fright Night, Fright Night Part 2 (Tommy Lee Wallace, 1988); Near Dark; and 
Interview with the Vampire (Neil Jordan, 1994). In fact both Near Dark and Interview with the Vampire 
suggest that the sun (and fire by association) is the only means of killing the modern vampire. Sunlight is 
such a key component of the vampire genre that the pilot episodes of Buffy self-consciously pays tribute to 
the tradition when Buffy reminds the vampire Luke about the dangers of the sunlight, before smashing part 
of the blacked out window, allowing light to stream in. Momentarily distracted by what he thinks is sunlight, 
Luke screams in pain before finally realizing that it is artificial light and confusedly turns back to Buffy who 
quips, “It’s about nine hours from now moron” before staking him through the heart in the “old fashioned” 
way. 
  
(10) Physicality. The growing threat of sunlight in vampire mythology however does indicate an 
increasing emphasis upon the physicality of the vampire. Gone are the traditions of vampires who can 
transform themselves into vapor or other creatures. Lord Ruthven, in Dr. Polidori’s The Vampire (1819), 
was suspected of having transformed himself into moonlight while Dracula could transform into vapor, 
wolves and rats. The vampires in Buffy are, like the humans that surround them, singularly defined by their 
bodies. They burn, they feel pain, they can be sick, they can be poisoned. When Darla shoots Angel in 
“Angel,” she explains that bullets cannot kill vampires but they will hurt like hell. When Spike is rescued 
from the debris of the church fire by Drusilla at the end of “What’s My Line,” he is injured and is revealed in 
a later episode to be confined to a wheelchair. In the first part of the third series finale, “Graduation Day,” 
Faith[7] shoots Angel with a poisoned arrow which causes him to faint, develop a high fever, become 
delirious, and almost die. 
 
(11) The emphasis upon the physical over the spiritual throughout the series is further demonstrated by 
the equation of the Slayer’s powers with her physical strength. In classic vampire literature and films, those 
who face the vampires, like Dr. Van Helsing, have traditionally been learned scientists or religious figures 
who triumph over the vampire through virtue and intelligence. Peter Haining describes the vampire hunter 
as “one of the most courageous figures to be found in the pages of horror fiction. A man who ventures into 
the world of the Undead armed only with a crucifix, a wooden stake, a bottle of holy water and some 
garlic”[8] (my emphasis).While Buffy possesses both virtue and intelligence, which clearly explain what 
makes her a superior Slayer to Faith, and has all of the accoutrements listed by Haining, it is her physical 
prowess and skill in combat that distinguish her from the great vampire hunters and make her a threat to 
the vampire/demon world. 
 
(12) In the third season episode “Helpless,” when Buffy is forced to undergo an ancient rite of passage on 
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her 18th birthday which takes away her strength and co-ordination, her friends talk about it as if she has 
lost her “powers” and equate this loss with Superman losing his superpowers. Her training involves 
developing her skill with different, more sophisticated weapons, and her encounters with the underworld 
always involve a knockout brawl. Since modern vampires do not sleep rather conveniently in coffins within 
their own tombs (as in Dracula), the Slayer cannot rely on killing them in their sleep but must face them 
awake, usually in groups and at their strongest. It may seem odd that no matter how demonic the villain, 
Buffy can win in a good fight, occasionally toting a ritualistically determined weapon. I would argue that 
this trait is key to the series for both the Slayer and the demons are physically determined beings, bound 
by the same laws of nature, not as we understand them but laws of nature established and consistently 
developed in the world of Buffy. 
  
(13) Mythology. While the show’s play with generic conventions begins to demonstrate a gradual break 
from tradition, it is through the overarching narrative to the series that we witness the self-conscious break 
from superstition and tradition based conceptions of vampirism to a modern secular view. This narrative 
unfolds through the evolving opposition between vampire and slayer and as Gregory Waller argues, “the 
bloody confrontation between man and monster is linked with questions about the role of faith and the 
status of science in the modern world-in the broadest sense, with the relationship between civilization and 
the primitive”[9]. That relationship however is not a simple, clear cut opposition but rather a cleverly 
intertwined relationship, for the vampire and its slayer are intrinsically linked in vampire fiction. Whether on 
the page or on film, the changes in one prefigure the changes in the other. 
 
(14) The title of this article, “A little less ritual and a little more fun,” is a line spoken by the vampire Spike 
in the second season of the series, after his initial arrival in Sunnydale (‘School Hard”), when he decides to 
forgo the ritualized worship and genuflecting toward the “Anointed One,” the vampire successor to The 
Master, and kill him instead. Spike’s entrance marks a decided shift from pre-modern to modern vampire. 
His arrival in Sunnydale is pre-figured, however, by the arrival of the young Slayer the year before, who 
like Spike, walked into a ritualized world of vampires and vampire slayers, the Brethren of Aurelius on the 
one side and The Council of Watchers on the other, structured like opposing religious sects. 
 
(15) Both the Brethren of Aurelius and the Council are presented to the young Buffy as decidedly foreign 
and “Old.” Giles, the representative of the Council of Watchers, is presented as English, cool, officious and 
linguistically dense, while the Master looks ancient and monstrous in appearance and his language is based 
upon old world manners of speech. He, like Giles, often speaks in purple prose, quoting rituals and 
prophecy such as the following pronouncement about the arrival of the Anointed One: 
  

Five will die, and from their ashes the Anointed One shall rise. The Brethren of Aurelius shall greet 
him and usher him to his immortal destiny . . . “As it is written, so shall it be.” 

  
This recitation is quite similar in style and substance to the prophecy of the Slayer as quoted by Giles in the 
first episode of the series. 
  

Into each generation, a Slayer is born. One Girl, in all the world, a Chosen One. One born with the 
strength and skill to hunt the vampires, to stop the spread of their evil . . . 

  
As has been observed by Rhonda Wilcox in “There will never be a “Very Special” Buffy,” this use of 
language is quite distinct from that of Buffy and her friends. Wilcox argues that the role of language within 
the series is to establish an opposition between the world of adults and the world of children thus equating 
the transformation into a vampire with growing up.[10] Although I agree that this is a major element of the 
series, I would argue that this opposition additionally tracks the evolution of the vampire (and slayer) from 
the “old world” to the modern world. The series initially equates vampirism with an old world, primarily 
Christian, conception of vampire mythology. As Paul Barber points out in his book Vampires, Burial and 
Death , the concept of vampirism clearly prefigures Christianity, as myths of vampires exist in virtually 
every culture dating back thousands of years, but the development of Christianity had a huge effect upon 
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the evolution of vampire mythology. Within the Eastern European vampire myth, the causes, Barber 
suggests, for vampirism are many but include causes such as damnation, excommunication, birth on holy 
days, and conversion to a non-Christian religion.[11] 

 
(16) Defined as the antithesis to Christianity, the vampires of the Brethren of Aurelius are like the vampires 
of 19th century folklore and much of its fiction. They are structured like a religious order worshiping one 
master, “The Master,” like a High Priest. This is demonstrated in the first episode of the series, “Welcome to 
the Hellmouth” when the Order is introduced by a crane shot moving down from the high school above to 
the remains of a ruined church buried beneath the town. The space is filled with candles and as the camera 
tracks through the lair, a voice is heard chanting “The Sleeper will wake . . . The Sleeper will wake . . . The 
Sleeper will wake.” The film cuts to a close up of the speaker, Luke, as he kneels before a large pool of 
blood positioned in the center of the space like a religious alter and completes his chant with the words 
“And the world will Bleed . . . . Amen.” Luke’s prayer prefigures the Master’s resurrection from the pool 
later in the episode. 
 
(17) In the second part of the pilot episode, “The Harvest,” after the Master has risen, a religious ritual is 
performed to prefigure the Harvest and release the Master to the world above. The ritual is to prepare Luke 
to be the “Vessel” for the Master, linking the two so that Luke can go to the surface to feed and transfer his 
strength to the Master. This ritual is presented as an inversion of the Christian rituals of Communion and 
Ash Wednesday. First Luke kneels before the Master and literally drinks from his hand, while the Master 
chants “My blood is your blood. My soul is your soul,” to which Luke responds “My body is your 
instrument.” The parallels with the symbolic drinking of Christ’s blood in Holy Communion is clearly evoked 
in this ritual. Furthermore, the Master’s gesture of drawing a symbol of “The Vessel” on Luke’s forehead 
with the blood from his hand to mark the beginning of the Harvest, a ritual of indulgence, is reminiscent of 
the ritual of a priest drawing a crucifix out of ash on the foreheads of his congregation to symbolize the 
beginning of Lent, a period of penance and abstinence. 
 
(18) Similarly, the Council of Watchers, as represented by Giles, is also presented like a religious order 
bound by tradition, rituals, and superstition. When Giles seeks to convince Buffy of her birthright, he recites 
the prophecy of the Chosen One quoted above. As Buffy and her friends regularly congregate in the library, 
it becomes a religious center for study and research as well as a sanctuary from the evils of the Hellmouth. 
It has an altar for the books of knowledge, the folkloric bibles upon which the Council’s belief is based, and 
Giles is the high priest of this knowledge. Buffy and her friends constantly return to consult with Giles in the 
same manner that the vampires return below to report back to the Master. The opposition between these 
two sects and their beliefs is supported by the fact that the Hellmouth upon which the Master rests, is 
directly below the library as revealed in the final episode of the first season, “Prophecy Girl.” 
  
The Slayer Tradition: The Evolution of Buffy the Vampire Slayer 
(19) The subversion of tradition is gradual from season to season, but Buffy’s modern attitude and 
language, does, however, increasingly chisel away at the ritual and traditions of the Slayer. She regularly 
mocks the sanctity of her duty, ‘sacred Duty, yadda yadda yadda” (“Surprise”), and confounds Giles with 
her use of slang and pop culture references, “My spidy sense is tingling” (“I Robot, You Jane”), Buffy notes, 
evoking the Marvel Comic hero. As Giles points out to her mother, who asks about Buffy’s difficulties with 
History, Buffy “lives very much in the now, and history, of course , is very much about “the then” . . . 
” (“Angel”). In the end it is her embodiment of the “now” that gives her an edge against the vampires with 
whom she does battle and the council for whom she works, for her actions consistently undermine their 
expectations and confuse their tradition bound perception. 
 
(20) From the start of the series, however, the hallowed nature of the Council is most subtly undermined 
by Buffy’s independence and the emergence of the ‘Scooby Gang”[12]—Buffy’s friends Willow, Xander and 
eventually Angel and Cordelia—as more powerful allies to the Slayer than the traditions and rituals of the 
council. The Slayer is by tradition supposed to work alone in secret with only the supervision of her 
Watcher. That her friends become a further source of her power is however acknowledged by a number of 
her enemies such as Spike who complains “A Slayer with family and friends. That sure as hell wasn’t in the 
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brochure” (“School Hard,” 2003) and Adam, the demon/human hybrid of season four, who does his best to 
control her by separating Buffy from her friends. 
 
(21) In “Prophecy Girl” (1012), the final episode of the first season, Buffy undertakes her first real act of 
rebellion against Giles and her duty when she is told that the prophecy dictates that she will face the 
Master and die. While both Giles and Angel are afraid for her, they feel bound by an adherence to the 
prophecy. They believe that what it dictates will come to pass and the threat of the Master is too great to 
ignore. Buffy, however, demonstrates her refusal to be bound by prophecy and tradition by choosing to quit 
instead. For the first time, she scoffs at Giles” worship of the books and challenges his usefulness to her by 
throwing his books back at him and demanding “The Signs! Read me the signs! . . . Tell me my 
fortune! . . . You are so useful sitting here with all of your books. You “re really a lot of help.” To complete 
her confrontation with Giles, Buffy, in a self-consciously symbolic gesture, rips the crucifix from her neck 
and throws it to the floor. 
 
(22) This outburst causes Giles to question the usefulness of the Watcher and the Council in the modern 
world and encourages him to take action that will pre-figure his own break with the Council in the third 
season (“Helpless”) by prioritizing Buffy’s safety over tradition. He ignores prophecy, responsibility, and 
ritual and decides to face the Master himself. In her final act of defiance, however, Buffy returns to the 
library determined to save the world, knocks Giles unconscious, and resumes her role as Slayer by her own 
volition. It however, requires each of the characters to defy tradition and prophecy in order to help Buffy 
destroy the Master. Giles, Willow, Cordelia and Ms. Calendar work together to locate the Hellmouth and 
fight off the demons and vampires when it opens in the library. Similarly, Xander follows his heart and 
forms an alliance with Angel to find and help Buffy. This defiant act not only saves Buffy from death when 
she is found face down in a pool of water after the master has risen, but also defies the prophecy and 
marks a new phase in her development as a Slayer. After she is brought back to life by CPR, returned to 
life like a vampire, she is stronger and more in control then before. By the end of the episode, each 
character has contributed to the fight, defying the traditions of the Council and it is the formation of the 
“Scooby Gang” that marks the shift in power from old to new world. 
 
(23) From this point onward, Buffy increasingly leads a shift in her ranks away from the traditions of the 
Council to the modern methods of the Scooby Gang, with Buffy gradually replacing Giles as leader. Both 
Willow and Xander come to embody the modern institutions of science and the military through Willow’s 
computer science skills merged with a scientific interest in witchcraft and Xander’s memories of military 
protocol from a demonic spell that turned him into a soldier. Paul Heelas argues that in the modern world 
  

Increasingly, . . . people have ceased to think of themselves as belonging to, or as informed by, 
overarching-systems. Such disembedded, desituated or detraditionalized selves, the argument goes, 
have adopted cultural values and assumptions which articulate what it is to stand “alone”—as 
individuals—in the world.[13] 

  
Buffy’s emergence as leader of the gang is directly predicated upon her detraditionalizing herself in Heelas’ 
sense and gradually building up her ability to stand alone against her worst fears and enemies. This is most 
dramatically articulated in the finale of the second season, “Becoming,” when Buffy must act in Giles” 
absence (as he is being tortured by Angel), to protect the gang, rescue Giles and face Angel on her own. As 
Angel prepares to deliver what he thinks will be the fatal blow, he attempts to use her isolation against her 
by pointing out how everything she holds dear has been stripped away from her, “That’s everything huh? 
No weapons, no friends no hope. Take all that away and what’s left?” to which she responds “Me” as she 
catches the blade between her two hands and turns the fight back on Angel. The process of seemingly 
stripping everything away from her has taken her to a new level in her power, given her the strength to 
“stand alone in the world” and brought her one step closer to independence and her true power. Buffy’s 
independence culminates at the end of the third season when she finally quits the Council and in order to 
destroy the mayor blows up not only the school but specifically the library itself. 
  
The Evolution of the Vampire 
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(24) As I mentioned earlier, the vampire and Slayer are intrinsically linked so as Buffy gradually extricates 
herself from the tradition of the Slayer so too do her vampire enemies. Therefore when Buffy undermines 
prophecy and destroys the Master in the first season, she calls forth a modern vampire to take his place. 
While it takes three seasons for Buffy to fully escape the tutelage of the Council (her graduation from high 
school is equated with her graduation from the Council), it does not take as long for the show to introduce 
a shift in vampires from Old to Modern world. Spike is the first vampire in the series to suggest that 
vampires possess the ability to evolve with the world and embody a new age. Nina Auerbach argues that 
there is a vampire for every age and that ‘since vampires are immortal, they are free to change 
incessantly. Eternally alive, they embody not fear of death, but fear of life: their power and their curse is 
their undying vitality.”[14] I would take this further to suggest that it is the vampire’s ability to defy time 
and “change incessantly” that identifies it as distinctly modern. Like Buffy, the modern vampire, as 
represented by Spike, lives eternally “in the now.” 
 
(25) The distinction between Spike and the Brethren of Aurelius is established upon his arrival by his rather 
irreverent entrance. As Spike enters the room, one of the vampires is proclaiming that the Feast of St. 
Vigeous, a vampire holy day in honor of their patron saint, will be as glorious as the Crucifixion which he 
claims to have witnessed. Spike ignores the reverence of the moment and dismisses this remark by 
pointing out that “if every vampire who said he was at the crucifixion was actually there, it would have 
been like Woodstock” and continues to steal the limelight by anecdotally pointing out that “I was actually at 
Woodstock. That was a weird gig. Fed off a flower person, and I spent the next six hours watching my 
hands move.” While the Old World Vampire is claiming to have witnessed the Crucifixion, a claim that 
suggests that he is one of the ancients and therefore commands a place of rank within the Order as well as 
attaching Christian significance to their own celebration of St. Vigeous, Spike lays claim to have witnessed a 
20th Century pop culture event which resulted in his getting high. Furthermore, Spike demonstrates a great 
deal of contempt for the prayers and rituals performed by the Order throughout the episode. When Drusilla 
chastises him for not “playing with the others”---which may put them at risk with the “Anointed One” (or 
the “Annoying One” as Spike puts it)—Spike reluctantly takes her point but demonstrates his complete lack 
of faith in all things traditional when he describes this ritual as “going up and get chanty with the fellas.” 
 
(26) With the death of the Anointed One, Spike sets up shop in Sunnydale and becomes the leader among 
the vampires (at least until Angel’s transformation into Angelus) based upon his confidence, strength, and 
humor. Spike is presented as having a great deal in common with the members of the Scooby Gang. In the 
first instance, he has abandoned the old world language of his predecessors and speaks in the vernacular of 
the period. Similarly, no longer ruled by ritual and superstition, Spike’s attempts to find a “cure” for 
Drusilla’s illness demonstrates how he treats magic like a science. This is similar to Ms. Calendar’s and 
Willow’s equation of witchcraft with science as well as directly paralleling their attempts to cure Angel 
through the casting of a curse. Furthermore, despite his involvement with ritual, Spike constantly maintains 
his secular cynicism through his post-modern humor. As he performs all of the steps of the healing 
ceremony, reciting the verses, binding Angel to Drusilla and mixing their blood, he adds his own punchline 
to the ceremony by finishing the ritual with “Come to a simmering boil and remove to a low flame.” 
 
(27) By moving further and further away from the clear-cut opposition between the Brethren of Aurelius 
and the Council of Watchers, the program emphasizes an ambiguous distinction between the vampire and 
slayer. A distinction that becomes increasingly ambiguous when Buffy’s true love Angel becomes the show’s 
chief villain in season two. Although the show professes to project the evils of the vampire onto a demon 
inhabiting a human corpse, the show clearly demonstrates that what defines the vampire is unquestionably 
the human he/she was before. Drusilla is mad because she was driven mad before Angel turned her, 
Harmony continues to be self-centered and superficial and although Willow is quite shocked to see that her 
vampiric double demonstrates homosexual tendencies, this does foreshadow Willow’s “coming out” in the 
fourth season. 
 
(28) In the second season, when Angel loses his soul and becomes the monstrous Angelus again, Buffy 
attempts to console herself with the thought that the monster who is tormenting her is not the man she 
loved. This becomes increasingly difficult because no matter how evil his actions, Angelus continues to do 
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and say things that suggest that, like Willow’s double, Angelus is simply an alternate version of Angel and 
not simply a demon inhabiting his body. When Buffy faces Angelus in the shopping Mall (“Surprise,” 2013), 
she tells him that she is prepared to kill him because he isn’t really Angel. he undermines her confidence by 
questioning “You’d like to think that wouldn’t you?.” In fact, he continually asserts that he is Angel, but 
Angel released from the shackles of humanity, i.e. conscience and love. Like the other vampires, Angelus’ 
personality as a vampire is defined by who he was as a human. He continues to dislike Spike and mock 
Xander and his obsession with Buffy is equal to his love for her. 
 
(29) This argument is supported in a third season episode “Enemies” when Buffy and Angel want to trick 
Faith into revealing what she knows about the Mayor’s grand plan. To do this Angel pretends that their 
ritual to take away his soul was successful and he has become Angelus once more. To carry out the 
performance, he must mock Buffy, kiss Faith, and punch Xander and he is so convincing that Buffy, who 
was aware of the ruse from the start, is visibly shaken by it. Buffy must remind the others that Angel was 
only acting, but as she repeats that phrase again, she is clearly trying to convince herself. It is becoming 
clear to her that the cruelty that defines Angelus is a part of Angel. 
 
(30) In a first season episode of his own TV series (“Eternity”), Angel is slipped a tranquillizer, otherwise 
known as a “happy” pill, which mimics the effects of his one moment of true happiness. The result is again 
the momentary resurrection of Angelus, this time mocking and threatening his colleagues Wesley and 
Cordelia. The cruel words that he hurls at them, to insult Cordelia’s acting ability, to mock Wesley’s 
bravery, come from Angel not the demon. They are things that he has thought but out of friendship, good 
conscience, and understanding, refrained from saying. This episode completely undermines any suggestion 
that the evil that is Angelus is the evil of a demon and not the man. 
  
(31) What makes Buffy the Vampire Slayer such an effective television program is that the evil that 
she battles is not a product of an ancient world but the product of the real world itself. Buffy has used the 
past four years to painstakingly dismantle and rebuild the conventions of the vampire genre and work 
toward gradually disembedding the vampire/slayer dichotomy from religious ritual and superstition. The 
removal of religious dogma and superstition from the genre and the transformation of the vampire into a 
physical rather than ethereal being, acknowledges that what we describe as “evil” is a natural product of 
the modern world. 
 
(32) In the final episode of the fourth season, Buffy makes the final break with the past and her heritage by 
facing the primal spirit of the first slayer. While the first slayer professes to be alone and live only in the 
action of death, Buffy asserts both her independence and her existence within the present by declaring “I 
am not alone . . . I walk, I talk, I shop, I sneeze. I’m gonna be a fireman when the floods roll back. There’s 
trees in the desert since you moved out and I don’t sleep on a bed of bones . . . Now give me back my 
friends.” Buffy vanquishes the first slayer by turning her back on her and declaring that her primal force is 
not the source of Buffy’s power. Having cut her ties with the past, the question as to the source of her 
power, expressed by the final line of the episode, “You think you know what’s to come? What you are? You 
haven’t even begun,” captures the uncertainty of a secular age, disembedded from tradition, independent 
and looking for answers. 
  

[1]Paul Heelas: The New Age Movement (Blackwell Publishers, 1996) p. 155. 
[2]Stephen King: Salem’s Lot (New English Library, 1976) p.365-366 
[3]John J. Jordan: “Vampire Cyborgs & Scientific Imperialism: A Reading of the Science-Mysticism Polemic 
in Blade” Journal of Popular Film and Television vol. 27, no.2, Summer 1999 p.10. 
[4]In “Lover’s Walk” Angel and Buffy lob bottles of holy water at a group of vampires, like grenades. 
[5]Raymond McNally & Radu Florescu: In Search of Dracula: The Enthralling History of Dracula and 
Vampires ( Robson Books, 1995). p. 117 
[6]Nina Auerbach: Our Vampires, Ourselves ( The University of Chicago Press, 1995) p.25. 
[7]The secular irony of Faith’s name is that of all the characters she possesses the least amount of faith in 
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religion, the spirit world, the council or humanity itself. 
[8]Peter Haining: “Introduction” to The Vampire Hunters” Casebook edited by Peter Haining (Great Britain: 
Warner Books, 1996) p. XI. 
[9]Gregory Waller: The Living and the Undead: From Stoker’s Dracula to Romero’s Dawn of the Dead 
(University of Illinois Press, 1986) p. 22. 
[10]Rhonda V. Wilcox: “There Will Never be a “Very Special” Buffy” Journal of Popular Film and Television 
vol.27 no.2 Summer 1999 16-23. 
[11]Paul Barber: Vampires, Burial and Death (Yale University Press, 1988) p. 37. 
[12]Scooby Gang is a term that is officially coined in the second series (What’s My Line Part 1) by Xander 
who tells Cordelia that “If you want to be a member of the Scooby Gang, you have to be prepared to be 
inconvenienced.” The term is of course a popular cultural reference to the gang of teenagers who 
investigate crimes of seemingly supernatural origin in the cartoon Scooby Doo. Prior to using this term the 
group are occasionally referred to as a Club or Buffy’s Slayerettes. 
[13]Paul Heelas: The New Age Movement (Blackwell Publishers, 1996) p. 155. 
[14]Nina Auerbach: Our Vampires, Ourselves (Chicago and London: University of Chicago Press, 1995): 
p.5. 
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Michelle Callander 
Bram Stoker’s Buffy: Traditional Gothic and Contemporary 

Culture
 

 [Editors’ Note: Dr. Callander’s essay was completed before the airing of “Buffy vs. Dracula” (5001)]
 

(1) In 1797, Horace Walpole, author of the first Gothic novel The Castle of Otranto, died. In 1897, Bram 
Stoker published Dracula, the most popular of Gothic vampire narratives. In 1997, Warner Brothers 
screened the first episode of Buffy the Vampire Slayer. These three chronological coincidences are the key 
to my approach in this essay: to consider both Dracula and Buffy as texts which reproduce the “intensely 
emotional moods, strange atmospheres and supernatural elements” of the Gothic (Waxman 79). This is the 
most conventional of genres, whose cast of stock heroes, heroines and villains, foreign settings, and dark, 
nightmarish scenarios has formed the backdrop for a variety of philosophical quests; for explorations of the 
psyche and allegories of the unconscious; for questions surrounding the status and locus of good and evil; 
for the contest between light and dark, present and past, modernity and barbarity. This essay will focus on 
three key figures and themes of Gothic fictions—the hero and heroine of sensibility, the contest between 
the ancient and the modern, particularly ancient and modern knowledge, and fear of the foreign—and will 
trace what those figures and themes signify in Stoker’s and Whedon’s respective narratives and cultures. A 
comparative analysis of Dracula and Buffy might promise to reinforce the differences between Stoker’s 
Victorian sensibilities and Buffy’s reflection of and commentary on contemporary popular culture. However, 
reading Buffy and Dracula together reveals some surprising similarities, and offers a way to read Stoker’s 
text as prefiguratively modern, and Whedon’s narrative as more conservative, in some ways, than it might 
initially appear. 
  

Buffy: a New Gothic Heroine? 
  

Buffy: I’ll never have a normal life. 
Angel: Right. You’ll always be a Slayer. (“The Prom,” 3020) 

  
(2) Gothic fictions have, since their inceptions, provided a vehicle for conceptualizing a variety cultural 
anxieties into imaginative forms: 
  

We now realize that quandaries about class conflicts and economic changes, uneasiness over shifting 
family arrangements and sexual boundaries, and versions of the ‘other’ which establish racial and 
cultural distinctions when traditional economic divisions are being challenged, are projected (or 
retrojected) together into frightening ‘Gothic’ spectres and monsters, from Walpole’s ancestral effigy-
ghost to the vampire-Aristocrat from Transylvania. (Hogle 206) 

                                     
While early Gothic projected its cultural anxieties into ghostly forms and imagined terrors, by Mary 
Shelley’s Frankenstein (who also migrates into Buffy as Professor Walsh’s cyborg / demon Adam) and, 
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later, Dracula, this threat had become physical, solid. While Dracula’s form is more mutable than 
Frankenstein’s monster, both are distinguishable for the actual, rather than imagined, harm that they can 
cause. Moreover, the monster and Dracula aren’t just relics from the past, like Otranto’s ghosts: they live 
in the text’s present tense, they threaten to live forever, and, in order for culture to regain the peace it 
enjoyed before the monster arrived, the monster must be destroyed by virtuous men and women[1]. 
 
(3) At this point, I’d like to consider Gothic fictions’ virtuous women: the heroines of sensibility. Born from 
the eighteenth-century discourse of sensibility[2] (the study of the correlation between emotional stimuli 
and physical responsiveness), these fictional heroines are fair-haired and virtuous, whose goodness 
illuminates the “forces of darkness”; they are hostages to villains, often in the guise of malevolent father 
figures; they rely on protection from ‘paternal’ figures, namely brothers and suitors; and their susceptibility 
to a dangerous world often leaves them physically incapable of movement or resistance. These heroines are 
doubly trapped—in castles or dungeons, and in their own bodies. The woman of sensibility featured in 
hundreds of Gothic novels in the eighteenth and nineteenth centuries. She is reprised in Dracula as Lucy 
Westenra (before she becomes a lustful vamp); and is revised as Mina Harker. Like the traditional Gothic 
heroine, Mina is praised for her beauty, sensitivity, compassion (she even pities Dracula); she is 
surrounded by men who try to protect her from evil; she is saved in the end. However, Mina differs from 
these traditional heroines: she has what Van Helsing calls a “man’s brain . . . and woman’s heart” (Dracula 
234)—she combines the traditional feminine attributes of emotional responsiveness with masculine logic. 
She is, within cultural limits imposed on women, active: she subverts, to an extent, ideas about female 
capability by hiding her typing—the work which leads the men to Dracula—within her embroidery 
workbasket, concealing her ‘real’ work within the bounds of conventional ‘women’s work.’ Moreover, Stoker 
emphasizes her importance to the group by showing how, when the men try to ‘protect’ her by leaving her 
ignorant of their plans, she is attacked by Dracula: they can only follow his movements when Mina is 
included in the hunt. Like Frankenstein’s Elizabeth, most vulnerable when least informed, Mina’s real status 
as the key to the men’s success is contingent on her knowledge. Women of sensibility, both Shelley and 
Stoker tell us, are most useful when most informed: a somewhat radical position in nineteenth-century 
culture. 
 
(4) Buffy would seem to be light years away from the more typical Gothic heroine. However, there are 
aspects of Buffy which, on closer inspection, don’t seem so different to her hysterical foremother. These 
similarities seem to congeal around Buffy’s twin status as adolescent and Slayer, and cast shadows over 
Whedon’s claims that, after watching “a lot of horror movies that starred pretty blonde girls who walk into 
alleys and get killed” he decided to write a movie “where [she] could walk through an alley and take care of 
herself.”[3] But on what terms does Buffy take care of herself—that is, just how independent is she? 
Physically, she easily outclasses the typical heroine of sensibility. But to what degree can this new heroine 
function without the aid of her traditional standby, the paternal protector? 
 
(5) To gauge the power of this new, Buffy heroine, let’s consider the episode in which both the typical and 
the new heroine appear—“Halloween” (2006). In this episode, the Scooby Gang hire cursed Halloween 
costumes; when worn, costume becomes character. Xander becomes a soldier; Willow becomes a ghost; 
and Buffy, dressing to impress Angel in an eighteenth-century ball gown, becomes a heroine of sensibility. 
Since we see Buffy in the guise of contemporary and traditional heroine, we can see clearly the differences—
and the surprising similarities—between these two female types. 
 
(6) Traditional heroines of sensibility rely on a paternal protector—brother, lover—to protect her from the 
villain. In Dracula, Mina has five men to protect her: father-figure, husband, and ‘brothers’. In “Halloween,” 
Buffy reiterates Mina’s expectations of paternal protection: “it's not our place to fight. Uh, surely some men 
will protect us.” This dependence, accompanied by fainting spells and inertia, is a form of entrapment 
within the body as real as imprisonment within a dungeon, castle or kitchen. We’d expect contemporary 
Buffy to be radically different—and, mostly, she is, staking vampires and protecting the community. Yet this 
same Buffy is, to some extent, as reliant on a paternal protector as her fore-Buffy was: Giles. Whedon 
takes pains to establish Buffy as willful, and Giles as a stammering, conservative figure: he presents us 
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with a strong, capable, seemingly independent young woman who is still under the control of an older, 
paternal authority—moreover, one who at times seems less capable than she, and who keeps reminding 
her of her obligations as Slayer, and the limits those obligations place on her personal freedoms. Like her 
predecessor, trapped within a docile, inactive body, Buffy is trapped within the body, the obligations and 
responsibilities of a Slayer[4]; an entrapment overseen by an older male authority figure. The twentieth 

century Gothic heroine, it seems, is still forced to rely on her paternal protector. 
 
(7) One of the most interesting aspects of Buffy is Whedon’s revision of the heroine of sensibility’s relation 
to the hero. As if to highlight Buffy’s status as ‘new’ Gothic heroine, Whedon has created Xander as her 
male counterpart: the Gothic hero in reverse. Where typically heroes protect the heroine, Buffy is always 
saving Xander; where heroines fall for their saviors, Xander has a crush on Buffy; and where heroines are 
the victims of violent, and often sexually aggressive, villains, Xander is serially seduced by dominating 
women. From Inca Mummy Girl, to Cordelia, to Faith, and now Anya, the man-hating demon who has now 
become the obsessive, possessive man-lover, Xander is consistently feminized in relation to strong women. 
In this, he resembles Stoker’s Jonathon, who, trapped in Dracula’s castle and ‘seduced’ by three vampire 
women, assumes the subject position of the typical Gothic heroine. 
 
(8) In “Halloween,” this dynamic is reversed. The episode begins with Buffy and Xander in their usual roles 
of protectrix and protected: Xander, defending Buffy’s honor (as a good hero of sensibility should) ends up 
being protected by Buffy. Embarrassed, Xander quips: “A black eye heals, Buffy, but cowardice has an 
unlimited shelf life.” However, while under the influence of their costumes, Xander can take charge: 
confronted with a demon, Buffy screams and faints, while Xander hits it with the butt of his rifle. It seems 
that the only time Xander can behave like a hero is by returning to the gender roles of traditional Gothic. 
This ‘righting’ of gender types, however, is clearly ironic, and Whedon obviously intends us to read Xander 
as feminized in relation to Buffy’s heroism: a position perhaps just as radical as Stoker’s liberating of Mina. 
 
(9) Although the Gothic was full of suffering heroines, contemporary women readers and later readers as 
well could also find ways of manipulating the stock Gothic dramas to “explore positive role models for 
active female behavior.”(Fay 147). Ann Radcliffe’s heroines of sensibility, for example, could temporarily 
discover psychological liberty from their literal / physical entrapment in the consolations of sublime 
landscape; in turn, female readers, taking solace from that liberty, might find similar consolations in their 
own lives[5]. Buffy, too, despite those limits that I’ve pointed out, offers a positive model of female action: 
her ambivalent heroism, her sense of being enslaved to her role as Slayer, could be read as a 
fictionalization of some of the disempowerment many young women feel—and her resilience, her capacity 
to combine a degree of independence with the exigencies of male authority, could offer a model for young 
women to confront and combat the limitations that shape their lives. While Whedon claims he “invented 
Buffy not as someone I could relate to, but as the person I can never be—that’s what a hero is for,”[6] she 
potentially offers the same sort of vicarious empowerment that many early Gothic novels afforded their 
female readership. 
  
The crew of light, the scooby gang, and ambivalent technologies 
(10) Given the hundred years between the two texts, it is interesting just how similar Stoker’s and 
Whedon’s ‘slayers’ are. Some of these similarities occur at the level of character. Stoker creates a self-
appointed Crew of Light to track and destroy Dracula. Most of these characters represent a particular 
branch of modern, Victorian life: Jack Seward and Professor Van Helsing represent the sciences; Jonathon 
Harker signifies law and commerce; Quincey Morris, the adventurer, is a symbol of the New World; 
Holmwood represents the liberal aristocracy; and Mina the accomplished, compassionate, ideal wife. There 
are also other talents in this group; along with science, Van Helsing is also an expert on superstition and 
the occult; Seward and Mina are both adept at technology, he with phonograph recordings, she with 
typewriting and stenography. This Crew of modern and (mostly) professional men and women are Stoker’s 
antidote to the ancient, aristocratic Count. Seward’s and Van Helsing’s knowledge of psychology helps them 
understand the vampire’s mind; Jonathon and Mina use their clerical skills (particularly her typewriting) to 
compile and order the clues that lead them to Dracula’s castle. Moreover, Mina develops a telepathic 
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relationship with Dracula which enables the Crew to pinpoint and destroy the Count. 
 
(11) In Buffy’s Scooby Gang, there are similar roles. Van Helsing becomes Giles, learned in the occult and 
father figure of the group. As we’ve seen, Buffy shares some characteristics with Mina, particularly her 
insight and her telepathic link with the vampire[7]; in other ways, Mina becomes Willow, a compiler of data 
who combines modern technology (the Internet) with supernatural power (wicca incantations). Xander, like 
Jonathon, is physically inept (a point I’ll come back to later), but, along with Willow, he is able to research 
and compile case histories of demons and vampires. Like Stoker, whose Quncey Morris is arguable leagued 
with the vampire[8], Whedon allows the ‘enemy’ on board; Oz, the reluctant werewolf, and Angel, the 

vampire with a soul, help destroy evil forces. 
 
(12) One of the most fascinating aspects of Stoker’s text is its presentation of modern technology. The 
Crew use new information technologies—typewriters, phonograpy, stenography, telegraphy, and 
photography—to track and kill Dracula. The fascinating aspect of this reliance on the modern derives from 
Stoker’s ambivalence about these technologies: trapped in Dracula’s castle, Harker, expressing the 
anxieties of the 1890's, when “rapid innovation was accompanied by fears of a regression to the 
primitive” (Ellman ix), nervously notes that “the old centuries . . . have powers of their own that mere 
‘modernity’ cannot kill” (Dracula 36). As Jennifer Wicke has demonstrated, while the Crew have faith in the 
power of technology to destroy the vampire, technology in fact mimics vampiric insubstantiality: 
phonographs, photographic film, typewritten documents all produce images or traces of the human (voice, 
image, handwriting) without reproducing the substance of humanity. Like vampires, merely the simulacrum 
of human forms, these technologies circulate and reproduce throughout the community. Because they 
mimic the vampire’s form and movement, Wicke demonstrates that these ‘weapons’ against the vampire to 
some extent enable Dracula as much as they threaten him. 
 
(13) This ambivalence about technology is not something we’Dracula expect from late-twentieth century 
culture—but it clearly features in Buffy. The Scooby Gang frequently use the Net to identify, track, and 
destroy demonic forces; yet Whedon, like Stoker, seems equivocal towards modern technology. We see this 
most insistently in “I Robot, You Jane” (1008), in which Moloch the Corrupter, an ancient demon trapped 
for centuries in a book, is unleashed into cyberspace. This episode draws on Dracula’s twin methodologies 
of text and tech, and displays, perhaps surprisingly, a similar ambivalence towards both technology and 
textuality. Moloch the Corrupter, a demon who preys on the vulnerable, offering them power, knowledge, 
and love if they will do his bidding, is bound in a book by a monks’ spell. Five centuries later, the book 
turns up in Sunnydale High, where Willow scans the text into a computer, freeing Moloch from the binding 
curse and unleashing him into cyberspace. Calling himself ‘Malcolm,’ he begins an e-mail seduction of 
Willow while sending messages to other vulnerable Sunnydale computer science students, offering them 
power in return for destroying the Slayer. Buffy, Giles and Xander discover that Moloch has been released 
into cyberspace; Jenny—a technopagan—and Giles recreate the spell, trapping Moloch into a metallic shell; 
and Buffy tricks Moloch into punching a circuit box and electrocuting himself. 
 
(14) At the heart of the episode are questions about knowledge and power, the forms that these take, and 
their relationships to demonic, dangerous forces. These questions are bound up with the form that 
information takes—text or tech—and the way in which those forms either defeat or enable the spread of 
evil. The lines between text and tech are drawn at the level of character: Giles prefers text, Jenny supports 
tech. The presentation of Giles as older, book-bound, conservative, and Jenny as young, hip and ‘jacked-
in,’ signifies that Whedon wants his audience to find technology more attractive, because more modern. 
What is most interesting is the way in which the script makes associations between these different forms of 
knowledge, and substance: textual information is seen as material, weighty; electronic data is 
insubstantial, ephemeral. Textual information is bound; electronic information is diffuse, pervasive. 
 
(15) The episode initially seems to celebrate the Internet as the liberation of knowledge: “The printed page 
is obsolete,” says Fritz, “information isn’t bound up any more. It’s an entity.” However, the Internet and 
computer technology are ambivalent powers: while technology liberates information, technology also 
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liberates Moloch: once he is scanned into cyberspace, his power is as unbounded as the media he inhabits. 
We now see different values attached to text and tech: the liberation of information seems dangerous, 
while information bound, as Moloch was in the book, seems safer. Here, we see Buffy mimic Stoker’s 
ambivalence towards modern technology; those mass cultural forms which disseminate insubstantial, 
disembodied information can aid in the spread of insubstantial, disembodied evil. 
 
(16) Just as in Stoker, however, those same forms which mimic the vampire can also destroy it. Giles and 
Jenny are able to use the Internet to bind Moloch into a material form, which Buffy can then destroy. But 
technology, it seems, at the end of the episode hasn’t regained the legitimacy and authority that it enjoyed 
at the beginning. Despite Jenny’s insistence that “it was your book that started all the trouble, not a 
computer,” in the light of the relationship that’s been forged between technology and the dissemination of 
evil there still seems something much more convincing in Giles’s defense of the book: “The knowledge 
gained from a computer, is, uh, it . . . has no texture, no context. It’s there and then it’s gone. If it’s to 
last, then the getting of knowledge should be tangible.” Giles’s mistrust of cyberspace isn’t just 
technophobia, but an anxiety which, like Stoker’s, seems to derive from the possibility that technology 
mimics vampirism and the demonic. Moloch, we must remember, is the demon who lures his victims with 
promises of “love, power, knowledge”: in this episode, we see Moloch’s victims—Willow, Fritz, Dave—as 
lured by the unbounded, readily accessible information and power (and, in Willow’s case, chat-room love) 
made possible by the Internet. “I Robot, You Jane” offers us a moral lesson in the potential dangers of the 
Internet, of unbounded, uncensored information, which, Janus-faced, can both empower and destroy[9]. 
Cyberspace, like vampires, is pervasive, intangible, insubstantial, atemporal, uncontainable, and the 
information it contains is easily reproduced and circulated. Like the mass culture it ‘inhabits,’ the mass 
culture Wicke sees burgeoning in Dracula, contemporary media and computer technology are the “social 
force[s] most analogous to Dracula” and vampirism (469). Moreover, technology doesn’t just mimic 
vampirism, but can be a conduit for the demonic into the community. 
 
(17) Technology’s potential as a conduit for the vampiric / demonic is made even more frightening by the 
fact that technology is the province of women—in Dracula, Mina, and in Buffy, Jenny and Willow. This 
presents a problem because both Dracula and Buffy show women as the most vulnerable to vampiric 
seduction or attack. If technology can be the conduit for the demonic, and women control technology, then 
not only are women at risk from tech-aided evil, but they expose the whole community. By compiling 
information about Dracula into a form that he can trace, Mina “is the one who most consistently and 
devotedly facilitates the circulation of texts that produces the knowledge so helpful in fighting the 
vampire”(Pope 211); conversely however, as Wicke argues, Mina’s “very prowess with the typewriter . . . 
brings down Dracula on unsuspecting British necks, even including her very own”(Wicke 467); Jenny’s 
computer files, designed to restore Angel’s soul, incite Angelus to kill her (“Passion”); Willow scans Moloch 
into cyberspace, and is seduced by his almost fatal charm. The very proficiencies which make these women 
good ‘evil hunters’ are those which make them targets, and victims, of evil. 
  
“Your girls that you all love are mine”: women’s sexuality and monstrous anxiety
(18) Dracula is frequently read as a thinly-veiled account of male sexual anxiety, and the dangers of 
sexually liberating women[10]. The Count chooses young women as his victims; he ‘seduces’ them, and, in 
the case of Lucy (and almost Mina) vamps them. This vamping turns ordinarily chaste women into sexually 
voracious predators: Lucy’s “purity” is turned to “voluptuous wantonness,” while the quasi-vamped Mina 
wakes next to Jonathan who, swooning and breathing heavily, has either just been bitten, or sexually 
exhausted, by his ordinarily pure wife (Dracula 211). Yet, as Gail Griffin points out, Dracula is a shadowy 
figure in Stoker’s text; the real threat of “active vampirism, with its dimension of sexuality, is dissociated 
from Dracula and associated instead” with the women he’s vamped (138). Vampire reality, she says, 
“explodes upon the other characters not in [Dracula’s] own person but in Lucy’s” (139) Stoker establishes a 
relationship between vampirism and sexually voracious women: Lucy’s unconventional attitudes to sex
—“[W]hy can’t they let a girl marry three men?”—seems to predispose her to vampirism, more so than 
newly-married Mina (Dracula 59). In Buffy, too, sexual women are associated with the demonic: dark girl 
Faith is promiscuous; Drusilla is sensual and erotic; and in “Doppelgangland” (3016) when Anya unwittingly 
invokes Willow’s vampire double, Vamp Willow embodies the ‘unseen,’ erotic aspect of virginal Willow’s 
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personality. Twentieth-century women, then, are vulnerable to vampiric seduction; they are the conduits 
through which vampirism will invade England; and, since vampirism is associated with liberated female 
sexuality, women’s sexuality becomes a veiled threat of vampirism. 
 
(19) The source of this anxiety about vampirism making women sexual is not just a moral concern 
(although, as a Victorian novel, this is present). John Allen Stevenson has taken an anthropological 
approach to the question of vampirism and female sexuality, and finds an answer in fears of the foreign. 
Stevenson argues that “the novel insistently—indeed, obsessively—defines the vampire as a foreigner, as 
someone who threatens and terrifies precisely because he is an outsider”(139). In Dracula, the foreign is 
obsessively identified with the monstrous, and just as obsessively separated from the “good” men who 
track Dracula. “As Mina puts it, “[T]he world seems full of good men—even if there are monsters in 
it” (Dracula 230). The familiar is the image of the good, while foreignness merges with monstrosity” (142). 
Dracula’s foreignness is literal, geographical—he comes from Transylvania—but he is also made foreign by 
his vampirism: he is ‘strange’ and foreign because he eats differently, sleeps at different times, looks 
different, talks differently. It is this definition of the foreign as strange and monstrous that Buffy adopts. 
The Sunnydale vampires aren’t all geographically foreign (although Spike, Drusilla and Angelus[11] clearly 
are), as they tend to be vamped Sunnydale locals: they are foreign because they aren’t human. In both 
Dracula and Buffy, vampires seek to conceal this foreignness behind a mask of the local, the familiar. 
Dracula seeks out Jonathon’s services in part because he wants to learn how to speak English, and to act 
English, so that he can move through London undetected. In Sunnydale, vampirism is masked by local 
identity, disguised as Sunnydale students, workers, family members. Dracula and the Sunnydale vampires 
and demons infiltrate the community; they become the foreign within the familiar, the domestic, the 
homely; they are, in Freud’s terms, uncanny[12]. 
 
(20) One can, however, recognize the changed face of a vampire about to feed. Whedon explains that 
these different features signify “that a vampire is not a person. It’s a monster that looks like a person.”[13] 
This distinction is significant, for it maintains taxonomical boundaries between the human and the vampiric. 
To cross these boundaries is to endanger the integrity of the human race, to commit what Stevenson calls 
“excessive exogamy,” the sexual theft of members of one group by another (140). Excessive exogamy, the 
mingling of different ‘blood’ to create another ‘race’ is a threat at the heart of Dracula: the Count tells the 
Crew that his plan to vamp Britain is already underway: “your girls that you love are mine already, and 
through them you and others shall yet be mine” (Dracula 306). Buffy expresses the same threat: in “The 
Harvest” (1002) Giles explains the danger of demonic miscegenation: 
  

“[t]he books tell the last demon to leave this reality fed off a human, mixed their blood. He was a 
human form possessed, infected by the demon’s soul. He bit another, and another, and so they walk 
the Earth, feeding . . . Killing some, mixing their blood with others to make more of their kind.” 

  
The Crew and the Gang need to protect their community from the threat of foreign invasion, a threat of the 
corruption of their race, their kind. That threat, whether it be to nineteenth-century London, or a twentieth-
century middle-class suburb, signifies fears which are both anthropological, cultural and national: and, 
while these fears may not be as explicitly expressed in Buffy and they are in Dracula, there is evidence that 
they still pertain. 
 
(21) In Buffy, we see a modified version of Dracula’s suggestive link between women’s sexual desire and 
the invasion of evil; there is still a sense that women must be protected from the threat of demonic 
influence. The real difference between Whedon and Stoker’s accounts of relationships between human 
women and demon men is the way men approach these relationships. In Dracula, the Crew see it as a duty 
to protect their women from Dracula: in Buffy, the anxiety that demonic forces will corrupt women belongs 
to the vampire and the werewolf. 
 
(22) Perhaps Whedon’s most radical reversal of traditional Gothic conventions is his choice of turning these 
two traditional Gothic/horror monsters into moral characters and romantic leads. In the tradition of Gothic 
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novelists, Whedon is clearly targeting a female audience: like Anne Rice, his vampire story “share[s] a 
number of characteristics usually associated with women’s romance—notably, the tracing out of the 
vampire’s search for fulfillment, for a ‘complete’ love relationship” (Gelder 109). Buffy’s and Willow’s 
relationships with Angel and Oz are intensely romantic—Whedon says “all of the relationships on Buffy are 
kind of romantic.”[14] Angel, arguably more of a romantic focus than Oz, is clearly a combination of 
Coppola’s Dracula—the seductive, dangerous, but monogamous romantic hero—and Anne Rice’s Louis 
(Interview with the Vampire), the existentialist tormented by his residual human morality. The publicity tag 
of Coppola’s film, ‘Love Never Dies’, emphasized the love story between Mina and Dracula (an invention of 
Coppola’s), and transformed Dracula from a sexually dangerous villain into a sympathetic, romantic figure. 
Angel is plagued by the philosophical questions that trouble Rice’s vampires—particularly Louis. Rice’s 
vampires are existentialists, seeking the answers to the meaning of life—and death. As Linda Badley has 
argued, Louis’s existential crisis mimics our own: “Louis finds himself ‘made’ a vampire with all the 
abruptness as we all, according to Sartre, find ourselves ‘condemned’ to life, freedom, and choice” (108). 
Like Louis, Angel too is tormented by his vampness: the gypsy curse that reinstated his soul makes him 
despise his condition, and feel remorse for his victims. Oz is similarly tormented; bitten by his nephew, a 
werewolf, he is plagued by his own power, and begs Willow to lock him up when he “wolfs out.” 
 
(23) Where Whedon’s modern ‘monsters’ differ most radically from their Gothic predecessors is their guilt 
towards their monstrosity, and their subsequent determination to protect the women they love from the 
demons inside them. This narrative thread seems to have its origins in contemporary philosophy: while 
Gothic novels prefigured such philosophical movements as existentialism, recent Gothic like Buffy seems to 
draw on recent philosophical meditations on “entrapment, escape and individual moral agency” (Waxman 
81). To some extent, too, sympathy for monsters was prefigured in Dracula: Mina, clearly Stoker’s most 
admirable character, takes pity on Dracula, seeing him as more hunted than hunter: indeed, at times, 
Dracula becomes more sympathetic than his aggressive, violent pursuers. In Buffy, both Angel and Oz are 
marked (despite their romances) as lone figures, struggling to “embrace ethical behavior” in the face of 
their monstrous instincts (Waxman 84). Angel seems akin to early nineteenth century vampires (he is 
‘born’ as a vampire around this time) who, “stories suggest . . . are lonesome rather than predacious 
creatures, suffering from an excess of love,” but unable to express that love fully, and without risk to Buffy 
(Ellman, xvi). Both Oz and Angel adopt the alienation, guilt and self-loathing that, as Barbara Frey Waxman 
points out, is part of the human condition; Whedon has his ‘monsters’ experience those emotions and crises 
that culture teaches humans to repress “in order to perform higher intellectual and ethical tasks” (89). To a 
large extent, Angel and Oz are marked as more human than human, for their angst isn’t concealed or 
repressed, but exquisitely conscious. Consequently, we are able to see very clearly just how their moral 
crises direct their behavior; in this, Whedon presents Angel and Oz as, in many ways, more admirable than 
most of his human characters. 
 
(24) Despite its sympathy towards its monster heroes, the anxiety about exogamy which haunted Dracula 
returns in Buffy: there, it’s Buffy and Willow who risk being ‘polluted’ by demons, and producing a new 
generation of ‘human form[s] possessed.’ However, while Giles and Xander initially have reservations about 
both Buffy and Willow dating monsters (Xander, of course, has ulterior motives in both cases), it’s not the 
‘paternal protectors’ but the monsters themselves who end the relationships (and, Stevenson might add, 
end the risk of exogamy). Angel and Oz’s anxieties about corrupting their human lovers are explicit in the 
‘break-up’ scenes: Angel tells Buffy she will want someone who can “make love to [her],” with whom she 
can have “children” (“The Prom,” 3020). Oz and Willow separate after Willow discovers Oz has been mating 
with a she-werewolf: “You wanted her . . . Like in an animal way?” Veruca reminds Oz of the dangers of 
exogamy, and the necessity of intra-species romance: “You’ll see that we belong together.” Oz, leaving 
town, tells Willow that he can’t be with her because “[t]he wolf is inside me all the time, and I don’t know 
where that line is any more between me and it” (“Wild at Heart,” 4006). 
 
(25) However, while Whedon places the anxiety of miscegenation or exogamy on the shoulders of his 
‘monsters,’ Buffy seems to promote a broader culture of mistrust of relationships between monstrous men 
and human women. While Buffy / Angel and Willow / Oz romances are presented sympathetically, there 
remains a sense that their separations are not only inevitable, but endorsed. The danger of vampire 
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seduction, and the impossibility of vampire-human relationships, is clear in “Innocence” (2014) when, at 
the moment of orgasm, Angel loses his soul and becomes a vampire again. This transformation, however, 
is outside Angel’s control: as such, it doesn’t signify Angel’s concern about corrupting / destroying Buffy, 
but presents this corruption from a different, implicitly authorial, perspective. Therefore it’s not just Angel 
and Oz who see the risk to Buffy and Willow: the audience is asked to recognize the dangers of these 
foreign ‘men’—no matter how sympathetic they might be—to our heroines. 
 
(26) Whedon’s ‘new’ Gothic, then, emphasizes that aspect of the old which sees its heroes and heroines as 
victims of larger forces which they cannot control—a condition that is both timeless and modern. We’ve 
seen how Buffy feels trapped within the duties of a Slayer: Angel and Oz, too, are trapped within their 
‘monstrosity.’ The heroes of ‘new’ Gothic seem just as vulnerable to the exigencies of a cruel world: with 
one difference. Whedon allows Angel and Oz an agency within their relationships that he denies to Buffy 
and Willow: he gives Angel and Oz the power of choice. Buffy, telling Angel she “didn’t know [she had] a 
choice” to love him or not, tearfully says “I can’t believe you’re breaking up with me” (“The Prom”). When 
Willow, begging Oz to stay, asks “Don’t I get any say in this?”, he replies “No” (“Wild at Heart”). Buffy and 
Willow are at a double remove from making choices concerning their lovers; they, perhaps more so than 
Angel and Oz, become victims of forces that they can’t control. The sexual politics of the Gothic, in which 
heroines remain at a remove from power granted to heroes, seems to pertain in the late twentieth century. 
  

**********************
(27) The Gothic, a genre born in the eighteenth century and most popular in the shadows of the French 
Revolution, has proven a highly adaptable vehicle for expressing the anxieties and concerns of generations. 
Dracula’s reflection of Victorian sensibilities, and Buffy’s engagement with twentieth-century culture, share 
more than just Gothic conventions. While we might expect the concerns of Victorian England and twentieth-
century USA to be radically different cultures, my reading of Dracula and Buffy has highlighted a surprising 
number of similarities. Both texts recognize the limits of choices and freedoms placed on women; both 
express an ambivalence towards modern technologies; both seem to, at one and the same time, fear yet 
sympathize with the foreign and the monstrous, seeing their angst as deeply human, and their persecution 
as one of the more violent aspects of human nature. In the light of comparisons, Stoker seems to prefigure 
of Whedon’s promotion of a strong but limited heroine, mistrust of dehumanizing technology and 
compassion for the ‘Other’ in a way that makes Dracula seem less a Victorian, than a modern, text: In turn, 
Buffy, a show which on one level promotes female independence and modernity, can now be read as taking 
a more conservative view of technology and women’s freedoms than might be expected from our own, 
contemporary culture. The Gothic, it seems, remains infinitely adaptable as a genre for reflecting, or 
revealing, the questions and anxieties confronted by each generation. 
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Daniel A. Clark & P. Andrew Miller
Buffy, the Scooby Gang, and Monstrous Authority: BtVS and the 

Subversion of Authority 
  

(1) Buffy the Vampire Slayer, like much of the fare on the WB network (the show's home for the first five 
seasons), is marketed to and most popular among younger viewers. Like Dawson's Creek, Charmed, 
Roswell, and Popular, it depicts a young attractive cast struggling with the issues that typically face young 
adult characters on television, if not young adults in real life. A recent promotional spot on the WB for these 
shows features the stars laughing, dancing, and partying. The spot ends with the phrase “The night is 
young” on the screen. Current promotional spots feature the same imagery with a hip-hop version of The 
Who's "My Generation" on the soundtrack. They are young and hip and appeal to a young audience that 
uses television as one of the cultural texts that informs their interpretive communities. There are a number 
of elements of BtVS that have potential significance for an audience, but the ones on which we choose to 
focus are the issues of authority and power in the show. Issues of power and authority provide the show 
with most of its plot lines as well as thematic context.
 
(2) Authority is viewed primarily through the eyes of the show's teen protagonists and so takes on the 
guise of traditional figures from the spheres in which the characters travel: school authority embodied by 
administrators, teachers, professors, and coaches; social authority embodied by parents; and civic 
authority embodied by local and federal officials and police. The number of supernatural threats that have a 
basis in these mundane areas emphasizes the show's focus on these spheres of the characters' lives. The 
relevance that these figures have to Buffy and the Scooby Gang has shifted throughout the course of the 
show's five seasons, and no doubt that will continue. But these authority figures comprise the landscape or 
the set against which the show's action occurs. Just as a show like ER is set against the backdrop of the 
economics of rationed medical care in a dangerous and violent world, or The Practice is shaped by the 
struggle between a rigid ethical legal code and an unethical, amoral world, BtVS is about young heroes with 
little or no socially constructed authority struggling against all of the various authorities to which they are 
subject. In many ways, this description could be used for shows like Beverly Hills 90210, Party of Five, 
Dawson's Creek, or Freaks and Geeks. But in BtVS, power held by authority figures is often made literal 
through some supernatural twist. The power held by Mayor Wilkins comes from more than the consent of 
the majority of the citizens of Sunnydale; it is demonic.
 
(3) So while the heroes of BtVS must contend with the petty power abuses of Principal Snyder, they must 
also contend with Mayor Wilkins' plan to devour the graduating seniors of Sunnydale High as he achieves 
full demonhood. At the same time Buffy must face her first love turning against her, she must also deal 
with his attempts to kill her and open a vortex to Hell.
 
(4) What distinguishes the traditional authority figures from the villains in BtVS is their relationship to 
power. As mentioned above, Mayor Wilkins holds socially constructed power since he has the consent of 
voters to preside, but we find out later that he possesses supernatural powers and plans to achieve more at 
the expense of the town. It is because of his thirst for more power that he becomes a threat and comes to 
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the attention of Buffy and the Scooby Gang.
 
(5) In contrast to the mayor, however, is Joyce Summers, Buffy's mother, who is the representative of 
parental authority on the show. Joyce has no supernatural powers and has no desire for them. She 
remains, in terms of the dynamics of the show, a mere “authority figure” with all of the flatness and 
sketchiness that that phrase implies. While Joyce became an important character in the show's third season 
and in the fifth season, she is not nearly as integral as the other characters. One sign of her lack of 
relevance is the fact that, prior to her illness and surprising death in season five, she has never made 
opening credit status; that is, the actress (Kristine Sutherland) who plays her (and plays her well) has 
never been featured or named in the show's opening credit sequence. Oz, who never really became too 
much more than Willow's boyfriend, went from “recurring character” to achieving opening credit status 
before the actor left the show. Cordelia maintained opening credit status even after she became more and 
more sidelined by the series' story arc. Even Spike, now a quasi-member of the Scooby Gang, has made it 
to the opening credits. The show seems to regard parents as obstacles to overcome, get around, or ignore. 
They control the freedom of the heroes to some extent, but rule mostly by consent of the children.
 
(6) In the first seasons of the show, Joyce does not know that Buffy is The Slayer. She merely imagines 
that Buffy is disobedient or has gotten in with the “wrong crowd.” Thinking Buffy is a normal child, Joyce 
imposes (or tries to impose) normal restrictions—curfews, groundings, etc. Buffy must lie and deceive in 
order that she may fulfill her duties as The Slayer. At the end of season two, when Joyce finds out about 
her daughter's supernatural abilities, she attempts to prevent Buffy from battling Angel, “forbidding” her 
and telling her that, should she leave, Buffy should never return. Finally, the only power Joyce has over 
Buffy is to withhold her love, but even this cannot stop Buffy. And in the end, Joyce is unable to make good 
on her threat. In the fourth season, Joyce pops up rarely. In one episode she appears mainly just so Faith 
can menace her. In the final episode, she appears in Buffy's dream sequence trapped inside a wall, talking 
congenially to her daughter about her predicament through a small hole. Neither mother nor daughter 
seems terribly worried about it. In the fifth season, Joyce appears more often, especially after the magical 
creation of Buffy's younger sister, Dawn. But her presence serves mainly to illustrate her own diminished 
capacity due to her illness and her inability to protect Dawn from Glory and her minions. In this season, 
Joyce has no authority at all over Buffy and in fact transfers her mother role to Buffy. Buffy first has to take 
care of the ailing Joyce and after Joyce's death, she must take authority over Dawn. Of course, Buffy is 
angry that Dawn shows the same lack of respect for parental authority that she always has.
 
(7) Joyce is the only parent of the members of the Scooby Gang the viewers see regularly. In the one 
episode in which we see Willow's mother Sheila, the mothers exercise their authority very firmly, nearly 
killing their children for their disobedience, but in the end we see that they were under demonic influence. 
[Ironically, it was a demon taking the form of children that manipulated the parents ("Gingerbread," 
3011).] In the episode "Ted" (2011), Joyce begins dating a man who tries to impose further restrictions on 
Buffy by obligating her to "family time." Buffy's refusal to accede to his authority results in a violent 
confrontation in which it appears Buffy kills Ted. Of course, she does not kill him; he is a robot – a Stepford 
step-father—who is seeking to create (and imprison) a perfect (and eventually dead) family. In the episode 
"Witch" (1003), Amy's mother seeks to relive her youth and uses witchcraft to switch places with her 
daughter. She uses her powers to eliminate her competition in joining the cheerleading squad — the 
ultimate cheerleading Mom. Of course, the Scooby Gang defeats her, but she is a notable exception to the 
rule that parents are generally irrelevant in BtVS.
 
(8) If it isn't clear enough that parents hold very little power on the BtVS, the episode “Bad Eggs” (2012) 
explicitly questions the concept of parental control. In this episode, Buffy and her fellow students in health 
class are given the assignment of caring for eggs for two weeks so that they can begin to learn about the 
chores of parenting—not an uncommon assignment in a sex-ed curriculum. In the Buffyverse, however, the 
eggs hatch little mind-controlling creatures that turn the “parents” into the slaves of a demon who is 
trapped beneath the school. Buffy escapes the control of the little creatures because of her quick Slayer 
reflexes. Xander, whose parents we never see (and we learn from anecdotes that they are at least 
negligent and perhaps abusive), boils his egg. But Willow's protective maternal instincts leave her totally 
vulnerable to being controlled by the little egg-creature. “Bad Eggs” suggests that parents are little more 
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than drones or interchangeable “parental units” (to use the phrase coined in the Saturday Night Live 
“Coneheads” sketches) and that the children are far from innocent little cherubs.
 
(9) Like parents, most teachers and school administrators hold minor supporting roles on the series. Rather 
like the parents and teachers of Peanuts cartoons, they are garbled background noise. Like parents, school 
authorities are there to be subverted, overcome, or ignored. Principal Flutie, for example, is shown to be 
ineffectual in “The Pack” (1006); faced with a pack of students possessed by hyena spirits, he attempts to 
discipline them and is devoured. But the school authorities are often shown to use and abuse power that 
parents in the Buffyverse do not have. Flutie's replacement, Principal Snyder, embodies every negative 
stereotype of school principals. He is a bully who favors the jocks and the school elite at the expense of the 
already marginalized students. He resorts to extortion to force Willow to tutor the jock Percy. (Ironically, as 
we find out in “Band Candy” (3006), he was once one of the marginalized nerds he now torments.) He even 
challenges the ascended Wilkins in Part II of “Graduation Day” (3022) before being eaten by him. He is a 
petty and manipulative “stupid little troll” (as Buffy calls him in “Becoming” Part II [2022]), who, we find 
out in “School Hard” (2003), is involved in covering up the supernatural causes of violence that occur at 
and around Sunnydale High. Prior to this revelation, we have seen a teacher who is really a She-Mantis in 
disguise and a Gypsy-witch “technopagan” computer teacher, but with Snyder we see school authority as 
corrupted by the supernatural powers that have preyed so heavily upon the students of Sunnydale High 
and the citizens of Sunnydale. It's a minor comment in “School Hard” that he makes to the police about 
blaming the violence at Parent-Teacher Night (brought on by Spike and his cohorts) on gang members on 
drugs. It implicates both Snyder and the police in a cover-up and suggests that Snyder's dislike for Buffy 
goes beyond her disruptive presence in school—that he would rather let the Forces of Darkness prey on his 
students than have a Slayer whom he cannot control in their midst to protect them.
 
(10) The abuse of authority doesn't end with high school. When Buffy goes to college she meets a cruel pop 
culture professor who kicks her out of class after accusing her of draining all of the energy out of the room. 
And she meets Professor Maggie Walsh, a woman who describes herself as a “bitch-monster from 
hell” (“The Freshman,” 4001). Though this is not a literal description (one has to clarify that in writing 
about the Buffyverse) she is co-opted, if not corrupted, by her relationship with the demons of Sunnydale. 
As a leader of the Initiative, she attempts to create a weapon using computers, mechanical parts, and parts 
of demons—a cyber-demon (a “kinematically redundant, biomechanical demonoid” [“Goodbye, Iowa,” 
4014]) she calls “Adam.” Like Snyder, she has a control fetish, and although she initially values Buffy as a 
force to be used against the demons of Sunnydale, she ultimately finds Buffy too hard to control 
(something Snyder, Giles, Wesley, Joyce, and any number of other adults have already found out for 
themselves) and she attempts to have Buffy killed.
 
(11) Between Snyder and Walsh, we see teachers both as victims of the Forces of Darkness and as agents. 
Buffy's guidance counselor, a man who has the potential to actually help Buffy cope with some of the 
events in “Becoming” and the aftermath, is killed by a student who has become a Jekyll/Hyde monster 
(“Beauty and the Beasts” [4004]). Jenny Calendar is killed by Angelus (“Passion” [2017]). Several 
anonymous teachers are killed, assaulted, or otherwise victimized in episodes such as “School 
Hard” (2003), “Go Fish” (2020), “Bad Eggs” (2012), “Invisible Girl” (1011), and “Pangs” (4008). Aside from 
students, teachers probably make up the largest group of victims in the Buffyverse. But they are also 
villains, usually with exaggerated desires for order (as in the case of Snyder and Walsh) or for glory. In 
“Revelations” (3007), Gwendolyn Post, a Watcher-gone-bad, uses Giles, Buffy, and Faith to obtain the 
Glove of Myhnegon. Coach Marin uses old Soviet performance-enhancing drugs to create a champion swim 
team (“Go Fish” [2020]). The coach in “Nightmares” (1010) terrorizes a boy so much that his nightmares 
become reality for Sunnydale. 
 
(12) National and civic authority come to dominate the third and fourth seasons of BtVS. In season three, 
the story arc of Mayor Wilkins' preparation for his ascension into full demonhood dominates the action. In 
season two, with Principal Snyder's comment to the police about covering up the true causes of violence in 
“School Hard,” we began to infer that the civic authorities at the very least know about the Hellmouth, if 
not actually operate in collusion with the Forces of Darkness. The only other times that civic authority is 
invoked are in “Ted,” in which Buffy is interrogated by police for Ted's “murder”; “Becoming” (2021/2022), 
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in which Buffy is sought for Kendra's murder; “Dead Man's Party” (3002), in which Joyce threatens to go to 
the mayor if Buffy is not allowed to return to Sunnydale High (Principal Snyder scoffs at this threat, which 
foreshadows events to come); and “Homecoming” (3005), in which the mayor hires the vampire Mr. Trick. 
At that point we are launched into the ascension story arc.
 
(13) So civic authority, when not at the center of a story line, is represented as incompetent and easily 
thwarted. In both “Ted” and “Becoming” the civic authorities are the police. In “Ted,” we the audience are 
perfectly aware that Ted's “death” is accidental and that his behavior was outrageously provocative. The 
police are not impressed by Buffy's explanations, and, in fact, do not believe them because Buffy's 
recuperative powers have already healed the marks left on her by their struggle. It is the fact that Ted is 
not dead— not an understanding of the circumstances— that puts an end to the case. In “Becoming,” Buffy 
is accused by Snyder for Kendra's murder. Buffy manages to escape arrest because of her Slayer strength 
and reflexes and continues to elude police until she leaves Sunnydale after closing the vortex. Upon her 
return, there is a passing comment that the police now know that she did not commit Kendra's murder. 
Who they think did it and why Buffy suffers no legal repercussions for beating up the police and resisting 
arrest is never explained. More than anything, else the police seem to appear in the show as an indication 
of how much Buffy's role as The Slayer marginalizes her. A normal teenager might naturally be angry or 
suspicious of a mother's new boyfriend. Add to that the fact that her friends and mother think he's a great 
guy and she feels even more alone. Add to that the life Buffy leads as Slayer, and she's got to feel isolated. 
The police threat disappears once Buffy returns to the comfort of her friends and Watcher. Even though she 
does “kill” Ted, everyone else (including Joyce) sees she was right about the guy. And when she returns to 
Sunnydale after her self-imposed exile, she has the companionship and sympathy of Watcher, mother, and 
friends. The warrant for her arrest evaporates.
 
(14) National authority first appears in “Invisible Girl” in the form of two FBI agents who appear at the end 
of the episode to “recruit” Marcie, but it doesn't appear again until season four in the guise of the Initiative. 
In “Invisible Girl,” Buffy and the audience are surprised by the appearance of the FBI; we almost wondered 
if BtVS was going to crossover with The X-Files. As in The X-Files, the government appears to be engaged 
in insidious activity. Buffy offers no resistance and the episode has less of a sense of closure than most 
episodes. “Invisible Girl” precedes “School Hard” by several episodes, so it is the earliest foreshadowing of 
some kind of collusion between governmental authority and the Forces of Darkness.
 
(15) In season four, The Initiative is a project designed to capture and study supernatural beings, learn 
about the source of their power and create a weapon based upon both science and the supernatural. Our 
first glimpse of the Initiative is the sight of commandos stalking demons and vampires on the campus of 
UC-Sunnydale. At first we are not sure what they are doing with or to the bad guys; we just see these 
menacing figures in camouflage advancing on creatures they have rendered helpless. Seven episodes into 
season four in “The Initiative,” we find out that Riley Finn (Buffy's new crush) and Professor Walsh (Buffy's 
psychology teacher) are part of the Initiative. Riley is a commando and Walsh is some sort of high-ranking 
project leader. This softens the image of the Initiative for awhile, but we soon learn there are many secrets 
being kept in the tunnels under UC-Sunnydale. When the Initiative is mysterious, Buffy and the Scooby 
Gang are suspicious and distrustful. Once the Initiative is given the shape of people they know and like, 
most of the wariness disappears. Buffy trusts Walsh and Riley, but soon learns that some of that trust was 
misplaced. The initial impression of national authority is that it is suspect—that it is keeping secrets. 
Season four complicates this view by having well-intentioned people involved in the government's secret 
activities. Ultimately, however the secretiveness of the government becomes one of the elements that leads 
to its failure. 
 
(16) Whatever the source of their power, authority figures in BtVS are usually either corrupt from their first 
appearance, like Mayor Wilkins, or eventually corrupted, like Gwendolyn Post and Faith, by the seduction of 
power. However, the corruption of authority and power in the Buffyverse literally means not only a loss of 
morality and ethics, but also the loss of one's soul. In other words, authority leads to power, power leads to 
corruption, and corruption leads to the Dark Side. 
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(17) The search for power motivates many of the minor villains in the show as well as the major villains like 
Mayor Wilkins. Those without power or authority will often seek it through evil or corruptive means. For 
example, in “The Harvest” (1002), Jesse, Xander's friend, prefers being a vampire with all of the power it 
entails over his mortal life. In “Lie to Me” (2007), Buffy's old friend, Billy Fordham, seeks the immortality 
and perpetual youth of being a vampire and is willing to betray Buffy in order to get them. On a lighter 
note, Jonathan in “Superstar” (4017) uses dark magics to make his every wish come true, but he redeems 
himself by giving up his power to save Buffy and the others. 
 
(18) Though power tends to be an absolute corrupter in BtVS, the show provides a few alternatives to that 
scenario. For instance, characters can retain their soul and moral integrity if they are removed from the 
position of power and authority. Giles is a good example. First, his authority over Buffy as her Watcher is 
questionable to begin with. Buffy usually does as she pleases, how she pleases. She subverts Giles 
authority over and over. As he tells Kendra, he threw out the Slayer's Handbook soon after meeting Buffy. 
But the critical episode is “Helpless,” when Buffy turns 18 and must undergo a rite of passage that has 
been traditionally inflicted upon any Slayer to survive to that age. She is to be locked in a house with a 
vampire and must kill it without her Slayer powers. Though Giles objects to this hazing, he complies with 
the wishes of the Watcher's council and administers the drugs that will keep Buffy from accessing her 
abilities. Giles eventually reveals everything to Buffy and she is furious, feeling betrayed by Giles and the 
Council. Giles obviously has an internal conflict with the whole ordeal as well. He finally rejects the Council 
and its authority and helps Buffy survive. Because of his actions, he is removed as Buffy's Watcher. His 
position of authority is taken from him, but he can keep his soul. 
 
(19) After being dismissed from the council, he firmly steps into the role of Buffy's foster father, another 
possible position of authority. But Buffy is now 18 and a legal adult. Therefore, a foster father can provide 
emotional (and in this case slaying) support but is no longer an authority figure and no longer in a position 
of power. He becomes a helper instead. 
 
(20) Wesley Windham-Price undergoes a similar change in status. Sent to be Faith's Watcher, he is given 
charge over both slayers after Giles is removed. Buffy subverts and refutes Wesley's authority even more 
than she did Giles'. She has an open contempt for him and the subsequent episodes demonstrate that it 
might be well placed contempt. He is a klutz, he fawns over Cordelia, and he “screams like a woman” when 
in danger. When he tries to tell Buffy what to do about saving Angel, she severs all ties with the Watcher's 
Council, effectively cutting off Wesley's power and authority (“Graduation Day”). He later joins in the 
Scooby Gang's final fight against the mayor, but not as a representative of the Council. (And as we find out 
in the first season of Angel, he is later fired from the Watcher's Council and this is a good thing, as the 
Council seems to be becoming more amoral, if not outright immoral, and Machiavellian.)
 
(21) Riley Finn is another example of a character who has to be removed from authority and power in order 
to save his soul. When the Initiative is first glimpsed in the first episode of season four, they are shadowy 
figures armed to the teeth and hunting vampires. They continually appear in the early episodes of the 
season four, and all the foreshadowing techniques, as well as viewers' previous experience with watching 
the series, lead viewers to believe that these GI Joe guys are going to be the season's villains. So when 
Riley is revealed to be a member of the Initiative, viewers are dismayed that Buffy has once more fallen for 
the wrong guy. 
 
(22) For awhile though, Buffy looks like she has met her perfect match, a mortal demon hunter with no 
soul-stealing curse attached. And she, and the viewers, seem to have been mistaken about the Initiative. 
Buffy is welcomed into their midst by Riley and Maggie Walsh. She thinks about how much she can 
accomplish working with them. But then Buffy starts questioning authority, literally. Her repeated questions 
about why they are collecting demons disturb the well-ordered and quiescent ranks of the Initiative. The 
possibility that she might infect Riley with her impertinence and independent thinking marks her as 
dangerous, and Professor Walsh tries to have her killed. When Maggie Walsh reveals that her power and 
authority have made her corrupt, she loses both life and soul (“The I in Team,” 4013). Killed and 

http://www.slayage.tv/essays/slayage3/clarkmiller.html (5 of 7)6/17/2004 2:52:16 PM



Slayage, Number 3: Clark and Miller 

reanimated by Adam, she becomes the monster in reality that she appeared to be in personality. 
 
(23) After Walsh's “outing” as the bad guy, many of the secrets of the corruption of the Initiative come out 
as well. Drugged food. Secret testings. The abomination of Adam. Riley is a part of all of this. After losing a 
battle to Adam and suffering from withdrawal, Riley is confused about his role in the Initiative and whether 
or not he's on the right side. He continues to question what is going on, but does not leave the Initiative 
right away. It is only after the Initiative captures the werewolf Oz that he decides he must act it. This 
results in his capture and eventual escape from the Initiative, only to become a fugitive. And his 
commanding officer calls him an anarchist, because he rejects the rigid order and corruption of the 
Initiative (“New Moon Rising,” 4019).
 
(24) But the show emphasizes that Riley's defection has saved his soul. This is done through comparison 
with Forrest. Forrest remains a loyal and unquestioning member of the Initiative. He even suggests that 
maybe there was a good reason why Professor Walsh wanted to kill Buffy and that murder is acceptable. He 
is antagonistic towards Buffy once she becomes a “threat” to the rigid, patriarchal order of the Initiative. 
The cost of Forrest's intransigence? He is also captured and converted by Adam, becoming part demon. But 
he seems to revel in his new power and evil, like many of the “hostiles” he once hunted. He has lost his 
soul, like so many before him.
 
(25) Of all the characters who wield power and authority, Buffy is the only one that doesn't succumb to the 
temptations and corruption of power. There are several reasons for this. One, she is the hero of the series 
and therefore must remain uncorrupted. Of course the reason she works as a hero is because she does 
reject the corrupting influence of the power she has. She does not particularly like being the Slayer, no 
matter how powerful it makes her. This power also prevents her from leading a normal life with normal 
friends and loves. She knows she may die at any time and in fact, she does. (First in “Prophecy Girl,” but 
she gets better, and later in "The Gift," though we doubt that this death will be permanent either.) Yet she 
does not shirk her destiny and refuses to give up. She has a moral compass that points her in the right 
direction. In “Bad Girls” (3014), we see her being tempted by Faith into giving into the seduction of the 
Slayer's power, as she smashes glass cases and takes what she wants. For awhile, she revels in the 
feelings Faith evokes. But after Faith accidentally kills the deputy mayor, Buffy sees what happens when 
you give into the corrupting nature of power. She refuses to give in and become like Faith.
 
(26) Part of the reason that Buffy does not “go over to the Dark Side” is because she is not alone. Giles and 
the Scooby Gang provide a support network for the Slayer. She can share her feelings with Willow and 
Xander and Giles, and they also help to keep her humble. Where most of the authority figures are solitary 
megalomaniacs seeking personal power, Buffy is chastised for trying to handle things by herself. At the 
beginning of season two, she insists on working alone and handling things alone and nearly gets Giles and 
Willow killed (“When She Was Bad,” 2001). When she tries to confront Adam by herself, the Gang won't let 
her. And together, through the help of magic, they provide more power together than even Buffy could by 
herself. Power shared does not corrupt. This is one of the reasons the show is so popular. Even someone as 
powerful as Buffy needs a little help from her friends. And those friends just happen to be the (attractive) 
outcasts and geeks of their high school and town. 
 
(27) The events of season five also serve to illustrate how limited Buffy's power is, how limited any 
supernatural power is. Glorificus, a god, is constrained by the conditions of her imprisonment in this 
dimension. Magic cannot truly bring Joyce back. The Slayer's power, which warped Faith's soul and is on 
par with the power sought by her vampire foes, cannot save her mother or ease her own or her sister's 
pain. Alone, she is no match for Glorificus. Being the Slayer obligates her to kill Dawn, but loving Dawn 
prevents her. Her strength and reflexes cannot save the world from another apocalypse. Even as she grows 
in skill, the nature of her power disturbs her. In her vision, the First Slayer tells Buffy that her "gift is 
death" ("Intervention," 5018) At first, Buffy takes this to mean that her powers are only those of a killer, a 
destroyer, not a protector. Buffy recognizes the limitations of her power before anyone else and chooses to 
flee in "Spiral" (5020), a course of action that she hopes will protect Dawn and her friends. When that fails 
and she is faced with what appears to be an impossible role -- a destroyer who must preserve-- she falls 

http://www.slayage.tv/essays/slayage3/clarkmiller.html (6 of 7)6/17/2004 2:52:16 PM



Slayage, Number 3: Clark and Miller 

into catatonia ("The Weight of the World, " 5021). 
 
(28) Willow helps Buffy to see that even though she has the abilities of a killer, she has always been a 
protector, that she has always saved the world and protected the helpless. We are reminded of the episode 
"The Prom" (3020) in which the students of Sunnydale High name Buffy the "Class Protector." Armed with 
the determination to protect both Dawn and the rest of the world, she leads the Scooby Gang into battle. 
As in the climactic battles of previous seasons, each of the Gang contributes with his or her particular 
strength, and Buffy's leadership emphasizes the strengths of her friends: Willow uses her growing magical 
powers; Spike is charged to be Dawn's protector; Xander (a self-described construction worker who likes to 
bowl) charges in with a wrecking ball; and Giles, who recognizes the self-imposed limitations of Buffy's role, 
kills Ben/Glory. 
 
(29) Ultimately, she chooses to sacrifice herself. "She is," as Giles says, "a hero, you see; she's not like 
us." Though she is the Slayer, she will not harm-- or allow to come to harm-- the helpless. She rejects the 
killer in herself and in sacrificing her life, she preserves her soul.
 
(30) BtVS is a show about youth and marketed to a youth audience. The heroes are characters who are 
disempowered by the social structures that traditionally govern or control their lives. That authority 
becomes corrupted and monstrous (literally) when it abuses its power or seeks power as an end itself. As 
the conclusion of season four suggests, even the power of The Slayer can be corruptive. The spirit of the 
first slayer is angry because Buffy shares her power, and it tries to harm Giles, Willow, and Xander. But 
Buffy knows where true strength and power lie: in the sharing and love of friends. Buffy and the Scooby 
Gang are not anarchists (no matter what the Initiative might claim), but they do recognize the threat of 
authority coupled with power. The bonds of friendship and family and love and compassion can save 
individuals from the seduction of power. They can also provide a measure of wisdom in the responsible use 
of power. The targeted audience is one that has little influence over its social conditions, but BtVS provides 
a vicarious sense of control. Not only do the young heroes take control over their immediate conditions, 
they also save the rest of the world from those who would abuse power for their own selfish motives. One 
can almost hear the villains collectively crying out ". . . and I would have gotten away with it too, if it 
hadn't been for those meddling kids!” 
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Robert A. Davis
Buffy the Vampire Slayer and The Pedagogy of Fear

  

[Editors’ note: The bibliography for Professor Davis’ essay will be available soon. Please 
check back.]

 
The mystery years: the sly
beginnings of secret loves,
objects flaring, amber in the dark,
hallowed, like the afterlight of icons.

John Burnside, “Everything is Explained by Something That Happened in Childhood,” Feast 
Days (32)

 
(1) In one sense, the literary and cinematic ancestry of Buffy the Vampire Slayer seems self-consciously 
clear. Episode by episode the program makers mischievously invoke the full catalogue of gothic horrors, 
knowingly parading an endless series of monstrous exhibits whose thoroughbred credentials from the 
archives of gothic fiction and film make them instantly recognizable to the viewing audience. The 
intertextual echoes and allusions have also a serious structural purpose, as the conflicts they provoke are 
skillfully used by the writers to deepen and elucidate the show’s underpinning mythology, and to 
authenticate its ambitiously conceived inflection of literary vampirism.
 
(2) If there is something counterfeit in this process, then the fakery is also strongly foregrounded in the 
show’s recycling of its thematic materials. Episodes such as “Nightmares” (1010), “Bewitched, Bothered 
and Bewildered” (2016), and most obviously “Halloween” (2006), highlight the program’s attractive 
capacity for exposing the factitiousness of the genre from which it derives whilst continuing to affirm its 
peculiar allure. Of course, impenetrable layerings of the false, the hybrid and the fabricated have lain at the 
foundations of gothic art since its beginnings (Hogle 2000), drawing attention to the central place of 
reproduction and imitation in its motivating aesthetic. Failed imitation and botched reproduction are key 
gothic preoccupations. Frankenstein’s Creature fails to assume the humanity intended by his maker; 
vampires reproduce an evil simulacrum of life rather than its true essence; even an “originary” gothic 
creation such as Horace Walpole’s house at Strawberry Hill openly selects and exaggerates elements of 
early medieval architectural style rather than sedulously copying them.
 
(3) The gothic tradition’s obsession with incomplete or sham representation is the source of much of the 
critical enthusiasm which currently surrounds it. If it is the gaps and shortfalls in the materials of gothic art 
which produce its distinctive feelings of horror, then criticism seeks always to interpret the slippages in 
signification which give rise to these responses. They are hence habitually re-read by contemporary theory 
as encodings of gender, race, class or religious anxieties. The visceral fears which the gothic excites stem, 
it is argued, from difference and otherness, those displaced tensions which at their most radical succeed in 
calling into question the unexamined ground of individual subjectivity and social identity. 
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(4) The critical rhetoric which the gothic attracts assumes its most highly wrought forms in discussions of 
sexuality, which is repeatedly described as if it were the gothic’s truest, most insistent topic, 
communicating itself urgently through the genre’s every shift and evasion. Vampirism is, of course, 
affirmed as the most achieved and transparent expression of this relationship, exposing to the critical and 
psychoanalytical gaze a seemingly limitless range of sexual taboos and transgressions thinly disguised in 
the bloodthirsty predations of the undead (Craft 1984). Robert Mighall has recently challenged the 
predominance of psychosexual hermeneutics in the interpretation of vampire literature, pointing out that “a 
vampire is sometimes only a vampire and not a sexual menace” (Mighall 1998, 94). In its handling of its 
literary and filmic heritage, Buffy raises a similarly ironic reservation about the pansexualism which affects 
critical appreciation of the genre. It does this almost self-parodyingly in its constant and hyperbolic 
references to sexuality; in the pervasive innuendo of dialogue and gesture throughout the teleplays, and 
the overt yet stylized intensification of sexual longing in the series’ most accomplished plotline: the 
evolving relationship of Buffy and Angel. There are moments in the show when this suggestiveness is 
overstated and wearing. At its weakest, the camera in Buffy dwells too longingly on the bloom of the 
pubescent flesh of the preternaturally beautiful characters, as if to accentuate the transience and 
vulnerability of their youthful allure, showcasing only their victimhood to the observing eye of the audience 
(see eg “Reptile Boy,” 2005). But the popcorn eroticism of the Buffy teleplays more regularly subverts the 
voyeurism which is too often and too readily seen by theorists to be both the appeal and the critical subtext 
of vampire narratives. The quick-fire wit and sparkling sarcasm in the scripts actually succeed in decoupling 
the vampire thematics from their allegedly inescapable sexual meanings, not by avoiding sexuality but by 
mainstreaming it into the most humorous and spontaneous aspects of the dialogue, normalizing what is 
customarily regarded in the genre and its commentaries as pathological. Buffy reminds the viewer that for 
older adolescents High Schools, with or without vampires, are erotically charged locations for which no 
spectral or monstrous alibis are required. In this respect, as in others, Buffy lays strong claim to the status 
of a genuinely late, postmodern gothic. It appears to defer to the critical discourse through which its 
primary ideas are appropriated and understood by the culture it addresses, whilst reflecting that discourse 
back at the surrounding culture in teasingly playful and ironizing forms. Paying homage to the genre does 
not preclude questioning it and the meanings with which it is currently invested. Indeed, a sincere 
engagement with the artifice of the gothic appears to demand such questioning.
 
(5) Buffy’s traffic with the imagery and incunabula of the gothic is coolly nonconformist, even at times 
iconoclastic. It does not, however, exempt the program from intimate involvement with the complex 
patterns through which gothic romance expresses its contradictory relations with the sources of fear. The 
gothic is frightening, and stimulates fear even in those comical and postmodern occasions (common if not 
ubiquitous in Buffy) where fear is called forth only to be deflected or denied. Gothic traditions go on 
renewing themselves at the uncanny sites where culture simultaneously encounters its profoundest 
validation and confronts its most destabilizing uncertainties: the boundary zones associated with the body, 
mortality, the law, power, desire and secrecy which the technological and social changes of late capitalism 
have placed under such considerable stress (Punter 1998). At these locations representation is inverted, 
undone, “spectralized.” Gothic art is therefore not displaced sexuality, rather gothic sexuality, in even its 
postmodern consumerist versions, furnishes a culture largely severed from traditional religious iconography 
with metaphors for the exploration of the terrors of selfhood, mortality and the limitations of the human, 
using and distorting what is perceived to be contemporary culture’s only remaining source of possible 
transcendence: erotic love. Postmodern gothic as it is staged in Buffy continues to valorize the redemptive 
potential of erotic love (most explicitly in the twists and turns of the relationship between Buffy and Angel), 
but it does so fatalistically, portraying such love as under constant siege by a mocking shadow intent on 
disclosing its self-deception and inauthenticity. In this respect, Buffy extends one of the central strains of 
gothic polemics - revising and subtly undermining the claims of romantic art. 
 
(6) The Romantic cult of youth and childhood is a particular target of gothic revisionism, and this continues 
vividly into the imagery and storylines of Buffy. The language of the High Romantic mode of representation 
is invariably loaded with a vitalist rhetoric: children and young people are a unique embodiment of the life 
force, predisposed to an intensity of feeling upon which the health of the human imagination is believed to 
depend; intermediaries between lived experience and transcendental influences hovering on the borders of 
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perception. In bestowing these characteristics, Romanticism renders the child or adolescent an unparalleled 
object of desire, caught in a dialectic of remoteness and proximity (Davis 1992). Youth becomes charged 
with a numinosity that is quasi-religious in status, but which is denied the authority normally associated 
with objects of veneration, existing entirely within the ambiguous constructions of adult desire. “For the 
child,“ notes Lyotard in his essay “The Grip,” “everything is trauma, the wound of a pleasure that is going 
to be forbidden and withdrawn” (Lyotard 1993).
 
(7) The language and symbolism which accrue to youth when it is approached in these terms have 
significant consequences for an understanding of the recurrent association of young people with the occult. 
It is not a coincidence that in the religious movement known as Spiritualism, which flourished in England 
and America between 1848 and 1890, among the leading mediums of the day were many children and 
teenagers (Owen 1985). The accentuation of their alleged spiritual qualities in the Romantic writing of the 
preceding century created just the right conditions for children to be accepted by the Spiritualist Churches 
as the best possible links between the realms of the living and the dead. When the apparitions spoke to 
Kate and Margaret Fox in New York in 1848, initiating the Spiritualist craze, they were doing no more than 
sowing ground long prepared by a particular set of juxtapositions of children and magic. As Coleridge had 
recognized long before, seeing children in this way was bound “to excite a feeling analogous to the 
supernatural...” (Shawcross 1907, I, 59).
 
(8) When they appeared to traffic between the living and the dead, between reality and the transcendent, 
children and young people in the Romantic vision acquired precisely the kind of symbolic power promised 
them in fairy tales and folklore. Their voices were listened to, and they were accorded authority in their 
communities. The Romantic myth was momentarily wrested from the dominion of its adult creators and 
became a way of speaking and resisting, affording children the means to contest the elaborations of adult 
desire on its own terms. This turning by children of the figurations of desire back on the adults who 
perpetrate them highlights an infrequently observed thread in the Romantic mythology of youth and 
childhood, and casts light upon the ambivalence which haunts all attempts to rationalize the presence of 
fear in the lives of the young. When children themselves are seen to be sources of fear, whether within the 
life of the imagination or within the life of the communities in which they dwell, a point of crisis has been 
reached. The resources of art and traditional culture cease to ratify a social or affectional bond, and instead 
describe a gulf, an absence, an essential alienation of the rival subjectivities of adult and child. In such an 
arrangement, innocence and guilt, like ignorance and knowledge, become the mutually-defining signifiers of 
a shame-culture (Postman 1982). Adults and children come to occupy separate spheres bound together 
only by the costly combination of trepidation and enthrallment with which each regards the other.
 
(9) This is the juncture at which the gothic imagination begins its task of interrogation. The same cultural 
mythology which affirms the vibrant authenticity and intensified sensation of the child or young person also 
encodes childhood, and adult-child interdependency, in a series of troubling forms which, by their 
obscenity, call into question core Romantic values and assumptions. The archetypal gothic nightmare of the 
vampire, it can then be argued, circulates elements of the Romantic cult of childhood and youth through 
the dark underside of Romanticism’s unconscious, touching with horrified fascination on the fears which 
haunt visionary notions of self-begetting, symbolic rebirth, and the organicist metaphors of adult-child 
continuity in which so much of high Romantic thought optimistically trades. 
 
(10) Literary vampirism, especially, articulates in a cunning gothic irony profound misgivings about the 
Romantic investment in childhood and adolescence “The children of the night” menace the stability of the 
adult community with the promise and the threat of their own daemonic immortality: a disastrous arrest of 
growth and decay which parodies the Romantic yearning for a permanent childlike vitality unencumbered 
by the biological destiny which subjects real children and young people to the maturational processes of 
time and change. Vampire sustenance, moreover, involves a parasitic suckling of the body fluid of the 
living, particularly young women, in a perverse imitation of the life-giving agency of the maternal breast. 
Stoker’s Dracula absorbs these fears by dramatizing the conflict between two communities, between, in 
effect, two species, competing for survival: the voluntary, rational, adult band of vampire hunters led by 
Mina and Van Helsing arranged against the involuntary, instinctive, mutually dependent phratry of the 
vampire kindred condemned to their tragic homelessness (Stoker 1983). Parents and parent figures die 
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with remarkable frequency in Stoker’s novel: Harker’s solicitor-mentor, Lucy’s mother, Holmwood’s father, 
as the dominant order sacrifices its filial connectedness in order to defeat a rival, pseudo-familial grouping 
in which individuals are bound to each other quite literally by ties of blood. Adults versus children: the 
vampire mocks the affinities of the Romantic family romance and its elevation of domestic piety. Thirty 
years before Stoker’s invention, one of the most genuinely chilling of all gothic protagonists is the child-
vampire Carmilla in Sheridan Le Fanu’s neglected short story of the same name (Le Fanu 1993, 243-320). 
Carmilla confirms the association of vampires with perpetual youth, and openly declares the alluring horror 
of the corrupted adolescent who can be blamed and scapegoated for the confusions of adult desire. 
“Sometimes the playful, languid girl, sometimes the writhing fiend,” Carmilla is condemned and finally 
exterminated because she outrageously embodies a compelling source of “the rapture of that cruelty which 
yet is love.” 
 
(11) Part of the scandal which Carmilla occasions in the eyes of her antagonists lies in her flouting of the 
social and symbolic ties of the conventional patriarchal family. Her oft-noted lesbianism is representative of 
this insofar as it signifies a wider female and adolescent autonomy unheedful of the demands of family and 
society, repudiating submissiveness and resistant to the imposition of inherited feminine roles and 
responsibilities (Veeder 1980). Above all, Carmilla’s ambiguous sexuality and agelessness have a heuristic 
function within the story, because they challenge the ambitions of orthodox knowledge and masculine and 
adult reasoning. Carmilla initially possesses an aristocratic immunity from both the modern bourgeois 
professionals who are too sophisticated to believe in vampires and the superstitious traditionalists whose 
feudal deference cannot contain or constrain her version of vampirism. In the end, as in Dracula, only the 
secret knowledge of the career vampire hunter, Vordenburg, proves capable of overcoming Carmilla’s self-
possession and securing her downfall. In hovering indefinitely between contrasting images of the female 
adolescent, Carmilla’s vampirism casts Romantic representation itself into doubt and refuses, until death, 
the symbolic order of the family romance and all of its sexual, generational and social identifiers. It is, 
indeed, for just this perversity that Carmilla must be destroyed (Gelder 1994). 
 
(12) Buffy’s subversion of the laws and taboos of the kinship system is accomplished through a similar, if 
altogether more uncertain, disruption of established institutional bonds and the orthodox management of 
knowledge. In episodes such as “School Hard” (2003), the notion of “siring” is used to hint at the 
disordered and anti-domestic affiliations which exist in the vampire clans, with their powerful suggestions of 
incest and intergenerational confusion and alienation (Genge 1998). The lineage of the vampire 
“community,” and its abnormal means of replication, decenter the ethical and emotional economy of the 
family - preserved by both Christians and their Romantic critics as the essential building block of social 
renovation - and casts into doubt the structures of moral and intellectual reasoning to which the privileging 
of the family unit has given rise in bourgeois societies. It is possible in this light to read Buffy Summers 
herself as an essentially conservative figure, despite her superficially magical trappings, defending a highly 
traditional, even reactionary, set of assumptions about community, knowledge and power from the menace 
of counter-cultural versions of youth and belonging. Buffy would then be the latest in a long line of vampire 
hunters, including Vordenburg and Van Helsing, whose function in the gothic universe is the anti-gothic 
task of recuperation - suppressing the ideological alternatives the gothic briefly and shockingly unleashes. 
Within the terms of her own narratives, the anarchy Buffy most consistently contains is the threat of 
genuinely radical alternatives to the largely docile and normative teen culture she and her friends embody. 
 
(13) The paradoxes of Romantic childhood to which modernity is heir are not confined, of course, to the 
fevered productions of decadent art. Profound and elusive tensions in the cultural construction of categories 
such as family, childhood and adolescence find expression wherever the unresolved internal pressures of 
large movements of social feeling enter the discourses of history. Certainly, the late 18th- and early 19th-
centuries - the crucible of the gothic - witness an eroticisation of childhood and of the maternal within 
which lie the origins of many of the moral conventions of modern child-rearing - from maternal breast-
feeding, through the domesticity of the emergent nuclear family, to the centrality of the mother in the play, 
instruction and intimate socialization of children (Gelpi 1992). “The ultimate binding force of the bourgeois 
social order,” writes Terry Eagleton, “will be habits, pieties, sentiments and affections” (Eagleton 1990). 
Examination of the culture of fear in the lives and the imaginary representations of children highlights a 
slippage within one of the key zones of that emergent order, refocusing the imagery of childhood and 
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adolescence to bring out the ideologically invisible influences of hierarchy, subordination and mutual envy 
in inter-generational transactions.
 
(14) The manifestation of such deep cultural fears may rightly be said to occur at moments of social and 
cultural change. But they need not be confined forensically to the past, and, indeed, their re-emergence in 
many of the products of contemporary popular entertainment can be seen to align revealingly with current 
anxieties about childhood in the Western world, made visible at the various problematic locations where 
modern adults and children negotiate their social and symbolic transactions (Higgonet 1998). Buffy’s 
setting in the middle class American High School of Sunnydale evokes inevitable comparisons with the 
Columbine tragedy, where black-clad teenagers, self-styled avengers, arrived on an ordinary March 
morning in 1999 and shot to death dozens of their classmates. The eponymous heroine is, like so many 
young females in the lineage to which she belongs, the “Chosen One,” “called forth in every generation” to 
defend humanity from the depredations of demonic forces which constantly threaten it from its own most 
dangerously repressed areas of feeling. Unknown to the oblivious staff and pupils, of course, their school 
sits on top of a “Hell Mouth” out of which there issues weekly a bizarre array of comic-book gothic horror 
figures - mostly themselves dismorphic teenagers - each bent upon encroachment and destruction. Only 
Buffy and the Scooby Gang stand between the school and its colonization by the forces of evil. With the 
exception of the Giles, the librarian who is Buffy’s “Watcher” and instructor, sympathetic adults in the 
series, especially teachers, are portrayed as ineffectual or as monster fodder. The school is a place 
frequently reserved for sexual display and peer-group rivalries. The only form of learning seen to be valued 
is the conventionally despised esoteric knowledge needed for uncovering and liquidating supernatural 
enemies. One episode of the series, “The Pack,” depicts (albeit off-camera) the dismemberment of the 
particularly useless school principal by a gang of students temporarily transformed into hyena-hellhounds.
 
(15) It is easy to discern beneath these surface fantasies of Buffy the gothic intelligence probing a deep-
rooted and pervasive malaise associated with contemporary Western culture’s confused and ambivalent 
attitude to youth, which, as has been said, is also an important aspect of the unfinished business of the 
Romantic revolution. Allied to this is the contemporary American loss of faith in the spaces and institutions 
of civic meaning - schools, teachers, suburban neighborhoods; the bewilderingly contradictory 
representation of young people simultaneously as agonizingly vulnerable victims, as calculating 
perpetrators of meaningless violence from the edges of society, and as sophisticated defenders of 
mainstream Western values. The strong intuition is that the environment around young people has ceased 
to be predictable or safe. Like infantilizations such as the “inner child” of consumer psychotherapy, or urban 
myths of the pedophile, what the fantasy narratives evacuate, of course, is the question of responsibility. 
If, for example, US schools have become key locations for the unconscious articulation of a fear for and a 
dread of children, artifacts of late capitalist consumer culture such as Buffy largely efface the issue of adult 
culpability - the blame which attaches, for example, to the strictly non-occult American practice of affording 
schoolchildren ready access to firearms.
 
(16) The relationship of Buffy to the gothic pedagogy of fear - the textual strategies by which the gothic 
contests the claims, and redefines the objects, of romantic desire - is undoubtedly a highly ambivalent one. 
Buffy sometimes succumbs to a kind of narcissism in which it treats its teenage themes too ponderously, as 
if fascinated by its own production values (eg “Inca Mummy Girl,” 2004). Conversely, there are episodes 
where the series trivializes dilemmas and sacrifices an awareness of moral purpose to the high-octane thrill-
seeking of its central conflicts (eg “I Only Have Eyes for You,” 2019). But the best storylines of the series 
succeed in dramatizing the ambiguities of the postmodern gothic, showing how the gothic tradition now 
struggles to make its fundamental insights meaningful to a culture desensitized by the horrors of its own 
sense of history, and frequently distanced from the conventional sources of fear by its scientific rationalism 
and finely-tuned capacity for irony. In skillfully composed episodes such as the climactic “Becoming” (2021, 
2022), all of these inhibiting influences are taken up into the storyline and powerfully defamiliarized. The 
enduring fascination of the notion of radical evil is both exhibited and mocked; the proximity of late 20th-
century knowledge to the most primordial fears of loss of identity and consciousness of self is cleverly 
exposed; the much-vaunted immunizing powers of irony are celebrated while their limitations are subtly 
questioned. Above all, the confinement of young people within what Marina Warner has termed the 
“manichaean diptych” of angel and devil (Warner 1994) is seriously resisted by the demonstration of an 

http://www.slayage.tv/essays/slayage3/davis.htm (5 of 6)6/18/2004 6:17:40 AM



Slayage, Number 3: Davis 

independence of will, action and self-fashioning unwilling merely to discharge a preordained destiny. Buffy’s 
gothic revisionism places the series very firmly in a genealogy which, for all its history of paradox and self-
contradiction, uses the powers of enchantment to disenchant us of some of our most crippling illusions.
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Aimee Fifarek 

"Mind and Heart with Spirit Joined": The Buffyverse as an 
Information System

 
(1) The fourth season of Buffy the Vampire Slayer ended with Buffy fighting the first Slayer, Sineya, for the 
lives of her friends (“Restless,” 4022). “Alone,” Sineya keeps repeating, reminding Buffy that the Slayer has 
always been “the one girl in all the world with the power to fight the forces of darkness” (“Welcome to the 
Hellmouth,” 1001).”[1] But Buffy replies, “I am not alone.” And perhaps for the first time since she has 
come to Sunnydale, she believes it.
 
(2) This gang of four—Buffy, Giles, Willow and Xander—represents a new evolution in Slaying, as their 
presence in this primordial dreamscape confirms. No longer a single point of resistance against 
supernatural evil, the Slayer is now backed up by a network of individuals who share her goal of keeping 
the darker urges of both the supernatural and the human in check. By contributing their own unique talents 
for discovery and action, they form the core of a system that helps Buffy to be the “most powerful Slayer 
[any demon] has ever faced” (“Innocence,” 2014)—and the currency of that system is information.
  
What Do You Know? The Supernatural Meme
(3) A system is defined as a set of interdependent components (people, materials, machines, etc.) united 
to serve a common purpose. A system has distinct boundaries, which differentiate it from its environment. 
In the case of an information system, it processes inputs like facts, observations, and data, to produce 
outputs, like knowledge. As Buffy, Giles, Willow, and Xander work together they form their own information 
system. They identify demonic activity (inputs), try to understand it using books, the Internet, magic, and 
other information gathering techniques (processing) to kill the demons or, at least, rescue the innocent 
(outputs). They also maintain a boundary that separates them from those who don’t know of the reality of 
the supernatural (environment).
 
(4) One of the most revolutionary, and hotly contested, ideas to link evolution and information is the idea 
of the meme. Richard Dawkins, in his 1976 book The Selfish Gene,[2] devoted a chapter to “Memes: The 
New Replicators.” Dawkins was interested in transferring into the cultural realm his idea of the gene as a 
unit which copies itself and, through copying errors, leads to evolution. This “unit of cultural 
transmission” (192) he called a meme.
 
(5) Like genes, memes are replicators; their purpose is to infect (i.e. reproduce in) other hosts to ensure 
their survival. Selfish genes (and, by extension, memes) are those that “have no foresight” (Dawkins 200), 
that reproduce themselves often at the expense of their host’s life. The degree to which a meme can infect 
a wide variety of hosts is the measure of its survival value. But what makes a meme, in the context of this 
informational Darwinism, fitter than all the rest?
 

What is it about the idea . . . that gives it its stability and penetrance in the cultural environment? 
The survival value of the . . . meme in the meme pool results from its great psychological appeal. It 
provides a superficially plausible answer to deep and troubling questions about existence. (Dawkins 
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193)
 
Dawkins is referring specifically to the idea of god, saying that the reason the meme of an unknowable 
creator/protector has propagated so widely since the first time the idea was thought is because it gives 
people comfort. Even though they may have no tangible evidence that god exists, they are able to carry on 
because the meme gives them a way of understanding and coping with the world around them.
  
Ignorance is Bliss 
(6) Prior to Buffy’s arrival, the dominant meme among the residents of Sunnydale was that everything is as 
it appears to be—that life is normal. Any evidence suggesting supernatural activity is conveniently 
rationalized away. We see an example of this at the end of the pilot episode, when Cordelia tells her group 
of hangers-on that the people who take over the Bronze and start killing the students were rival gangs. The 
idea that they could be vampires was never a possibility. It is easier to rationalize the inexplicable than to 
investigate it. They cling to the normal meme because it lets them avoid any situations that might force 
them to confront a truth they are unprepared to accept. 
 
(7) But there are a few who recognize this place as the Hellmouth. At first only Giles knows that the city is 
rife with supernatural evil, but even he is unprepared for its extent until his research uncovers the original 
name of the town: “The Spanish who first settled here called it 'Boca del Infierno'. Roughly translated, 
'Hellmouth'. It's a sort of, um, portal between this reality and the next” (“The Harvest,” 1002). The normal 
meme is obviously strong if the residents can ignore the nature of their environment. 
 
(8) But this is a selfish meme, insofar as it puts the lives of its hosts in jeopardy. To a certain extent, 
ignoring the supernatural keeps the residents safe. They do not try to dig deeper into the strange 
occurrences in the cemetery, or investigate the thefts of blood from the hospitals (“Vampire Meals-On-
Wheels.” “The Dark Age,” 2008), so the local demons don’t view them as a threat. But they do view the 
humans as prey. When the supernatural tries to take over, the humans who have conveniently not 
acknowledged its existence don’t know enough to get out of its way. 
  
Cordon Sanitaire: computers and books  
(9) The Slayer’s role is to fight the forces with which others cannot cope or understand. To protect others 
from themselves as well as the supernatural, Buffy must propagate the normal meme by helping them 
rationalize any strange occurrences. This includes explaining her frequently odd behavior: 
  

Jesse: Well, you know, we wanted to welcome ya, make ya feel at home, unless you have a scary 
home . . . 
Xander: And to return this. (holds up the stake) The only thing I can think is that you're building a 
really little fence. (hands it to her) 
Buffy: (takes it) Hah, no, um, a-a-actually it was for self-defense. Everyone has them in L.A. Pepper 
spray is just so passé. (“Hellmouth,” 1001) 

  
Buffy’s lie here is actually in defense of the normal meme. To keep people safe she must curtail their 
curiosity. But when Willow and Xander are attacked by vampires in the graveyard and Jesse is abducted, 
keeping them out of the game is no longer possible, however hard Buffy and Giles may try: 
  

Giles: The Slayer hunts vampires, Buffy is a Slayer, don’t tell anyone. I think that’s all the vampire 
information you need. 
Xander: Except for one thing: how do you kill them? 
Buffy: You don’t kill them. I do. (“Harvest,” 1002). 

  
But it is too late. Willow and Xander been very forcefully rid of the normal meme, and Giles and Buffy have 
provided the explanations that allow its supernatural counterpart to take its place. 
 
(10) Much of the show revolves around the battle for dominance between the supernatural and normal 
memes. Unlike the X-Files (in which the two memes have their personifications in Mulder and Scully), the 
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battle is not over which one is true [3] but rather which one will increase its survival value by spreading. 
With Willow and Xander’s help, Buffy and Giles are able to keep the supernatural meme in check. They 
erect a sort of cordon sanitaire, a defensible boundary between the “infected” and as yet pristine areas of 
Sunnydale. In essence, they shield themselves and their demon-battling activities from the rest of the 
town. 
 
(11) As lifetime residents of the town, Willow and Xander are able to ask questions and go places where 
Buffy and Giles, newcomers to Sunnydale, would draw suspicion. Willow also brings her computer skills to 
the mix. While Giles, with his multilingual capabilities and vast historical knowledge, thrives in the realm of 
ancient occult texts, it is Willow who can use “that dread machine” (Giles’ so very British reference to the 
library computer) to find the current, specific local information they so often need: 
  

Cut to the library. Willow has the city plans on the computer monitor. 
Buffy: There it is. 
Willow: That [sewer] runs under the graveyard. 
Xander: I don't see any access.
Giles: So, all the city plans are just, uh, open to the public? 
Willow: Um, well, I-in a way. I sort of stumbled onto them when I accidentally decrypted the city 
council's security system. 
Xander: Someone’s been naughty. (“Harvest,” 1002) 

  
As the show progresses, the gang will use the computer to access information about the city, their fellow 
students, and even to call up a group to conquer a demon that has escaped into the Internet (“I Robot,” 
1008). They also make wide use of the private collection of occult books that Giles keeps behind the desk 
and interspersed among the stacks. They are often able to expand their information system without 
venturing outside of the library; when they do it is usually into the anonymity of cyberspace. This indirect 
method of information gathering prevents them from rousing suspicions among the unsuspecting 
population by asking too many strange questions, thereby preventing the spread of the supernatural 
meme. 
 
(12) The cordon sanitaire also works in their favor by keeping them hidden from any demons that might 
view them as a threat. They can work in secret, in the library, without attracting too much attention. When 
they need information that the books and computers cannot provide, they have their supernatural “spies”; 
those in whom supernatural infection has been contained, like Angel, Anya and Oz, and the non-contagious 
carriers of the supernatural meme, like Jenny and Willy the snitch. Each of these individuals can traverse 
the cordon sanitaire because they walk in both worlds, and are, to varying degrees, accepted on both sides. 
  
THE GHOST IN THE MACHINE 
(13) The supernatural manifests itself in many forms, and most of them make an appearance at one time 
or another in Sunnydale. There are a few benign representatives, like the spies mentioned above, but these 
helpful individuals are few and far between. For the most part the supernatural cadre is composed of 
“zombies, werewolves, incubi, succubi, everything you've ever dreaded was under your bed, but told 
yourself couldn't be by the light of day. They're all real!” (Giles in “Hellmouth,” 1001). These monsters 
don’t generally walk around with their game faces on; [4] they masquerade as regular humans, in order to 
wreak havoc on the unsuspecting. Even though Buffy and the gang are well aware of the persistence and 
ubiquity of supernatural evil, they occasionally get caught with their guard down. 
  
The Depths of Knowledge: love and death 
 (14) Although the gang is deeply committed to fighting supernatural evil, they are still human—and most 
of them are teenage humans. Their biggest vulnerability is love. All of the members of the gang have 
become romantically involved with quasi-supernatural beings at one time or another, with most of those 
relationships ending in near disaster. In some cases, a supernatural predator senses an emotional weak 
spot and exploits it, drawing a member of the gang into a prey/victim relationship, like Xander’s crush on a 
teacher who turns out to be a praying mantis “Teacher’s Pet,” 1004), or Willow’s brief but torrid online 
relationship with Malcolm, who is really the demon Moloch, the Corruptor (“I Robot, You Jane,” 1008). By 
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the time the demon’s human façade begins to crumble, the victim is too emotionally invested in the 
relationship to notice. There are also the relationships in which the lover knows of the beloved’s 
supernatural background, but continues the relationship anyway. When the supernatural and the human 
come into conflict (Oz turning into a werewolf, or Angel losing his soul) emotions frequently prevent them 
from recognizing the truth of the situation. 
 
(15) In the context of the information system, romantic emotions function as noise. They are unintelligible 
or false signals that disrupt communication, sometimes destroying it altogether. Emotional noise is the 
deathblow for the Buffy/Angel and Giles/Jenny relationships. The idea that Angel might “turn bad,” revert 
to being the demonic Angelus, is something that is never far from anyone’s mind. In fact, his vampire sire, 
Darla, preys upon this suspicion by feeding on Buffy’s mother, then setting up Angel to take the blame 
(“Angel,” 1007). 
 
(16) But the only one who really knows how Angel can lose his soul is Jenny. Charged by her Romany clan 
to observe Angel and ensure his continued suffering, she keeps her knowledge of the specifics of the curse 
secret. Torn between familial obligation and concern for Giles and his friends, she does not tell them (or, 
indeed, learn the crucial specifics herself) until it is too late; Buffy has lost her virginity to Angel, and he 
has, once again, lost his soul. Because Buffy cannot bring herself to kill Angelus when she has the chance, 
he is able to kill Jenny before she can recreate the curse that will restore his soul. 
 
(17) More than just a metaphor for the lure of the dark side, these romantic tragedies act as entropy, or 
disorder, in the information system. Getting too close to the supernatural interferes with the gang’s ability 
to communicate effectively, producing tragic consequences. Entropy is a natural part of any system. In this 
one, it gives supernatural evil the opportunity to thrive. 
  
IT’S THE END OF THE WORLD AS WE KNOW IT (BUT I FEEL FINE) 
(18) The fact that these human/demon relationships succeed at all shows that the supernatural can be 
embraced without a subsequent loss of humanity. Buffy and the gang have a live-and-let-live attitude 
toward the supernatural. They are not looking to wipe it out but to coexist with it—and sometimes use it to 
their advantage. Willow incorporates her chemistry experience, Giles’s early tutelage, and Jenny’s 
technopagan files in an increasingly successful study of witchcraft. The gang regularly employs supernatural 
weapons, charms and spells to defeat demons, often employing the same ones the demons try to use to 
defeat them. The supernatural is not inherently evil. Usually the only supernatural types that Buffy 
proactively goes after are vampires, because their existence is predicated upon the destruction of humans. 
Demons that don’t necessarily have any quarrel with humans, like the ones found in Willy’s bar, are more 
or less left to their own devices. But occasionally there are those überdemons who want nothing less to 
take over the world: The Master with his Harvest, The Mayor and his Ascension, and Angelus’ activation of 
the Judge, to name a few. This is a retrograde impulse on the part of the supernatural population, since the 
blindness of Sunnydale residents makes it a pretty good place to be a demon. The vamps can pick off a 
tasty little treat anytime they like—if Buffy isn’t around. Giles tells us in the pilot episode that the Earth was 
once their private, hellish playground, and some want to remake that world. This would seem to be 
demonkind’s very own selfish meme. Each of these very public attempts to dominate the system lead not 
only to many demon deaths, they bring the Sunnydale residents that much closer to understanding the 
truth of the Hellmouth. 
  
INFORMATION EXPLOSION 
(19) In Buffy’s first two years at Sunnydale High, she does what she can to keep her identity a secret and 
knowledge of alternate realities to a minimum. But in the process of thwarting at least three major 
attempts by supernatural evil to take over the world, not to mention the machinations of several minor 
demons, some things have slipped out (like Willow’s evil twin from the demon dimension in Doppelgängland 
[3016]). The only natural resistance the community of high school students has to the supernatural is 
ignorance. Those who Buffy cannot save are usually destroyed, learning the price of their self-delusion only 
when it is too late. The system retains its balance by a process of natural selection in which those who 
know but are unprepared for the knowledge are destroyed, and those who are ignorant remain. Eventually 
it becomes apparent to many of the survivors that Buffy’s presence is not exactly a coincidence. While this 
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may be a failure of the group’s ability to propagate the normal meme, it is actually helps prepare the 
community to accept the supernatural presence in their midst. The students come to this realization almost 
unconsciously, but it is the crucial first step to surviving the biggest day of their lives. 
  
EPIDEMIC: KEEPING THE MEME ALIVE 
(20) Because the students can’t yet comprehend the supernatural, they don’t really understand the dangers 
from which Buffy has saved them. In "The Prom" (3020, they make their first overt acknowledgement of 
this fact: 
  

Jonathan: This is actually a new category. First time ever. I guess there were a lot of write-in 
ballots, and, um, the prom committee asked me to read this. "We're not good friends. Most of us 
never found the time to get to know you, but that doesn't mean we haven't noticed you. We don't 
talk about it much, but it's no secret that Sunnydale High isn't really like other high schools. A lot of 
weird stuff happens here." 
Crowd outbursts: Zombies! Hyena people! Snyder! (laughter) 
Jonathan: "But, whenever there was a problem or something creepy happened, you seemed to 
show up and stop it. Most of the people here have been saved by you, or helped by you at one time 
or another. We're proud to say that the Class of '99 has the lowest mortality rate of any graduating 
class in Sunnydale history." (applause from the crowd) "And we know at least part of that is because 
of you. So the senior class, offers its thanks, and gives you, uh, this." Jonathan produces a 
multicolored, glittering, miniature umbrella with a small metal plaque attached to the shaft. 
Jonathan: It's from all of us, and it has written here, "Buffy Summers, Class Protector." (“The 
Prom”) 

  
(21) They still don’t understand, but they have demonstrated their faith in Buffy because she has 
demonstrated her ability to protect them. Unlike the god meme, which often replicates in spite of evidence 
to the contrary, believing in Buffy’s power does not require blind faith. The tangible evidence of her actions, 
even if it is little more than noise at this point, is what allows the students to take their first step beyond 
willful ignorance of the supernatural. This public acknowledgement is proof that the normal meme has 
begun to lose its hold on the class. When the gang enlists the aid of those they have helped in the past—
Harmony, Jonathon,[5] Percy[6], and Larry[7]—they are more than ready to spread the word of what 
needs to be done at graduation. The epidemic replication of the supernatural meme proceeds for the most 
part offscreen, so we don’t know exactly how it happens. But it’s easy to imagine the small group fanning 
out, gathering friends, saying “Something big is gonna happen at graduation today. Buffy needs our help,” 
and multiple versions of this earlier conversation: 

  
Xander: Vampires are real; a lot of ‘em live in Sunnydale. Willow’ll fill you in. 
Willow: I know it’s hard to accept at first. . . 
Oz: No, actually, it explains a lot . . . (Surprise)[8] 

  
(22) Under the leadership of the gang, and with Angel’s help, the whole class rises up to fight the Mayor 
and his vampire minions. It is the survival of the fittest. Although there are casualties,[9] the class as a 
whole survives because the gang has helped them make a successful transition from the normal to the 
supernatural meme. Buffy finishes off the Mayor by leading him on a chase through the halls of the school 
and eventually to the library where Giles has planted tons of fertilizer and explosives (after packing up his 
books, of course). With Buffy by his side, Giles throws the switch—and the library explodes.
  
The Center Cannot Hold 
(23) The exploding library is symbolic of the information explosion itself. The normal meme is selfish, and 
has become so detrimental that the system can no longer compensate for it. As Xander says while regaling 
Giles’ super-librarian status, “Everyone forgets, Willow, that knowledge is the ultimate weapon.” (“Never 
Kill a Boy on the First Date,” 1005). It is important that the traditional information provider to throw the 
switch: 

  
Buffy (turns to Giles coming up beside them): "You feel up to it?"
Giles (taking off his glasses): "Ah, I suppose it should be I. It's strangely fitting in a grotesque 
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fashion." (“Graduation Day, Part 2, 3022) 
  
By spreading the supernatural meme and exploding the library, the librarian recognizes the transformation 
of information and its role within the system. It is no longer something to be protected, or to protect other 
from. As Fritz said about information and the Internet in a bit of first season foreshadowing, “Information 
isn't bound up anymore” (“I, Robot,” 1008). His actions give the students the knowledge, the power, to 
defeat that which threatens their lives. 
 
(24) The students move from denial, to awareness, to action—the crucial vector of transformation in the 
system. The information explosion causes the boundaries of the system to collapse so everyone can 
participate in their own defense. Accept the meme, join the system, and defeat the threat. But this 
systemic expansion is temporary. While the knowledge that precipitated it cannot be lost or easily 
rationalize by the students, most of them will probably assume that the Mayor’s death means that all of the 
demons have died, and they will go on with their lives as before. But the supernatural meme now floats 
free, and in its freedom lies the possibility for its survival. 
  
SCIENCE AND MAGIC 
(25) Since the information in the Buffyverse is no longer contained there is no way of knowing into whose 
hands it will fall. The government invades Sunnydale to try to subvert its resident supernatural power for 
its own ends. Like the überdemons that have come before, the government wants to take control of forces 
they don’t understand to dominate the system. They don’t realize that rules of their environment don’t 
necessarily apply to this one. At the same time, Willow is expanding her enquiries into the supernatural 
world by enlisting others in her quest. She does not seek to transform the system but does succeed in 
transforming herself. 
  
THE HEIGHTS OF KNOWLEDGE: LOVE AND MAGIC 
(26) Willow’s forays into magic have been (with a few notable exceptions) small and unsuccessful. Since 
Jenny’s death at the hands of Angelus, Willow has had to explore the world of magic in isolation. She tries 
to join the Wicca group that meets in her dorm, but they are more concerned with bake sales than binding 
spells. But it does give her the opportunity to see Tara for the first time, a fellow student and practicing 
witch. Like Willow, Tara has been studying magic in isolation, since the death of her mother (also a witch). 
Neither one alone has confidence in their powers, or themselves. But combined, the mystical, physical, and 
emotional come together for them in a new way. Their explorations of the supernatural free them from 
many of their inhibitions. 
 
(27) Unlike those who have gone before, Willow and Tara’s relationship seems to actually remove noise 
from the system. When Willow brings up the subject of casting spells at Wicca group, the “wanna blessed 
be’s” (“Hush,” 4010) look on her with disdain, but Tara is intrigued. The two don’t talk at that point 
because Tara’s self-conscious stutter won’t let her get a word out. So when the entire town loses their 
voices, Tara seeks Willow out, hoping they can do some spellwork to try to help. They meet up while the 
murderous Gentlemen are pursuing Tara, and take refuge in the dorm’s laundry room. There is no lock, and 
they are unable to barricade the door. Willow tries to move the soda machine with telekinesis, but her 
powers are too weak to make it do more than shake. But when she and Tara join hands, they are able to 
fling the soda machine against the door, preventing the Gentlemen from coming in and stealing their 
hearts. This wordless manifestation of their combined powers hints at the powerful union ahead. 
 
(28) Their skills develop in parallel with their relationship. In some cases they use their powers much as 
Willow used the computer in the past—to gather information from a safe distance. They locate demons, 
cast spells, and in “Who Are You?” (4016) they are the first to realize that Faith has taken over Buffy’s 
body. Together, they are able to progress into more active magic, which lets them create a talisman that 
Buffy uses to reclaim her body from Faith. Their powers provide them with a manner of communicating that 
emotions facilitate rather than hinder. 
  
She blinded me with science: The Initiative 
(29) On the other end of the supernatural spectrum is the Initiative, a government shadow project whose 
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purpose is to study and harness the power of supernatural beings. Composed of scientists and commando 
types, they capture vampires and demons of all sorts and, after study and tests, implant the “hostile sub 
terrestrials” (“hostiles” or “HSTs” for short, in “Doomed,” 4011) with anti-violence chips to neutralize the 
threat they pose to humans. 
 
(30) While this may not seem to be as overt a takeover of the system as those engineered by the Mayor 
and the Master, the potential is there. After escaping from the Initiative’s underground lab, Spike (a.k.a. 
“Hostile 17”) teams up with Buffy and the gang to fight back, despite the fact that any attempt at violence 
against “any living creature [produces] intense neurological pain” (Riley, in “The Initiative,” 4007). It is not 
long before Spike discovers that he can fight other demons without any painful consequences. Soon he is 
eager to vent his pent-up aggression on other supernatural beings—a breach of demon-loyalty that he is 
resoundingly beaten for later in “Goodbye Iowa” (4004). 
 
(31) It is unclear if the Initiative is aware that the anti-violence chip would let implanted demons attack 
other demons, but having neutralized hostiles acting as collaborators to aid in the capture other demons is 
an advantage they could not help but exploit. The Initiative’s activities bear a striking resemblance to the 
Nazi research agenda in WWII: white-coated scientists in an underground bunker perform excruciating 
tests on individuals they believe to be less than human (including Oz, who is human for all but three days a 
month). When Spike is first captured by the Initiative, he makes this association instinctively. An 
anonymous vampire in the next cell tells Spike not to drink the blood they give him because it is drugged. 
He says that after you’re unconscious “that’s when they do the tests.” Spike replies “And, uh, they are? The 
government? Nazis? A major cosmetics company?” (“The Initiative,” 4007). Even the fact that Spike is 
labeled “Hostile 17” is suggestive. In the movie Stalag 17, a POW captain is suspected by his fellow 
prisoners of being a Nazi collaborator. This is a kind of foreshadowing of Spike’s demon-beating activities, 
although he does it in collaboration with Buffy and the gang, not the Initiative. 
 
(32) It is inevitable that the Initiative and the gang will come into conflict, despite their early attempts to 
work together. The Initiative makes no effort to distinguish between the supernatural and its evil 
components. To them, demons, werewolves and vampires are nothing more than valuable lab rats. This 
doesn’t sit well with a group of people who have had intimate relationships with just such entities. The gang 
knows there is more to a supernatural being than just bloodlust and fangs. So when Dr. Walsh tries to have 
Buffy killed, the two camps get ready to face off. But there is a threat that neither group expects—one that 
will require significant changes on all sides. 
  
Frankenstein’s Demon 
(33) The Initiative has a shadow project within its shadow project. Room 314 houses Dr. Walsh’s creation, 
Adam, a man-like creature assembled from various demon, human and machine parts. We do not know if 
this is part of the Initiative’s plan, or just Dr. Walsh playing at Dr. Frankenstein. Adam’s function is unclear, 
since he kills his “mother,” before she has a chance to set her plans in motion. Using the disks on which Dr. 
Walsh kept her journals, Adam decides that his purpose is to kill, “to extinguish all life wherever I find 
it” (“Who are You?” 4016). 
 
(34) Adam is a threat unlike any other the gang has faced, not just because he is a hybrid creature. Adam 
is a pure union of mechanics and biology, driven by a demonic need to kill. He has knowledge, but by killing 
Dr. Walsh and her colleagues, he has cut himself off from the source of that knowledge, the intellect behind 
his creation, and any perspective on him they may have provided. He intends to fulfill his perceived destiny 
by recruiting a pack of vampires to help him build a master race of demon/human hybrids like himself. 
Adam also employs some “human” assistance: he reanimates the corpses of several Initiative members 
(including Dr. Walsh), and enlists Riley via the behavior-modification chip Dr. Walsh had implanted in him. 
Through these actions, Adam begins to build a network of his own, composed of hybrid beings. In order to 
fight this new threat, Buffy and the gang must also become a kind of hybrid system. 
  
The Tomorrow People 
(35) With his ever-present reductionism, Xander sums up the solution to the problem, “all we need is 
combo-Buffy—her with Slayer strength, Giles’s multi-lingual know how, and Willow’s witchy 
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power” (“Primeval,” 4021). Willow (spirit), Giles (mind), and Xander (heart) use an enjoining spell to call 
upon the strength of all of the Slayers who have come before, in order to spiritually join with Buffy (the 
hand) and lend her their strength, knowledge, and power to defeat Adam. The term “enjoining” has a dual 
meaning. In the obvious sense it means to join, or to yoke together. But it can also mean to prevent, or 
forbid (“I enjoin you from telling a lie”). Both meanings are active here. The group joins together so that 
Buffy can enjoin Adam from moving long enough to rip his uranium-based power source from his body, 
thereby killing him. 
 
(36) This transfiguration is the latest and most dramatic evolution of the Buffyverse, allowing the gang to 
transcend the temporal and spatial boundaries that separate them from the knowledge and powers of their 
ancestors. For a brief time, the Slayer is no longer “one girl in all the world”—she is a network, a continuum 
of Slayers. Like the temporary expansion of their system on graduation day, it allows the gang to 
incorporate resources they do not normally have access to. But this is an evolutionary step that cannot be 
sustained if the system is to survive. The enjoining spell ends when Adam is destroyed, and the four revert 
back to their individual selves. The system continues as before, interdependent, working with Riley and the 
other commandos to stop the slaughter that is happening in the Initiative’s lab. 
 
(37) This teamwork stands as a foil to the government’s desire for ultimate control. During the dénouement 
of the episode we hear a voiceover of some military-types reviewing the failure of the Initiative: “The 
Initiative represented the government’s interest in not only controlling the otherworldly menace, but 
harnessing its power for our own military purposes . . . the demons cannot be harnessed. The end result 
cannot be controlled” (“Primeval,” 4021). By acknowledging the failure of the Initiative, they recognize the 
impossibility of dominating the system. 
 
(38) The gang’s brief transfiguration causes a sort of backlash. In the odd, yet frightening, final episode of 
the fourth season, Sineya, the first Slayer, haunts the dreams of those who dared to call upon her power. 
She represents the contradictory force wielded by the Slayer, which can both protect and destroy. A Slayer 
joining with others to fight the supernatural enrages Sineya. “Alone,” she insists. But Buffy maintains her 
commitment to the system and its evolution. “I don’t sleep on a bed of bones” (“Restless,” 4022). The two 
Slayers fight in the dreamscape, but there is really no winner. Buffy and Sineya are not enemies, merely 
fighters of different times. Once they acknowledge each other’s power, life returns to normal. 
  

(Joyce enters, wearing a bathrobe.) Joyce: I’m, uh, guessing I missed some fun? 
Willow: The spirit of the first Slayer tried to kill us in our dreams.
Joyce: Oh, you want some hot chocolate? (Everyone says “yeah” or “yes please.”) 

  
This primordial dream episode also serves to remind us of the legitimacy of the balance between human 
and supernatural in the system. “As long as there have been demons, there has been a Slayer.” (“The 
Harvest,”) It is a reminder that the supernatural has existed as long as humans have, both within the 
Buffyverse and without. And perhaps a reminder that, with no external forces, no demons to fight, the only 
battles left would be with ourselves. 
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[1] All dialogue, unless otherwise noted, is taken from Psyche’s Transcripts, http://www.psyche.com 

[2] Dawkins, Richard. The Selfish Gene. 1976. (New York: Oxford University Press, 1989). 
[3] In The Pack, Buffy does tell Giles that he was the last one she expected to “Scully” her, when he tries to 
write off Xander’s behavior as adolescent male hormones, when he is actually possessed by the spirit of a 

hyena. 
[4] “Game face” is how Buffy refers to Angel’s vampire face, as opposed to his normal human appearance. 

(“Prophecy Girl,” 1012.) 
[5] Buffy stopped him from killing himself, thinking that he was planning a massacre at the school 

(Earshot). 
[6] Percy is the basketball player Willow turned around academically when her vampire twin beat him up. 

(Doppelgängland). 
[7] Larry is the chauvinist football player who Xander thinks is a werewolf, until he comes out to Xander as 

being gay (Phases). In the fight on graduation day, he is with the flame units. 
[8]Golden, Christopher and Nancy Holder. The Watcher’s Guide. (Pocket books: New York, 1998) 40. 
[9] We find out in the 4th season that Harmony was turned into a vampire (The Harsh Light of Day). 
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 Martin Buinicki and Anthony Enns 
Buffy the Vampire Disciplinarian: 

Institutional Excess and the New Economy of Power 
  
(1) Buffy the Vampire Slayer (BtVS), the hit television series featuring a teen-age girl with super-human 
powers who fights vampires and other forces of evil, has inspired increasing critical attention over the last 
few years. This attention is largely focused on three propositions: Buffy represents a liberatory feminist 
figure (Wilcox; Harts); the show’s vampires and demons represent the failure of reason, science, and 
technology to solve contemporary social problems (Owen); and the show offers a moderately Marxist 
critique of culture (McMillan and Owen). Implicit in each of these propositions is the notion that, in her 
struggle against vampires and demons, Buffy subverts concrete and often callous political, social, 
economic, and educational institutions, such as the high school, the mystical Watcher’s Council, and the 
military-industrial complex called The Initiative. This apparently subversive project seems to have been 
extended in the spin-off series Angel and the title character’s struggle with the law firm Wolfram and Hart. 
However, more recent critics, such as Kent Ono, have begun to perform resistant readings which suggest 
the show is not as subversive as it appears. While Ono focuses on the show’s representations of race, this 
essay argues that the show’s representations of institutional power are also less transgressive than they 
seem. Rather than simply exposing the evils of institutions, a project which might seem in line with 
Foucault’s study of punitive systems in Discipline and Punish, both BtVS and Angel actually offer an 
alternative system of power and control which is, as Foucault describes the modern penal system, “more 
regular, more effective, more constant and more detailed in its effects” (80). Therefore, these apparent 
subversions of institutional power merely signal a resistance to the excessive use of power, to outdated 
institutional models rather than to institutional power in general. In other words, while these programs may 
be read as supporting Marxist or feminist subversions of institutional constructions, they ultimately reaffirm 
the role of institutions in maintaining social order. 
 
(2) From the very first episode of BtVS, “Welcome to the Hellmouth,” the series establishes a pattern in 
which institutions are shown to be inefficient, inadequate, and misguided in their efforts to maintain order. 
The premise of the episode is that Buffy Summers has moved to a new high school in Sunnydale, California, 
after setting fire to her old school in L.A. due to a vampire infestation which only she was able to recognize. 
Buffy is eager to put her slaying days behind her, but unfortunately her new school turns out to be located 
over a “Hellmouth,” a portal which a vampire known as “The Master” is attempting to open in order to 
destroy the world. Buffy is forced to accept her identity as a slayer and save the world from certain 
destruction, while at the same time negotiating obstacles placed before her by the educational institution. 
For example, by attempting to stop Buffy from leaving campus, the school’s principal not only misjudges 
her character but also inadvertently puts the world in mortal jeopardy, and only by “rebelling” against the 
system and its preconceptions can Buffy succeed in resolving the crisis. This pattern becomes even more 
pronounced in later episodes, such as “Graduation Day, Part One,” in which the Watcher’s Council, an 
institution ostensibly created to help Buffy slay vampires and demons, becomes an obstacle that Buffy has 
to overcome in averting a catastrophe at Sunnydale’s graduation ceremony. In the fourth season, the latest 
season aired when this essay was written, the military institution called The Initiative becomes the very 
crisis Buffy has to resolve during her first year of college: its experiments in biological warfare result in the 
creation of a cyborg demon named “Adam” who threatens to annihilate the entire human race. Buffy’s 
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resistance to institutional authority thus becomes almost indistinguishable from her role as the vampire 
slayer.
 
(3) BtVS also seems to depict these institutions as Foucaultian models of discipline and punishment, 
emphasizing surveillance, categorization, and regulation of behavior. For example, the high school principal 
repeatedly warns Buffy and her friends, “I have my eye on you,” and the Council’s mechanism of control 
takes the form of the “Watcher,” an individual whose sole purpose is to monitor the activities of the Slayer. 
The use of surveillance is most obvious in The Initiative, which has hidden video cameras throughout the 
campus of the University of California Sunnydale. The Initiative also employs an elaborate system of 
ordering and classifying demons according to their behavior and anatomy. This is similar to the Watcher’s 
Council, which possesses extensive knowledge of vampires and demons, and the principal performs a 
similar procedure by dividing students into discrete categories of troublemakers. (Buffy and her friends 
seem to occupy their own particular sub-category.) These institutions regulate the behavior of their 
subjects through the use of routines and restrictions, such as those employed by the high school, and the 
Watcher’s Council similarly attempts to control Buffy by discouraging her from dating, training her, and 
ultimately putting her through a series of brutal tests. The scientists who run The Initiative control the 
demons they capture by keeping them in holding cells, and they use drugs and computer implants to 
regulate their behavior as well as the behavior of their own soldiers. These similarities seem to support 
Foucault’s equation of all institutions of power, such as “factories, schools, barracks, [and] hospitals,” with 
prisons (228), and BtVS thus seems to suggest a resistance to these institutions.
 
(4) BtVS also seems to critique institutions in its depiction of Buffy as a heroine who is independent of the 
justice system. Those within institutions view Buffy as a marginal element, a criminal operating outside the 
system, and she is repeatedly chastised by authority figures. For example, in “Becoming, Part Two,” at the 
end of the second season, Buffy is expelled by Principal Snyder, who repeatedly states that she is a 
subversive element within the high school. In a similar way, when she refuses to obey the Council’s orders 
in “Graduation Day, Part One,” Wesley, the Council’s representative, accuses her of “mutiny.” Likewise, in 
the fourth season episode “The I in Team,” Professor Walsh, the leader of The Initiative, tries to have Buffy 
murdered ostensibly because her behavior is unpredictable and endangering The Initiative’s project. 
Colonel McNamara, who takes over the Initiative after Walsh’s death, even labels her an “anarchist” (“New 
Moon Rising”). The idea of the hero operating outside accepted institutions is extended in Angel, in which 
Lindsay, the devious Wolfram and Hart lawyer, convinces a police detective that Angel is “a being . . . who 
feels he is above the law” (“Sanctuary”). Unlike “modern,” flawed institutions, Buffy and Angel appear to be 
more efficient dispensers of justice by employing medieval methods of punishment. Buffy and Angel are 
also similar in that they both occupy mystical positions in which their duties are divinely sanctioned. They 
thereby operate as executioners who have been authorized by a sovereign power and have the right to 
decide who should die and who should live without need of lawyers, judges, or juries. With rare exceptions, 
they are efficient because their methods seem simple and straightforward.
 
(5) The notion that Buffy subverts modern institutions has also been fueled by claims that the show’s 
vampires and demons represent social problems that contemporary institutions can neither recognize nor 
control. For example, A. Susan Owen argues that “each episode negotiates the claims of a rational world 
view in the context of social fragmentation and institutional failure” (27). Owen illustrates this point with 
the episode “Ted,” in which Buffy is abused by her mother’s boyfriend, who turns out to be a cyborg; the 
failure of social institutions to solve the very real problem of domestic abuse, Owen argues, is further 
represented by the once again misdirected efforts of the police. Owen concludes that “in Sunnydale the 
threat is inherent within the culture: reason, science and social order fail in the face of predation, because 
predation is part of the modern project. In this narrative, vampirism is the inverted human face of power 
and domination” (28).
 
(6) However, Owen fails to account for the ways in which vampires themselves are also subject to forces of 
power and domination. This domination can take the form of a gypsy curse, which can change a vampire 
into a force for good, or the excessive institutional power of The Initiative and its programs of behavior 
modification and experimentation. Although it is true that vampires are floating signifiers that can 
symbolize a number of social issues, such as alcohol abuse and premarital sex, they more frequently 
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represent people who are subject to a variety of institutional pressures. As Ono points out, their 
supernatural nature is often coded as racial difference: “the marginalization of vampires on the show takes 
the place of racial marginalization in the world outside the show” (172). However, in various situations, 
their predatory behavior is also coded as criminal, and the fact that they exist outside normal systems of 
economic exchange and “feed off the living” often codes them as lower class citizens or even parasitical 
welfare recipients. Therefore, rather than simply representing abstract ideas, such as the failure of reason, 
science, social order, or as a problem that must be completely eliminated, vampires and demons—
creatures without souls—represent figures who are truly marginalized by society and supposedly in need of 
discipline.
 
(7) This relationship between vampires and discipline is particularly appropriate given that, according to 
Foucault, the exercise of disciplinary power is directly linked to the notion of the soul. Foucault argues that 
the soul is produced in the act of punishment, and thus the history of the creation of the modern 
institutional apparatus is also a “history of the modern soul”: “[The soul] is not born in sin and subject to 
punishment, but is born rather out of methods of punishment, supervision and constraint” (29). In other 
words, the notion of a soul is inherently connected with forces of control, and rather than simply “slaying” 
the soulless, as her title suggests, Buffy’s exercise of disciplinary power actually rehearses the process by 
which souls are produced and sustained. This connection between discipline and the soul is most explicit in 
the character of Angel. In an inversion of the traditional Faust myth, Angel is punished for his evil deeds by 
being given back a soul, which causes him to experience torment and guilt. His punishment and his soul are 
thus inseparable, and for as long as he retains his soul, he continues to be punished.
 
(8) Therefore, rather than critiquing Foucaultian institutions, BtVS actually demonstrates the uses of power 
which Foucault describes as essential to modern penal systems. For example, unlike the medieval torture 
scene Foucault describes in “The Spectacle of the Scaffold,” Buffy and Angel’s methods of punishment are 
not linked to economic and political status. They are not representatives of a monarchical or governmental 
power, but rather justice itself, otherwise known as the seemingly benevolent “Powers That Be” (PTB). The 
objective of this system of justice is, as Foucault argues for the modern penal system, “to make of the 
punishment and repression of illegalities a regular function, coextensive with society; not to punish less, 
but to punish better; to punish with an attenuated severity perhaps, but in order to punish with more 
universality and necessity; to insert the power to punish more deeply into the social body” (82). Rather 
than performing the function of the executioner, Buffy and Angel live within society, integrating their roles 
as punishers into their everyday lives.
 
(9) Buffy and Angel can also be distinguished from executioners by the fact that their punishments are 
more “humane.” Unlike executioners, who perform a spectacle of torture in front of a crowd to deter future 
crimes, Buffy and Angel’s tactics do not rely on terror, shock, and physical horror, but rather they are 
depicted as measured, merciful, and appropriate to the crime. In the chapter “The Gentle Way in 
Punishment,” Foucault describes the efforts of reformers to suit the punishment very directly to the crime: 
“The ideal punishment would be transparent to the crime that it punishes; thus for him who contemplates 
it, it will be infallibly the sign of the crime that it punishes” (105). Despite her title, Buffy does not simply 
slay all vampires and demons; rather, she establishes a set of penalties for certain infringements that vary 
from the most extreme (death to vampires who feed on the living) to the relatively mild and necessary 
(werewolves must be locked up during a full moon). This is even more evident with Angel, who offers to 
help both humans and demons depending on who is being victimized by whom at any given time. For 
example, in the episode “She,” Angel assists a woman fleeing oppression in another dimension even though 
she has already murdered at least one human; his aid is contingent on her refraining from any further 
killing: “I’m not saying you shouldn’t fight. Just know I’ll be there to stop you if you cross the line.”
 
(10) Foucault also stresses the importance of categorization to the ideal penal system: “For penal semiotics 
to cover the whole field of illegalities that one wishes to eliminate, all offences must be defined; they must 
be classified and collected into species from which none of them can escape” (98). In contrast to the 
institutions of the Council and The Initiative, both of which fail to recognize the “individuality” of the 
creatures they confront, Buffy and Angel are able to differentiate between groups of vampires and demons, 
and they pay close attention to their various backgrounds and motives. For example, The Initiative trains 
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its soldiers to refer to vampires and demons as “Hostile Subterrestrials,” or simply “HSTs,” and they are 
taught to view these beings as animals which all possess an equal degree of evil. This failure to 
differentiate becomes a major source of conflict in the episode “New Moon Rising” where Buffy and her 
boyfriend Riley, a member of The Initiative, argue about the justice of putting all demons into a single 
category:
 

Buffy: You sounded like Mr. Initiative: demons bad, people good.

Riley: Something wrong with that theorem?

Buffy: There’s different degrees of . . .

Riley: Evil?

Buffy: It’s just different with different demons. There are creatures, vampires for example, who aren’t evil 
at all.

Riley: Name one.

 
Buffy’s defense of Oz, a friend who is a werewolf, echoes Foucault’s description of “the delinquent whose 
slow formation is shown in a biographical investigation” and who should be distinguished from the offender 
“in that he is not only the author of his acts . . . but is linked to his offense by a whole bundle of complex 
threads (instincts, drives, tendencies, character)” (252). Buffy similarly claims that “Oz is not dangerous” 
and that “something happened to him that wasn’t his fault.” Riley’s refusal to consider biography when 
thinking of HSTs even prompts Buffy to call him a “bigot,” but by the end of the episode Riley has learned 
his lesson: “I was in a total black-and-white space¾people vs. monsters—and it ain’t like that, especially 
when it comes to love.” This point is particularly relevant to Buffy’s own past romance with Angel, the 
vampire with a soul, and her ability to judge each individual creature according to his/her own personal 
history repeatedly puts her at odds with the institutions she encounters. For example, Buffy’s decision to 
leave the Council is a direct result of their refusal to help Angel after he is poisoned by the rogue slayer 
Faith (“Graduation Day, Part One”); the Council’s inability to consider Angel’s unique history and its 
decision to condemn him outright as a vampire convinces Buffy that she would be more effective on her 
own. 
 
(11) Because of his experiences, Angel is keenly aware of the impact of personal history and the 
importance of making distinctions between individuals. In the episode “Sanctuary,” Angel is the only one to 
defend Faith when she is being hunted down by Buffy, the Council, the police, and the Wolfram and Hart 
law firm. Wesley, who has recently been brutally tortured by Faith, tries to convince Angel that she 
deserves to be punished for her actions, and he follows a logic similar to The Initiative’s in overlooking her 
history and interpreting her motives as simply animalistic instinct:
 

Wesley: There are far more humane ways to deal with a rabid animal.

Angel: She’s not an animal.

Wesley: No?

Angel: She’s a person, and in case you’ve forgotten, we’re not in the business of giving up on people.
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Wesley: I believe in helping people. I do not believe in coddling murderers . . . . There is evil in that 
girl . . . . If you set her free, she’ll kill again.

Angel: You can’t just arbitrarily decide whose souls are worth saving and whose aren’t.

 
Angel’s defense of Faith is clearly based on the idea that one must use knowledge of the individual 
criminal’s background in order to devise a sentence appropriate to the crime. While this episode seems to 
mimic the dialogue between Buffy and Riley, a similarity heightened by the fact that both episodes 
originally aired on the same night, it is ironic that Buffy makes a special appearance in this episode of Angel 
in which she also condemns Faith as a monster who cannot be reformed. Faced with the excessive assault 
of the Council’s hit squad, however, Buffy reconsiders her personal vendetta against Faith and helps in her 
rescue, a decision which is ultimately affirmed by Faith’s confession to the police and which emphasizes yet 
again the importance of employing a measured punishment that considers the offender’s background.
 
(12) Such intimate knowledge of the differences between individual vampires and demons allows Buffy to 
employ certain demons for her own ends. In his discussion of the delinquent, Foucault adds that “prison, 
and no doubt punishment in general, is not intended to eliminate offenses, but rather to distinguish them, 
to distribute them, to use them; that it is not so much that they render docile those who transgress the 
law, but that they tend to assimilate the transgression of the laws in a general tactics of subjection” (272). 
This is illustrated in several episodes of BtVS, such as “Enemies,” in which Buffy is able to use Angel and his 
known status as a delinquent in order to gain Faith’s confidence and learn the mayor’s evil plans; Buffy is 
able to incorporate Angel’s past transgressions into a “general tactics of subjection” by asking him to 
masquerade in the guise of his formerly evil self. Buffy is also aware of a local bar frequented by vampires 
and demons, but rather than killing them she allows the bar to stay open and often uses it to get 
information on demon activity. Perhaps the clearest example of Buffy’s strategic use of delinquents is her 
relationship with Spike, a vampire who was formerly her archenemy. Near the end of the second season, 
Spike begins an association with Buffy and her friends in which their interests frequently coincide; for 
example, in that season’s finale, “Becoming, Part Two,” Spike even helps them save the world. In the 
fourth season, Spike falls prey to The Initiative, who install a chip in his brain that prevents him from 
physically harming humans and makes him even more useful as an ally. While The Initiative wants to keep 
Spike incarcerated, Buffy allows him his liberty for as long as he proves useful in gaining their objectives. 
Spike does not become good; rather, the gang’s knowledge of both his powerlessness and his greed allows 
them to use him in productive ways. For example, Giles pays Spike to help him during the episode “A New 
Man,” in which he is transformed into a demon and hunted by The Initiative. Similarly, in “Doomed,” Spike 
helps Buffy defeat three demons seeking to reopen the Hellmouth under the high school. The employment 
of Spike in these moments represents a much more efficient use of disciplinary power than that of The 
Initiative or the Council, who would simply kill or incarcerate him.
 
(13) Foucault’s chapter on Bentham’s Panopticon is often cited as the most crucial part of his study of 
disciplinary models, and the similarities between Bentham’s model and the methods employed by Buffy and 
her allies are striking. As we have already pointed out, The Initiative and the Council appear to fulfill 
Bentham’s dream of a disciplinary regime grounded in the principle of surveillance. For example, the 
architectural design of The Initiative’s underground complex, which holds demons in individual cells with 
transparent walls facing a central hallway, seems to replicate Bentham’s Panopticon: “Each individual, in his 
place, is securely confined to a cell from which he is seen from the front by the supervisor; but the side 
walls prevent him from coming into contact with his companions” (200). Likewise, the use of video cameras 
in the demons’ holding cells ensures that each prisoner is “seen, but he does not see” (200). This 
surveillance is extended throughout the university through frequent camouflaged patrols and monitoring 
devices concealed within each building. However, a closer reading of the show’s juxtaposition of Buffy’s 
methods of tracking and subduing vampires and demons with the methods used by The Initiative reveals 
that Buffy and her friends employ a system of surveillance which more closely resembles the panoptic gaze 
elaborated by Foucault. Like The Initiative, Buffy and her friends employ patrols; however, their patrols are 
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even more invisible than the almost comically camouflaged, gun-toting Initiative. Buffy’s use of surveillance 
is also more efficient than The Initiative’s because of its disassociation from architectural structures. Buffy’s 
system actually illustrates “the major effect of the Panopticon: to induce in the inmate a state of conscious 
and permanent visibility that assures the automatic functioning of power so to arrange things that the 
surveillance is permanent in its effects, even if it is discontinuous in its action” (201). In other words, 
Buffy’s power is not restricted to the prison environment but rather diffused throughout society; demons 
are aware that the Slayer exists and thus, like the panoptic tower, the Slayer represents an observer who 
may or may not be watching but whose position nevertheless continually exerts influence. The Initiative, on 
the other hand, is a secret institution that depends on the actual performance of punishment to exert its 
influence; thus, unlike Bentham’s model, it fails to overcome its architectural and material constraints. 
According to Foucault, Bentham was even “surprised that panoptic institutions could be so light: there were 
no more bars, no more chains, no more heavy locks” (202). By embodying the ever-present potential of 
surveillance and punishment, Buffy offers a far more accurate representation of the lightness of this 
disciplinary model.
 
(14) The Watcher’s Council seems to provide another model of this kind of disembodied surveillance. As its 
title suggests, the Council is designed primarily to watch the activities of vampires and demons, as well as 
the Slayer herself, and there is no suggestion that the Council possesses a prison or even a building. Like 
Buffy and her friends, the Council also seems to have much more knowledge about demons than The 
Initiative. However, rather than representing the evolution of punishment towards the Panopticon, the 
Council seems to be modeled on the sovereign’s use of disciplinary power. Not only do the trappings of the 
Council mimic medieval society, a fact emphasized by their British, “Old World” origins, but the Council also 
seems to employ Buffy as an executioner whose only role is to follow orders and slay without question. 
According to Foucault, the executioner is the sovereign’s representative in a symbolic ritual of power in 
which the criminal’s act against the sovereignty is revenged; in punishing a crime, therefore, “the 
intervention of the sovereign is not . . . an arbitration between two adversaries: . . . it is a direct reply to 
the person who has offended him” (47-48). In a similar way, the Council does not seem to be concerned 
simply with punishing those who break the law, but rather they treat all transgressions as direct affronts to 
their authority. In condemning Angel, for example, the Council reveals that it is more concerned with 
preserving its own codes than it is with justice, or, as Wesley tells Buffy, “It’s not Council policy to cure 
vampires” (“Graduation Day, Part One”). This emphasis on preserving authority is even more pronounced 
when the transgression is committed by one of the Council’s own members. For example, Wesley refers to 
Buffy’s desire to help Angel as “mutiny,” a term which seems highly extreme, and in the episode “Who Are 
You,” where Faith is chased for committing murder, the Council’s retrieval team says to her, “The Watcher’s 
Council used to mean something. You perverted it.” This accusation is shown to be doubly misplaced in that 
it not only reveals the Council’s megalomania but also their ineptitude; due to a magical device, Faith has 
switched bodies with Buffy, and the Council’s policy of following orders without question allows them to 
capture and accuse the wrong person. This episode also depicts the Council’s brutality: rather than 
returning Faith to the U.K. for trial, the Council orders her immediate execution, and thus Faith’s eventual 
confession to the police in “Sanctuary” depicts the legal system as a much more civilized and modern 
institution. (The legal system is rarely shown in such a positive light in the series; it is only in contrast to 
the primitive extremism of the Council that this is possible.) The Council applies the same extreme 
measures to all vampires and demons, measures that bear a striking similarity to what Foucault describes 
as the “limit of punishment”: “The dissymmetry, the irreversible imbalance of forces were an essential 
element in the public execution. A body effaced, reduced to dust and thrown to the winds, a body 
destroyed piece by piece by the infinite power of the sovereign constituted not only the ideal, but the real 
limit of punishment” (50). The show’s use of special effects to make the vampires explode into dust 
whenever they are killed would seem to be the most perfect illustration of this limit, and the Council’s 
blanket use of this extreme form of punishment shows its medieval nature. By rejecting the Council, Buffy 
also rejects this excessive use of force.
 
(15) But perhaps the clearest way in which BtVS illustrates Foucault’s model of discipline and punishment is 
in the notion of the Slayer itself. As the prologue to the show’s early episodes states, the Slayer is a 
mystical figure who appears in each generation and who possesses superhuman abilities that allow her to 
combat the forces of evil. Buffy is not the only such slayer, but rather the latest in a long line of slayers 
who have all performed a similar function in society. Unlike a typical superhero, the power of the Slayer in 
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no way resides uniquely in Buffy Summers herself, but rather in the position that she is temporarily 
occupying. This replicates Bentham’s notion that the perfect panoptic system is not dependent upon any 
single individual, but rather it is “a machine for creating and sustaining a power relation independent of the 
person who exercises it” (201). Foucault also emphasizes that “it does not matter who exercises power. 
Any individual, taken almost at random, can operate the machine” (202). This principle can be seen in the 
episode “What’s My Line?” in which a new slayer appears to take Buffy’s place after she has been dead for 
only two minutes. The idea of disembodied power is also apparent in Angel; while the show appears to 
emphasize Angel’s unique identity as a vampire with a soul, we learn in the episode “I Will Remember You,” 
in which Angel becomes temporarily human, that Angel is only one of the warriors fighting for the PTB and 
he is replaceable. Buffy and Angel are further removed from the typical superhero and linked more with the 
Foucaultian model in that they are themselves subject to the power which they represent. Buffy, for 
example, repeatedly struggles with the demands of being a slayer. In “Never Kill a Boy on the First Date,” 
Buffy argues with Giles about whether or not it is possible for a slayer to date boys. Buffy compares her 
role to that of Superman, who had Lois Lane, but Giles argues that, for a slayer, “dating is problematic at 
best.” Buffy also differs from Superman in that she is fulfilling a prophecy and therefore is not allowed the 
same freedom to make choices or mistakes. As she complains in the episode “Reptile Boy,” “I told one lie, I 
had one drink,” to which Giles replies, “Yes, and you were very nearly devoured by a giant demon snake. 
The words ‘let that be a lesson’ are a tad redundant.” While such scenes serve to metaphorically depict the 
trials faced by average teenagers, as Wilcox points out (20), they also demonstrate the severe 
consequences that accompany Buffy’s attempts to ignore or circumvent her slayer duties. These episodes 
demonstrate that Buffy’s behavior is controlled and disciplined even while she appears to be the one doing 
the disciplining. Angel presents an even more extreme case: due to a gypsy curse, he is given a soul that 
forces him to realize the horrors he committed as a vampire, and, in addition to this burden of guilt, he is 
unable to experience even a moment of true happiness or he will once again transform into his evil self. 
Like Buffy, Angel is prevented from having a normal life, and he is forced to concentrate only on the role he 
plays for the PTB.
 
(16) Therefore, rather than being “anarchists,” as Colonel McNamara of The Initiative claims, Buffy and her 
allies actually fulfill the promise of Foucault’s institutional apparatus. Due to its excessive and inefficient use 
of force, The Initiative is repeatedly shown to be a failed institution of discipline and punishment, and even 
the Wolfram and Hart law firm, which appears to be incorporating demons into modern institutions of 
penality, is similarly shown to be a corrupt perversion of the legal system. In contrast to these institutions, 
Buffy and Angel operate within a system that efficiently employs surveillance and discipline in a new 
economy of power. Although on the surface Buffy might appear to be a figure of feminist resistance, and 
BtVS might be interpreted as politically progressive, a closer look at the show’s representation of power 
relations reveals that the figure of the young woman is merely being employed to signal the fact that 
modern structures of discipline and punishment are so thorough and diffuse that they can be embodied in 
even the most unlikely agents. Rather than simply relying on formal analysis, then, an argument for the 
show’s actual potential for effecting positive political change can only rely upon a study of its reception 
among fans and audiences.
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Wendy A. F. G. Stengel 
Synergy and Smut: 

The Brand in Official and Unofficial 
Buffy The Vampire Slayer Communities of Interest

  
(1) Tee-shirts. Posters. Teen magazines. Soundtrack CDs. The television marketer’s saddlebag is full of 
cross-promotional consumables, all aimed at building loyalty to the brand of the show. This is hardly a new 
phenomenon; children in the 1950s wore Davy Crockett coonskin caps and carried Howdy Doody 
lunchboxes. Indeed, in Hollywood Planet: Global Media and the Competitive Advantage of Narrative 
Transparency, Scott R. Olsen writes that the features in a media product which lead to cross-promotion—or 
synergy—are required to ensure competitive advantage in the global market place. 
 
(2) Copyright holders are notoriously protective of their intellectual property.[1] With the growth of the 
Internet, it is not surprising that shows are trying to use website chat, email lists, and the like for cross-
promotional, brand-building opportunities. If fans want a place to discuss the brand, who better to provide 
a community space than the brand owner? With that logic in mind, many shows have provided threaded 
discussion lists (either via email or web bulletin board) and chat capabilities on their official websites. The 
official communities of interest provide frequent hosted chats with actors and writers from the shows, post 
a wealth of photographs and plot summaries, and have legitimacy on their side. 
 
(3) What is surprising, however, is how non-affiliated persons are using the same Internet technologies to 
participate in unofficial—yet still branded—communities of interest. This phenomenon is revealed by 
examining two communities of interest for the television series Buffy The Vampire Slayer, one official, The 
Bronze, once found at http://www.buffy.com [Editors’ note: buffy.com officially closed in July 2001 with the 
move of Buffy from the WB to UPN], and one unofficial, The Codex, found at http://www.planetx.com/
buffy/. Comparing the methods of discourse employed at each site, the topics discussed, and the apparent 
norms of each community shows how each community strengthens the competitive advantage of the show, 
even when the discussion seems subversive and dangerous to family-oriented—or, at least, advertiser-
driven—producers. 
 
(4) Comparing communities of interest is tricky business. Though one can make generalized guesses about 
the participants, it is difficult without a survey device to determine solid demographic information. 
Appearances are all one has to rely on. The Bronze participants appear to be younger, use more “net 
speak,” and post more frequently. The Codex participants seem to be older, have more education, and 
“lurk” more often. Going beyond these surface comparisons, however, we can look to some basic structural 
concerns that help define the communities of interest on Buffy.com and PlanetX.com. 
 
(5) Buffy.com, for example, had two different structured environments available to fans: a linear posting 
board and a threaded posting board. If you visualize a straight line and try to extrapolate from that image a 
concept of how a linear posting board might work, you’d most likely think that one person started a 
discussion, and all posts after that follow somehow from there. This is misleading, however. Perhaps a 

http://www.slayage.tv/essays/slayage4/stengel.htm (1 of 9)6/17/2004 4:07:03 PM

http://www.buffy.com/


Slayage, Number 4: Stengel 

better mental image would be to picture a row of discrete dots. Each post was separate, and though users 
can carry on discussions with other users through the posts, or pick up on themes that have developed, 
nothing structurally encourages this. In fact, the linear posting board was one of the most free-formed web 
spaces; there aren’t subject lines to define a post, there’s no expectation that there will be a conversational 
flow. It’s the Speaker’s Corner of Buffy.com; everyone had a soapbox, everyone can speak, and even the 
loud or the witty aren’t guaranteed audience. The freedom of this structure appeals to many users, and 
helps them express their identity within the Buffy brand. 
 
(6) Adding subject level organization makes it easier for posters to find debate or discussion of interest to 
them, and helps them broadcast their thoughts clearly to others. Users change subject lines to reflect 
actual content on both Buffy.com’s threaded posting board and PlanetX. The board computer programming 
arranges responses chronologically after initial posts, nesting responses-to-responses chronologically under 
responses, and so on. Like so many things relating to the web world, these changes are easier to represent 
visually. Below, the initial post subject line is shown left; justified, follow-up posts and their altered subject 
lines are indented: 
 

27/01/101 07:58:03
tara has demon connections? 

27/01/101 07:58:34
Re: tara has demon connections? 
27/01/101 07:59:37
Taras "Secret" 
27/01/101 08:04:19
also on Taras "Secret" 

27/01/101 08:13:40
Re: Taras[2] 

  
In just under one and a half hours, there were 56 posts on the threaded posting board among three 
posters. On the fifteenth round, the subject line was changed from “Mon Dieu,” to “pourquois pas?” 
reflecting a subtle shift in the thread. Threaded conversations provide order to users, much like real-time 
conversational turn taking, making it easier for users to see how their posts fit in to the Buffy community. 
 
(7) The threading feature is a familiar function of the computer code and savvy users who know to respond 
to a message, rather than start a new thread. There are non-code-related structures of discourse, however, 
which need to be considered. If one were to print out copies of posts from either of the Buffy.com boards 
and place them next to copies of PlanetX.com posts, one would first notice the difference in length between 
the posts. Salutations to 248 people notwithstanding, posters on Buffy.com write short, fragmented posts. 
 

Hopper says: I was just watching a new episode of Buffy over here in N.Ireland. Spike was trying to 
have his chip removed, and at the end he had a dream that he loved Buffy, I just thought that it was 
brilliant! I laughed so hard I nearly Split! I just have to commend the wirters for that nice twist, 
Thanks[3] 

  
The short posts are easy to scan in the linear posting board; more individual posts are seen without having 
to scroll the browser window. Since Buffy.com participants were concerned about their voice being heard 
and recognized, small, easily digestible blurbs help them engage with their community. For the threaded 
posting board, long posts were discouraged due to a purported size limit to the threads. If you have a 
particularly long post, people will ask you to cut it in half—and post it in two pieces.[4] This in no way limits 
the size of the thread; it just makes posts shorter and choppier. Long posts were easier to ignore. 
 
(8) PlanetXers, on the other hand, write volumes. In a 24 January 2001 posting, rusalka writes: 
 

The Watcher's council is back, as bossy and annoying as ever. After the disappointment of 
"Triangle," it was great to see an episode where the characters actually behaved in character, Willow 
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was back to her normal likeable self (though I still hate her new hair), Buffy behaved like a strong, 
self-confident adult, and all the jokes were actually funny. Humor on Buffy always works better when 
it's treated as a side effect of the situation rather than the central purpose, and it worked very well 
here. The scenes where Buffy's friends awkwardly attempt to make her look good to the Council 
were really funny. Not exactly original, but funny nevertheless, and the humor acutally flowed 
naturally from long-established characterizations. I loved the bit with Willow and Tara brazenly 
declaring their love only to discover they were answering the wrong question. Anya's desperate 
attempts to assert her humanity were amusing and oddly endearing. Spike flirting with the Watcher 
who did her thesis on him was a hoot too, though that scene really didn't make any sense (more on 
that later).[5] 

  
(9) Twenty-two paragraphs of similar length later, she concludes her post. The sheer long-winded densities 
of information in the posts more than makes up for the fact that there are fewer posts to the list; it is 
highly concentrated, if not high-volume. Since there are fewer posts in any given time period, there is less 
chance that a long post will simply be ignored. However, there are also fewer people to respond to the 
discussion. PlanetXers pride themselves on building intellectual debates, “picking nits” in episodes and each 
other’s posts. If a posting lacks a reference to an episode or a character or a theological/philosophical 
position, it lacks the structure that makes it a PlanetX posting. 
 
(10) For the most part, discussion of episodes, characters, and actors are primary topics on both officially 
sanctioned and non-sanctioned Buffy boards. Such discussion is the boards’ primary purpose; talking about 
the product with other product supporters reinforces allegiance to the product. Ancillary topics help us 
determine the secondary purposes of the boards: to reinforce allegiance to the community of product 
users. There are surprising differences between Buffy.com and PlanetX.com when it comes to ancillary 
topics, however. 
 
(11) On Buffy.com, there were frequent “Hi, I’m …” postings, which are not found on PlanetX.com. The 
completing phrase could be anything from “bored,” to “wanting to chat,” to “back from the dead.” The 
posts had nothing to do with Buffy, and often, had no relation to previous postings. 
 

urban_angel says: No comments, really [6] 
Bigsis2 says: Anyone wanna chat?[7] 
darla says: salut[8] 

  
Also unique to Buffy.com are comments on the perceived status of the boards. 

  
Kiba Rika says: …*doing the slow board dance*[9] 
Ant's Mailbox says: *ping*[10] 
Algerina says: Good morning. I scrolled a bit and it seems as if everyone has poofed and the board is 
dead… [11] 

  
These posts continually validated the posters’ presence in the community, even when they have nothing on-
topic to contribute. With a high-volume board, if you’re not talking, you’re not remembered. The lower-
volume PlanetX lists don’t need these verbal fidgets to call attention to the individual. 
 
(12) Not all of the off-topic postings on Buffy.com draw attention solely to the poster. A common topic for 
the linear posting board is a group greeting, wherein the poster says hello to one or more fellow posters. 
  

Beldin says: Hi, David's Chick.[12] 
David's Chick says: …BuBBle *big hugs backatcha* …Hello Juggie, *hugs* Long time no speak :) 
hello Greeneyes, Tana, Beldin valmicheal et al[13] 

  
One frequent poster, greeneyes, said hello to more than 248 people by name in one post.[14] Beyond 
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wondering how greeneyes is able to keep track of 248 posters individually, it is interesting to consider how 
one gets included in the select list. The off-topic naming posts help build the community, giving it an 
identifiable structure, a who’s-who of the Buffy.com board. 
 
(13) Off-topic topics are a vital part of PlanetX.com’s Buffy boards, too. However, there are no greetings, 
no list status queries, no who’s who posts. Instead, the PlanetX off-topics tend to relate to other science 
fiction and fantasy television shows or books, or comments on society as a whole. Usually, the posters do 
try to include a reference to Buffy products. noomahn began a thread comparing “Angel” to Laurell K. 
Hamilton’s “Anita Blake, Vampire Hunter” book series. After the thread developed into a serious Anita Blake 
thread, noomahn brought it all back to Buffy: 
  

> > > Angel is starting to remind me of Anita Blake from Laurell Hamilton's series. 
> >Only without all the sex, torture, were-beasts and stuffed penguins. :p 
Well, Wesley gets the sex with the bleached blonde and Virginia, Darla and Drucilla get to torture, Oz 
was the were-beast and the stuffed penguins? I kind of remembered a few butlers that looked like 
penguins in Blood Money and some in Holland's basement. Now, if we were talking about Buffy, our 
vampire slayer, I leave all that to your imagination of where to find all that stuff . : .)[15] 

  
(14) The “big picture” goal of off-topic posting may be the same on both sites—to expand the sense of 
community—but on PlanetX, the more immediate goal appears to be displaying intellectual agility and 
prowess. Participants play off of each other’s posts, trying to lead subjects further afield or bring disparate 
topics back to the Buffy brand in a creative, interesting way. “Hi, I’m X, and I’m bored,” wouldn’t pass 
muster on PlanetX; it doesn’t fit with the board’s community reinforcing goals.
 
(15) Boundaries between categories of online community features are difficult to pin down. Indeed, both 
the structure of the discourse and the topics discussed could be discussed as part of a larger category of 
concern, norms. According to Lawrence Lessig, norms are “a set of understandings [which] constrain 
behavior…through the threat of ex post sanctions imposed by a community.”[16] Buffy.com’s posting 
boards spell out some of the community norms in “Newbie Information” pages, splash screens which 
precede posting areas, and frequent posts from staff members reiterating the proper way to behave in the 
community space. These information sources also spell out the way you can expect to be treated if you 
don’t behave properly. 
 
(16) Code was used by Buffy.com to enforce some of the norms of the community. Though Lessig 
separates code into a separate regulating force in his schema, for Buffy.com the code-as-architecture was 
most interesting when viewed as a tool of norms; “[The code] constrains some behavior by making other 
behavior possible, or impossible. The code embeds certain values or makes certain values impossible.” 
Buffy.com strived to have a PG-13 community, in keeping with the WB’s televised warning that the show is 
for teens and older viewers. Hence, swearing was out, hate language was out; indeed, most of life’s less 
attractive things were out. 
  

Swearing is prohibited. There is a language filter in place that will automatically edit some words. 
Also, regarding the filter, there are some words that are edited that are not cuss words. Base 
becomes b-ase to prevent editing the base font and the exclamation ACKKKK! will become 'Love all 
Races' because KKK is filtered out.[17] 

  
The filters are not intelligent. They can not determine difference between discussion of debased thoughts 
and a change in base font, nor can they recognize a frustrated scream as anything other than a racist 
group’s call letters. Thankfully code-backed norms are the exception on the boards; most norms are 
enforced by the community itself. 
 
(17) Some of the norms for Buffy.com are common to most online communities. Posters are asked to 
refrain from posting in all caps, abusing others, or asking basic questions addressed in the frequently asked 
questions page. The price for going against these norms? “You will be ignored.”[18] This virtual shunning 
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was punishment indeed; if people ignore you, you are not a part of the community. 
 
(18) In television-related online communities, however, people sometimes need to know when to ignore 
you. Time zones, international boundaries, and VCRs all speak to the fact that not every Buffy fan will see 
every Buffy episode at the exact same time. Discussion of episodes could, therefore, spoil the episode for 
others. Both of Buffy.com’s boards, therefore, request the use of “spoilers” whenever a post refers to a 
recent or upcoming episode. Though the actual definitions of how a spoiler should be formatted differ, the 
basics are similar: 

 SPOILER BELOW
 5
 4
 3
 2
 1
 This is what happens in tomorrow’s episode
 1
 2
 3
 4
 5
 SPOILER ABOVE

In theory, the five lines of almost-blank space will keep people from accidentally exposure to information 
they don’t want to know yet. This also protects the revenue stream for the Buffy brand holders; if a person 
knows the upcoming developments in an episode, they might not tune in. If they don’t tune in, viewer-
based advertiser rates go down. In practice, few posters on either of Buffy.com’s boards adhere stringently 
to the stated norm. They abbreviate the spoiler space, or reply to spoilers without additional spoiler 
warnings. People who post blatant spoilers without warnings do get flamed, but never ignored. 
 
(19) PlanetX.com does not employ any code-based norms enforcement. It does, however, use spoiler 
warnings, with far greater frequency than Buffy.com, and greater creativity. Some posters will number 
down, as on Buffy.com, or simply have five vertical asterixes. Often, however, they include poetry and 
lyrics to indicate spoiler space. 

  
His
shadow
it
falls
wherever
he
stands,
stacks
of
green
paper
in
his
red
right
hand

Buffy (both the character and the show) is on an upswing this week, but… [19] 
  
(20) PlanetXers are much more conscious of the spoilers, and will continue using them long after it would 
be safe to assume that all the posters have seen the episode. They self-police, making sure topics and the 
way they are presented fit in with the PlanetX Buffy community. Pat Moss, founder of PlanetX, said it this 
way: “No rules, except that the header describe the content (i.e. NC-17, bd/sm, mmf etc) and that multi-
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part posts are limited to Friday for the volume.”[20] 

 
(21) NC-17? Bondage and domination? Sadism and masochism? Three-way action? This is not your Buffy.
com Buffy brand.
 
(22) Or is it? Does smut contribute positively to the Buffy brand? 
 
(23) Buffy, as a show, does not shy away from sexual topics and content. Though all of the main teenage 
characters on the show were virgins in Season 1, none are now. In fact, each has had more than one 
sexual partner, and one has started a same-sex partnership.[21] Sex and sexuality is handled in a PG way, 
to protect the prime-time audience and the revenue stream; people may watch pornos, but the advertisers 
want to capture whole families watching at the same time…not your usual porn demographic. It makes 
intuitive sense that the restraint shown with depictions of sexual content on the show would carry over to 
the official communities of interest. If “going too far” on the screen could compromise the brand, how is the 
web any different? 
 
(24) The simplistic answer is, “It just is.” The early days of television were filled with squeaky-clean variety 
shows and gentle situation comedies. The early days of the networked globe were filled with alt.sex.stories 
and the promise of anonymous downloads of reams of pornography. Denying the powerful draw of the net 
as a safe place to explore your various levels of kink and those of others is unwise. Stories written by fans—
fanfic—helps the fans feel connected to the characters and the brand in the same way that board 
discussions do. Fanfic allows participants to play with the characters and situations, and become part of the 
fantasy. Often, this involves raunchy sexual scenes—smut. One PlanetXer wrestled with the determination 
of smut in her own fanfic: 
  

I've written 2 stories that had fairly graphic m/f sex scenes in them but I rated them hard R because 
they were basically just one scene in stories with over 50 pages and they weren't as graphic as some 
stuff I've read. Plus for one of them I wrote an alternate, non-graphic ending so people who'd read 
the rest of the story and didn't want to read the sex scene could finish it. I don't know if that counts 
as smut fanfic or not.[22] 

  
(25) Indeed, smut fanfic is distinguishable from other fanfic only by the explicit sexual descriptions. There 
is growing academic interest in slash fiction, those fanfics which pair characters’ names with a “/” to denote 
sexual activity in the upcoming story. Most of the research has dealt with Star Trek characters, the most 
popular being K/S, or Kirk-slash-Spock. These slash fictions are present for almost every television show, 
however. Even the Japanese cult hit cooking show Iron Chef has had slash sites dedicated to its characters.
[23] There is an audience for this type of story. As the brand holders will not produce these stories for 
public consumption, fans will. 
 
(26) PlanetX.com has a list specifically for Buffy slash, or smut. Though there are no posted rules for the 
standard board, the community understands that anything with explicit sexual content should be posted to 
the smut board instead. In addition, everyone posting to the smut board is obliged to start their message 
with “This list is rated NC-17,” even if the posting following has no NC-17 content. The presence of the 
slash pairings does let the savvy reader know that it refers to a lot of varied sexual situations, even before 
they reach the word “orgy.” 
 

The Buffy and Mom story I wrote, Chalice of Venus, was my first post onto the Buffy smut page, 
back in Fall 1998 (i think...). I accidentally reposted it a few months back (it is saved on hotmail). 
I'm glad there is an interest in it. The series also features Willow/Xander (part 2) Willow/Buffy (part 
3), another Buffy/Joyce (part 4) and a rollicking orgy with Joyce/Giles/Faith(it was set in season 
three)/Buffy in Part 5.[24] 

  
The post did begin with a list disclaimer. At first glance, it would appear that this was a code-enforced 
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norm; a listserv or posting board could easily append every post with a set phrase. However, posts with 
absolutely no sexual content, explicit or implied, do not carry the disclaimer. It is a community-enforced 
norm. 
 
(27) Another community-enforced norm was listed by Moss as the only rule: the headers must describe the 
content.[25] Posters utilize the same playfulness that they do on the standard PlanetX board within the 
confines of the norm, however, as seen in the table below: 
  
  
This list is rated NC-17. 
  
This list is rated NC-17. The Danes call it quality! 
  
Title- The Chalice of Venus Part 3 
By-The Occupant 
Email-joccupant@xxxx[26] 
Characters-Buffy, Willow, Giles. 
Type- Lesbian 
Parings-Buffy/Willow 
Disclaimer- All characters are owned by Joss Whedon 
and Warner Bros. They'll never do this on the show. 
But I can dream, can't I?[27] 
 

  
This list is rated NC-17. 
  
This list is Rated NC-17. What are you doing here, 
Junior? 
  
Title- The Chalice of Venus Part 4 
By- The Occupant 
Email- joccupant@xxxx 
Characters- Buffy, Joyce 
Type- Lesbian incest, costume play 
Pairings- Buffy/Joyce 
Disclaimer- All characters are owned by that Joss 
guy. None of the actresses would enact this story. 
I've asked. 
  
 

  
This list is rated NC-17. 
  
This list is rated NC-17. Smut does not promote 
tooth decay. 
  
Title- The Chalice of Venus part 5 
By- The Occupant 
Email- joccupant@xxxx 
Characters- Buffy, Joyce, Faith, Giles, some 
vampires and introducing Deimos and Kurt. 
Type- masturbation, lesbian sex, incest, straight sex, 
group sex 
Pairings- Buffy/Faith, Buffy/Joyce, Buffy/Joyce/Giles/
Faith, Joyce/Giles. 
Disclaimer- All characters, with the exception of 
Deimos and Kurt, are property of Joss Whedon. 
Deimos and Kurt are mine. You can use them if you 
wish, but don't kill them. That's reserved for me. 
 

  
This list is rated NC-17. 
  
This story is rated NC-17- the new symbol of 
quality!!!! 
  
Title- The Chalice of Venus Part 2 
By- The Occupant 
Email- joccupant@xxxx 
Characters- Buffy, Giles, Willow and Xander 
Type- M/F 
Pairings- Willow/Xander 
Rating NC-17 
Disclaimer- all characters owned by Joss Whedon. 
Believe me: Smutty fan fics are the pinnacle of 
praise for a show! 
 

  
The brand holders are protected by the NC-17 warnings and the disclaimer tag lines. The reader is warned 
in advance of content they might find objectionable—if a new reader was unclear about the relationship 
between Buffy and Joyce, the “incest” label tells all. The poster is able to display wit and humor by altering 
the potentially dry legalese with asides. Truthfully, smut does not promote tooth decay…so how bad could it 
be? The interplay between poster and audience involves a lot of verbal nudging and winking. 
 
(28) Smut and porn, like romance novels and pulp detective fiction, is generally formulaic. Character 
names in one story could be replaced with names from another story, and scenes could be lifted wholesale; 
Janeway/Seven (from Star Trek: Voyager) is not very different from Buffy/Willow when the lights are off. 
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The difference in Trek slash and Buffy smut lies solely in the characters and plots surrounding the sex. The 
difference is the brand. Star Trek has a much older and more lucrative brand identity than Buffy. It has 
survived web-based smut stories with no damage to that brand. There is no reason to think that Buffy—or 
any other brand—would suffer; there is every expectation that the smut feeds a portion of the Buffy 
consumer audience not fully satisfied by other branded outlets. If some Buffy fans are going to read smut 
anyway, the availability of Buffy smut can only enforce the brand. The brand holders can not produce these 
stories for public consumption; they should encourage—or at least, not hinder—the smut production by 
fans. There is no loss to the brand as long as the textual poaching takes place in an unofficial, yet still 
branded, environment.
 
(29) Smut. Porn. Incest. The very mention of these seems subversive and dangerous to family-oriented 
producers. Would Taco Bell or Baby Ruth want to spend $100,000 to advertise on a show that peddled 
synergistic smut? The odds are slim. It is in the brand-holder’s best interests to utilize Internet technologies 
to provide advertiser-friendly community building sites to build brand synergy without risking revenue 
streams. There is also a market for branded smut, however. The same Internet technologies employed by 
the branded communities to forge synergy can be used by non-affiliated groups with equal success and 
increased overall competitive advantage for the brand. The structures of discourse, topics discussed, and 
apparent norms of both Buffy.com and PlanetX.com build strong branded communities. Strong branded 
communities then strengthen the competitive advantage of the show. In order to exploit all possible fan 
loyalty and receive the full benefits of synergy, the brand-owners should gently police their official sites for 
propriety while allowing even the smuttiest unofficial community-building utilizing their brand to continue. 
If “any publicity is good publicity”, so any community is good community.[28] 
  

[1] Paramount’s crackdown on Star Trek fan sites is the most widely cited. Letters like the one posted at 
http://www.vidiot.com/images/viacomletter.gif effectively shut down many vibrant fan community sites. 
Harry Potter sites are the most recent targets of copyright crackdowns. 
[2] Spelling anomalies, punctuation choices and ‘net speak’ appearing in the posts have been retained 
throughout this paper. Threaded posting board (TPB), http://www.buffy.com. 
[3] Citations from electronic sources will include the identifying date, time, and IP [Internet posting] stamp, 
formatted as they appear online. Though daunting to scan in a reference, it is the only unique identification 
provided. Linear posting board (LPB), http://www.buffy.com, Sat Jan 27 07:54:04 2001 62.254.32.4. 
[4] TPB, “Newbie Info,” http://www.buffy.com. 
[5] rusalka, Buffy list, PlanetX.com (BLP), Wed, 24 Jan 2001 21:06:29 -0500 (PST). 
[6] LPB, http://www.buffy.com, Sat Jan 27 07:53:09 2001 195.92.67.88. 
[7] Http://www.buffy.com, Sat Jan 27 04:18:54 2001 213.40.131.65. 
[8] Http://www.buffy.com, Sat Jan 27 06:22:43 2001 24.202.214.22. 
[9] Http://www.buffy.com, Sat Jan 27 07:42:22 2001 65.80.204.61. 
[10] A computer term; one pings a site to see if there is any response. Http://www.buffy.com, Sat Jan 27 
04:40:30 2001 212.67.99.23. 
[11] Http://www.buffy.com, Sat Jan 27 05:23:43 2001 205.188.195.38. 
[12] Http://www.buffy.com, Sat Jan 27 08:21:38 2001 63.151.0.128. 
[13] Http://www.buffy.com, Sat Jan 27 07:42:12 2001 213.123.17.70. 
[14] Http://www.buffy.com, Sat Jan 27 05:33:05 2001 209.186.12.34. 
[15] The angled brackets at the beginning of this passage indicate portions of previous emails, being 
referenced in the current post. noomahn, BLP, “OT: Anita Blake and Angel (Was Re: Codex: LONG: 
Thoughts on "Blood Money"),” Fri, 26 Jan 2001 20:04:07 -0800 (PST). 
[16] Lessig, Lawrence, Code and Other Laws of Cyberspace, Basic Books, New York: 1999. pg. 89. 
[17] TPB, “Newbie Info,” http://www.buffy.com. 
[18] LPB, http://www.buffy.com/slow/index_bronze.html. 
[19] rusalka, BLP, Wed, 24 Jan 2001 21:09:30 –0500 (PST). Lyric from “Red Right Hand,” Nick Cave and 
The Bad Seeds, Let Love In, Mute – A.D.A. 1994. 
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[20] Email interview, 28 January 2001. 
[21] With far less of the media hoopla surrounding same-sex partnerships on Ellen, Friends, or Will and 
Grace. 
[22] Email interview, Lady RHood, 28 January 2001. 
[23] Kelly Boyd, "Slashing Across the Universe: Slash, Science Fiction, and Textual Poaching." presentation 
at Popular Culture Association/American Culture Association annual meeting, 21 April 2000, New Orleans, 
LA. 
[24] J.D. Occupant, Buffy Smut list, PlanetX.com (BSP) 01/03/2001 12:45:43 PM (PST) 
[25] Email interview, 28 January 2001. 
[26] I have stripped out the identifying domain name to protect the anonymity of the poster throughout 
this table. 
[27] J.D. Occupant, BSP, multiple posts, 4 January 2001. 
[28] Special thanks to Nicholas A. J. Stengel for providing input and editing services throughout the paper’s 
progress, Kelly C. C. Redwine, who acted as a sounding board, and countless friends and associates who 
were convinced that a “Buffy Porn” paper had merits. 
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Michele Boyette 
The Comic Anti-hero in Buffy the Vampire Slayer, or Silly Villain: 

Spike is for Kicks
  
(1) Seldom in literature or entertainment does a villain cross over to the heroic side. Some heroes, to be 
sure, such as The Shadow, have villainous pasts, yet we encounter them already on the road to personal 
redemption by the doing of good deeds; rarely do we catch them while they are still villains, and rarely do 
we see the epiphanies that send them toward good and away from evil. Still more rarely does any villain, 
redeemable or damned, become an object of sport. Even comedy's villains often play a straight, often 
sobering role of wickedness, balancing the laughter with realistic reflection. The television program Buffy 
the Vampire Slayer has had its share of deadly serious villains, none more so than Spike, or William the 
Bloody. A figure of modern amorality and random evil, he has, however, by degrees, become a figure of 
fun, a buffoon, and is now becoming a comic hero—or anti-hero. Spike, once very villainous indeed, is now 
laughable, but not irredeemable, and that is the basis of his peculiar transformation. To be redeemed, 
Spike had to be made a comic figure; how he got there—and where he might be going—is the focus of this 
paper. 
 
(2) Within the ritual cycle of comedy, which encompasses disorder, initiation, struggle, sacrifice, death, 
rebirth, and union, the central figure of the comic hero has certain qualities, identified by Wylie Sypher in 
his “Appendix” to the essay collection, Comedy (193-255). The comic hero, far more complex than would 
seem at first glance, can function either as a savior figure—called the eiron—or as an intruder—called the 
alazon. As the eiron he often conveys wisdom underneath a clownish exterior; as the alazon, he often 
disrupts the status quo and profanes what is sacred. The eiron always has a sacrifice to make—sometimes 
even of himself—for the unity of the society; as the intruder, he is thrown out of society for the same 
reasons. Paradoxically, a comic hero can embody both types, can be both intruder and savior—witness 
Alceste in Moliere’s The Misanthrope. Either as savior or intruder, the comic hero is always something of an 
outcast, different from others, set apart; however sympathetically he may be viewed there is always a 
laughable quality in the comic hero which keeps him distanced from others. The vampire Spike on Buffy the 
Vampire Slayer is just such a character. As the horror comedy of the program has darkened into more 
somber tones, Spike’s role as a comic hero has brightened that landscape, and necessarily so for the unity 
of the society and the text. 
 
(3) The comic horror of Buffy the Vampire Slayer early on proved a perfect venue for a vampire slayer with 
a sense of humor, even when she was confronted with the most evil of evil-doers. For a while the pungent 
punning and “whatever” philosophy of the Slayer and her friends monopolized the laughs generated; 
seldom did the villains—The Master, minion vampires, bug-people, or hyena teens—generate their own 
clever linguistic jibes, although they were often the targets of them, making for some memorable comedy. 
Overall Buffy's nemeses played it straight up (the way she claims she likes her evil). Just as she has begun 
to get a handle on living on the Hellmouth, that sense of order is again disrupted by the arrival of a 
disorder deadlier than any she has faced yet: Spike. 
 
(4) Spike, also known as William the Bloody, enters Buffy’s world in a way which immediately declares him 
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a new form of evil, a vampire with a comic soul. Spike's evil dances in happy contemplation of itself, as 
might a joyous and wicked Puck delighting in confusion and destruction. In season two's "School 
Hard" (2003) he arrives in Sunnydale in a 1957 DeSoto with blacked-out windows establishing his mobility 
beyond that of usually sun-shy vampires: by night they might flee the Slayer in a car, but by day, it's 
strictly sewer-walks for them. Spike's arrival in a vehicle modified to extend his undead mobility to all hours 
tells us that, unlike The Master and his kin, Spike will have very few limitations indeed. 
 
(5) Spike’s initial utterance of "Home sweet home" as he strikes up a cigarette at Sunnydale's town limits 
welcome sign, having first run over it in his car; his punk rock looks, his wise-guy observations as sharp as 
Buffy's Mr. Pointy, all give us a sense of his modernity—and thus his deadly ability to blend in with the 
Generation Next populace he will combat. He could hang at the Bronze without a second glance from the 
unsuspecting patrons—and does so later, becoming overly and laughably fond of their fried “blooming” 
onion. His sardonic one-liners and blasé posturing establish him as dangerously close to Buffy and her evil-
fighters, the so-called Slayerettes or Scooby Gang. 
 
(6) As Spike comes closer and closer to the Scoobies he proves himself an able ironicist. Early on, in an 
intruder’s gesture of profaning the sacred, he easily dispatches into sunlight The Master's successor, the 
Anointed One, whom he calls the Annoying One [“School Hard,” 2003]. Having thus become the vampire 
numero uno of Sunnydale, amid the trailing smoke of the boy's demise he turns to Drusilla and says, “Let’s 
see what’s on t.v.” Even in his most vicious acts he is casually humorous, matching the Slayer not only 
blow for blow but wit for wit. Strangely, he is also, we discover, a romantic, maintaining a long-term 
relationship with Drusilla that is suspiciously human in its expressions. In "Surprise” (2013), when the duo 
call forth The Judge—a.k.a. Big Blue—they are confronted by the fact of their decidedly caring bond: the 
Judge, who can detect the least whiff of humanity the better to eradicate it, threatens them, saying they 
"stink of humanity.” Such love is not politically correct in demon society, and they have a few tense 
moments convincing the Judge that they are really very demonic, despite this seeming flaw. 
 
(7) And we have our first uneasy moments as well, as our standard order of vampire lore and rule is 
disordered; if a vampire, like Spike, can be solicitous of his lover, then it means he still has some humanity 
within. While we may shrug and say "Nah, he's evil," in a Slayersque dismissal, the impression stays with 
us, that, though supposedly soulless, there’s something soulful in this character. 
 
(8) His successful attempt to reinvigorate Dru in “What’s My Line” (2010) results, unfortunately, in Spike’s 
diminished power, reduced to wheelchair mobility only. The newly-demonized Angel contemptuously calls 
him "Sit and Spin,” casting aspersions on his potency in all areas, and we feel a peculiar sympathy for 
Spike even as we laugh at him. Still, we know he is full of tricks and won't be confined forever. In "I Only 
Have Eyes for You" (2019) we learn he has actually fooled the more villainous Dru and Angel, hiding his 
recovery by playing the fool indeed. We see the full display of Spike’s contradictory personality when, 
loathing Angel and the renewal of the older bond Angel has with Drusilla, he allies himself with the Slayer in 
defeating the plans of the other two to destroy the world. In revealing that he is jealous of Angel and wants 
Drusilla back as completely and only his, he also admits that he likes the world as it is—with “Billions of 
people walking around like Happy Meals with legs”--and wants no apocalyptic end to it. Granted, his desire 
is self-serving and disturbing, but his preference for the status quo, his love for Drusilla, and his willingness 
to ally with the enemy of vampires everywhere to maintain both shows us yet more evidence that this 
vampire is atypical, more human, perhaps, than we care to admit. As Angel is sent to hell and Spike rides 
out of Sunnydale with an abducted Dru, we wonder just where this idiosyncratic way will lead him—and us. 
To turn against evil and side with good even for a mix of reasons not themselves good nor interested in the 
promotion of good is still a profound action for the vampire Spike—and for the Slayer and the Scooby Gang. 
Spike has released himself from his old order, and enters into more and more chaos of self—with comic 
results. Thus begins a strange off-on alliance with the the Scooby Gang, leading Spike away from the 
deadly villain he was toward a reduction of his villainous power, toward buffoonery, and finally toward his 
eventual rise to hero status. 
 
(9) Spike returns—we knew he could not stay away for long—in "Lovers Walk" (3008) in season three, and 
what a changed vampire he is, having gone through his own kind of hell. Drusilla, not grateful for his 
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villainous dereliction in the destruction of the world plot, has rejected him for a chaos demon. Much later in 
the series we learn her real reasons; as it is, what we see of Spike in “Lovers Walk” is at least enough to 
convince us that Spike is a very human vampire, and not a little ridiculous in his teary-eyed, angry 
dejection. It may seem at first a sudden reversal in behavior when he sits at Joyce's kitchen table, bitching 
and moaning about Dru, like a scene out of one of the soap operas he likes to watch, but in fact we have 
been prepared, slowly, for this new, lamenting and lamentable Spike. From his first arrival in Sunnydale he 
has belonged to the ironists linguistically and behaviorally; after his attempt to revamp Dru results in his 
seeming impotence, his real impotence as the third wheel in the vampire power base (his only weapon his 
sarcasm) has set him up for a continuing role as something less than demonic and something decidedly 
comic. Though his betrayal of Angel then and his later, and frequent, changes in direction against the 
Scooby Gang remind us of the fiendish delight he takes in causing chaos, he has been inevitably changed. 
He has become vulnerable. A maudlin Spike, confessing his woman troubles to Joyce, of all people, over a 
cup of coffee, a goofy-faced Spike, mocking the vampire threat he poses to Joyce behind her back, relishing 
the alarm he causes the good-again Angel, is a Spike not so far, after all, from the wise guy who first called 
Sunnydale home. 
 
(10) Spike’s position does represent a serious degradation of his vampire power; in a candid lecture to 
unrequited lovers Angel and Buffy, he reveals a lover’s wisdom and weakness and makes no apologies. 
When he vows he'll hunt Drusilla down, tie her up and torture her until she comes round to loving him 
again, the evil inherent in his plan is deflated by his laughable, lovelorn demeanor. To seek to give love by 
torture should make us recoil from him, but we laugh and like him all the more. The reality of Spike's 
capacity for evil has been undermined by his capacity for emotion. There is nothing to do but laugh and 
hope the poor fellow finds someone to love... and torture. 
 
(11) Somehow, as he barrels off, having atypically aided the Slayer in her fight against evil, a punk rock 
storm “I Did It My Way” playing on his car radio, we know we still have not seen the last of him. And we 
have not: in season four’s "The Harsh Light of Day,”,” a crossover story-line from Buffy the Vampire Slayer 
to Angel, Spike seeks a legendary ring that can grant him a limitless walk in the sun—unburned though a 
vampire. Empowered by possession of the Gem of Amarra, he is still defeated in broad daylight by the 
Slayer, and the ring taken from him; he goes to Los Angeles to get the ring back [on the following episode 
of Angel (“I Will Remember You,” 1008], and we see the curious mixture he has become. Although he 
opens the episode by lightheartedly mocking, in a memorable impersonation, Angel's stock-in-trade pretty-
boy broodiness, he is soon once again the cruel Spike, amused by Angel's torture, determined to get the 
ring which will enable him to walk freely among humans. However, at the end, deprived of the ring, crossed 
up and defeated by his own villainy, the last we see of him is in a role like that of the Trix cereal rabbit: a 
victim of almost vaudevillian slapstick, he rages impotently at his enemies, then is hit on the head by a 
falling brick, and utters a loud, comical "Ow!" Like a cartoon character he suffers but not too realistically, 
and we laugh. Despite the fact that he has just engaged in utterly despicable acts we are also moved to say 
"Poor Spike” in amusement. 
 
(12) Poor Spike's travails deepen back in Sunnydale in “The Initiative” (4007); we wonder what draws him 
ever back to the scene of his humiliations, though ostensibly he seeks to prove his vampire prowess—and 
what better way to do so than by killing another Slayer? While observing Buffy from the shadows and 
giving voice to menacing musings, he is cut off in mid-monologue by the Initiative’s hunters, who net him, 
electro-shock him, and drag him off, reducing him, as we see later, to the nadir of vampiric existence: 
caged, fed doctored blood, and destined for experimental vivisection. We want Spike to get free from this 
hell and its demons, and he does. However, his growing impotence via Dru's rejection, his failure to kill the 
Slayer, his inability to vanquish his rival Angel, and his growing humanity have been made manifest by the 
micro-chip control implanted by the Initiative. In "Pangs” (4008), Willow's explanation to the others that 
"he couldn't perform" his vampiric acts upon her, is not only a clever sexual innuendo but a real reference 
to his total deterioration as a vampire. He shows up begging for help at Giles' door, the antithesis of 
everything he has been, explaining that “Spike had a little trip to vet, and now he doesn’t chase the other 
puppies anymore.” For his pathetic state he garners sarcasm-laden, often physical reproaches from the 
others. Stymied by the technology in his head, his vampirism effectively neutered, Spike's only weapon is 
his mouth—and he doesn't hesitate to use it even if it then gets slapped shut. We fully realize his new 
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comic buffoon status as he sits, tied up, in the midst of the war between the Shumash spirit warriors and 
the Scoobies; arrows finding their marks in him, he becomes a cartoonish pincushion for the real slings and 
arrows of his outrageous fortunes. 
 
(13) From here Spike's transition to comic buffoon, and comic hero, begins. He has been an intruder, a 
profaner of his own culture and that of the humans; in the subsequent disorder, he has become, 
paradoxically, the initiate—courtesy of The Initiative—into rites of discovery, the one who must undertake a 
struggle for the good of all. Of course this is with great comic effect, as, after all, what's a vampire to do if 
he cannot “perform”? When he discovers he can at least fight demons if not humans, he is ecstatic, 
becoming an enthusiastic member of the Scooby Gang, much to their unease. In "Doomed,” Spike's comic 
struggle with this new self is fully displayed in his fruitless attempts at suicide—grimly comic in their way—
and the subsequent reactions of the others to his attempts. Willow's comment that they just can't let him 
"dust" himself because "we know him" is truer than she or they or Spike can imagine. They have always 
known him, he has always been one of "them" even when at his most evil, so close to their generation that 
all that keeps them separate is his taste for blood and wickedness. Severely limited Spike has had to find 
new direction; from his involuntary sacrifice via the Initiative’s chip to this voluntary sacrifice in which he 
gives up the demon community to which he belongs to be a Scooby, it is no surprise that he becomes the 
gang's comic relief. In an increasingly complex and ambiguous text, the world of Buffy has smudged the 
sharp delineation between good and evil. In this new dynamic that seeks to overthrow the old, we—and 
Buffy and her gang—are caught in an unresolvable tension about the nature of evil: this strained vision 
needs a focal point, one at which we can laugh to release our unease. If you name the monsters under the 
bed, they become pets. Thus cometh Spike the buffoon. If we can laugh at evil, yet be sympathetic towards 
whatever humanity may remain in it, the threat of being overwhelmed by it is reduced, and we—and the 
evil-doers themselves—may just be redeemed from our weaknesses. Examined, studied and owned as part 
of us, Spike, in moving from villain to cartoonish villain to comic sidekick, fulfills a necessary role and one 
that must necessarily evolve toward more inclusion—toward heroism. Spike takes the falls, the pies in the 
face, because he must. It is not without a struggle. 
 
(14) Late in season four, in “The Yoko Factor” (4020), he does rebel, reverting to a more overtly 
antagonistic role in teaming with the child of demon science, Adam; but Spike's mischief is largely just that, 
an impotent churning in frustration at being neither demon nor human, neither fit for real villainy nor 
acceptable for heroism in the group. His dependence on Adam to remove the chip from his head comes to 
naught; another abortive attempt leaves him even more frustrated. Previously, his siding with the 
Scoobies, for his own selfish reasons, has made him a permanent outcast in polite and impolite demon 
society. The comic hero is always an outcast and outsider, and Spike is truly a man in no man's land, at 
home nowhere. 
 
(15) In season five’s “Fool for Love” (5007) we finally get a view of the man he once was: William the 
Bloody Poet, writing sentimental verses to a woman who will not have him, who laughs at the jokes told 
about him; when one scornful fellow says that people would rather be impaled on railroad spikes than listen 
to his dreadful verses, it poses a contradiction of Watcher lore, which has ascribed his adjectival name to 
his viciousness and attributed his nickname to his torturing his victims with railroad spikes; in this 
disjunction, we suddenly see vampire Spike as, possibly, a legend in his own mind. What we see in pre-
vampiric William is a sensitive, almost moppet-eyed fellow, who comes to vampirism seeking validity of his 
manhood, and instead takes a hundred year path away from his humanity, only to return to it in 
Sunnydale, again and again. 
 
(16) After the collapse of the Initiative and Adam's plot to rule, Spike lingers in the Slayer’s town, in his sad 
little crypt, watching soap operas and quarreling with the laughably dumb Harmony in a sort of weird Burns 
and Allen of the tomb set. He serves as informant to Giles for money for blood; Buffy also periodically seeks 
him out to gain information for which he is paid in body blows, still functioning as the butt of the comic 
mode. In “Out of My Head,” after helping Buffy in her slayage—and sowing some dissension between Buffy 
and her boyfriend Riley—and being left thankless for his effort, he growls to himself in a menacing 
graveyard monologue, “I will know your blood, Slayer. I will make your neck my chalice and I will drink 
deep.” He then turns to stalk off and falls into an open grave, his affronted “Ow!” echoing among the 
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tombstones. Seemingly there is no place for him to go but down . 
 
(17) However, the comic hero does have a direction—and so does Spike; it emerges from his passion for 
Buffy, which comes out of their essential bond. In “Fool for Love,” he elucidates this clearly when he tells 
her they both need death, both seek it, both long to embrace it. However, in a flashback scene, we are 
given to understand that, at least for Spike, it is also Buffy herself that he needs and longs to embrace: 
Drusilla rejected Spike for the chaos demon because she detected Spike’s deeper bond with the Slayer, one 
that reached beyond his initial desire to have saved the world for his vampiric convenience. Drusilla tells 
him, “I can still see her, floating all around you. Why won’t you push her away?” He has not been able to 
push her away because Spike is Buffy's shadow self;[1] their bonding , played out in several "false" 
weddings—Willow's wishes gone wrong in “Something Blue,” Harmony's hysterically funny Slayer-role 
playing to satisfy Spike's sexual longing, the regrettable creation of the Buffy robot—all promise a union 
that cannot be, at least not yet. When Buffy’s rejection of Spike --she tells him “you’re beneath me”-- 
echoes the words of his long-ago human love's rejection, he is stunned; later, he declares she’ll be “six 
bloody feet beneath me” and goes to kill Buffy—even if it causes him Initiative-chip pain, even death. 
However, this determination is easily overturned by his growing humanity when he sees her in distress over 
her mother's illness. Moreover, his watching over Dawn, telling her tales of his evil deeds as if they are 
fairy tales—and charmingly altering the endings when Buffy overhears to depict a charitable, good Spike—
and his continued assistance to the Scoobies when trouble brews, also guide him into re-humanization, a 
redeeming of the self . The comic form requires a union at its conclusion, yet in these abortive, false unions 
we still see the comic anti-hero moving himself toward a real unification of self. His attachment to Buffy—
seemingly impossible in a creature without a soul, even with a micro-chip to constrain his bloodthirsty urges
—serves to guide him toward a soul, involuntarily or not; as Dawn points out in “Crush” (5014), soul or 
“chip in the head—same diff." And he knows it; upon trying to win back Drusilla, he has heard it from her: 
“You taste like ashes” she tells him in the “Fool for Love” flashback. The vampire self has been figuratively 
reduced to ash, “dusted “ from within, but it takes Spike a good while to come out of denial, and admit that 
he has changed. 
 
(18) Spike cannot achieve that self-knowledge, that rebirth, fully until the last greatest bond with what he 
was, has been sacrificed; in “ Crush” his rejection of Drusilla, who made him a vampire, is the death 
necessary for his renewal. Although his willingness to kill her out of desire for Buffy does not convince the 
Slayer he has changed, it convinces Harmony and Dru—and Spike himself—that he really is no longer part 
of the demon society. He has chosen humanity over vampirism, despite all his trickery, inconstancy, and 
wild swings into downright evil machinations. In the long-running battle with Glory, the Scoobies eventually 
come to acknowledge his usefulness; even Giles points out that he is a most valuable player due to, 
paradoxically, his vampiric strength. Buffy reluctantly admits he is necessary to the cause, after grudgingly 
dismissing his faux pas over using her image to create a sex toy, and allows for his assistance in the 
crusade. Spike sincerely tells her that “ I know you’ll never love me; I know I’m a monster, but you treat 
me like a man,” and for that he is grateful . This is what is most important to Spike—not being treated like 
a vampire, which is what the undead should desire. Being a man—being human—is his goal, whether he 
has fully accepted that or not. Spike has expelled his vampire nature as the intruder, has sacrificed that self 
to save his soul and recreate the unity of the community ,as evil becomes good. Bless his little black heart. 
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[1] Editors’ note: see Delores J. Nurss, “Spike as Shadow.” 2001. http://www.ficbitch.com/fistsandfangs/
spikeasshadow.html. 
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Slayage, Number 4: Barbaccia 

Holly G. Barbaccia
Buffy in the “Terrible House”

  
(1) In numerous interviews, creator Joss Whedon has explained that the inspiration for Buffy the Vampire 
Slayer struck while he was watching horror films and TV shows in which pretty women run away from or 
get killed by monsters in alleyways. Whedon claims he wanted to give this paradigmatic girl-victim a new 
role: that of the monster-killing hero. Whedon’s explanation of his own artistic inspiration reveals at least 
two things about him as a film-viewer and maker: first, his description suggests his awareness of the 
pervasive, archetypal quality of the traditional, mainstream horror film. Second, his description rather coyly 
fails to account for the more marginal genre of the “slasher film,” in which the pretty girl often does kill the 
monster in the alleyway.
 
(2) Slasher films have attracted feminist academic attention in recent years, most notably from theorist 
Carol J. Clover. Clover’s groundbreaking article, “Her Body, Himself: Gender in the Slasher Film,” was first 
published in 1987 and continues to influence feminist film critics today. With some success, these critical 
inquiries have recuperated the genre as one that might actually indicate shifting ideas about gender roles 
and female agency. Whedon nods both to the “slasher” as a subgenre and to feminist film theory in the 
Season 3 episode, “Helpless.” In “Helpless,” Whedon grafts the slasher scenario onto the Buffyverse but 
makes significant changes, based, I think, both on feminist responses to the genre and also on his own 
understanding of the show’s audience demographics. Though Whedon puts his title character on a 
continuum with the slasher’s female but “boyish” victim-heroes, Buffy becomes a hero with whom her 
predominately female audience can identify in a way not accounted for by most feminist criticism about 
horror. 
 
(3) In the introduction to her book, Men, Women, and Chain Saws (1993), Clover delimits her inquiry to 
“[those subgenres] of [1970’s and 80’s] American cinematic horror . . . in which female figures and/or 
gender issues loom especially large: slasher films, occult or possession films, and rape-revenge films” (5). 
More specifically, Clover argues convincingly that these subgenres (especially the slasher film) make 
possible certain quasi-transgressive viewer identifications: she proves that the mostly male audience of the 
slasher film identifies less with the sadistic monster than with the monster’s female victim-heroes. Clover 
ends her book by imagining a different kind of audience, this one for her own work: “at least some horror 
filmmakers read Freud . . . and film criticism” (232), she notes. Ultimately, she challenges these 
hypothetical, literate filmmakers: though the “slasher film proper has died down. . . . There may . . . be life 
in the amazingly durable and adaptable vampire movie” she claims.  And, she adds, contemporary horror 
films do not “take the kind of brazen tack into the psychosexual wilderness that made horror in the 
seventies and eighties such a marvelously transparent object of study. Unless and until the direction 
changes again, I suspect we will soon be back to the dominant fiction in its dominant forms, out of which 
we must dig meanings rather than have them displayed so obviously and so spectacularly before us” (235-
236). I would guess Whedon reads both Freud and film criticism, but in any case, he and Clover come to 
the slasher aesthetic with what look like similar projects: to recuperate horror for women.
 
(4) If Buffy resembles the next stage of the slasher genre as imagined by feminist film theory (which may 
not surprise us), it consciously reproduces and parodies these same things in Season 3’s most unsettling 
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episode, “Helpless” (originally titled “18”), which first aired on January 19, 1999. The episode’s basic story 
goes like this: it’s Buffy’s 18th birthday, and her mentor, or Watcher, Giles, has been hypnotizing and then 
secretly injecting her with muscle relaxants and adrenaline suppressors. We learn that part of the slayer’s 
rite of passage involves the “Cruciamentum,” a test controlled by the Council of Watchers during which a 
physically weakened slayer must defeat a monster in a pre-designated, inescapable location, using only her 
“imagination and cunning.” Of course, the test goes horribly awry when the monster escapes and kidnaps 
Buffy’s mother, Joyce, in order to lure the slayer back to his lair. In an 11th Hour interview conducted in 
April of 2000, episode-writer David Fury explains that Whedon revised the original concept for the show, in 
which Buffy’s rite of passage would consist of a drug or hypnosis-induced hallucination that all of her 
friends were vampires. Fury explains that “Joss . . . changed the test to make it about [Buffy] losing her 
powers instead.”[1] Whedon’s change effects a major shift in emphasis. Instead of a possible metaphor for 
the evils of teen drug use (Fury’s concept), Whedon transforms the episode into an unnerving allegory of a 
newly adult woman who discovers that a patriarchy exists, that it authorizes her own power, and that 
female normalcy within that system equals helplessness. Why this allegory needs such a formulaic 
backdrop becomes clearer as we investigate the intersections and disparities between “Helpless” and the 
paradigmatic slasher film as Clover describes it.
 
(5) Most importantly for our purposes, typical slasher films share three elements, enumerated in Clover’s 
“Her Body, Himself”: the Killer, the Terrible Place, and the Final Girl. [2] The first two crystallize most 
famously in Hitchcock’s Psycho (which is arguably not a slasher itself, but which provides the model for 
many imitators); the Final Girl emerges as a recurring figure more recently, in the 70’s and 80’s. “Helpless” 
employs these same elements but tweaks each one into a slightly different shape. In her summary of the 
Killer figure, Clover identifies the prototypical slasher-film monster as Psycho’s Norman Bates, who “[has] 
introjected his mother, in life a ‘clinging, demanding, woman,’ so completely that she constitute[s] his 
other, controlling self” (194). Buffy’s Council of Watchers chooses the parodic Zachary Kralik to be the 
monster in Buffy’s Cruciamentum precisely because he is psychotic: while alive, Kralik tortured and killed a 
dozen women, and he hasn’t gotten much nicer since. He’s addicted to pills, without which he seems to 
experience incredible pain, but this phenomenon never gets explained. Kralik explains to Buffy’s mother, 
Joyce, whom he has kidnapped: “My mother was a person with no self-respect of her own, so she tried to 
take mine, ten years old and she had the scissors, you wouldn't believe what she took with those . . . but 
she’s dead to me now. Mostly ‘cause I killed and ate her.” Kralik’s mother literally stunts his sexual 
development by castrating him with scissors: Kralik literally introjects his mother by eating her (face first, if 
we’re to judge by his threats against Joyce). The joke is all too transparent, but Kralik adds a little irony 
when he comments, “I have a problem with mothers. I’m aware of that.” However, Kralik’s “controlling 
self” doesn’t seem to be his introjected mother so much as the male-dominated, hierarchical, “patriarchal” 
Council of Watchers. Kralik exists outside this power system – he’s insane, drug addicted, and undead – yet 
the system uses him as a puppet by exploiting these very characteristics. Though Kralik continues to “play 
[the Council’s] game” in “Helpless,” he breaks “their rules.” Even more disturbing, Giles acts in the exact 
same way: he carries out the Council’s questionable imperatives and reflects Kralik in his lack of personal 
agency but also ends up outside the system when he helps Buffy. The space between Watcher and monster 
blurs, suggesting that Kralik merely presents one face of the Killer. Both Kralik and Giles perform their roles 
with the approval of a patriarchal administration that doesn’t want to get its hands dirty by weeding out the 
weak slayers.
 
(6) Apparently, the Council designs its rules after the Hitchcock aesthetic. The head Watcher, Quentin 
Travers, directs the Cruciamentum, the very name of which pays homage to Hitchcock, whose infamous 
suggestion to “torture the women” “Helpless” takes up explicitly, if it also codes that suggestion in Latin. 
Travers chooses the abandoned, decaying “Sunnydale Arms” boarding house as Kralik’s own Bates’ Motel, 
and he makes sure that this “spook house” (as it’s described in the shooting script) meets the requirements 
of the typical Terrible Place.[3] Clover observes that the terrible place usually manifests as a house or a 
tunnel: in “Helpless,” it contains both. “What makes these houses terrible is not just their Victorian 
decrepitude but the terrible families – murderous, incestuous, cannibalistic – that occupy them,” Clover 
states (201). Indeed, the homoerotic union between Kralik and his first vamped victim, the feminized 
Watcher’s assistant Blair, results in immediate cannibalism as they make a meal out of the other Watcher’s 
assistant. The typical terrible house usually includes some sort of macabre shrine to the presiding mother 
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figure, and in “Helpless,” Kralik literally has Joyce bound and gagged in an inner chamber. He has also 
wallpapered at least one entire room with Polaroid shots of her from different angles. And the tiny, dark 
room in which he has trapped Joyce turns out to be attached to a tunnel-like laundry chute, as we learn 
when Buffy jumps down it to find and save her mother. Finding Joyce becomes a trip back to the womb for 
Buffy, surely significant on her birthday.
 
(7) This observation leads us to the last figure in both Clover’s and Whedon’s equations: the Final Girl. “The 
image of the distressed female most likely to linger in the memory is the image of the one who did not die: 
the survivor, or Final Girl,” as Clover names her (201). The Final Girl embodies abject terror; she alone 
looks death in the face, but she also finds the strength to “stay the killer long enough to be rescued . . . or 
to kill him herself.” In the first option, Clover likens the Final Girl to “Red Riding Hood, saved through male 
agency,” for all her survivor pluck (203). But the second version of the Final Girl, who becomes more 
popular in American slasher films of the late 70’s to mid 80’s, needs no male savior. And unlike the classic 
horror movie Psycho, the lower-brow slasher film presents the Final Girl as the main character from the 
outset; the fan can identify her instantly because “[s]he is the girl scout, the bookworm, the mechanic. 
Unlike her girlfriends, she is not sexually active . . . Above all she is intelligent and resourceful in extreme 
situations . . . although she is always smaller and weaker than the killer, she grapples with him 
energetically and convincingly. The Final Girl is boyish, in a word.” 
 
(8) Whedon’s victim-hero meets some of these requirements, but radically departs from others. Crucially, 
in “Helpless,” it takes Buffy becoming a “normal girl” first in order to become a “Final Girl” by the episode’s 
end. At first, this seems like wish fulfillment for Buffy – after all, the slayer spends the first two seasons of 
the show wishing she were “normal.” But by this point in the series, Buffy clearly enjoys her powers, and 
she enjoys them in a way that aligns her more with the slasher Killer than with the Final Girl. The episode 
opens with Buffy play-fighting with her vampire boyfriend, Angel. She and Angel “aren’t having satisfaction 
in the personal sense” for all their grappling and straddling, because to do so would make Angel lose his 
human soul and become the evil (and Latinate) Angelus. After she leaves Angel’s mansion, Buffy visits 
Giles for a training session, during which her anxious handling of a phallic-looking crystal and her obvious 
need to “work off extra energy” by patrolling for vampires cuts the session short. But not so short that we 
don’t witness Giles hypnotizing Buffy by telling her to look at the “flaw at the center” of a large blue crystal, 
and then injecting her with a huge needle. The moment couldn’t be more disturbing: Giles, usually more a 
father figure than mentor, performs his actions coldly and without expression. When next we see Buffy, she 
wears pigtails and a baggy green jacket, and ruthlessly engages in torturing a vampire, throwing him down 
a playground slide and taunting him verbally. Buffy exchanges the sex she can’t have for the violence she 
can. She becomes the classic slasher-film sadist, but even as she enacts the role, she experiences a dizzy 
spell. Suffering from a latter day version of greensickness, the sexual frustration associated with 
unmarried, often anemic girls, Buffy quickly becomes the victim. The vampire she has been pursuing turns 
the tables, straddling her in the way she straddled Angel during the mock fight, and, pressing her own 
stake to her heart, whispers obscenely “Let me know if I’m not doing this right.” 
 
(9) Though Buffy escapes this sexualized encounter, she loses her self-confidence. In a conversation with 
Giles, she announces: “I have no strength, no coordination. I throw knives like . . . like.” “A girl?” Giles 
suggests. “Like I’m not the slayer,” Buffy responds. When Willow asks her what will happen if she doesn’t 
get her powers back, Buffy suggests there may be a “whole lot of good sides to it,” but stops fantasizing 
about normalcy almost immediately. And again, in a conversation with Angel, Buffy expresses her fears of 
becoming normal: “I've seen too much now. I know what goes bump in the night. Not being able to fight it
—what if I just hide under my bed, all scared and helpless?” The last thing Buffy wants to be at this point in 
the series is a normal girl. In voicing these anxieties, Buffy equates “normal” with “helpless,” a move that 
gives the episode an almost allegorical quality.
 
(10) When Buffy first encounters Kralik in a dark alleyway, she wears a Red Riding Hood jacket, the same 
jacket Kralik later wears to trick Joyce into coming outside the house (and, indeed, the same jacket Buffy 
will wear ironically in Season 4’s Halloween episode [“Fear, Itself,” 4004]). But in this scene, she runs away 
like Whedon’s archetypal blond victim or Clover’s first version of the Final Girl, and only escapes because 
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Giles turns up to save her. Not until Buffy discovers Giles’ betrayal and her mother’s kidnapping does she 
become the second version Final Girl: she enters the Terrible Place of her own free will, wearing her 
girlishness and vulnerability with discomfort now that she has nothing to back it up. The male agency that 
authorized her power has betrayed and failed her, and she faces the Killer alone, de-phallicized without her 
stake and strength. She finally kills Kralik in the room containing Joyce by secretly filling his glass with Holy 
Water – when he takes his pills, Kralik drinks the water and disintegrates from the inside out. Buffy 
exchanges her usual stake for holy water (a weapon so un-phallic as to be feminine): here she truly 
departs from Clover’s Final Girl. Clover explains that part of the satisfaction the audience derives when the 
Final Girl stabs, castrates, or otherwise penetrates her pursuer rests on the fact that “all phallic symbols are 
not equal” (198). Just as the Killer typically uses, among other things, “teeth and [hypodermic] needles” 
because they are “personal extensions of the body that bring attacker and attacked into a primitive, 
animalistic embrace,” the Final Girl usually turns the phallic object on her killer (198). But Buffy’s holy 
water suggests a different kind of strength, still related to the patriarchal system that makes holy water 
holy, but nowhere near as symbolically masculinized as the stake. As Kralik turns to dust, Buffy says: “If I 
were at full Slayer strength, I’d be punning right now.” She can’t enjoy the death, and the trauma of being 
normal renders her a cynic instead of a sadist. Her last words to Travers after he tells her she passed the 
Cruciamentum but fires Giles for helping Buffy survive, are “Bite me”: she equates the Council patriarch 
with Kralik in this moment and identifies the system as the monster which authorizes but also threatens her 
own power. Here, Buffy takes her first step towards breaking from the Council, which she does later in the 
season [“Graduation Day, Part II,” 3022]: once she labels the patriarchy “monster,” it becomes her duty to 
work against it.
 
(11) It seems to me that when Joss Whedon created the 1992 film Buffy the Vampire Slayer he effectively 
took up the gauntlet that feminist film critics like Clover threw down, but the way he intensified Buffy for TV 
in 1997 makes it a better vehicle for exploring complicated “psychosexual” issues. He also aims his show at 
young women rather than men, as the recent inclusion of the Dawn character may indicate. Whether 
Whedon reads film criticism or not, he and Clover appear to come to the slasher aesthetic with a common 
goal. They both want to recuperate horror as a space in which sex and gender, among other things, can be 
explored boldly, through metaphors that anyone with a feminist decoder ring can interpret. Though the 
show often gets criticized for toting a pretty, stylish, slim hero, Buffy’s stereotyped femininity is surely part 
of the point. Perhaps Buffy represents the middle rather than the most progressive end of the continuum of 
Final Girl victim-heroes, but whether or not this actually indicates a “visible adjustment in the terms of 
gender representation” remains to be seen (Clover 221).
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[2] Clover’s “Her Body, Himself” exists as a chapter in Men, Women, and Chain Saws, but my citations are 
from its earlier incarnation as a journal article in Representations (Number 20: Fall 1987, pp. 187-228). 
[3] Though the episode’s dialogue changes from shooting script to transcript, the set descriptions I found 
there confirmed my guesses about the atmosphere the writers/directors intended to create. 

http://www.slayage.tv/essays/slayage4/barbaccia.htm (5 of 5)6/17/2004 4:08:06 PM



Slayage, Number 4: Halfyard 

Janet K. Halfyard 
Love, Death, Curses and Reverses (in F minor): Music, Gender, and 

Identity in Buffy the Vampire Slayer and Angel 
  
(1) Music plays an important role at a number of different levels in Buffy the Vampire Slayer. There is a great 
deal of source or diegetic music in the series, mainly issuing from The Bronze, very much the characters’ “third 
place.” In fact, in seasons one through three, we spend more time with the “Scooby Gang” at The Bronze than in 
any other place except the school and its library. Music in this environment forms part of the characters’ sense of 
identity, a youth sub-culture defined by its music, very much “music their parents wouldn’t like.”[1] Giles appears 
at The Bronze in the pilot episode and thereafter is notable for his absence from it. In “Wild at Heart” (4006), his 
appearance, immediately following Willow’s comment that The Bronze is the “one place that you can come back 
to where everything's predictable” serves to underline the very abnormality of his presence, an adult in their 
space. 
 
(2) The role of diegetic music as a means of constructing identities is also present in the representation of music-
making as a liberating act, a freedom from social constrictions: it is significant that both the werewolves, Oz and 
Verucca, are musicians in bands that play at the Bronze; and, again in “Wild at Heart,” having seen Giles’ record 
collection, Oz defends Giles’ presence there on the grounds that “he was an animal in his day.” 
 
(3) The non-diegetic music also plays a role in the construction of identity in the season. This essay examines 
how identity is both constructed and reflected in the music of BtVS and the companion series, Angel, focusing on 
the opening credit sequences of both series and the theme tunes that are therefore closely identified with not just 
the series but with their title characters. The music can be looked at from two different perspectives: in terms of 
the relationship of these themes to each other and to other music associated with horror genres; and in terms of 
how music itself can communicate information to the audience about the identity of the character it represents. 
The first four notes of Nerf Herder's theme for BtVS's opening credits carry a wealth of intertextual associations: 
  

 
(4) Firstly, there is the instrument itself: we have the sound of an organ, accompanied by a wolf’s howl, with a 
visual image of a flickering night sky overlaid with unintelligible archaic script: the associations with both the 
silent era and films such as Nosferatu and with the conventions of the Hammer House of Horror and horror in 
general are unmistakable. 
 
(5) The organ has become a signifier for horror, starting with its explicit diegetic use in Phantom of the Opera, 
and then becoming a feature of horror in its own right, with Dr Jekyll playing the organ in Dr Jekyll and Mr Hyde 
(1932) and the sound of the organ becoming synonymous with Hammer Horror in the 1960s and 70s. In more 
recent times, the use of the organ has become both a comic and ironic gesture, found in films such as the 
comedies The ‘Burbs (1988) and Dracula: Dead and Loving It (1996), as well as more obvious Hammer 
successors like House on Haunted Hill (1999). The theme of BtVS starts with this organ horror signifier but then 
instantly changes its message. It removes itself from the sphere of 1960s and 70s horror by replaying the same 
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motif, the organ now supplanted by an aggressively strummed electric guitar, relocating itself in modern youth 
culture, relocating the series in an altogether different arena than that of both Hammer and its spoofs. 
 
(6) The theme for Angel is, on the surface, entirely different from that of BtVS: tempo and texture are certainly 
noticeably different from the driving forces of Buffy’s music. However, not only are both themes in the same key, 
F minor, but the first four notes, which in BtVS are the notes from which the entire theme tune is derived, are 
also the first four notes of Angel’s theme, the fourth note (E flat) be transposed up an octave in Angel’s music, 
rising instead of falling as it does in BtVS: 

 
  
(7) Whereas Buffy’s basic theme is only four notes, Angel’s is, interestingly enough, 13 notes long,[2] that 13 
and all its associations with bad luck and the forces of evil providing a neat (if probably unintentional) metaphor 
for his status as demon. The similarities of key and motif between BtVS and Angel are a thinly disguised means 
of reasserting the eternal bond between the two characters—although they are separated (into two series, apart 
from anything else), they will always be connected: the shared motif stands as a symbol of their love and also of 
their separation. The differences between these themes, however, are just as interesting and speak more clearly 
to the idea of music as identity. 
 
(8) One of the most striking differences between the two theme tunes is their mood. Buffy’s theme is for 
amplified rock band, and the melodic line is carried by an increasingly frenetic electric guitar. Angel’s theme is 
more obviously lyrical, slower paced and written largely for acoustic instruments: piano and cello dominate the 
melodic line. One could easily argue the appropriateness of this on the grounds that Buffy is a modern girl, and 
therefore more likely to listen to the kind of music heard in her theme, identifying with it and being identified by 
it on grounds of her youth and chosen cultural environment, particularly the Bronze. Angel, meanwhile, is an 
18th century Irish vampire: rock music is certainly not “his” music in terms of his somewhat unusual age group 
or culture, and so a more classical and slightly Irish-folk sounding theme is one that he might identify with more 
readily. However, what cannot be ignored about the two themes is that it can be argued that Buffy’s music is 
coded male, and Angel’s is coded female. 
 
(9) Some of the most systematic work on audience reception of film and television music has been done by Philip 
Tagg with Bob Clarida and Annahid Kassabian. Tagg's reception test is impressively straightforward: ten tunes 
(taken from a range of film, TV, and popular music) are played, and participants are asked to write down any 
verbal-visual associations (VVAs) that occur to them in response to the music. This test was carried out between 
1979 and 1986 with groups of students in Sweden (92% were Swedish). 70% of them had no formal musical 
training and had  for the most part not encountered this music before, so could not be influenced in their 
responses by knowledge of the films and TV programs for which the music had been written. 
 
(10) The test generated a large amount of data, and of the various analyses that have resulted from it; of the 
most interest here is Tagg’s 1989 paper, “An Anthropology of Stereotypes in TV Music?” This puts forward an 
analysis of gender-associative responses to certain kinds of music by establishing which tunes produced VVAs of 
a man or men, which of a woman or women, and which of mixed-sex couples. To summarize, from this it 
appeared that four of the ten tunes might be characterized as “female,” in that they produced significantly more 
female VVAs than male; that the VVAs of four of the other tunes were predominantly male; and that two could 
not clearly be categorized. Using the four “male” and four “female” tunes, the music’s characteristics were 
analyzed to see if there were musical qualities common to the two groups of tunes. Bearing in mind the music of 
BtVS and Angel, these are some of Tagg’s findings: 
  
Musical parameter Male characteristic Female characteristic 
Tempo  Faster Slower 
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Note values[3] shorter (therefore appearing faster) longer (therefore appearing slower) 
Rhythm more rhythmic irregularities (e.g. 

syncopations, repeated notes) 
more regular: normal dottings and 
divisions of note groups. 

Phrasing Staccato, quick repeating notes Legato, smooth and flowing 
Dynamics Same volume throughout Phrases get louder, then softer 
Instruments(melody) electric guitar, synthesizer, trumpet, 

percussion 
strings (e.g. violin and cello), flute, 
piano 

Instruments (accompaniment) Strumming guitars, brass, synths, 
percussion 

Strings, piano, woodwind 

  
(11) The above is, in many ways, a very good description of the two theme tunes under discussion here, but with 
Buffy’s corresponding far more closely to the male category and Angel’s to the female. In particular, the audible 
pulse of BtVS is around 200 beats per minute, while Angel is closer to 126. Note values in BtVS are noticeably 
shorter than those in Angel. The basic pulse of BtVS is subdivided into two throughout the accompaniment and 
even in the final stages of melody line, making the music seem to increase in tempo towards the end. Angel’s 
music is smooth and flowing, with a dynamic shape to the phrases and a melodic line that concentrates on cello 
and piano; Buffy’s music remains at a similar volume throughout, although it gradually gets higher in pitch; and 
it uses the rock band line up implied by the male side of Tagg’s analysis. In terms of rhythm, it has both male 
and female qualities in that it is characterized by “male” repeated notes (strumming) and “female” regularity. In 
that it is significantly syncopated, Angel’s melody also has characteristics associated with male rhythm. 
 
(12) Tagg also describes the shape of the melodies in the study. Male melodies tend to have their highest notes 
on the first accented note of the complete motif, which is hard to argue for the theme of BtVS, but neither does it 
describe Angel’s melody. However, female melodies, Tagg observes, have either an “up-and-back-down” or 
“down-and-back-up” contour, and have “generally descending tendencies,” which may include drops of as much 
as a sixth that aren’t found in the equivalent male motives. Angel’s theme is clearly of the “up-and-back-down” 
variety and it rises for only three notes before descending for six, rising for another two and then dropping 
suddenly by a fifth: the trajectory of the melody is very much downward, the final note being considerably lower 
than the starting note. While Buffy’s theme is made up of fournote motifs which often end on a note lower than 
the starting note, the theme as a whole has an unquestionably rising tendency, so while the melodic shape does 
not obviously fit the male pattern, it is also not obviously female, while Angel’s is.[4] 

 
(13) This musical gender reversal leads to the question of whether it is a reflection of similar reversals in the 
characters’ coding within the narrative: are Buffy and Angel gender-reversed in the way their characters are 
positioned and portrayed? 
 
(14) Representation of Buffy as a heroine reveals how she rewrites the rules of the heroic in relation to the 
female. In fact, some of the differences in BtVS as a whole become more apparent when it is set alongside a 
superficially comparable series such as Charmed. Both have strong female protagonists with “special powers” and 
a mission to protect the world from evil; both are supported by supernatural men whose very nature makes 
normal romantic relationships highly problematic, Leo the "White Lighter" being the rough equivalent of Angel 
(although Leo also combines this role with characteristics of the "Watcher"). Nevertheless, one only has to look 
slightly closer to see that the two series are positioned very differently, not least by the fact that in Charmed, 
there are very rigid boundaries separating good and evil: in direct opposition to the moral codes of BtVS, in 
Charmed it is a very much a case of “demons bad, people good,” a position that BtVS explicitly rejects.[5] 

 
(15) Other aspects of Buffy’s position in relation to the Halliwell sisters are also interesting in terms of Buffy as 
new kind of female hero. Charmed's heroines are a trio of young women who work in collaboration, their powers 
mutually complementary; Buffy essentially works alone. The principal members of the “Scooby Gang” support 
her, but their role is often peripheral or takes the form of providing distractions: Willow's use of the internet and 
her spell casting both fall into this category; Xander is frequently perceived as a hindrance and his best form of 
help comes from his passive pseudo-memory of tactical knowledge rather than any ability to act; Giles is 
essentially a walking reference library. The Charmed trio’s mutual interdependence (they can only perform 
advanced magic together, drawing on “the power of three”) reinforces the idea of women as sociable, working 
best in cooperative groups, while Buffy's fundamental aloneness corresponds more closely to classical ideas of 
the hero. Luke Skywalker, Indiana Jones and even Superman (particularly in his 1990s TV incarnation) all have 
their support networks of friends who provide them with information, technical and emotional support (as well as 
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providing distractions to create opportunities for the hero to act), but when it comes down to the moment of 
confrontation, the hero must prevail alone. This scenario is repeated in the relationship between Buffy and her 
gang as well as in the perpetual problem of her super-powers being a source of friction in her relationships. Even 
in the penultimate episode of season four (“Primeval,” 4021), when the Scooby Gang perform their most daring 
spell ever to allow Buffy to draw on the combined powers of all the Slayers, she is physically separate, the only 
character actively engaged in the confrontation with Adam. The gang are in another room, lending passive, 
psychic support to Buffy as narrative agent, a role traditionally associated with male agency rather than female, 
and this is one of the reasons that Buffy appears to acquire the characteristics more of the hero rather than of 
the heroine. The whole question of power and agency is also differently defined between the Halliwells and Buffy. 
Their strength is supernatural, magical, a power of mind and spirit which seems a more obvious type of power for 
a woman to possess, as in terms of physical strength, women cannot compete with men—except, of course, that 
Buffy can. Her power lies in preternatural strength which is therefore defined not as magical but out of the 
ordinary course of nature: she is superhuman, not a witch. Her agency lies not in the mind (there is always a 
measure of surprise when Buffy gets good grades) but in physical strength, again putting her more clearly in the 
realm of male action heroes. 
 
(16) The politics of her sexual behavior also cross a conventional gender boundary, corresponding more to what 
we might associate with male behavior in film and TV narratives than female. As has been observed by Gina 
Wisker: 
  

Buffy does not buy into the conventional safety constructions of young women in conventional horror. . . . 
she is a modern young woman without either being a pure virginal character or a rampant femme fatale. 

  
In the same way that both the filmic Batman and James Bond, in his Dalton and Brosnan incarnations, have a 
moral code that allows them to have one romantic relationship in each film, so Buffy is (quite literally) serially 
monogamous, Angel being her partner in the early seasons and Riley more recently. In managing to negotiate a 
space for herself in which she can have more than one sexual relationship without appearing to compromise the 
moral integrity her calling demands, she places herself in a territory traditionally reserved for heroes, for whom 
sexual partners—“getting the girl”—have always been an expected perk of the hero’s job. This is not to say that 
Buffy is in any way not female, but that her behavior, her narrative function and her music all indicate a 
subversion of behaviors, narratives, and music that are more usually a male preserve. This is, perhaps, the 
essence of her “girl-power” (Wisker), the appropriation for herself of territory (and music) that has previously 
been largely unavailable to women. 
 
(17) Angel’s position is equally unusual, and this reflects the ambivalence of his music. Again, much is revealed 
by returning to the comparison with the composition of the group in both BtVS and Charmed. Buffy’s gang is a 
rather amorphous body: there are the four main characters, but also a variety of hangers-on, which include 
Angel himself, Faith, Anya, Tara, Oz, Riley and even Spike. Angel’s “gang,” however, is a very consistent three, 
even if a different three in the first and second halves of season one, Doyle being replaced by Wesley.[6] 
However, the profile of Angel’s trio, especially in season two, is surprisingly similar to that of Charmed’s. 
“Seriousness” runs in direct correlation to age with Angel and Charmed’s Prue as the “most serious” and least 
likely to smile, characters who hold the position of most responsibility and authority within the group. Cordelia 
and Phoebe, the two youngest characters in each trio, are both viewed (without necessarily a great deal of 
evidence) as the most prone to irresponsibility, even if Phoebe is less of an archetypal airhead than Cordelia has 
always been set up as; and Wesley and Piper hold the middle ground, displaying varying levels of both sense and 
silliness, although the difference is most dramatic in Wesley, where his fluctuation between competence and 
incompetence is frequently used to comic effect. 
 
(18) The same pattern runs true on an active/ passive power scale. Angel and Prue have the most developed 
powers and greatest physical strength derived from supernatural sources, Prue being able to move objects (e.g. 
hurl people against walls), as well as being able to astrally project herself—neither of her sisters has more than 
one power. Piper can “freeze” everything and everyone around her, so while she cannot act directly, she can 
prevent (or delay) others acting against her. Comparably, Wesley has the Watcher’s knowledge (which often 
serves a similar purpose) and a fair degree of physical strength with which to make an impact, if a less profound 
one than Angel. Meanwhile, Phoebe and Cordelia share a near identical and entirely passive gift: each is subject 
to visions of innocents in need of help. 
 
(19) Where Buffy ultimately acts alone, Angel is more dependent on his group in order to be able to act: Cordelia 

http://www.slayage.tv/essays/slayage4/halfyard.htm (4 of 6)6/17/2004 4:08:22 PM



Slayage, Number 4: Halfyard 

provides him with the impetus for action, whereas the Scoobies tend to respond to danger after it appears. 
Likewise, where Buffy’s group tends to shift to include temporary and “part-time” members, Angel’s is much 
more of a fixed entity, working more like the cooperative female group of the Charmed sisters; and although 
both trios have a support group of friends, particularly police contacts, none of them are ever truly brought into 
the group: they may assist, but they always remain outside the core of three. This is also an explicitly female 
construct: heroes (with the possible exception of Batman and Robin) do not work in permanently formed groups, 
whereas supernatural females have been working in groups of three since the Greeks: the Fates, Gorgons, 
Graeae, Hesperides and Furies are all trios of magical sisters, and the model for others throughout Western 
history from the three witches of Shakespeare’s Macbeth to the three of Charmed: and the familial aspect of the 
various “three sisters” can be carried over to Angel’s realization, through Cordelia’s assertion at the end of Angel 
season two that he, Wesley, and Cordelia are themselves a family unit. 
 
(20) This formation of a cooperative, mutually interdependent group, then, is one aspect of “female” coding in 
Angel that can be seen mirrored between the musical and narrative constructs. In addition to his distinctly 
gender-ambivalent name, some of the “feminized” qualities that are most obviously attributed to Angel himself 
relate to his curse, which simultaneously prevents him from functioning either as a vampire or as a human. His 
moral code, imposed on him by the acquisition of a soul, means that he cannot bite (“because it’s wrong” as 
Faith might tell us, pretending to be Buffy) and he cannot have sex with the woman he loves lest it make him 
happy and turn him evil. Given that the vampire’s bite is conventionally seen as a sexual metaphor, a sublimation 
of the erotic impulse, Angel is effectively doubly castrated (voluntarily, on both counts, as it turns out) which, 
while not making him female certainly doesn’t allow him to act as a classically male character. He is forbidden 
both his primary function as vampire and also as the romantic lead—in both cases “getting the girl” is not an 
option he allows himself. Yet, just as Buffy is all woman, if a new kind of heroine, so Angel is clearly a romantic 
male figure within both narratives; and the music does, in fact, remind us of this. During the title sequence of 
Angel, at the point where David Boreanaz’s own name credit is shown over several shots of Angel in action, the 
(female) cello is replaced as the principal melodic instrument by the (male) electric guitar. This substitution lasts 
exactly as long as Angel/Boreanaz’s personal credits, the cello taking back the melody after four measures as 
Cordelia’s image appears. Angel’s various dualities (man/ vampire, lover/ celibate, vulnerable/ immortal) are 
clearly reflected in the male/female duality of his music’s construction. 
 
(21) BtVS and its spin-off, Angel, have attracted attention because of the way in which they transgress 
boundaries. It is not necessarily anything so simple as blurring: if a boundary, such as male and female codings 
in music, is blurred, then it loses its ability to reveal anything meaningful.  Instead, BtVS and Angel acknowledge 
and even rely on the fact that the boundaries are there but cross them anyway in order to reveal a world more 
subtle and complex in its construction than film and TV horror narratives have usually allowed. This subversion of 
long-maintained constructs appears to extend to every level; and so it should probably not surprise us that it can 
also be found in the music that identifies the title characters. 
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[1] Editors’ note: see S. Renee Dechert’s essay “This is Oz. He’s in a Band”: Buffy the Vampire Slayer and the 
Rhetoric of Music” forthcoming in Fighting the Forces: What’s at Stake in Buffy the Vampire Slayer. 
[2]  It could be interpreted as 14 but a) the 14th note is the first note of the next phrase and b) that 14th note 
should simply be another single step fall from the D flat onto the C; instead, it’s a leap to the F, in order to begin 
the second phrase in the same way as the one before. 
[3] For the benefit of those unfamiliar with music terminology, note values refers to how the basic beat of the 
music is subdivided. If the basic beat is a crotchet (quarter note) this can be subdivided into smaller values such 
as 2 quavers (8th notes) and 4 semi-quavers (16th notes). The smaller the note value, the more sounded notes 
there are per measure and the faster the music seems to be going. 
[4] Tagg makes it clear in his paper that the analysis and its conclusions apply to the 8 tunes that he is 
considering; and it must be acknowledged that there is quite often a cross over between what he describes as 
‘female’ music and music that is sometimes used to describe heroic men within film soundtracks. However, both 
Tagg and I are not analyzing underscore music here, but theme tunes, which (as writers such as Gorbman 
(1987) have pointed out) tend to give the perceiver a great deal of information about the nature of what they are 
about to watch (e.g. jazz usually implies film noir or some other kind of crime drama) Most film and TV genres 
are associated with particular musical styles and will give us coded information about the narrative that is to 
follow. 
[5] See, for example, Buffy’s argument with Riley in “New Moon Rising” (4019). 
[6] Editors’ note: in seasons two and three, Angel’s gang has, of course, added two new members: Gunn and 
Fred. 
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 Words from the Hellmouth:
A Bibliography of Books on Buffy the Vampire Slayer

  
Revised and Expanded, March 2003
Compiled by J. Gordon Melton
 
Critics of the horror genre will discuss through future decades the reasons that a show seemingly developed for teenagers 
became a runaway hit for vampire fans of all ages and was able to move Anne Rice's novels, which had dominated the 
vampire world for a decade, off center stage. Part of the answer must include the original twist of the vampire myth created 
by Josh Whedon and the very fine writing done by Whedon and those whom he brought around him to script the episodes. 
However, the answer much go beyond those two important observations, to the additional characteristics—the obvious 
inclusion of a strong feminist theme, the action orientation of the Hong Kong kung-fu movies, and vampires who bite and 
suck. 
  
Whedon's original approach to the vampire myth is rather vague about the ultimate source of the cosmos, but concentrates 
on the more immediate battle between good and evil between the "powers that be" and the forces of supernatural evil that 
once overran planet earth. These forces have been pushed back into the nether reaches, but are constantly trying to return 
through the Hellmouth, which Whedon locates in Sunnydale, a small California city that bears a remarkable resemblance to 
Santa Barbara. (There is found in the sleepy town of Cascais, Portugal, an original Hellmouth, so designated because of an 
unusual rock formation that an angry sea had carved out of the rugged shoreline.) The world is inhabited by a spectrum of 
demonic characters, the most important for the series being the vampires. To keep the vampires in check, the cosmos spits 
up the Slayer, a young female with some extraordinary abilities whose destiny is to keep the vampire population in check. 
  
Vampires are deceased humans reanimated by invading demonic spirits. When killed, they immediately disintegrate into 
dust, a convenient revision of the vampire myth, which keeps the authorities uninvolved since the Slayer does not leave a 
pile of corpses behind no matter how many she eliminates. Vampire have the memory of the person whose body they 
inhabit, but no soul, hence no conscience. Angel, the vampire who falls in love with Buffy, is cursed with a soul/conscience 
that continually wars with his vampiric urges, thus creating his special hell. Among all the monsters that appear in horror 
literature, the vampire arose as a unique being that could move among humans incognito. While the original literary 
vampires rarely rose above the cardboard figures that characterize the villain in most horror novels, it always had the 
possibility of development as a character, a potential discovered in the 1970s by Dan Curtis (Dark Shadows). The explosion 
of interest in vampires in the last generation can be attributed to the popular discovery of the real Dracula in Raymond T, 
McNally and Radu Florescu's In Search of Dracula (1972) and the development of vampires as sympathetic characters by 
novelists Chelsea Quinn Yarbro, Fred Saberhagen, and Anne Rice and the Vampirella comic book. 
  
However, this modest work is not about vampires, the last generation of cinematic and literary effort to grow vampires, or 
even Buffy and her cohorts, but one set of vampire books. As Buffy the Vampire Slayer inserted itself into popular culture, it 
success has been demonstrated in the appearance of an array of paraphernalia from trading cards to action figures, from 
clothing to jewelry. There are Buffy coffee mugs, Buffy comics, Buffy candy, and Buffy mouse pads. Sarah Michelle Gellar 
and the cast's pictures regularly appear on magazine covers, posters, and tee-shirts. However, the large number of books 
that have been published are most indicative of the role that Buffy has come to hold on its youthful audience as thousands 
are ready not only to devote an hour a week to the show and decorate their walls with celebrity pictures, but invest some 
time and energy in reading. As with the Harry Potter series, educators have welcomed Buffy as an additional tool in the 
development of the reading skills in the next generation. 
  
As one might expect, the first books to appear were novelizations developed from the shows scripts, however, almost 
simultaneously original novels expanding the storyline of the series (Cover, Gardner, Vornholt) were also produced. Also, the 
first of the fan books, including a guide to the first two seasons, heralded the many nonfiction books that would flood the 
market season by season as the show developed and spun off the Angel series. The list below is comprehensive of the books 
that have been published from 1998 through December 2002. Obviously, an uncounted number of books are in various 
stages of production, but only those that had reached the shelves are cited. It is assumed that additional revisions of this 
bibliography will be necessary. 
  
Fiction 
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Buffy novels come in two basic varieties, original novels that develop story lines not apart of the television series and 
novelizations of usually two or three of the televised episodes that emphasize a singular theme or character tying the 
selected stories together. Each novel is developed as a complete piece of fiction and can be so read, but they are best read 
in conjunction with a knowledge of the series and as an extension of it and its mythology. Authors also assume that most 
readers have a prior knowledge of the main characters. Richie Tankersley Cusick did the novelization of the original Buffy 
movie, and was selected to do the novelization of the original double episode of the series. More recently, several collections 
of short stories and reprints of the scripts of the first two seasons have appeared. 
  
While the average bookstore places all the Buffy books together in the young adult fiction section, the publisher (Pocket 
Books) has divided the novels into those published for the more youthful audience (high school and even junior high school), 
and those aimed at a more mature (young adult) audience. Among the former are all of the novelizations from the television 
series (and the Buffy movie), some of the original novels, and the several single volumes of short stories. Original novels 
include: 
  
Blooded 
Coyote Moon 
Crossings 
Deep Water 
Doomsday Deck 
The Faith Trials 
Ghoul Trouble 
Halloween Rain 
Here Be Monsters 
The Last Slayer 1-4 
Little Things 
Night of the Living Rerun 
Power of Persuasion 
Unnatural Selection 
Visitors 
  
These novels were originally published under the "Archway" imprint and more recently from "Simon Pulse." Novels 
specifically for post-high school readers, and published under the "Pocket Books" imprint, are: 
  
The Book of Fours 
Child of the Hunt 
The Evil that Men Do 
The Gatekeeper Trilogy (Out of the Madhouse, Ghost Roads, Sons of Entropy) 
Immortal 
Obsidian Fate 
Oz: Into the Wild 
Paleo 
Prime Evil 
Resurrecting Ravana 
Return to Chaos 
Revenant 
Sins of the Father 
Spike and Dru: Pretty Maids All in a Row 
Tempted Champions 
These Our Actors 
The Unseen Trilogy (The Burning, Door to Aternity, Long Way Homr) 
The Wisdom of War 
  
In addition there are a set of novels, now (December 2002) sixteen in number, related to the Angel series. All have been 
published under the Pocket Pulse imprint. The initial offering in the Angel series was a novelization of the show's first 
episode. Having relocated to Los Angeles, he seeks to redeem himself by assisting those in trouble. He is aided in his 
redemptive quest by Buffy's former classmate Cordelia, and by Doyle, a half-demon, whose visions guide the trio to their 
next target. Since Doyle's death, Cordelia has become the bearer of the visions. The majority of titles to date take place 
during the first season prior to the death of Doyle, though the most recent volumes have moved to the second season and 
include the current major characters: Gunn, Wesley, and Fred. 
  
The original Buffy novels include the main characters of the television series—Buffy, Willow, Xander, Cordelia, Angel, and 
Giles. Different novels also introduce the other major character who have come and gone such as Oz, Willow's werewolf 
boyfriend. The most recent novels are located after season three and recognize the departure of Angel (and Cordelia) to Los 
Angeles. Also the Unseen trilogy became the first crossover novel to bring Buffy and the Slayerettes together with Angel, 
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Cornelia, and their Los Angeles colleagues. 
  
With the popularity of the Buffy series in Europe, the novels began to be translated into French, German, and Italian. The 
foreign language editions that have appeared as of the end of 2002 are listed below as part of the annotation to each novel. 
I want to thank my colleague, religious studies scholar Massimo Introvigne, for his assistance with this aspect. He maintains 
a vampire popular culture Internet site with a special emphasis on Buffy books, from his base in Turin, Italy, which may be 
accessed at http://www.cesnur.org. Interestingly, though Buffy now appears in a variety of Spanish-speaking countries, no 
Spanish translations of the novels have as yet surfaced. Meanwhile, the Italian series of novels has been cancelled, though 
the German and French translations still appear regularly. 
  
Those who follow the Buffy series, be they Harvard Divinity professor or teenage television addict, have become attached to 
a set of characters whom they all know (or knew) in high school. They can identify intimately with at least one of them, 
while another is the object of their affections. Viewers have gone through all of the human situations depicted in the series. 
However, above and beyond the very real human situations, the Slayerettes must encounter an array of supernatural 
creatures. These creatures become the building blocks of the fantasy world that Joss Whedon has imagined. The believability 
of the fantasy and the cosmos it projects over against the secularized mundane life of twenty-first century viewers/readers 
provides one important segment for exploration of the Buffy phenomenon. Hence, the annotations below are directed 
primarily at identifying the particular entities (vampires, demons, or particular monsters) that are encountered in each 
novel. 
  
Fiction 

                  
  
Angel: The Longest Night. New York: Simon Pulse, 2002. 405 pp. pb. Short story collection. 

A collection of short fiction written by many of the authors of the Buffy and Angel novels such as Christopher Golden, 
Nancy Holder, Jeff Mariotte, Yvonne Navarro and Scott Ciencin. 

  
Buffy the Vampire Slayer: How I Survived My Summer Vacation. New York: Pocket Pulse, 2000. 276 pp. pb. 

It has been noted that the vampire myth is particularly adaptable to the short story, a fact this collection readily 
demonstrates. This volume was the first of the several short story collections published to date. 
  

Buffy the Vampire Slayer: Tales of the Slayer. Vol. 1. New York: Pocket Pulse, 2001. 276 pp. 
A collection of short fiction featuring stories not of Buffy, but of the different slayers that preceded her through the 
centuries. Authors include Nancy Holder, Mel Odom, Christie Golden, Yvonne Navarro, Doranna Durgin, and Greg Rucka. 
Additional volumes with similar stories are projected. 
  

Buffy the Vampire Slayer: The Script Book. Series 1, Volume 1. New York: Pocket Books, 2000. 382 pp. pb. 
Oversize format. 

This volume reprints the shooting scripts of the first six episodes of season one of the television series: "Welcome to the 
Hellmouth," "The Harvest," "Witch," "Teacher's Pet," "Never Kill a Boy on the First Date," and "The Pack." This volume is 
of special importance as the two stories present an initial outline of the Buffy mythology, aspects of which would be 
developed later in the series. 
  

Buffy the Vampire Slayer: The Script Book. Series 1, Volume 2. New York: Pocket Books, 2000. 388 pp. pb. 
Oversize format. 

This volume includes the shooting script of the last six episodes of the first season of the television series: "Angel," "I 
Robot, You Jane," "The Puppet Show," "Nightmares," "Out of Sight, Out of Mind" (which aired under the title "The 
Invisible Girl"), and "Prophecy Girl." 
  

Buffy the Vampire Slayer: The Script Book, Series 2, Volume 1. New York: Pocket Books, 2001. 332 pp. pb. 
This volume includes the shooting script of six episodes from of the second season of the television series: "When She 
Was Bad," "Some Assembly Required," "School Hard," "Inca Mummy Girl," Reptile Boy," and "Halloween." 
  

Buffy the Vampire Slayer: The Script Book, Series 2, Volume 2. New York: Pocket Books, 2001. 338 pp. pb. 
This volume includes the shooting script of six episodes from of the second season of the television series: "Lie to Me," 
"The Dark Age," "What's My Line?, Part One," "What's My Line?, Part Two," "Ted," and "Bad Eggs." 
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Buffy the Vampire Slayer: The Script Book, Series 2, Volume 3. New York: Pocket Books, 2001. 304 pp. pb. 

This volume includes the shooting script of five episodes from of the second season of the television series: "Surprise," 
"Innocence," "Phases," Bewitched, Bothered, and Bewildered," and "Passion." 
  

Ciencin, Scott. Buffy the Vampire Slayer: Sweet Sixteen. New York: Simon Pulse, 2002. 211 pp. pb. Original 
novel. 

·       German edition as: Buffy im Bann der Dämonen: Die Versuchung. Köln: VGS/ProSieben, 2002. 179 pp. hb. 
Trans. by Thomas Ziegler. 

Dawn's new friend Arianna is about to reach her sixteenth birthday. The two have bonded because both feel different from 
most of their peer group. In Arianna's case, she is part human and part demon aspect, the latter aspect being the source of 
potentially great power and evil. Buffy becomes the catalyst for Arianna's forced choice between her human or her demon 
side. 

  
___., and Dan Jolly. Angel Vengeance. New York: Simon Pulse, 2002. 338 pp. pb. Original novel. 

Angel Investigations encounters the New Age in the person of Lily Pierce, a motivational speaker whose New Life 
Foundation promises a world of fulfilled dreams. However, beneath the mild exterior is a secret apocalyptic menace. 
  

Cover, Arthur Byron. Buffy the Vampire Slayer. Night of the Living Rerun. New York: Archway/Pocket Books, 
1998. 178 pp. pb. Original novel. 

·       French edition as: Buffy Contre les Vampires: Répétition Mortelle. Paris: Fleuve Noir, 1999. 186 pp. pb. Trans. 
by Isabelle Troin. M6 Serie Club 4. 
·       German edition as: Buffy im Bann der Dämonen: Die Nacht der Wiederkehr. Köln: VGS/ProSieben, 1999. 155 
pp. hb. dj. Trans. by Barbara Frost. 

Buffy and her friends have been drawn into a new conflict with the Master (her major nemesis from Season One) as she 
is sucked into the past. The Master has set up a replay of the moment he was trapped in another dimension and this time 
hopes for a different outcome. 
  

Cusick, Richie Tankersley. Buffy, the Vampire Slayer. New York: Pocket Books, 1992. 183 pp. pb. 
The novelization of the original Buffy the Vampire Slayer movie finds Buffy being introduced to her destiny as a slayer by 
her initial watcher Merrick and the confrontation with her first major enemy, the vampire Lothos. 
  

[Cusick], Richie Tankersley. Buffy the Vampire Slayer. The Angel Chronicles, Vol. 2. New York: Archway/Pocket 
Books, 1998. 226 pp. pb. Novelization of series episodes: "Halloween" and "What's My Line?" I & II 

·                French edition as: Buffy Contre les Vampires: Les Chroniques d'Angel 2. Paris: Fleuve Noir, 1999. 220 pp. 
pb. Trans. by Isabelle Troin. M6 Serie Club 7. 
·                German edition as: Buffy im Bann der Dämonen: Die Angel Chroniken II. Köln: VGS/ProSieben, 2000. 153 
pp. hb. boards. Trans. by Barbara Frost. 

Angel and Buffy face a series of adventures that begin with the spell cast by the mischievous Ethan Rayne that turns 
everyone in costume into the character they had become for Halloween. The going get rough when Angel is subsequently 
captured by the Order of Taraka, a group of supernatural assassins who plan to kill Angel in order to bring the vampire 
Drusilla back to full health. 
  

___. Buffy the Vampire Slayer. The Harvest. New York: Archway/Pocket Books, 1997. 146 pp. pb. Novelization 
of the original episodes of the series, "Welcome to the Hellmouth" and "The Harvest." 

·                French edition as: Buffy Contre les Vampires: La Moisson. Paris: Fleuve Noir, 1999. 154 pp. pb. Trans. by 
Isabelle Troin. M6 Serie Club 1. 
·                German edition as: Buffy im Bann der Dämonen: Die Wiederkehr des meisters. Köln: VGS/ProSieben, 
1999. 149 pp. hb. dj. Trans. by Barbara Frost. 
·                Italian edition as: Benvenuti a Sunnydale. Milan: Sperling & Kupfer, 2000. 144 pp. pb. 

In her original Sunnydale outing, Buffy must confront The Master, an ancient vampire who is attempting to break free 
and open the portal between this world and Hell. 
  

DeBrandt, Don. Angel: Shakedown. New York: Pocket Pulse, 2000. 303 pp. pb. Original novel. 
·                French edition as: Angel: Intérêt commun. Paris: Fleuve Noir, 2001. 223 pp. pb. Trans. by Anne-Virginie-
Tarall. No. 5. 
·                German edition as: Angel Jäger der Finsternis: Die Erde bebt. Köln: VGS/ProSieben, 2001. 274 pp. hb. dj. 
Trans. by Antje Görnig. 

Angel's latest adventure begins with Doyle's vision of an earthquake. Their investigation of the vision uncovers some 
Serpentene demons who are living a rather mundane life seemingly integrated as business people in human society in 
Los Angeles. They have, however, come under attack from some evil demons who possess an ability to reduce any living 
creature to a pulverized mass. 
  

DeCandido, Keith R. A. Buffy the Vampire Slayer. The Xander Years. Vol. 1. New York: Archway/Pocket Books, 
1998. 227 pp. Novelization of the series episodes: "Teacher's Pet," "Inca Mummy Girl," and "Bewitched, 
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Bothered, and Bewildered." 
·                French edition as: Buffy Contre les Vampires: Les Métamorpheses d'Alex. Paris: Fleuve Noir, 1999. 221 
pp. pb. Trans. by Isabelle Troin. M6 Serie Club 8. 
·                German edition as: Buffy im Bann der Dämonen: Xander—Auf Liebe und Tod. Köln: VGS/ProSieben, 2000. 
158 pp. hb. boards. Trans. by Rolf Schmitz & Thomas Ziegler. 

Xander has a series of love affairs with some beautiful women, each of whom turns out to be a supernatural creature: a 
She-mantis, a long-dead Inca princess, and Amy Madison, a witch. 
  

Dokey, Cameron. Angel: the Summoned. New York: Pocket Pulse, 2001. 294 pp. pb. Original novel. 
·                French edition as: Angel: Le Souffle du dragon. Paris: Fleuve Noir, 2002. 220 pp. pb. Trans. by Anne-
Virginie-Tarall. No. 10. 
·                German edition as: Angel Jäger der Finsternis: Wildes Feuer. Köln: VGS/ProSieben, 2002. 276 pp. hb. dj. 
Trans. by Lynn Vetter. 

Sparked by one of Doyle's vision's Angel and company are invited into the world of a young woman who has become 
involved with a cult-like group that has at its center a devouring fire-demon. 
  

___. Buffy the Vampire Slayer: Here Be Monsters. New York: Pocket Pulse, 2000. 178 pp. pb. Original novel. 
·                French edition as: Buffy Contre les Vampires: Ici vivent les Monstres. Paris: Fleuve Noir, 2001. 190 pp. 
pb. Trans. by Patricia Delcourt. M6 Serie Club 22. 
·                German edition as: Buffy im Bann der Dämonen: Mutter der Monster. Köln: VGS/ProSieben, 2001. 147 
pp. hb. boards. Trans. by Thomas Ziegler. 

In her career, Buffy has learned to take vampires in stride, but she must now confront a new type of vampire—a clan 
adept in summoning occult forces to supplement their standard vampire viciousness. When she kills two of them, their 
mother takes after Buffy's mom in revenge. 
  

     

     

Fassbender, Tom, and Jim Pascoe. Buffy the Vampire Slayer: Creatures of Habit. Illustrated by Brian Horton and 
Paul Lee. Milwaukee, WI: Dark Horse Books, 2002. 123 pp. tp. 

·                     Rpt.: London: Titan Books, 2002. 123 pp. tp. 
Buffy, in the weeks just after her return from the dead, must counter a vampire (an old friend of Spike's) who is 
organizing the late-night party time of the young people of Sunnydale for his own bloody pleasure. This novel is written 
and illustrated by a team better known for their work on the Buffy the Vampire Slayer comic book. 
  

Gallagher, Diana G. Buffy the Vampire Slayer: Doomsday Deck. New York: Pocket Pulse, 2000. 193 pp. pb. 
Original novel. 

·       German edition as: Buffy im Bann der Dämonen: Die Karten des Todes. Köln: VGS/ProSieben, 2002. 181 pp. hb. 
boards. Trans. by Michael Neuhaus. 

Buffy must oppose Xander's latest girlfriend, Justine, a tarot card reader. The odd behavior of vampires in Justine's 
presence is the clue that alerts Buffy that something is wrong. Her resolving the situation is complicated by her friends 
becoming as smitten of Justine as is Xander. 
  

___. Buffy the Vampire Slayer: Obsidian Fate. New York: Pocket Books, 1999. 294 pp. pb. Original novel. 
·       French edition as: Buffy Contre les Vampires: Le Miroir des Ténèbres. Paris: Fleuve Noir, 2001. 283 pp. pb. 
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Trans. by Cédric Perdereau. M6 Serie Club 17. 
·       German edition as: Buffy im Bann der Dämonen: Der Gott der Finsternis. Köln: VGS/ProSieben, 2000. 277 pp. 
hb. Trans. By Frauke Meier. 

Outside Sunnydale, rain uncovers some Spanish artifacts, including a mirror with an obsidian frame. Giles identifies the 
object as a magical mirror formed by the Aztec god of darkness. Buffy's task becomes the preventing of the god's plan to 
regain his former power. 
  

___. Buffy the Vampire Slayer: Prime Evil. New York: Pocket Books, 2000. 260 pp. pb. Original novel. 
·                French edition as: Buffy Contre les Vampires: Les cendres de Salem. Paris: Fleuve Noir, 2001. 222 pp. pb. 
Trans. by Patricia Delcourt. M6 Serie Club 23. 
·                German edition as: Buffy im Bann der Dämonen: Teuflische Ergebenheit. Köln: VGS/ProSieben, 2002. 275 
pp. hb. Trans. by Thomas Ziegler. 

Buffy is opposed by Crystal Gregory, an old witch posing as a youthful teacher at Sunnydale. Crystal draws Willow under 
her influence and Buffy must woo her friend back to her side if she is to assemble the magical resources necessary to 
defeat the powerful witch. 
  

Gardner, Craig Shaw. Buffy the Vampire Slayer: Return to Chaos. New York: Pocket Books, 1998. 293 pp. pb. 
Original novel. 

·                French edition as: Buffy Contre les Vampires: Retour au Chaos. Paris: Fleuve Noir, 2000. 313 pp. pb. 
Trans. by Isabelle Troin. M6 Serie Club 10. 
·                German edition as: Buffy im Bann der Dämonen: Verschwörung der Druiden. Köln: VGS/ProSieben, 2000. 
280 pp. hb. dj. Trans. by Thomas Ziegler.Note error: Dust jacket lists Christopher Golden and Nancy Holder as 
authors. 

The Hellmouth draws an ancient sect of Druid's to its supernatural atmosphere. They plan to perform rituals that will 
open the entrance to hell and release the evil on the planet again. Just when Buffy needs her friends to assist her, they 
are distracted. 

  
Garton, Ray. Resurrecting Ravana. New York: Pocket Books, 2000. 305 pp. pb. Original novel. 

·       German edition as: Buffy im Bann der Dämonen: Ravanas Rückkehr. Köln: VGS/ProSieben, 2000. 276 pp. hb. 
dj. Trans. by Frauke Meier. 

Buffy and the gang must discover the person who is invoking a Rakshasa, a vampire demon of ancient India, and of its 
king, the shape-shifting Ravana. 

  
Gilman, Laura Ann, and Josepha Sherman.  Buffy the Vampire Slayer: Deep Water. New York: Pocket Pulse, 
2000. 178 pp. pb. Original novel. 

·       French edition as: Buffy Contre les Vampires: Les Sirènes démoniaques. Paris: Fleuve Noir, 2001. 184 pp. pb. Trans. 
by Grègoire Dannereau. M6 Serie Club 20. 

·       German edition as: Buffy im Bann der Dämonen: Stille Wasser. Köln: VGS/ProSieben, 2001. 151 pp. hb. boards. 
Trans. by Michael Neuhaus. 

Buffy's adventure begins when Willow, helping to clean up an oil spill on the coast, discovers a selkie in need of help. The 
oil spill also forces other creature of the deep from the water, including a crew of mermaids. 

  

      
  
___. Buffy the Vampire Slayer: Visitors. New York: Pocket Books, 1999. 163 pp. pb. Original novel. 

·                French edition as: Buffy Contre les Vampires: Danse de Mort. Paris: Fleuve Noir, 2000. 185 pp. pb. Trans. 
by Isabelle Troin. M6 Serie Club 11. 
·                German edition as: Buffy im Bann der Dämonen: Todestanz. Köln: VGS/ProSieben, 2000. 150 pp. hb. 
boards. Trans. by Michael Neuhaus. 

A mysterious creature stalks Buffy, but her attempts to discover the nature of the beast is hindered by a group of student 
teacher at Sunnydale High using the school library as their temporary headquarters. 
  

Golden, Christopher. Buffy the Vampire Slayer: The Lost Slayer. New York: Pocket Pulse. 2003. 573 pp. pb. 
Original novel. 
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The Omnibus compilation of the four volumes of "The Lost Slayer Series" originally published in 2001 
  

___. Buffy the Vampire Slayer: The Lost Slayer. Part 1. Prophecies. New York: Pocket Pulse. 2001. 134 pp. pb. 
Original novel. 

·                French edition as: Buffy Contre les Vampires: La tueuse perdue. Épisode 1. Prophéties. Paris: Fleuve Noir, 
2002. 126 pp. pb. Trans. by Isabelle Troin. M6 Serie Club 25. 
·                German edition as: Buffy im Bann der Dämonen: Die verlorene Jägerin. Erstes Buch. Die Prophezeiung. 
Köln: VGS/ProSieben, 2001. 119 pp. hb. boards. Trans. by Sabine Arenz. 

Buffy makes a bad judgment that lands her in an alternative world some five years in the future in which vampires have 
taken over in Southern California. In the new reality, she locates her radically changed friends who have already 
organized to fight the new menace. She also discovers that Faith has been replaced by a new Slayer, and that Joyce and 
Spike have disappeared. Either she, from her new reality, or her friends, from their old reality, must discover a way to 
reverse her mistake. She becomes more aware of her alternate existence, even more disturbing revelations occur, not 
the least being that Giles has become not only a vampire, he is the new Vampire King of California. The story is played 
out in three subsequent volumes. 
  

___. Buffy the Vampire Slayer: The Lost Slayer. Part 2. Dark Times. New York: Pocket Pulse. 2001. 138 pp. pb. 
Original novel. 

·                French edition as: Buffy Contre les Vampires: La tueuse perdue. Épisode 1. Les temps maudits. Paris: 
Fleuve Noir, 2002. 127 pp. pb. Trans. by Isabelle Troin. M6 Serie Club 26. 
·                German edition as: Buffy im Bann der Dämonen: Die verlorene Jägerin. Zweites Buch. Dunkle Zeiten. 
Köln: VGS/ProSieben, 2001. 118 pp. hb. boards. Trans. by Sabine Arenz. 

Volume 2 of The Lost Slayer Series. See comments to Buffy the Vampire Slayer: The Lost Slayer. Part 1. Prophecies. 
  

___. Buffy the Vampire Slayer: The Lost Slayer. Part 3. King of the Dead. New York: Pocket Pulse. 2001. 134 pp. 
pb. Original novel. 

·                French edition as: Buffy Contre les Vampires: La tueuse perdue. Épisode 3. Le roi des morts. Paris: Fleuve 
Noir, 2002. 123 pp. pb. Trans. by Isabelle Troin. M6 Serie Club 27. 
·                German edition as: Buffy im Bann der Dämonen: Die verlorene Jägerin. Drittes Buch. Der König der 
Toten. Köln: VGS/ProSieben, 2001. 119 pp. hb. boards. Trans. by Almuth Behrens. 

Volume 3 of The Lost Slayer Series. See comments to Buffy the Vampire Slayer: The Lost Slayer. Part 1. Prophecies. 
  

___. Buffy the Vampire Slayer: The Lost Slayer. Part 4. Original Sins. New York: Pocket Pulse. 2001. 134 pp. pb. 
Original novel. 

·                French edition as: Buffy Contre les Vampires: La tueuse perdue. Épisode 4. Bienvenue en enfer. Paris: 
Fleuve Noir, 2002. 126 pp. pb. Trans. by Isabelle Troin. M6 Serie Club 28. 
·                German edition as: Buffy im Bann der Dämonen: Die verlorene Jägerin. Viertes Buch. Herrschaft der 
Vampire. Köln: VGS/ProSieben, 2001. 120 pp. hb. boards. Trans. by Antje Görnig. 

Volume 4 of The Lost Slayer Series. See comments to Buffy the Vampire Slayer: The Lost Slayer. Part 1. Prophecies. 
  

___. Buffy the Vampire Slayer: Oz: Into the Wild. New York: Pocket Books, 2002. 278 pp. pb. Original novel. 
Golden tells the story of Oz's adventures as he travels from Fiji to Tibet and Australia in his attempt to cure or at least 
control his lycanthropy. Adding to his challenge, without the protection of Buffy and Willow, he is now subject to others who 
would search him out and kill him. 

  
___. Buffy the Vampire Slayer: Sins of the Father. New York: Pocket Books, 1999. 289 pp. pb. Original novel. 

·                French edition as: Buffy Contre les Vampires: Les Fautes du Père. Paris: Fleuve Noir, 2001. 219 pp. pb. 
Trans. by Serge Lefaure. M6 Serie Club 19. 
·                German edition as: Buffy im Bann der Dämonen: Sünden der Vergangenheit. Köln: VGS/ProSieben, 2001. 
275 pp. hb. dj. Trans. by Thomas Ziegler. 

Pike, Buffy's boyfriend from the original Buffy movie, shows up in Sunnydale while trying to get away from a demon who 
has a grudge against him. Pike's problem is a distraction from Buffy's attempt to handle the latest wave of vampire 
activity that seems to be aimed at Giles. 
  

___., and Nancy Holder. Buffy the Vampire Slayer: Blooded. New York: Archway/Pocket Books, 1998. 274 pp. 
pb. Original novel. 

·                French edition as: Buffy Contre les Vampires: La Piste des guerriers. Paris: Fleuve Noir, 1999. 250 pp. pb. 
Trans. by Isabelle Troin. M6 Serie Club 5. 
·                German edition as: Buffy im Bann der Dämonen: Das Blutschwert. Köln: VGS/ProSieben, 1999. 246 pp. 
hb. dj. Trans. by Thomas Ziegler. 

Buffy confronts two Oriental opponents—Chirayouju, a Chinese vampire, and Sanno, a Japanese Mountain King. 
Traditionally, these two are arch enemies, but their battle has been interrupted in times past due to their being trapped 
in a old sword. After the sword comes to Sunnydale, the pair are freed to continue their hostilities regardless of any 
innocent bystanders. 
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___. Buffy the Vampire Slayer: Child of the Hunt. New York: Pocket Books, 1998. 324 pp. pb. Original novel. 
·                French edition as: Buffy Contre les Vampires: La Chasse Sauvage. Paris: Fleuve Noir, 2000. 349 pp. pb. 
Trans. by Isabelle Troin. M6 Serie Club 9. 
·                German edition as: Buffy im Bann der Dämonen: Die Diener des Bösen. Köln: GS/ProSieben, 2000. 278 
pp. hb. dj. Trans. by Thomas Ziegler. 

At the same time that Sunnydale's Renaissance Faire opens, Buffy and the gang become aware that a set of evil 
medieval creatures, the Dark Faerie, are loose in the countryside. They serve the evil Erl King, and the hunt for the 
mysterious king leads them to the Faire's not-quite-human jester. 
  

___. Buffy the Vampire Slayer: Ghost Roads. Book Two: The Gatekeeper Trilogy. New York: Pocket Books, 1999. 
398 pp. pb. Original novel. 

·                French edition as: Buffy Contre les Vampires: Le Royaume du Mal. Paris: Fleuve Noir, 2000. 342 pp. pb. 
Trans. by Grégoire Dannereau. M6 Serie Club 14. 
·                German edition as: Buffy im Bann der Dämonen: Hüter der Finsternis. Vol. 2. Köln: VGS/PROSIEBEN, 
2001. 275 pp. hb. dj. Trans. by Antje Görnig. 

Volume 2 of the Gatekeeper's Trilogy. See comments to Buffy the Vampire Slayer: Out of the Madhouse. Reprinted in 
Buffy the Vampire Slayer: The Gatekeeper Trilogy (1999). 
  

___. Buffy the Vampire Slayer: The Gamekeeper Trilogy. N.p.: Science Fiction Book Club, 1999. 724 pp. hb. dj. 
Reprint omnibus volume that includes Out of the Madhouse, Ghost Roads, and Sons of Entropy. 
  

___. Buffy the Vampire Slayer: Halloween Rain. New York: Archway/Pocket Books, 1997. 162 pp. pb. Original 
novel 

·                French edition as: Buffy Contre les Vampires: La pluie d'Halloween. Paris: Fleuve Noir, 1999. 187 pp. pb. 
Trans. by Isabelle Troin. M6 Serie Club 2. 
·                German edition as: Buffy im Bann der Dämonen: Halloween. Köln: VGS/ProSieben, 1999. 158 pp. hb. dj. 
Trans. by Barbara Frost. 
·                Italian edition as: Il ballo di Halloween. Milan: Sperling & Kupfer, 2000. 161 pp. pb. 

Buffy and the gang experience a rainy Halloween that unleashes an array of zombies and vampires on Sunnydale but 
none are as frightful as Samheim, the demon king of the ancient Druids. 
  

___. Buffy the Vampire Slayer: Immortal. New York: Archway/Pocket Books, 1999. 309 pp. hb. Original novel. 
·                Rpt: New York: Pocket books, 2000. 309 pp. pb. 
·                French edition as: Buffy Contre les Vampires: Immortelle. Paris: Fleuve Noir, 2000. 348 pp. pb. Trans. by 
Isabelle Troin. Published outside of numbered series. 
·                German edition as: Buffy im Bann der Dämonen: Das Damonin des Todes. Köln: VGS/PrpSieben, 2000. 
284 pp. hb. dj. Trans. by Thomas Ziegler. 

Buffy must square off against Veronique, a most unusual vampire. Buffy kills her, but she come back, again and again. 
Buffy's task appears to be an impossible one. She must get rid of the immortal one permanently before she has the 
opportunity to create the unification of her demon masters into one all powerful demon who really cannot be beaten. 
  

___. Buffy the Vampire Slayer: Out of the Madhouse. New York: Pocket Books, 1999. 367 pp. 
·                French edition as: Buffy Contre les Vampires: Loin de Sunnydale. Paris: Fleuve Noir, 2000. 313 pp. pb. 
Trans. by Grégoire Dannereau . M6 Serie Club 13. 
·                German edition as: Buffy im Bann der Dämonen: Hüter der Finsternis. Vol. 1. Köln: VGS/ProSieben, 2001. 
277 pp. hb. dj. Trans. by Antje Görnig. 

Volume 1 of the Gatekeeper' Trilogy. Similar to the Hellmouth in Sunnydale that keeps the demonic horde at bay, the 
Gatekeeper's house in Boston holds back the many monsters (so familiar in folklore and horror novels). Buffy and the 
gang must come to the aid of the a Gatekeeper who is under attack from a black magician who is stealing his power. 
When the monstrous forces make their appearance in Sunnydale, Buffy and the gang are alerted. Once in the mansion 
she learns of the existence of a set of ghost roads, avenues existing in another dimension that allow the Slayerettes to 
quickly go to distant locations if they can stay focused and not become involved in the ghostly entities they will meet. 
Their goal is to locate the Gatekeeper's son and get him to Boston, but in order to succeed, they must defeat the Son of 
Entropy. The story begun in Out of the Madhouse is continued in Ghost Roads and Sons of Entropy. In one of the three 
volumes almost every monster every imagined will make an appearance. Reprinted in Buffy the Vampire Slayer: The 
Gatekeeper Trilogy (1999). 
  

___. Buffy the Vampire Slayer: Sons of Entropy. New York: Pocket Books, 1999. 317 pp. pb. 
·                French edition as: Buffy Contre les Vampires: Les Fils de l'Entropie. Paris: Fleuve Noir, 2000. 283 pp. pb. 
Translated by Cédric Perdereau. M6 Serie Club 15. 
·                German edition as: Buffy im Bann der Dämonen: Hüter der Finsternis. Vol. 3. Köln: VGS/ProSieben, 2001. 
274 pp. hb. dj. Trans. by Thomas Ziegler. 

Volume 3 of the Gatekeeper's Trilogy. See comments to Buffy the Vampire Slayer: Out of the Madhouse. Reprinted in 
Buffy the Vampire Slayer; The Gatekeeper Trilogy (1999). 
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___. Buffy the Vampire Slayer: The Wisdom of War. New York: Simon Pulse, 2002. 401 pp. pb. 
Buffy and the Slayerettes are diverted from a rather mundane problem—fighting a creature who could have come from 
the Black Lagoon—when members of the Watcher's Council arrive in Sunnydale to relieve her of her work. Soon after the 
Council members show up, so does Faith, recently sprung from prison. She is to take the lead in the Council's new 
endeavor. Buffy must not only determine the true motivations of the Council, but how to respond to their presence in her 
territory. 
  

___. Spike and Dru: Pretty Maids All in a Row. New York: Pocket Books, 2000. 305 pp. hb. dj. Original novel. 
·                Rpt.: New York: Pocket Books, 2001. 353 pp. pb. 
·                German edition as: Buffy im Bann der Dämonen: Spike & Dru—Dämonische Liebe. Köln: VGS/ProSieben, 
2001. 273 pp. hb. dj. Trans. by Thomas Ziegler. 

Spike and Drusilla are right at home in war-torn Europe. As Dru's birthday approaches, Spike wants to get her a special 
present, the necklace called Freyja's Strand. Wearing it will give Dru shape-shifting abilities. The price is high, he must 
kill all the present designated slayers-in-training, the pretty maids all in a row. 
  

___. Sunnydale High Yearbook. New York: Pocket Books, 1999. 91 pp. hb. boards. Oversize format. 
·       German edition as: Buffy Im Bann der Dämonen: Sunnydale Highschool Yearbook. Stuttgart: Dino, 2001. 91 pp. 
hb. boards. Oversize format. Trans. by Christiane Jung. 

A delightful volume celebrating the culmination of the third season and the gang's graduation from high school and put 
together as if it was a high school annual. Included are a variety of color pictures—stills from the show and more formal 
publicity shots. It is the only volume to have pictures of the cast who were teachers and classmates at Sunnydale High. 
Any fan of the show will find a number of laugh-out-loud jokes. 
  

Holder, Nancy. Angel City of. New York: Pocket Books, 1999. 177 pp. pb. Novelization of the initial episode of 
the television series. 

·       French edition as: Angel: La Cité des anges. Paris: Fleuve Noir, 2000. 183 pp. pb. Trans. by Céline L'Official. No. 
1 
·       German edition as: Angel: Stadt der Träume. Köln: VGS/ProSieben, 2001. 148 pp. hb. boards. Trans. by 
Thomas Ziegler. 

The initial book to be based on the new Angel television series is a novelization of the first episode. Having retreated 
from Buffy and Sunnydale, he established himself in Los Angeles as a modern-day Robin Hood who is out to redeem 
himself by assisting those under attack from supernatural evil. To assist him are Cordelia, now broke but hopeful of a 
career as an actress, and Doyle, a half-demon, whose visions guide the trio to their new clients. This initial story includes 
a flashback to Angelus/Angel in Ireland in 1753 and his siring as a vampire by Darla. 

  
___. Angel: Not Forgotten. New York: Pocket Pulse, 2000. 243 pp. pb. .  Original novel. 

·                French edition as: Angel: Le seigneur des bas-fonds. Paris: Fleuve Noir, 2000. 186 pp. pb. Trans. by 
Céline L'Official. No. 2. 
·                German edition as: Angel: Der Todesgott. Köln: VGS/ProSieben, 2001. 151 pp. hb. boards. Trans. by 
Thomas Ziegler. 

Angel, Cordelia, and Doyle's attention is drawn to a series of deaths by spontaneous human combustion, to which they 
assign supernatural agency. At the same time Cordelia begins to research a group of children operating as pickpockets. 
Their two cases lead to a slumlord who is staging rituals to invoke Latura, as Indonesian deity of the dead. 
  

___. Buffy the Vampire Slayer: The Angel Chronicles. Vol I. New York: Archway/Pocket Books, 1998. 208 pp. 
pb. Novelization of the series episodes: "Angel," "Reptile Boy," and "Lie to Me." 

·                French edition as: Buffy Contre les Vampires: Les Chroniques d'Angel 1. Paris: Fleuve Noir, 1999. 220 pp. 
pb. Trans. by Isabelle Troin. M6 Serie Club 6. 
·                German edition as: Buffy im Bann der Dämonen: Die Angel Chroniken I. Köln: VGS/PoSieben, 1999. 152 
pp. hb. boards. Trans. by Antje Görnig. 

The first collection of stories focusing on Angel tells the story of the beginning of Angle's relationship with Buffy. He tells 
her who and what he is, how he was made a vampire by Darla, and the nature of the curse under which he suffers. 
Knowing the problems inherent in any relationship with Angel, Buffy tries a more rational course, dating a classmate, that 
proves even more problematic that just going with her heart. 
  

___. Buffy the Vampire Slayer: The Angel Chronicles. Vol III. New York: Archway/Pocket Books, 1999. 180 pp. 
pb. Novelization of series episodes: "Surprise," "Innocence," and "Passion." 

·                French edition as: Buffy Contre les Vampires: Les Chronicles d'Angel 3. Paris: Fleuve Noir, 2000. 188 pp. 
pb. Trans. by Isabelle Troin. M6 Serie Club 12. 
·                German edition as: Buffy im Bann der Dämonen: Die Angel Chroniken III. Köln: VGS/ProSeiben, 2000. 
148pp. hb. boards. Trans. by Barbara Frost. 

Angel's curse takes hold as he enjoys a night of pure happiness with Buffy. His darker side, Angelus, the vampire 
emerges and turns on Buffy who must defend herself and her friends from this new terror who is also the man she loves. 
  

___. Buffy the Vampire Slayer: The Book of Fours. New York: Pocket Books, 2001. 352 pp. hb. dj. 
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·                Reprint as: New York: Pocket Books, 2002. 401 pp. pb. 
·                German edition as: Buffy im Bann der Dämonen: Die dunkle Macht der Vier. Köln: VGS/ProSieben, 2000. 
509 pp. hb. dj. Trans. by Thomas Ziegler. 

Buffy and Faith join forces to battle a monstrous force that manifests as four being that the slayers initially encounter in 
a nightmare. The four being impinge upon Sunnydale through a set of natural disasters—a forest fire, a destructive high 
tide, a hurricane, and an earthquake. Giles traces the phenomena to a forgotten person in Buffy's world, one India 
Cohen, the slayer whose death called Buffy to her present role in life. 
  

___. Buffy the Vampire Slayer: The Evil that Men Do. New York: Archway/Pocket Books, 2000. 335 pp. pb. 
Original novel. 

·                French edition as: Buffy Contre les Vampires: Ce mal que font les hommes. Paris: Fleuve Noir, 2001. 220 
pp. pb. Trans. by Patricia Delcourt. M6 Serie Club 24. 
·                German edition as: Buffy im Bann der Dämonen: Der Pakt mit dem Bösen. Köln: VGS/ProSieben, 2002. 
276 pp. hb. Trans. by Lynn Vetter. 

Buffy has two enemies—a malevolent force that is catalyzing random violence throughout Sunnydale and Helen, an 
ancient and powerful vampire and an old friend of Angel. 
  

___. Buffy the Vampire Slayer: The Journals of Rupert Giles. New York: Simon Pulse, 2002. 191 pp. pb. 
Novelization of series episodes: "Helpless," "A New Man," and "Blood Ties." 

Though the tiles of this volume features Giles, Buffy's birthdays ties the three episodes together. On her 18th birthday, 
she is tested after being denied her heightened Slayer powers; on her 19th, while she is distracted by her new 
relationship with Riley, Giles is turned into a demon; and on her 20th she must protect Dawn from the goddess Glory. 
  

___., and Jeff Mariotte. Angel: Endangered Species. New York: Simon Pulse, 2002. 276 pp. hb. dj. TV. 
Cordelia's vision leads her to contact the imprisoned Faith who had noticed some supernatural evils arising in her prison. 
Meanwhile, Angel Investigations takes a new client, Chaz, who is seeking his wife Marianna, who happens to be a 
vampire. The imprisoned Marianna escaped from her husband while he carried out research to cure her condition. 
However, Angel discovers that Chaz has a hidden agenda, to rid the world of all vampires, even the good one like Angel. 
  
___., and Jeff Mariotte. Buffy the Vampire Slayer/Angel: Unseen: The Burning. New York: Pocket Books, 
2001. 274 pp. pb. Original novel. 

·                French edition as: Buffy Contre les Vampires/Angel: Le feu aux poudres. Paris: Fleuve Noir, 2002. 222 pp. 
pb. Trans. by Anne-Virginie Tarall. No. 11. 
·                German edition as: Buffy & Angel: Die Geheime Geschichte: Erstes Buch. Im Reich der Shatten. Köln: 
VGS/ProSieben, 2001. 274 pp. hb. dj. Trans. by Antje Görnig. 

The Unseen Trilogy is the first attempt at a Buffy/Angel crossover novel after Angel's move to Los Angeles, Buffy and the 
Slayerettes track a demon creature from Sunnydale to Los Angles. Independently, Cordelia and Angel have encountered 
their own new brands of supernatural evil, a vampire-worshipping cult and a demonic force manifesting in local prisons. 
Buffy and Angel eventually conclude that they are working on the same problem whose common symptom is the 
disappearance of a number of teenagers. 
  
Their search for the teens leads to a more serious and immediate problem, the opening of portals through which 
monsters are entering the world. Venturing into the newly revealed dimension, Buffy and Angel find the missing teens, 
while Angels associates and the Slayerettes are trying to holdback the spread of the monsters as they await their leaders 
return. 
  

___., and Jeff Mariotte. Buffy the Vampire Slayer/Angel: Unseen: Door to Alternity. New York: Pocket Books, 
2001. 301 pp. pb. Original novel. 

·                French edition as: Buffy Contre les Vampires/Angel: Sur tous les fronts! Paris: Fleuve Noir, 2002. 223 pp. 
pb. Trans. by Anne-Virginie Tarall. No. 12. 
·                German edition as: Buffy & Angel: Die Geheime Geschichte: Zweites Buch. Das Tor zu einer anderen Welt. 
Köln: VGS/ProSieben, 2001. 277 pp. hb. dj. Trans. by Thomas Ziegler. 

Volume 2 of the Unseen Trilogy. See comments to Buffy the Vampire Slayer/Angel: Unseen: The Burning. 
  

___., and Jeff Mariotte. Buffy the Vampire Slayer/Angel: Unseen: Long Way Home. New York: Pocket Books, 
2001. 288 pp. pb. Original novel. 

·                     German edition as: Buffy & Angel: Die Geheime Geschichte: Drittes Buch. Der lange Weg Zurück. 
Köln: VGS/ProSieben, 2001. 274 pp. hb. dj. Trans. by Antje Görnig. 

Volume 3 of the Unseen Trilogy. See comments to Buffy the Vampire Slayer/Angel: Unseen: The Burning. 
  
Krulik, Nancy. Buffy the Vampire Slayer: The Cordelia Collection. New York: Simon Pulse, 2002. 177 pp. pb. 
Novelization of series episodes "The Invisible Girl" (aka "Out of Mind, Out of Sight"), "Some Assembly 
Required," and Homecoming." 

During her high school years, Cordelia was the target of villains on a number of occasions. Highlighted in this volume are 
Marcie Ross, the girl who was so ignored that she became invisible, two boys who lusted after Cordelia as the right 
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person to contribute body parts to their Frankenstein monster, and a group of hunters trying to kill Buffy the night they 
were to go to the homecoming dance. 
  

Laurence, James. Buffy the Vampire Slayer: The Faith Trials. Vol. 1 New York: Pocket Pulse, 2001. 215 pp. pb. 
Novelization of series episodes "Faith, Hope & Trick," "Bad Girls," and "Enemies." 

·                     German edition as: Buffy im Bann der Dämonen: Die Ankunft der zweiten Jägerin. Köln: VGS/
ProSieben, 2002. 210 pp. hb. Trans. by Thomas Ziegler. 

Faith was called to her role as a Slayer following the death of Kendra. She arrives in Sunnydale as a free spirit who gets a 
rush from her killing, and challenges Buffy's developing self-image. Their developing relationship changes dramatically, 
however, when Faith accidentally kills a human whom she mistook for a vampire. In that Faith begins the down hill 
course that eventually leads her to ally herself with the demonic mayor of Sunnydale and set her on a collision course 
with her the other Slayer. 
  

McConnell, Ashley, and Dori Koogler. Buffy the Vampire Slayer: These Our Actors. New York: Simon Pulse, 2002. 
310 pp. pb. Original novel. 

A new chapter in the life of the formerly shy Willow opens with her college drama class. The relationship between drama 
and magic become even more evident to her when supernatural events begin and ghostly beings threaten the young 
witch. 
  

Mariotte, Jeff. . Angel Close to the Ground. New York: Pocket Pulse, 2000. 308 pp. pb. 
·                     French edition as: Angel: Mortelle faiblesse. Paris: Fleuve Noir, 2001. 222 pp. pb. Translated by Anne-
Virginie Tarall. No. 4. 
·                     German edition as: Angel Jäger der Finsternis: Der Preis der Unsterblichkeit. Köln: VGS/ProSieben, 
2001. 269 pp. hb. dj. Trans. by Antje Görnig. 

To pay the rent, Angel agrees to guard the daughter of Jack Willetts, the head of a Hollywood movie studio. This rather 
mundane task of protecting a spoiled brat, however, leads to an encounter with Mordractus, a 50-year-old black magician 
who is dying. He wants Angel's unique soul and the immortality it caries. Once he traps Angel, the rituals begin. 
  

___. Angel: Haunted. New York: Simon Pulse, 2002. 327 pp. pb. Original novel. 
Angel Investigation's new case emerges out of Cordelia's latest attempt to revive her acting career. She is selected for a 
new reality television show that requires her to spend a week in a haunted house. Once on location she has a vision of a 
young woman who tried out for the show but was not selected. As Angel seeks the now missing actress, the haunted 
house become active supernaturally, and lawyers from Wolfram and Hart arrive on the scene. 
  

___. Angel: Hollywood Noir. New York: Pocket Pulse, 2001. 292 pp. pb. 
·                French edition as: Angel: Hollywood noir. Paris: Fleuve Noir, 2001. 222 pp. pb. Trans. by Nicole Ménage. 
No. 6. 
·                German edition as: Angel Jäger der Finsternis: Hollywood Noir. Köln: VGS/ProSieben, 2001. 271 pp. hb. 
dj. Trans. by Antje Görnig. 

Doyle's latest vision leads Angel, Cordelia, and the half-demon to Betty McCoy, a cigarette girl, and to Mike Shade, a 
detective whose persona is of another era, pre-World War II Hollywood. The investigation brings a confrontation with a 
magician who also happens to head Los Angeles' Department of Power and Water and to a world of demons living happily 
in the City of Angels. 
  

___. Angel: Stranger to the Sun. New York: Simon Pulse, 2002. 286 pp. pb. Original novel. 
Immediately after opening a special delivery package, Wesley falls into a coma-like sleep. In their attempt to help him, 
Angel and Gunn discover that other people knowledgeable of the magical world have also fallen asleep. Cordelia's 
research leads them to conclude that a vast apocalyptic plot by the vampire community has been launched that will 
throw the world into an unbroken darkness. 
  

___. Buffy the Vampire Slayer. The Xander Years. Vol. 2.  New York: Pocket Pulse, 2000. 203 pp. pb. 
·                French edition as: Buffy Contre les Vampires: Les Métamorphoses d'Alex 2. Paris: Fleuve Noir, 2002. 223 
pp. pb. Trans. by Isabelle Troin. M6 Serie Club 29. 
·                German edition as: Buffy im Bann der Dämonen: Xander—Allein unter Bestien. Köln: VGS/ProSieben, 
2001. 158 pp. hb. boards. Trans. by Christina Deniz. 

A novelization of three Buffy episodes: "The Pack," "Go Fish," and "The Zeppo." Buffy's friend Xander is thrown on his 
own resources when he becomes the target of the forces arising from the Hellmouth, including a hyena, a Gill Monster, 
and a group of bomb-making teenagers recently arisen from the grave. 
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Massie, Elizabeth. Buffy the Vampire Slayer: Power of Persuasion. New York: Archway/Pocket Books, 1999. 198 
pp. pb. Original novel. 

·                French edition as: Buffy Contre les Vampires: Pouvoir de Persuasion. Paris: Fleuve Noir, 2001. 190 pp. pb. 
Trans. by Grègoire Dannereau. M6 Serie Club 18. 
·                German edition as: Buffy im Bann der Dämonen: Unheimliche Schwestern. Köln: VGS/ProSieben, 2000. 
168 pp. hb. boards. Trans. By Christian Langhagen. 

Buffy opposes the Muses, a group of women who have the power to alter the minds of any who get close to them. 
  

Moesta, Rebecca. Buffy the Vampire Slayer: Little Things.  New York: Simon Pulse, 2002. 200 pp. pb. Original 
novel. 

In the weeks following Joyce's death, Buffy and Spike combine forces to suppress a invasion of vampiric fairies, a group 
of very small monsters led by the Queen Mabyana. 
  

Navarro, Yvonne. Buffy the Vampire Slayer: Paleo.  New York: Pocket Books, 2000. 257 pp. pb. Original novel. 
·                French edition as: Buffy Contre les Vampires: Sunnydale Park. Paris: Fleuve Noir, 2002. 219 pp. pb. 
Trans. by Anne-Virginie Tarall. M6 Serie Club 30. 
·                German edition as: Buffy im Bann der Dämonen: Unheilvolle Schöpfung. Köln: VGS/ProSieben, 2002. 269 
pp. hb. dj. Trans. by Barbara Först. 

Things get out-of-hand when a Sunnydale student finds a friend in the paleontologist at the local museum and the two 
animate an ancient dinosaur-like creature. Though it is not a vampire, Buffy is the one selected by fate to deal with it. 
  

 ___. Buffy the Vampire Slayer: Tempted Champions.  New York: Pocket Books, 2002. 243 pp. pb. TV. 
Buffy is called upon to deal with another new slayer who has come to Sunnydale. However, Celina is very different; she 
has become a vampire. The encounters places a new possibility in Buffy's consciousness—Buffy could become a vampire, 
Willow could conjure her a soul, and she and Angel could have a long life together. 
  

___. Buffy the Vampire Slayer: The Willow Files. Vol. 1. New York: Archway/Pocket Books, 1999. 194 pp. pb. 
Novelization of three series episodes: ""I Robot. . . You, Jane," "Phases," and "Dead Man's Party." 

·                French edition as: Buffy Contre les Vampires: Les Fichiers Secrets de Willow—I. Paris: Fleuve Noir, 2002. 
219 pp. pb. Trans. by Isabelle Troin. M6 Serie Club 31. 
·                German edition as: Buffy im Bann der Dämonen: Die Willow akten. Köln: VGS/ProSieben, 2000. 181 pp. 
hb. boards. Trans. By Frauke Meier. 

Willow's computer savvy leads her into contact with a cyberdemon named Molock. She later discovers that her boyfriend 
Oz is a werewolf and then squares off against a Nigerian demon, Ovu Moboni, who inhabits a mask owned by Buffy's 
mother. 
  

___. Buffy the Vampire Slayer: The Willow Files. Vol. 2. New York: Pocket Pulse, 2001. 210 pp. pb. Novelization 
of three series episodes: "Gingerbread," "Doppelganger," and "Choices." 

·                French edition as: Buffy Contre les Vampires: Les Fichiers Secrets de Willow—II. Paris: Fleuve Noir, 2002. 
221 pp. pb. Trans. by Isabelle Troin. M6 Serie Club 32. 
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·                German edition as: Buffy im Bann der Dämonen: Die Willow: akten II. Köln: VGS/ProSieben, 2001. 210 
pp. hb. boards. Trans. by Barbara Frost. 

Willow's maturing from computer geek to magical technician is marked by a conflict with parents on a witchhunt against 
her and Buffy. She survives the witchhunt only to run into her vampire double, and, as if that is not enough, she is taken 
prisoner by the bad guys in mayor's office. 
  

Odom, Mel. Angel: Bruja. New York: Pocket Pulse, 2001. 325 pp. pb. Original novel. 

·                   German edition as: Angel Jäger der Finsternis: Blutige Tränen. Köln: VGS/ProSieben, 2002. 279 pp. hb. dj. 
Trans. by Antje Görnig. 

She was described as a madwoman, reportedly showing up at various location in Los Angeles and leaving deaths on each 
occasion. Angels and his associates come to know her as a bruja, a malevolent witch, who embodies the Spanish-
American myth of La Llorona, the Weeping Woman. Meanwhile, they have their hands full with other seeming more 
mundane cases. 
  

___. Angel: Image. New York: Simon Pulse, 2002. 330 pp. pb. Original novel. 
Cordelia's vision leads Angels ad company to a mansion filled with portraits recognized by Angel. They were painted by 
his former lover and confidante Darla, though the real evil that prompted Cordelia's vision is an entity using one of the 
painting to under gird its continued existence. 
  

___. Angel: Redemption. New York: Pocket Pulse, 2000. 305 pp. pb. Original novel. 
·                French edition as: Angel: Rédemption. Paris: Fleuve Noir, 2001. 222 pp. pb. Trans. by Serge Lafaure. No. 
3. 
·                German edition as: Angel Jäger der Finsternis: Der Blutorden. Köln: VGS/ProSieben, 2000. 272 pp. hb. dj. 
Trans. by Thomas Ziegler. 

The trio at the angel investigation agency accept a famous actress, Whitney Tyler, as a client. She is being stalked by 
fans who have come to believe that she is a real vampire. Angel, however, identifies the actress with a female warrior he 
had encountered in Europe two centuries earlier. To complicate the matter, the stalkers appear to be connected to an 
ancient group who self-assigned mission is to battle creatures of the night. 
  

___. Buffy the Vampire Slayer: Crossings. New York: Simon Pulse, 2002. 243 pp. pb. Original novel. 
A video game becomes the instrument for opening a doorway into a demonic dimension. Buffy must come to the rescue 
when Anya is abducted into this alternate demonic world. 
  

___. Buffy the Vampire Slayer: Revenant. New York: Pocket Books, 2001. 386 pp. pb. Original novel. 
·       German edition as: Buffy im Bann der Dämonen: Kriegerin aus Fernost. Köln: VGS/ProSieben, 2001. 371 pp. hb. 
dj. Trans. by Thomas Ziegler. 

Racial turmoil comes to Sunnydale, its evil spectre being focused in a Chinese gang. Into the midst of the situation, a 
new young and beautiful martial arts instructor arrives in town, and the volatile Xander is smitten. Giles and Buffy get 
sucked into both situations as they are tied together by their shared occult roots. 
  

___. Buffy the Vampire Slayer: Unnatural Selection. New York: Archway/Pocket Books, 1999. 210 pp. pb. 
Original novel. 

·       French edition as: Buffy Contre les Vampires: Sélection par le Vide. Paris: Fleuve Noir, 2001. 184 pp. pb. Trans. 
by Serge Lefaure. M6 Serie Club 16. 
·       German edition as: Buffy im Bann der Dämonen: Willow und das Monsterbaby. Köln: VGS/ProSieben, 2000. 152 
pp. hb. boards. Trans. by Catherine Shelton. 

Buffy becomes aware of an evil force unearthed in an archeological dig after it takes possession of Tad, a child for whom 
Willow is babysitting. The search for some rational explanation leads to a host of vampires and a set of supernatural 
beings, the changlings. 
  

Passarella, John. Angel: Avatar. New York: Pocket Pulse, 2001. 309 pp. pb. Original novel. 
·                French edition as: Angel: Maléfices. Paris: Fleuve Noir, 2001. 218 pp. pb. Trans. by Florence Mantran. No. 
7. 
·                German edition as: Angel Jäger der Finsternis: Im Netz des Grauens. Köln: VGS/ProSieben, 2002. 276 pp. 
hb. dj. Trans. by Christian Deniz. 

Cordelia, the computer savvy employee at the Angel Detective Agency, bring Angel into a confrontation with a demon 
who is using an Internet chat room to contact victims whose deaths are part of an extended ritual that will, if completed 
make him the recipient of a considerable amount of magical power. 
  

___. Buffy the Vampire Slaver: Ghoul Trouble. New York: Pocket Pulse, 2000. 239 pp. pb. Original trouble. 
·                French edition as: Buffy Contre les Vampires: Croqueuses de cadavres!. Paris: Fleuve Noir, 2002. 220 pp. 
pb. Trans. by Isabelle Troin. M6 Serie Club 32. 
·                German edition as: Buffy im Bann der Dämonen: Blanke Knochen. Köln: VGS/ProSieben, 2002. 275 pp. 

http://www.slayage.tv/essays/slayage4/meltonbooks.htm (13 of 19)6/15/2004 3:57:35 PM



Slayage, Number 4: Melton 

hb. dj. Trans. by Michael Neuhaus. 
Buffy must handle a vampire, seemingly all in a day's work, but one has come to Sunnydale who cannot be stopped by 
sunlight, has the ability to enter her home as he will, and seems to be attracted to Buffy's mom. 

  
Sniegoski, Thomas E. Angel: Soul Trade. New York: Pocket Pulse, 2001. 325 pp. pb. 

·                French edition as: Angel: Marché noir. Paris: Fleuve Noir, 2002. 223 pp. pb. Trans. by Isabelle Troin. No. 
8. 
·                German edition as: Angel Jäger der Finsternis: Seelenhandel. Köln: VGS/ProSieben, 2002. 273 pp. hb. dj. 
Trans. by Antje Görnig. 

Angel, Cordy, and Doyle find a young girl whose soul has been stolen from her and are led to a realization that there is a 
vital black market in souls in the Los Angeles underworld of gangsters, gamblers, and drug dealers. Highly valued are the 
souls of innocent children, but after Angel intrudes on the scene, he discovers that his unique immortal soul is even more 
highly prized. 

  
Tankersley, Richie. See: Cusick, Richie Tankersley. 
  
Vornholt, John. Buffy the Vampire Slayer. Coyote Moon. New York: Archway/ Pocket Books, 1998. 164 pp. pb. 
Original novel. 

·                French edition as: Buffy Contre les Vampires: La Lune des Coyotes. Paris: Fleuve Noir, 1999. 186 pp. pb. 
Trans. by Isabelle Troin. M6 Serie Club 8. 
·                German edition as: Buffy im Bann der Dämonen: Der Hexer von Sunnydale. Köln: VGS/ProSieben, 1999. 
155 pp. hb. dj. Trans. by Barbara Frost. 

What better place for vampires to hide than in a carnival. When it comes to Sunnydale, Buffy connects its presence to 
some dead bodies that have been found around town. But is every one at the carnival evil, including the two new friends 
that Xander and Willow have made? 
  

Whedon, Joss. Buffy the Vampire Slayer: "Once More with Feeling." New York: Simon Pulse, 2002. 145 pp. pb. 
Large format. 

Lyrics and music from the musical episode of Buffy. 
  
Nonfiction 
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Note: as of the beginning of 2003, a number of scholarly books on Buffy are in various stages of production. 
These will be added to the bibliography as they appear. 
  

Anderson, Marilyn D. Sarah Michelle Gellar. New York: Chelsea House Pub., 2001. 64 pp. hb. boards. Galaxy of 
Superstars ser. 

A fan book published for Gellar's younger devotes. 
  

Baker, Jennifer. Scene: Sarah Michelle Gellar. New York: Aladdin/Simon & Schuster Children's, 1998. 32 pp. pb. 
Large format. 

The Scene publishes a new book each month covering one of the youthful stars of the 1990s. The Gellar issue includes 
enthusiastic articles on her career (which connects her to all the other stars). It also includes numerous photos, many 
suitable for framing or decorating a room. 
  

Boris, Cynthia. Buffy the Vampire Slayer Pop Quiz. New York: Pocket Books, 1999. 160 pp. pb 
·       French edition as: Buffy contre les vampires: Le Quiz. Paris: Fleuve Noir, 2000. 186 pp. pb. Trans. by Isabelle 
Troin. 

This is the ultimate trivia book for the Buffy buff. Questions are covered for every episode through season three. 
  

Carella, C. J. Buffy the Vampire Slayer Core Rule Book. Los Angeles: Eden Studios, 2002. 249 pp. hb. boards. 
Large format. 

Basic text for the "Buffy the Vampire Slayer Roleplaying Game." 
  

___. Buffy the Vampire Slayer: Slayer's Handbook. Londonville, NY: Eden Studios, 2002. 156 pp. hb. boards. 
Large format. 

Basic text for the "Buffy the Vampire Slayer Roleplaying Game." 
  

Chapman, Paul. Buffy the Vampire Slayer Roleplaying Game: Director's Screen. Loudenville, NY: Eden Studios, 
2002. 56 pp. pb. Large format. 

An instruction book for directors of the "Buffy the Vampire Slayer Roleplaying Game," with an accompanying cardboard 
screen. 
  

Edwards, Ted. Buffy X-posed. Rocklin, Ca: Prima Publishing, 1998. 208 pp. tp. Oversize format. 
Edwards cover the career of Gellar and the cast and provides an episode guide to the first two seasons. An Appendix 
offers completely disconnected essays on the former Dark Shadows series and a few of the more famous vampires and 
slayers from the movies. 
  

Gabriel, Jan. Meet the Stars of Buffy the Vampire Slayer. New York: Scholastic, 1998. 165 pp. pb. 
As the title implies, Gabriel traces the careers of the continuing cast members of Buffy the Vampire Slayer for a younger 
audience. Half the text is devoted to Gellar, with Nicholas Brendon, Alyson Hannigan, David Boreanaz, Charisma 
Carpenter, and Seth Green getting a chapter. What happened to the chapter on Giles? 
  

Genge, N. E. The Buffy Chronicles: The Unofficial Companion to Buffy the Vampire Slayer. New York: Three 
Rivers Press, 1998. 255 pp. tp. 

·       French edition as: Tout sur Buffy, Angel, et les vampires. Paris: Fleuve Noir, 2000. 469 pp. pb. Trans. by 
Isabelle Troin. 

An early attempt to build an episode guide to Buffy the Vampire Slayer by author Genge who had previously done similar 
guides to the X-Files and Millennium. It includes standard episode guide information, black and white pictures, and a 
running trivia quiz. Genge has done her homework on supernatural folklore and includes numerous references to the 
parallels in the storylines. 
  

The Essential Angel. New York Pocket Books, 1999. 36p. Oversize format. 
A collection of publicity photos sans text. 

  
Furman, Elina, and Leah Furman. Seth Green. New York: St. Martin's Press, 2000. 152 pp. pb. 
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A biography of the Oz, the werewolf who for several seasons became an important character on Buffy (and Willow's first 
love). 
  

Golden, Christopher, and Nancy Holder. Buffy the Vampire Slayer: The Watcher’s Guide. New York: Pocket 
Books, 1998. 298 pp. tp. 

·       French edition as: Le Guide officiel Buffy. Paris: Fleuve Noir, 1999. 308 pp. tp. 
·            German edition as: Der offizielle Serienguide. Band I. Stuttgart: Dino, 2001. 298 pp. tp. Trans. by 
Christine Jung. 

By far the most substantive secondary source to Buffy, The Watcher's Guide is built around an episode guide to the first 
two seasons. Golden and Holder had access to the cast and the guide includes interviews with most of the key people 
both in front of and behind the camera. Golden and Holder, possibly inspired by some of the Internet sites, take a light-
hearted approach to their subject and fill the pages with humorous quote from the scripts, notes on the character's 
attempt to find true love, and incidents in one show that ties it to another. Among the most helpful material for the real 
Buffy fan are all of the facts not immediately available to someone who has simply watched the show such as the real 
name of The Master, lines cut from the original script, and sites used for scenes shot away from the studio. 
  

Golden, Christopher, Stephen R. Bissette, and Thomas E. Sniegoski. Buffy the Vampire Slayer: The Monster 
Book. New York: Pocket Books, 2000. 370 pp. hb. 

·       Reprint as: New York: Pocket Books, 2000. 370 pp. tp. 
Building on the monster guide chapter in the first volume of Buffy the Vampire Slayer: The Watcher's Guide, Golden and 
his co-authors, both well-known for their contributions to comic books, explore the vampires, demons, and other 
interesting villains of Buffy's world from a variety of perspectives, not the least of which was the process of creating their 
stage appearance by a creative group of make-up and special effects staff. They bring to their text an in-depth 
knowledge of horror literature and cinema. 
  

Hemery High School Yearbook 1992. Los Angeles: Twentieth Century Fox, 1992. 28 pp. pb. Oversize format. 
Among the rarest of Buffy related items, the Hemery Yearbook was released as part of the publicity materials produced 
for the original Buffy movie. It includes scenes from the show, a brief synopsis, and profiles of the stars, and major 
figures involved in the production. Joss Whedon, cited as the screenwriter, got a paragraph. 
  

Herford, Elyce Rey. Fantasy Girls. Lanham, MD: Rowman & Littlefield Publishing, 2000. 250 pp. 
A collection of articles on television shows that feature sexy females with strong roles that have significant mythical 
grounding. Buffy is one of the chosen ones for analysis, in this case by Kent Ono who discusses racial issues raised by 
BtVS in: “To Be a Vampire on Buffy the Vampire Slayer: Race and (“Other”) Socially Marginalizing Positions on Horror 
TV” (163-86). See also: Herford's essay in Wilcox and Lavery's Fighting the Forces. 
  

Holder, Nancy, with Jeff Mariotte and Maryelizabeth Hart. Angel: The Casefiles. Vol. 1. New York: Simon Pulse, 
2002. 405 pp. tp. 

Holder, Mariotte, and Hart do for Angel what Christopher Golden and Holder did for Buffy, producing the most substantive 
secondary source to the new series. The Case Files is built around the episode guide, with extensive material derived 
from the authors access to the cast and other key people behind the scenes. They also continue the light-hearted 
approach of the earlier volume. 
  

___. Buffy the Vampire Slayer: The Watcher's Guide. Volume 2. New York: Pocket Books, 2000. 472 pp. tp. 
·       French edition as: Le Guide officiel Buffy, volume 2. Paris: Fleuve Noir, 2001. 478 pp. tp. Trans. by Isabelle 
Troin. 
·       German edition as: Der offizielle Serienguide. Band II. Stuttgart: Dino, 2001. 466 pp. tp. Trans. by Christine 
Jung. 

Volume 2 of The Watcher's Guide continues much of the format of volume one in its coverage of seasons three and four. 
Special features include a chapter on the popular background music that had become such a noteworthy part of the 
show, and a lengthy discussion of the behind-the-scenes processes (from make-up to stunts) that made the show come 
to life. 

  
Johns, Michael-Anne. David Boreanaz. Kansas City, MO: Andrews McMeel Publishing, 1999. Unpaged. Small 
format. dj. 

This mini-volume traces the career of David Boreanaz and includes numerous photos of his various parts through 1999. 
  

___. Sarah Michelle Gellar. Kansas City, MO: Andrews McMeel Publishing, 1999. Unpaged. Small format. dj. 
This mini-volume traces the career of Sarah Michelle Gellar and includes numerous photos of her many parts through 
1999. 
  

Kaveney, Roz, ed. Reading the Vampire Slayer. London: Tauris Parke Publishing, 2001. 271 pp. tp. 
Edited volume of scholarly articles by Boyd Tonkin, Brian Wall, Michael Zryl, Steve Wilson, Karen Sayer, Zoe-Jane 
Playden, Anne Millard Daugherty, Dave West, Esther Saxey , and Ian Shuttleworth. 
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Krzywinska, Tanya. A Skin for Dancing In: Possession, Witchcraft, and Voodoo in Film. Trowbridge, UK: Flicks 
Books, 2000. 214 pp. tp. 

Krzywinska argue that the cinema of the occult, into which she includes Buffy the Vampire Slayer, is an expression of the 
human desire for something beyond the mundane that reaches out to ritual, myth and spiritual attainment. See alos: 
Krzywinska's essay in Wilcox and Lavery's Fighting the Forces. 
  

Kuepker, Tina Marie. The Unofficial Buffy the Vampire Slayer Internet Guide. Port Orchard, WA: Lightening Rod 
Unlimited, 1999. 40 pp. pb. Staples. 

One of the series of guides published by Lightening Rod. See also titles under Pelucir. 
  

Laslo, Cynthia. Sarah Michelle Gellar. Chicago: Children's Press, 2000. 48 pp. pb. 
A fan book for directed toward a junior high school audience. 
  

Lavery, David. See: Wilcox, Rhonda Wilcox. 
  

Lukas, Christian, and Sascha Westphal. Angel: Der dunkle Engel: Das inoffizelle Buch über die beiden ersten 
Staffeln der Kultserie Und ihre Hintergründe. München: Droemer Knaur Verlag, 2002. 430 pp. pb. 

The German guide to the Angel series. 
  

___. Buffy : Die Jagd Geht Weiter. Das inoffizielle Buch über die 4. Staffel der Kultserie und ihre Hintergründe. 
München: Droemer Knaur Verlag, 2001. 398 pp. pb. 

This third volume covers season four. See comments to Buffy: Irn Bannder Dämonen. 
  

___. Buffy: Die Jägerin schlägt zurück. Das inoffizielle Fanbuch über die 5. Staffel der Kultserie und ihre 
Hintergründe. München: Droemer Knaur Verlag, 2002. 381 pp. pb. 

The German guide to season five. See comments to Buffy: Irn Bannder Dämonen. 
  

___. Buffy: Die Neuen Abenteuer. München: Droemer Knaur Verlag, 1999. 409 pp. pb. 
The German episode guide for season three. See comments to Buffy: Irn Bannder Dämonen. 
  

___. Buffy: Irn Bannder Dämonen—Das inoffizielle Fanbuch über die neue Kultserie und ihre Hintergründe. 
München: Droemer Knaur Verlag, 1999. 367 pp. pb. 

Among the most extensive and learned of the various fan books on Buffy, the several titles by Lucas and Westphal also 
place their episode guides in a larger contest that includes a presentation of the genesis of Buffy, essay about the 
unexpected success of Buffy, discussion of youth culture, and a history of vampirism. This initial volume covers seasons 
one and two. 
  

McCracken, Kristine. Seth Green. Chicago: Children's Press, 2001. 48 pp. pb. 
A fan book aimed at the junior high school market. 

  
MacDonald, Elizabeth. Sarah Michelle Gellar. London: Carlton Books, 2002. 48 pp. pb. Large format. 

A fan book published for Gellar's younger devotes. 
  

Mann, Peter. The Slayer Files. Harpenden, Herts: Pocket Essentials, 1999. 95 pp. pb. 
This brief volume gives a short introduction to cast and characters and an episode guide to the first three seasons. There 
are no pictures. 
  

Moretti, Marie. Sarah Michelle Gellar: la vamp de Buffy. Paris: La Mascara, 2000. 48 pp. pb. Large format. 
·       German edition as: Buffy Privat: Sarah Michelle Gellar. German text: Corinna Tandonet. 

A picture book with a minimum of text. 
  

Nickson, Chris. David Boreanaz. New York: St. Martin's Paperbacks, 1999. 147 pp. pb. 
An unofficial biography of Boreanaz aimed at a fan audience and published just as the first season of Angel was about to 
begin and how it would be received was unknown. It includes all the data concerning his pre-angel acting career. 
  

Osteried, Peter. Buffy: Die Vampirjägerin. Königswinter: Heel Verlag, 1999. 112 pp. pb. Large format. 
This colorful fan book includes a guide to season 1-3, biographies of the major stars and a section on vampire movies 
attempting to set the Buffy series in cinematic context. 
  

Pelucir, Talis, comp. The Unofficial Buffy the Vampire Slayer Internet Guide 1999. Port Orchard, WA: Lightning 
Rod Unlimited, 1999. 27 pp. pb. Stables. Rev. ed. as: The Unofficial Buffy the Vampire Slayer New and Improved 
Guide. Port Orchard, WA: Lightning Rod Unlimited, 1999. 33 pp. Staples. Note. Updated after every 100 copies 
sold. 

There are thousands of Buffy Internet sites that vary considerably in quality, and a relative few offer unique content and 
information. Pelucir has tried to provide readers with a handy guide to the better sites, which by their very nature are 
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constantly changing, appearing and disappearing. See also the listing under Kuepker. 
  

___. Buffy the Vampire Slayer! The Best Websites and Factoids. Port Orchard, WA: Lightning Rod Unlimited/
Windstorm Creative, 2001. 50 pp. pb. Staples. 

The latest edition of the Pelucir guide. 
  

Powell, Phelan, and Rose Mary Powell. Sarah Michelle Gellar. Bear, DE: Mitchell Lane Publishers, 2000. 32 pp. 
hb. Ser.: Real life Reader Biographies: Young Entertainers. 

A fan book designed to encourage the development of reading skills. 
  

Reisfield, Rendi. Sarah Michelle Gellar: She Is the Slayer. New York: Scholastic, 1998. 128 pp. tp. 
  

Sippert, Güther. Sarah Michelle Gellar: Eine unautorisierte Biographie. Kaufbeuren, Germany: Action Media 
Verlag, 2001. 180 pp. hb. boards. Series: Teen Superstars. 

  
___. Die Stars von Buffy. Kaufbeuren, Germany: Media Verlag, 2000. 255 pp. hb. boards. 

An original text published in Germany and focused on the cast of Buffy. This surprising book contains many rare photos 
and includes as section on the second echelon of Buffy stars including Faith, Tra, Oz, Drusilla, and Riley. 

  
Stafford, Nikki. Bite Me! Sarah Michelle Gellar and Buffy the Vampire Slayer. Toronto: ECW Press, 1998. 196 pp. 
tp. 

·       French edition as: Buffy, la tueuse de vampires. Paris: J'ai lu, 1999. 219 pp. tp. 
A well-done survey of the cast and show covering the first two seasons. There are chapters on all the major cast 
members, a trivia quiz, and episode guide. The volume is highlighted by its account of a party put together in 1998 by 
fans of the show who met on the Internet, including unique and informal snapshots of the cast members (Angel, Willow, 
Xander, Giles, Oz) who attended. 
  

___. Rev. ed. as: Bite Me! An Unofficial Guide to the World of Buffy the Vampire Slayer.  Toronto: ECW Press, 
2002. 425 pp. tp. 

  
Topping, Keith. Hollywood Vampire: The Unofficial Guide to Angel. London: Virgin, 2000. 213 pp. pb. 

·     French edition: Le Vampire d'Hollywood: Le Guide non officiel d'Angel. Paris: Les Éditions Hors Collection, 2001. 
167 pp. tp. 

Topping turns his insightful wit on the first season of the Angel series, which he considers a true rarity, a worthy spin-off 
from a hit television show. He provides an introduction to the series both in terms of its continuing a storyline from Buffy 
and the different world it is trying to create. He continues the features that have placed his prior Buffy guides among the 
best that have been done. 
  

___. Hollywood Vampire: A Revised and Updated Unofficial and Unauthorized Guide to Angel. London: Virgin, 
2001. 280 pp. pb. 

  
___. Slayer: The Totally Cool Unofficial Guide to Buffy. London: Virgin, 1999. 280 pp. pb. 

·       French edition as: Tueuse de vampires. Le guide non officiel de Buffy. Paris: Les Editions Hors Collection, 2000. 
223 pp. pb. 

The substance of Topping's work is an episode-by episode guide to the first three seasons. The notes include not only a 
synopsis of the plot, but identifies the background music, pulls out interesting quotes, and adds trivia about the various 
actors. He also covers the first novels distributed in England and speculates that they may be influencing the series. One 
of the better unofficial guides. 
  

___. Slayer: The Revised and Updated Unofficial Guide to Buffy the Vampire Slayer. London: Virgin, 2000. 420 
pp. pb 

The revised edition of Topping's fine guide is the first of the Buffy books to cover season four. It continues the format of 
the previous edition and expands the coverage of the novels. 
  

Tracy, Kathleen. The Girl’s Got Bite: The Unofficial Guide to Buffy’s World. Los Angeles: Renaissance Books, 
1998. 246 pp. tp. 

Besides the usual episode guide (Season One and Two), Tracy includes biographies of the major cast members and 
profiles of the major characters. Beyond the six continuing characters (Buffy, Angel, Giles, Willow, Xander, and Cordelia), 
there are brief profiles of the several recurring characters (Jenny Calendar, Joyce Summers, Hank Summers, Principal 
Flutie, Principal Snyder) and several of the vampires (The Master, Darla, The Anointed One, Drusilla, and Spike). 
  

Wilcox, Rhonda V., and David Lavery, eds. Fighting the Forces: What's at Stake in Buffy the Vampire Slayer. 
Lanham, MD: Rowman & Littlefield Publishers, 2002. 290 pp. tp. 
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The second anthology of scholarly papers on Buffy, includes items by (apart from the contributions of the editors) by 
Camille Bacon-Smith, Kristina Busse, S. Renee Dechert, Diane DeKalb-Rittenhouse, Lynne Edwards, Gregory Erickson, 
Sarah N. Gatson, Elyce Rae Helford, Donald Keller, Elizabeth Krimmer, Tanya Krzywinska, Justine Larbalestier, Farah 
Mendolsohn, Mary Alice Money, Karen Eileen Overbey, Patricia Pender, Lahney Preston-Matto, Shilpa Ravel, Anita 
Rose, Catherine Sieman, Sarah E. Skwire, J. P. Williams, and Amanda Zweerink. 

  
Zier, Nina. Scene: David Boreanaz. New York: Aladdin/Simon & Schuster Children's, 1999. 32 pp. pb. Oversize 
format. 

One of the Scene series of books on the new generation of movie stars similar in design and content to Jennifer 
Baker's book in the same series on Sarah Michelle Gellar. It is designed for a young teenage audience. 
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