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Sherryl Vint 
“Killing us Softly”? A Feminist Search for the “Real” Buffy

(1) Feminism has a particularly close relationship with the study of popular culture. Feminist scholars have been concerned with studying the way ideology 
both maps and shapes the desires of women, offering critiques of texts that construct feminine identity in terms desirable to patriarchy and celebrating texts 
which offer visions of women’s own desire. Feminist scholarship has also been important in forcing us to reconnect the researcher to the object studied. 
Feminism eschews that practice of “objectivity,” wary of the pretense that the subjectivity of the researcher does not enter into the research practice, that intellect alone, not 
emotion, is relevant. Feminism as a cultural and scholarly practice is important to my sense of Buffy the Vampire Slayer as a feminist text. 

(2) First, I must confess that I am a Buffy fan. This was originally a closet obsession; it seemed wrong to announce my enthusiasm for something called Buffy the Vampire Slayer 
within hearing of Milton and Joyce scholars. Further, I had to accept the fact that my “favorite” show was also the favorite of 14-year-old girls everywhere. Finally, the enthusiasm 
I encountered among people my own age was largely that of—in advertising parlance–men 18-34, whose attraction to the show was clearly based on a sense of Buffy that was 
different from my own. Yet my shame was alleviated when I discovered that there were “others like me,” cultural scholars who also found Buffy worth talking about. The varied 
responses to the text led me to question, who is the “real” Buffy Summers? Is it possible—or desirable—to defend a reading of Buffy as feminist text as the “correct” way to read 
the show? In this essay, I will explore how my thinking about this issue has led me to see new ways in which Buffy the Vampire Slayer can contribute to a feminist cultural 
politics. 

(3) Clearly, phrasing the question in terms of a “real” Buffy conveys a naiveté about reading and identity, so let me rephrase it more precisely. One of the reasons I am attracted 
to Buffy is that she is a strong woman, a woman who saves the day herself rather than waiting for a man to do it for her. For me, Buffy undoes the helpless-female stereotypes of 
my youth—the girls who got the hero but who never got to be the hero. Buffy strikes me as a positive role model for young women, one which feminism should celebrate. 
However, I am aware of another Buffy that circulates among fans, a sexualized Buffy most often seen in the photos that accompany magazine articles. This Buffy still has power, 
but this power is always in the absent text of the show, while the present image is the body available to the male gaze. These photographs disturbed me because they seem to 
subvert what I found positive in the show. That is, for me, they were not the “real” Buffy. This sense of unease led me to ask a number of questions about the show, about young 
women as fans of the show, and about the circulation of images of Buffy/Sarah Michelle Gellar in what John Fiske would call “secondary texts.” The key issues that I want to 
investigate are the relationship between the images in the primary text (the show) and the secondary texts (the magazine articles) in the construction of female identity and the 
problem of conflating the character Buffy with the actor Sarah Michelle Gellar. 

(4) My starting point for thinking through these questions is Fiske’s understanding of popular culture as a space of “producerly” readings. Producerly readings are constructed by 
consumers of popular culture based on their own experience; they are meanings that allow the reader to impose his or her sense on the text rather than be helpless before its 
ideological message.[1] Fiske argues that television texts are particularly open to the construction of producerly meanings, contending that, for television, the meanings found in 
secondary texts—newspapers, magazines, advertisements, conversations, styles of dress, etc.—are in a dialectic relationship with the primary text, that is, the show: “Their 
meanings are read back into television, just as productively as television determines theirs” (Television Culture 118). 

(5) I want to consider this dialectical relationship between primary texts and secondary texts as it concerns the representation of Buffy and sexuality. Fiske’s discussion of primary 
and secondary television texts notes “how much attention these secondary texts devote to the lives and opinions of the actors and actresses who play the characters in television 
drama, and how these real-life biographies are mobilized to make the fictional characters appear more real” (119). Do the sexualized readings of Buffy/Sarah Michelle Gellar in 
magazines directed at male fans undo the powerful feminist role model offered by the primary text? Is the openness to producerly readings a liability rather than a strength for 
this show? 

(6) The feminist flavor of Buffy as a primary text is acknowledged by its producers, critics and fans. The show emerged from Whedon’s desire to reverse the stereotype of the 
blond victim common in horror movies: “It was pretty much the blond girl in the alley in the horror movie who keeps getting killed. . . . I felt bad for her, but she was always 
more interesting to me than the other women. She was fun, she had sex, she was vivacious. But then she would get punished for it. Literally, I just had that image, that scene, in 
my mind, like the trailer for a movie—what if the girl goes into the dark alley. And the monster follows her. And she destroys him.”[2] As Jacqueline Reid-Walsh points out, Buffy 
also works against the gothic tradition of passive heroines. Buffy’s challenge to the female stereotype is not only evident to cultural critics but also accessible to teenage girls. For 
example, in “Halloween” (2006) Buffy becomes a “helpless” 18th-century maiden when Ethan Rayne’s spell makes everyone become his or her chosen costume. Buffy has chosen 
her costume in the hope of attracting Angel by being similar to the girls he knew in his youth. The show speaks to a young woman’s desire to be attractive and pleasing to her 
object of desire but also shows—humorously through the chaos that results when Buffy becomes passive and more seriously through Angel’s affirmation that he loves Buffy for 
herself— the error of this kind of thinking. 

(7) The show delivers this “message” by working through the desires and concerns of teenage girls (for acceptance and love, about sexuality and partnerships) rather than trying 
to “preach” to them about appropriate feminist behavior. This strikes me as an important strength of Buffy and why it matters to me to read Buffy as a feminist text. Young 
women often reject a feminist identity because they associate such an identity with the negative stereotype of a man-hater, or because they believe feminism is about a kind of 
“political correctness” that rejects the pleasure they find in culture and judges them for finding such pleasure. It is imperative that feminism find a way to connect with the 
cultural life of young women, and Buffy the Vampire Slayer strikes me as one productive avenue through which this work can be done. It is inevitable that young women will be 
exposed to what feminism would label negative stereotypes of women and that they may be attracted to such stereotypes. Rather than condemning these stereotypes—and 
hence the desire that women might find in them—feminism should help young women to critically interrogate the stereotype and its constructed appeal. A feminism that seeks 
only to judge and condemn will continue to convince young women that this is a postfeminist age. 

(8) It is important to note that the primary text does sexualize Buffy, although it always combines this sexualization with demonstration of her power. To a large extent, this 
juxtaposition is part of the point, something that is most apparent in the show’s first two seasons, during which Buffy almost invariably wore a short skirt and a spaghetti strap 
top. However, in more recent reasons, we have seen Buffy’s wardrobe mature with the character. Buffy now appears in both sexy outfits and her workout clothes. She is more 
than a sex object, but she doesn’t have to deny being sexy in order to be a strong woman. However, I still question the effect the sexualization of Buffy’s power within secondary 
texts has on her ability to function as a feminist role model. In these secondary sources, Buffy’s power is separate from her appearance as a sex object. Is the subversion of 
stereotypes in the primary text co-opted back into a reading of controllable women by the secondary texts? I will explore this question by analyzing both the representation of 
Buffy’s sexuality in the fourth and fifth seasons of the show and some images of Sarah Michelle Gellar that have circulated in magazines based on her fame as Buffy. 

(9) The major event in Buffy’s love life during the show’s fourth and fifth seasons was the replacement of Angel with a new boyfriend, Riley, and her breakup with Riley as he 
chooses to pursue his military career rather than the relationship. Buffy and Riley’s relationship raises concerns about the connection between love, sex, and power that are 
central to adolescent girls as they seek to develop their adult identity, including their sexual identity. Once the Initiative is disbanded and he no longer has the enhanced strength 
provided by their medical manipulation, Riley is unable to accept his relationship with Buffy. He feels that Buffy doesn’t “need” him, and he can’t imagine a role in her life other 
than as needed protector. This story forces young women to confront some of the fears that they have about dating and competing with boys for accomplishments in school and 
in sports. 

(10) The story doesn’t offer a conventional happy ending—Riley does leave—nor does it suggest that the incident is trivial. Buffy struggles, wondering what is wrong with her to 
have made him leave. However, the episode “I Was Made to Love You” (5015) resolves some of Buffy’s feelings in its exploration of the limitations of an identity constructed 
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entirely around pleasing another. April, the robot-girlfriend character in this episode, provides Buffy with insight into identity and love. April has no identity because she is 
literally, as the title suggests, made to love her creator: her identity is to be what he desires. Further, it turns out that being the perfect woman will not guarantee a faithful 
partner. Warren, the “boyfriend,” has moved on to a human woman, whose ability to surprise and challenge him is what keeps him interested. Over the course of this episode, 
Buffy moves from the painful attempt to be pleasing to Ben, who is at that point a potential romantic interest, by forcing herself to laugh at his jokes, to a decision to just “be 
Buffy with Buffy” for a time. Another relationship may come, but she is no longer interested in defining herself in terms of who loves her. Thus, BtVS’s  text on this (and other) 
occasions provides an explicitly feminist message that rejects the construction of female worth through sexual attractiveness. 

(11) Secondary texts, on the other hand, provide a less immediately accessible and more contradictory message, in part because they are directed to specific segments of Buffy’s 
heterogeneous fan groups. Based on her fame as Buffy, Sarah Michelle Gellar has appeared in magazines that range from Seventeen to Esquire. Part of what goes on in these 
texts is that Sarah Michelle Gellar as role model becomes conflated with Buffy as role model. Sometimes this can have positive effects. For instance, Gellar insisted that Teen 
People visit the Dominican Republic where she was working for Habitat for Humanity as one of the conditions for granting an interview. 

(12) In an article in Mademoiselle magazine (March 1999), an angelic and wholesome Sarah[3] is pictured, 
accompanied by an article that discusses both her career and the show. In this photo, Sarah appears in a 
sleeveless, flower-print dress. She looks demurely up and to the right, her eyes not meeting the viewer’s as 
she smiles wistfully. In this photo, Sarah looks neither strong nor sexy, but instead looks innocent and 
virtuous. Her hair is softly pulled back, a few loose curls escaping to frame her face in a halo-like effect. 
Articles such as this one emphasize the parallels between Sarah and Buffy, noting that both are working teens 
who have had to shoulder adult responsibility at an early age and that both have been raised by their mother 
alone. In such “girl” magazine contexts, both narrative and visual images offer a reading of Sarah that 
emphasizes the positive qualities she embodies as Buffy: her refusal to discuss her personal life stands as an 
insistence that her identity is more than just who she dates, and her professionalism and work ethic offer the 
positive role model of girls-as-achievers. The fact that Buffy can or should function as a role model is explicitly 
stressed by the Mademoiselle article. Gellar herself comments that the character Buffy offers her an image of 
strength that helps her respond with optimism to the challenges that she faces in her own life (134). 

 

(13) In articles targeted at young women, then, the feminist agenda that influences the construction of Buffy as character also influences the construction of Sarah Michelle Gellar 
as media personality. But what happens when the image of Buffy/Sarah Michelle Gellar is moved to contexts in which the explicit addressees are not young women? I am 
interested in two questions here. How do young women receive these images from other contexts, and what are the consequences of conflating Buffy with Sarah Michelle Gellar? 
This strategy works positively to reinforce a reading of both as feminist role model in the articles targeted at young women. However, this conflation extends to images addressed 
to male fans who produce a sexualized reading of Buffy and Sarah. It is possible that the feminism that Buffy offers—tied to pleasure, linked to teenage concerns—can work on 
reshaping the subjectivities and sexual attitudes of adolescent boys as well as women. Whedon argues, “If I can make teenage boys comfortable with a girl who takes charge of 
the situation without their knowing that’s what’s happening, it’s better than sitting down and selling them on feminism.” [4] However, as I look at secondary texts directed at 

young men, this comfort with “a girl who takes charge” is not sustained in their representations. 

(14) One example is an article in Esquire (January 2001) that provides text at odds with its visual image. The text—interestingly, an edited version of an article that originally 
appeared in the May 2000 issue of Rolling Stone—focuses on Joss Whedon and his vision of Buffy’s meaning, not on Gellar. The reading of the show produced by this text 
emphasizes the ways that Buffy challenges stereotypes of female sexuality, arguing that “the characters have sex with consequences, but are not defined by that alone. They also 
have friendships with consequences, school with consequences, popularity with consequences” (165). The text also points out that Buffy is arguably one of the most “realistic” 
shows on television because it deals with complex emotional issues without becoming trite or preachy. The metaphor of monsters made literal in the show is an emotionally-true 
depiction of life as a young adult; as Gellar sums it up: “When someone breaks your heart, it feels like the world is ending. And in Buffy’s case, that’s true. But everyone feels 
that. And that’s the point” (165). So, from an analysis of the text, the reading of Buffy in Esquire magazine is consistent with the reading of the primary text. 

  

The January 2001 Esquire, British Edition

(15) The visual images, however, are another story. In the photo, Sarah faces the camera, head tilted down but heavily 
mascara-ed eyes raised to meet the viewer’s gaze. Her expression is an insolent pout. Her hair falls straight to her 
shoulders, its style tousled and the lips dyed a deep red. Sarah wears only a locket and a small pink top whose neckline is 
a drawn string. The two sides of this top are not connected, each panel falling to cover most of Sarah’s breasts. The curve 
of her right breast is partially exposed. This highly sexualized picture of Sarah—breast partially exposed and looking at 
the camera with a bowed head—seems to be the opposite of everything that Buffy as character and as text stands for. 
This is an image of the actor, not the character. However, as I have suggested above, the conflation of the two as role 
models is common in magazines that target young women. For magazines like Esquire, the main attraction is the image of 
the actor available for men’s consumptive gaze, but it is the character that provides the occasion for the accompanying 
article. The conflation that is typical of secondary texts makes it more difficult to argue that this sexualized image is not 
the “real” Buffy, since ownership of the image does not reside in a single place. 

 



(16) The secondary texts produce their hegemonic or dominant reading through the visual image 
rather than through the written article. My sense of this hierarchy is strengthened by the fact that the 
same written text from Rolling Stone is reproduced in Esquire, but the photographs are new. Clearly, 
the article functions as a context for photographing and displaying the image of Sarah Michelle Gellar. 
When the article originally appeared in Rolling Stone, the text was accompanied by photographs that 
displayed Sarah on the hood of a car. In this photograph, Sarah sits on the hood of the car, knees 
spread wide apart, pointed feet resting on the front bumper. She wears tight black jeans and a 
glittering silver top with spaghetti straps—a “favorite” style in the show’s early seasons. Her head is 
tilted to the right, and a wind machine blows her hair in this direction. Hands braced on her out-
stretched thighs, Sarah’s breasts jut toward the viewer; her eyes meet the viewer’s gaze, but she 
neither smiles nor pouts. 

  

(17) This photographic scene was used to make the article on Gellar fit into the theme of the issue, “girls and cars and rock’n’roll.” Thus, secondary texts—like Jenkins’ poaching 
fans—take what they can use from the primary text and recontextualize it to serve their own needs and desires. In magazines targeted at men, the desire to show Sarah as an 
object for sexual consumption becomes the dominant meaning of the text. The concern I have is how young women accustomed to viewing Buffy and Sarah as conflated role 
models respond to these texts. Do they necessarily read all images of Buffy/Sarah through this structure of role model and feel compelled to “live up to” the sexualized standard 
set by these other secondary texts? Or can some secondary texts be rejected as failing to display the “real” Buffy? 

(18) Before I answer these questions, I want to turn to one more example of a secondary text and the complications that arise when an actor is conflated with the character she 
plays. In this case, the picture is of Lucy Lawless, television’s Xena. In this photo, Lucy stands with legs apart in a striding position. She bends from the hips, keeping her long 
legs straight as she lowers her head and positions her buttocks in the photo’s highest position. Her arms reach down to hold her front ankle. Lucy wears high heels, a pink bustier 
laced up the back, and a very short black skirt. Just to make sure readers have the point that Xena/Lucy is sexy, this skirt is also slit all the way up both thighs, held together 
only by its waistband. Lucy tilts her head up to look provocatively at the viewer, her mouth partially open. 

This image, taken from the June/July 2000 issue of Stuff for Men magazine, juxtaposes a sexually 
provocative Lucy Lawless with text that compares Buffy and Xena, focusing on the commonly posed 
question about who’s tougher. The text asks the question about the characters and their on-screen fighting 
ability. However, the image accompanying the text seems to me to suggest a comparison of Lucy Lawless’ 
willingness to produce more sexually explicit photographic images than those Sarah Michelle Gellar has 
been willing to pose for. While the text itself doesn’t make this comparison explicitly, I would argue that the 
primacy given to the visual text in these secondary sources makes the comparison implicitly. In fact, my 
memory of this magazine was that the “challenge” had been issued in terms of how sexually provocative 
each actor was (remembering that Gellar left an earlier photo shoot for Rolling Stone because they pushed 
her beyond her comfort level). I would suggest that my faulty memory in this instance is a product of the 
fact that these secondary texts do function through the circulation of images, that is, that the implicit 
message would be read and remembered by other readers familiar with the genre. I find this example 
particularly intriguing because of the way that the competition between the shows is translated to a 
competition between the two actors, the criterion for “best” being the image which most pleases the male 
reader.

  

(20) Stuff for Men magazine is clearly no friend of feminism, and it seems clear that the representation of Lucy/Xena within its pages does not suggest any increased comfort with 
the idea of powerful women who can take charge. The Lucy that emerges from this article is clearly in charge, but what she is in charge of is being titillating. Indeed, when asked 
if she has a problem being a sex object, she enthusiastically responds, “It’s great. Everyone wants to be an object of attraction” (102). What I’m suggesting here is not that it is a 
problem for Lucy to love being a sex object, but that it is a problem to suggest, as Stuff for Men does, that being a sex object is the only legitimate role for a woman. The Stuff 
for Men article’s text is not in tension with its visual images—both emphasize the sexual appeal of Lucy Lawless. Both, however, are in tension with the show’s construction of 
Xena as feminist hero. Images of Buffy and Sarah Michelle Gellar are often both more complex and more contradictory. The visual images may insist on a sexualized reading, but 
the written text shows Buffy’s power. The juxtaposition of the two makes it clear that being sexual is not the whole story. When the comparison between Buffy and Xena is made 
in secondary texts, the location of the comparison and the primacy given to visual images within this location attempts to reduce all—characters, actors, show texts—to the level 
of sexual appeal. 

(21) So, is it a problem that being sexual is part of the story in these texts? Does a sexualized Buffy in the secondary texts mean a return to the patriarchal stereotypes of 
women, undoing all the feminist ideological work performed by the primary text? Fiske has argued that “a program becomes a text at the moment of reading, that is, when its 
interaction with one of its many audiences activates some of the meanings/pleasures that it is capable of provoking. So one program can stimulate the production of many texts 
according to the social conditions of its reception” (Television Culture 14). The question I want to ask about the various readings of Buffy produced by different social conditions is 
what happens when producers of one reading become aware of producers of another, competing text? Does the competing reading that returns Buffy to the category of sex 
object undo the “role model work” that a powerful Buffy might perform? My answer is a qualified “no.” 



(21) The power of fans to establish multiple readings of a text has been well established by many cultural critics 
including Fiske himself, Constance Penley. and Henry Jenkins. Through study of fan fiction, these scholars have 
demonstrated that fans do not feel compelled to accept a reading of characters that does not conform with the 
fans’ own desires, even if this reading is produced by the primary text itself. Buffy fans have an established record 
of refusing to accept any reading as more valid than their own; therefore, the question that I started with—who is 
the “real” Buffy?—is simply answered, in a way. For each individual fan, the real Buffy is “my Buffy,” the 
representation that best fits my desires about who the character should be. Additionally, the feminist ideas that 
circulate in popular texts like Buffy have produced young women—and others—as sophisticated, savvy readers, 
aware of the ways that sexualized texts attempt to manipulate their self image. Gellar, herself a young woman 
who has been formed by these cultural forces, has demonstrated the ability of young women to maintain an ironic 
distance from their exploitation. Commenting on her role in the typical teen sex/horror film I Know What You Did 
Last Summer, Gellar told Cosmopolitan magazine, “Jennifer Love Hewitt and I like to refer to that as I Know What 
Your Breasts Did Last Summer.”[5] So, the first conclusion that I reach about the stereotyped images of Buffy/
Sarah that circulate in secondary texts is that fans who identify with Buffy are sophisticated enough readers of 
culture to recognize constructions of Buffy as constructions, potentially even as “wrong” constructions compared 
with their “real” Buffy. 

(22) However, I would go further than this, and suggest in addition that the multiple and contradictory readings of 
Buffy are also a place where young women might begin to develop a critical consciousness about the construction 
of female identity and sexuality. Buffy may be a way to make feminism fun: a critical interrogation of the disparity 
between the magazines’ readings of Buffy and their own is a way for young women to recognize the issues they 
will face as women in patriarchal culture. One way this kind of work might happen is to ask such young women to 
compare Buffy to the other “fighting females” who have suddenly become legion on television programs. I think 
Buffy has more in common with big screen heroines Sarah Connor and Ripley than she does with other television 
heroines like Xena, Sheena, and Sidney Bristow. One of the reasons for this difference is that the other television 
shows are willing to create their heroines as sex objects on the screen as well as off, while Buffy resists this 
impulse, thereby insisting upon a space where the powerful woman is taken seriously. The primary text of Buffy 
thus contains fewer gaps that allow readers to reconstruct the heroine in typical patriarchal terms, but the work of 
secondary texts to accomplish this demonstrates that the ideological battle over the construction of the female is 
far from over. What better way to show young women that feminism still has relevance in their lives? 

  

(23) In Yearning, bell hooks argues, “students are much more engaged when they are learning how to think critically and analytically by exploring concrete aspects of their 
reality, particularly their experience of popular culture. Teaching theory, I find that students may understand a particular paradigm in the abstract but are unable to see how to 
apply it to their lives. Focusing on popular culture has been one of the main ways to bridge this gap” (6). In a similar vein, I would argue that the tensions produced by the 
heterogeneity of Buffy are themselves a kind of theory. They are concrete representations of the continuing ideological battle over the category of woman, and, while it may not 
be important to discuss this with adolescent girls in theoretical language, it is certainly imperative to help them become critical thinkers who can understand the import that such 
“theory” has in their lives. Being fans of Buffy is empowering for young women not just because Buffy is a strong feminist role model, but also because in some contexts she is not
—and this discrepancy can introduce fans to a critical consciousness of ideology. 

(24) In their article “Making ‘Hope Practical’ Rather than ‘Despair Convincing’: Feminist Post-structuralism, Gender Reform and Educational Change,” Jane Kenway and others 
have argued that the most hopeful thing we can teach young women is that there is a politics of gender, that it is not a natural arrangement but a cultural construction made by 
people and open to change. Following from this insight, I would argue that it is not important to argue whether a particular representation of Buffy/Sarah is feminist or non-
feminist. The fact that a single text or person can contain both readings opens productive space for getting young women (and others) to see how meanings are constructed. A 
debate over who is the “real” Buffy is one way of coming to understand the way ideology works to construct what we see and believe to be natural or “real.” It is important to 
raise the questions that I have asked in this paper with young women. Why are some representations in tension? Who are they being produced for and what values or identities 
do they enforce? What does it mean if Sarah Michelle Gellar and Buffy become the same in these texts? My struggle in “placing” Buffy as feminist or not is related to the tension 
in feminism between critiquing and celebrating images of women in popular culture. In thinking about this project, I conclude that the binary of oppressive/emancipatory popular 
culture unduly restrains the power of its interventions in life and our scholarly engagement with it. Instead, the most productive point of inquiry is precisely the way it is always 
both. 

(25) Clearly, more work needs to be done to understand how young women are constructing images of Buffy and how they are incorporating these images into their own lives. I 
have suggested that the sexualized secondary texts privilege the visual images over other representations. One important site for further work is to investigate the relative 
importance of visual images in young women’s consumption of Buffy. A recent experience has led me to believe that this issue may be even more complicated. As a trained 
literary critic, I think of myself as a sophisticated reader of culture, able to distinguish between Buffy and Sarah Michelle Gellar. However, when I looked at a Buffy comic book as 
one potential source of material for this project, I discovered a slim girl wearing blue jeans and a purple sweater cut to just above her waist walks down the sidewalk. Her 
medium brown hair falls in a curve to her shoulders. In the final close-up frame, the girl is labeled “the slayer” by the text as she lifts her sunglasses to reveal her face. It is an 
attractive, heart-shaped comic book heroine face, but it is clearly not an attempt to present Sarah Michelle Gellar in comic book form. My immediate response to this image was 
that it was not the “real” Buffy because the character looked wrong. Clearly, by “wrong” I meant, “not like Sarah Michelle Gellar.” My response to this text privileged the visual, 
just as my questions about the tension between secondary texts and the primary text privileges the consequences of the visual image over the written text. 

(26) Further research must explore the question of how young women perceive these visual images. Do they recognize a tension between them and other representations of 
Buffy? Do they seek these images out in magazines they would not normally consume because they are fans of the show? How do they relate these images to Buffy and to 
themselves? Exploring these questions by interviewing young women would provide an opportunity not only to gather further data on the reciprocal relationship between primary 
and secondary texts, but also to engage such young women in a dialogue about Buffy and the circulation of cultural images. Practice is what feminism should be about, and the 
opportunity to engage in this kind of practice is one of the reasons why feminists shouldn’t be afraid to say, “I’m a fan of Buffy the Vampire Slayer.” 
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(17) This photographic scene was used to make the article on Gellar fit into the theme of the issue, “girls 
and cars and rock’n’roll.” Thus, secondary texts—like Jenkins’ poaching fans—take what they can use from 
the primary text and recontextualize it to serve their own needs and desires. In magazines targeted at 
men, the desire to show Sarah as an object for sexual consumption becomes the dominant meaning of the 
text. The concern I have is how young women accustomed to viewing Buffy and Sarah as conflated role 
models respond to these texts. Do they necessarily read all images of Buffy/Sarah through this structure of 
role model and feel compelled to “live up to” the sexualized standard set by these other secondary texts? 
Or can some secondary texts be rejected as failing to display the “real” Buffy? 

(18) Before I answer these questions, I want to turn to one more example of a secondary text and the 
complications that arise when an actor is conflated with the character she plays. In this case, the picture is 
of Lucy Lawless, television’s Xena. In this photo, Lucy stands with legs apart in a striding position. She 
bends from the hips, keeping her long legs straight as she lowers her head and positions her buttocks in 
the photo’s highest position. Her arms reach down to hold her front ankle. Lucy wears high heels, a pink 
bustier laced up the back, and a very short black skirt. Just to make sure readers have the point that Xena/
Lucy is sexy, this skirt is also slit all the way up both thighs, held together only by its waistband. Lucy tilts 
her head up to look provocatively at the viewer, her mouth partially open. 

This image, taken from the June/July 2000 issue 
of Stuff for Men magazine, juxtaposes a sexually 
provocative Lucy Lawless with text that 
compares Buffy and Xena, focusing on the 
commonly posed question about who’s tougher. 
The text asks the question about the characters 
and their on-screen fighting ability. However, the 
image accompanying the text seems to me to 
suggest a comparison of Lucy Lawless’ 
willingness to produce more sexually explicit 
photographic images than those Sarah Michelle 
Gellar has been willing to pose for. While the text 
itself doesn’t make this comparison explicitly, I 
would argue that the primacy given to the visual 
text in these secondary sources makes the 
comparison implicitly. In fact, my memory of this 
magazine was that the “challenge” had been 
issued in terms of how sexually provocative each 
actor was (remembering that Gellar left an 
earlier photo shoot for Rolling Stone because 
they pushed her beyond her comfort level). I 
would suggest that my faulty memory in this 
instance is a product of the fact that these 
secondary texts do function through the 
circulation of images, that is, that the implicit 
message would be read and remembered by 
other readers familiar with the genre. I find this 
example particularly intriguing because of the 
way that the competition between the shows is 
translated to a competition between the two 
actors, the criterion for “best” being the image 
which most pleases the male reader.

  

(20) Stuff for Men magazine is clearly no friend of feminism, and it seems clear that the representation of 
Lucy/Xena within its pages does not suggest any increased comfort with the idea of powerful women who 
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can take charge. The Lucy that emerges from this article is clearly in charge, but what she is in charge of is 
being titillating. Indeed, when asked if she has a problem being a sex object, she enthusiastically responds, 
“It’s great. Everyone wants to be an object of attraction” (102). What I’m suggesting here is not that it is a 
problem for Lucy to love being a sex object, but that it is a problem to suggest, as Stuff for Men does, that 
being a sex object is the only legitimate role for a woman. The Stuff for Men article’s text is not in tension 
with its visual images—both emphasize the sexual appeal of Lucy Lawless. Both, however, are in tension 
with the show’s construction of Xena as feminist hero. Images of Buffy and Sarah Michelle Gellar are often 
both more complex and more contradictory. The visual images may insist on a sexualized reading, but the 
written text shows Buffy’s power. The juxtaposition of the two makes it clear that being sexual is not the 
whole story. When the comparison between Buffy and Xena is made in secondary texts, the location of the 
comparison and the primacy given to visual images within this location attempts to reduce all—characters, 
actors, show texts—to the level of sexual appeal. 

(21) So, is it a problem that being sexual is part of the story in these texts? Does a sexualized Buffy in the 
secondary texts mean a return to the patriarchal stereotypes of women, undoing all the feminist ideological 
work performed by the primary text? Fiske has argued that “a program becomes a text at the moment of 
reading, that is, when its interaction with one of its many audiences activates some of the meanings/
pleasures that it is capable of provoking. So one program can stimulate the production of many texts 
according to the social conditions of its reception” (Television Culture 14). The question I want to ask about 
the various readings of Buffy produced by different social conditions is what happens when producers of 
one reading become aware of producers of another, competing text? Does the competing reading that 
returns Buffy to the category of sex object undo the “role model work” that a powerful Buffy might 
perform? My answer is a qualified “no.” 

(21) The power of fans to establish multiple readings of a text has 
been well established by many cultural critics including Fiske himself, 
Constance Penley. and Henry Jenkins. Through study of fan fiction, 
these scholars have demonstrated that fans do not feel compelled to 
accept a reading of characters that does not conform with the fans’ 
own desires, even if this reading is produced by the primary text 
itself. Buffy fans have an established record of refusing to accept any 
reading as more valid than their own; therefore, the question that I 
started with—who is the “real” Buffy?—is simply answered, in a way. 
For each individual fan, the real Buffy is “my Buffy,” the 
representation that best fits my desires about who the character 
should be. Additionally, the feminist ideas that circulate in popular 
texts like Buffy have produced young women—and others—as 
sophisticated, savvy readers, aware of the ways that sexualized texts 
attempt to manipulate their self image. Gellar, herself a young 
woman who has been formed by these cultural forces, has 
demonstrated the ability of young women to maintain an ironic 
distance from their exploitation. Commenting on her role in the 
typical teen sex/horror film I Know What You Did Last Summer, 
Gellar told Cosmopolitan magazine, “Jennifer Love Hewitt and I like 
to refer to that as I Know What Your Breasts Did Last Summer.”[5] 
So, the first conclusion that I reach about the stereotyped images of 
Buffy/Sarah that circulate in secondary texts is that fans who identify 
with Buffy are sophisticated enough readers of culture to recognize 
constructions of Buffy as constructions, potentially even as “wrong” 
constructions compared with their “real” Buffy. 

  

(22) However, I would go further than this, and suggest in addition that the multiple and contradictory 
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readings of Buffy are also a place where young women might begin to develop a critical consciousness 
about the construction of female identity and sexuality. Buffy may be a way to make feminism fun: a 
critical interrogation of the disparity between the magazines’ readings of Buffy and their own is a way for 
young women to recognize the issues they will face as women in patriarchal culture. One way this kind of 
work might happen is to ask such young women to compare Buffy to the other “fighting females” who have 
suddenly become legion on television programs. I think Buffy has more in common with big screen heroines 
Sarah Connor and Ripley than she does with other television heroines like Xena, Sheena, and Sidney 
Bristow. One of the reasons for this difference is that the other television shows are willing to create their 
heroines as sex objects on the screen as well as off, while Buffy resists this impulse, thereby insisting upon 
a space where the powerful woman is taken seriously. The primary text of Buffy thus contains fewer gaps 
that allow readers to reconstruct the heroine in typical patriarchal terms, but the work of secondary texts to 
accomplish this demonstrates that the ideological battle over the construction of the female is far from 
over. What better way to show young women that feminism still has relevance in their lives? 

(23) In Yearning, bell hooks argues, “students are much more engaged when they are learning how to 
think critically and analytically by exploring concrete aspects of their reality, particularly their experience of 
popular culture. Teaching theory, I find that students may understand a particular paradigm in the abstract 
but are unable to see how to apply it to their lives. Focusing on popular culture has been one of the main 
ways to bridge this gap” (6). In a similar vein, I would argue that the tensions produced by the 
heterogeneity of Buffy are themselves a kind of theory. They are concrete representations of the continuing 
ideological battle over the category of woman, and, while it may not be important to discuss this with 
adolescent girls in theoretical language, it is certainly imperative to help them become critical thinkers who 
can understand the import that such “theory” has in their lives. Being fans of Buffy is empowering for 
young women not just because Buffy is a strong feminist role model, but also because in some contexts she 
is not—and this discrepancy can introduce fans to a critical consciousness of ideology. 

(24) In their article “Making ‘Hope Practical’ Rather than ‘Despair Convincing’: Feminist Post-structuralism, 
Gender Reform and Educational Change,” Jane Kenway and others have argued that the most hopeful thing 
we can teach young women is that there is a politics of gender, that it is not a natural arrangement but a 
cultural construction made by people and open to change. Following from this insight, I would argue that it 
is not important to argue whether a particular representation of Buffy/Sarah is feminist or non-feminist. 
The fact that a single text or person can contain both readings opens productive space for getting young 
women (and others) to see how meanings are constructed. A debate over who is the “real” Buffy is one 
way of coming to understand the way ideology works to construct what we see and believe to be natural or 
“real.” It is important to raise the questions that I have asked in this paper with young women. Why are 
some representations in tension? Who are they being produced for and what values or identities do they 
enforce? What does it mean if Sarah Michelle Gellar and Buffy become the same in these texts? My struggle 
in “placing” Buffy as feminist or not is related to the tension in feminism between critiquing and celebrating 
images of women in popular culture. In thinking about this project, I conclude that the binary of oppressive/
emancipatory popular culture unduly restrains the power of its interventions in life and our scholarly 
engagement with it. Instead, the most productive point of inquiry is precisely the way it is always both. 
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(25) Clearly, more work needs to be done to understand 
how young women are constructing images of Buffy and 
how they are incorporating these images into their own 
lives. I have suggested that the sexualized secondary 
texts privilege the visual images over other 
representations. One important site for further work is 
to investigate the relative importance of visual images 
in young women’s consumption of Buffy. A recent 
experience has led me to believe that this issue may be 
even more complicated. As a trained literary critic, I 
think of myself as a sophisticated reader of culture, able 
to distinguish between Buffy and Sarah Michelle Gellar. 
However, when I looked at a Buffy comic book as one 
potential source of material for this project, I discovered 
a slim girl wearing blue jeans and a purple sweater cut 
to just above her waist walks down the sidewalk. Her 
medium brown hair falls in a curve to her shoulders. In 
the final close-up frame, the girl is labeled “the slayer” 
by the text as she lifts her sunglasses to reveal her 
face. It is an attractive, heart-shaped comic book 
heroine face, but it is clearly not an attempt to present 
Sarah Michelle Gellar in comic book form. My immediate 
response to this image was that it was not the “real” 
Buffy because the character looked wrong. Clearly, by 
“wrong” I meant, “not like Sarah Michelle Gellar.” My 
response to this text privileged the visual, just as my 
questions about the tension between secondary texts 
and the primary text privileges the consequences of the 
visual image over the written text. 

(26) Further research must explore the question of how 
young women perceive these visual images. Do they 
recognize a tension between them and other 
representations of Buffy? Do they seek these images 
out in magazines they would not normally consume 
because they are fans of the show? How do they relate 
these images to Buffy and to themselves? Exploring 
these questions by interviewing young women would 
provide an opportunity not only to gather further data 
on the reciprocal relationship between primary and 
secondary texts, but also to engage such young women 
in a dialogue about Buffy and the circulation of cultural 
images. Practice is what feminism should be about, and 
the opportunity to engage in this kind of practice is one 
of the reasons why feminists shouldn’t be afraid to say, 
“I’m a fan of Buffy the Vampire Slayer.” 
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Victoria Spah 
“Ain’t Love Grand?” Spike and Courtly Love

To find Victoria’s own version of this essay go here.

Your eyes two will slay me suddenly; 
I may the beauty of them not sustain, 
So woundeth it throughout my hearte keen. 
And but your word will healen hastily 
My hearte's wounde, while that it is green, 
Your eyes two will slay me suddenly; 
I may the beauty of them not sustain. 
 
Upon my truth I say you faithfully 
That ye bin of my life and death the queen; 
For with my death the truthe shall be seen. 

Chaucer, "Merciless Beauty" (14th Century)

In Castiglione's The Courtier, there is an impassioned discussion of the nature of love, in 
which one of the characters, Peter Bembo, describes the way that earthly love can become 
elevated to heavenly love through a Platonic process of stages, or steps on a ladder, 
beginning with the love of an unattainable, virtuous woman, and leading to love of God and 
all humanity. 

Michael Best 
 
(1) "Ain't love grand?" Spike bitterly and sarcastically remarks (“Into the Woods,” 5010) alluding to the 
extent to which he has been a "fool for love" (or, if you prefer, "love's bitch"). But ironically, the 
development of Spike's passion for Buffy during season 5 has illustrated that the love that has possessed 
him truly is "grand" in the sense that it has transformed him into something better than he was before. The 
metamorphosis that Spike undergoes and the stages of that process bear a striking resemblance to the set 
of medieval romantic conventions commonly referred to as Courtly Love. The echoes of old stories of 
lovelorn knights and of the fair ladies to which they devote their lives and their swords add depth and 
weight to the story of Spike's love of Buffy. 
 
(2) The term "Courtly Love" is used to describe a certain kind of relationship common in romantic medieval 
literature. The knight/lover finds himself desperately and piteously enamored of a divinely beautiful but 
unobtainable woman. After a period of distressed introspection, he offers himself as her faithful servant and 
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goes forth to perform brave deeds in her honor. His desire to impress her and to be found worthy of her 
gradually transforms and ennobles him; his sufferings—inner turmoil, doubts as to the lady's care of him, 
as well as physical travails—ultimately lends him wisdom, patience, and virtue and his acts themselves 
worldly renown. Sound familiar? Like any intricate allusion, references to the various pertinent aspects of 
the mythos (which itself has no definitive version) are woven subtly throughout without heavy-handed 
complete correspondence. Spike and Buffy are after all modern characters and as such must retain the 
psychological depth lacking in medieval stock characters, and thus their story is not informed solely by the 
Courtly Love tradition. The correspondence, ironic and teasing at times, straight-forward at others, is 
however quite fascinating and worth further examination. 
 
(3) In the late twelfth century, Andreas Capellanus’s De Arte Honeste Amandi (Art of Courtly Love [1] ) 

describes love as: 
 

a certain inborn suffering derived from the sight of and excessive meditation upon the beauty of the 
opposite sex, which causes each one to wish above all things the embraces of the other. 

 
This clearly describes Spike's state throughout the season. That he indulges in "excessive meditation" is 
spectacularly illustrated by the gradual growth of the Buffy shrine and other stalker-boyisms [2] and 

explicitly stated in “Crush” (5014): 

 

Something's happening to me. I can't stop thinking about you. 

and later: 
 

I - Love - You! You're all I bloody think about. Dream about. You're in my gut  . . . my throat  . . . 
I'm drowning in you, Summers, I'm drowning in you. (“Crush”) 

 

And of course the desire for "embraces of the other" on Spike's part goes nearly without saying. [3] . 
Witness Spike's revelatory dream in Out of My Mind, the tense moments in the Bronze alley in “Fool for 
Love”, the ecstatic sweater sniffing, the ragged "like I give a bloody damn" breath in “Into the Woods”, 
various Harmony daydreams/sex-games, and of course the supreme proof: the BuffyBot.  [4]

 
(4) In the Courtly Love tradition, the love engendered by this excessive meditation and supreme desire 
does not put the Lover in an immediate state of bliss. Rather: 

According to the system, falling in love is accompanied by great emotional disturbances; the lover is 
bewildered, helpless, tortured by mental and physical pain, and exhibits certain "symptoms," such as 
pallor, trembling, loss of appetite, sleeplessness, sighing, weeping, etc. He agonizes over his 
condition and indulges in endless self-questioning and reflections on the nature of love and his own 
wretched state. (Handbook to Literature) 
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(5) In the 5th season, we see again a correspondence. Even before consciously realizing that he's in love, 
Spike says of Buffy: 

She follows me, you know, tracks me down. I'm her pet project. Drive Spike round the bend. Makes 
every day a fresh bout of torture . . . You don't understand. I can't get rid of her. She's everywhere. 
She's haunting me, Harmony! (“Out of My Mind,” 5004) 

And when he does realize [5] , it's not a happy moment. Spike immediately perceives that this is not good 

news for him, waking with a horrified gasp and letting loose: 

 

Oh, god, no. Please, no. (“Out of My Mind”) 

(6) In these and subsequent scenes (such as the "Out For A Walk Bitch" scene [“No Place Like Home,” 
5005], run-away apology practice in “Triangle” [5011], and yelling fit in “Crush”) Spike clearly suffers 
"emotional disturbance" and other "symptoms" of that "certain inborn suffering" we call Courtly Love. He 
explicitly mentions sleeplessness in “Crush” ("I lie awake every night!"), and we've seen the weeping (after 
his rejections in “Fool for Love” and in “Crush”). As for "self questioning" and "reflections on his own 
wretched state"—that much is implicit especially throughout the beginning stages where we see Spikes old 
"kill-Buffy" instincts at war with his new "help-Buffy" ones. [6] He also clearly exhibits another key 

symptom of Courtly Love, jealousy, when he says to Riley: 

Sometimes I envy you so much it chokes me. (“Into the Woods”) 

His jealousy and the pain it causes him are also evident when he watches Buffy and Ben together in 
“Crush” and “Spiral” (5020). 
 
(7) Why does Courtly Love insist on identifying love with suffering? Perhaps the reason lies in the fact that 
the object of all this affection is by definition an unobtainable or nearly unobtainable woman. By reason of a 
higher social status or previous marriage, she is literally out of reach, but also her virtue and goodness puts 
her above the lover, who is a flawed morta, and a professional soldier (predisposing him to be rough, 
violent, uncivilized, etc) to boot. She is out of his reach [7] and he knows it, and yet his ruminations on 
love all bring him back to a helpless state of abject love. So even before she has had a chance to reject 
him, the lover is already suffering from the mere contemplation of the inappropriateness and futility of his 
love. And then of course when he does declare himself, the lady in question is expected to be—required to 
be—hard-hearted and aloof (at least initially [8] ). But ironically, her refusal of his advances only increases 

his ardor. [9] As Capellanus' 14th rule states: 

The easy attainment of love makes it of little value; difficulty of attainment makes it prized. 

Clearly Buffy ranks pretty much at the top of the list for unobtainable women for Spike. If there's one thing 
that everyone in the Buffy-verse agrees on, it's that a Spike/Buffy romance is out of the question. Xander's 
fit of uncontrollable laughter and refusal to take "one of Spike's fevered daydreams that's not gonna 
happen" (“Crush”) seriously says it all. But in case that wasn't enough, we have Riley's "If you touched 
her . . . you know I'd kill you for real,” Dawn's "you know she'd never touch anything from you anyway,” 
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Joyce's advice that Buffy "nip this in the bud,” Giles' "There is no way to Buffy . . . move the hell on,” the 
normally mild Tara's "She's nuts!" when BuffyBot's mistaken for Buffy. Willow gives the following bit of 
advice:

you made it clear, right? That it could never happen. That there's no possible way. Ever . . .. If he 
thinks there's even a little chance with you, there's no telling what he'll do. (“Crush”) 

Of course Buffy herself contributes the unequivocal: "The only chance you had with me was when I was 
unconscious." 

(8) Perhaps a natural reaction, but actually very unlikely to have the desired effect, especially with 
someone whom we know was already 100 years previously philosophically inclined to agree that difficulty of 
attainment makes something prized. During a heated confrontation with Angelus, Spike says: 

When was the last time you unleashed it? All out fight in a mob, back against the wall, nothing but 
fists and fangs? Don't you ever get tired of fights you know you're going to win? (“Fool for Love,” 
5007) 

Even without love in the equation, we see that for Spike there is a certain glory and exaltation to be had in 
facing desperate odds with nothing but your own personal resources standing between you and defeat. So 
that when the following exchange occurs between Riley and Spike in "“Into the Woods”,” we cannot be 
surprised at Spike's perspective:
 

RILEY: You actually think you've got a shot with her? 
SPIKE: No, I don't. Fella's gotta try, though. Gotta do what he can. (“Into the Woods,” 5010) 

 
Despite not knowing if (and in fact rather doubting that) he has any chance of success, being disdainful of 
those restricting themselves to fights they know they're going to win, he's bound to try. 
 
(9) So what's a poor love sick fool, uh, I mean knight, to do? How does he go about "doing what he can" in 
the face of overwhelming odds? He does what his experience as a soldier tells him to do, of course: he 
enlists. The Courtly Love relationship is frequently likened (and thought to be modeled on) the vassal 
relationship between a knight and his lord: 

the lover submitted to his lady as a knight to his lord, swearing loyal and enduring service. Drawing 
attention to his pretz (worth) and valor (courage)—further increased by his pure and noble love- he 
would request merce (pity) and some reward. (Damaris Lockewood von Lubeck) 

As successful performance in battle could advance him in the eyes of his noble lord, our lover hopes to 
advance in the regard of his lady by doing what he does best: fight things. In the chivalric tradition, 
success in battle was proof positive that God was satisfied with his virtue and worth, and thus embarking 
on a quest or some other war-like feat (slaying a dragon, destroying an evil knight, etc) was the perfect 
way to demonstrate that one was indeed worthy of affection. The metaphor of Lady as Liege Lord works 
especially well in the case of Spike and Buffy, since unlike the courtly lady who must after all remain at 
home attending to domestic duties, Buffy actually is the commander of the fighting unit which Spike 
gradually becomes a fully participating member of. [10] The key word is "gradually" however. Like any 

neophyte, it takes time and effort to establish his credibility and value to the cause. 
 
(10) Being the typical impatient lover, Spike thus embarks on several perhaps premature attempts to 
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"draw attention to his worth" and to promote the value of his aid to a decidedly unreceptive Buffy: 
 

SPIKE: I wouldn't be here if I didn't have a good reason. As usual, I'm here to help you . . . (“Into 
the Woods”) 

BUFFY: What are you doing? 

SPIKE: Making this woman more comfortable. I'm not sampling, I'll have you know. Just look at all 
these lovely blood-covered people. I could, but not a taste for Spike, not a lick. Know you wouldn't 
like it. (“Triangle”) 

SPIKE: I saved you. 

BUFFY: I was regrouping. 

SPIKE: You were about to be regrouped into separate piles. You needed help. (“Checkpoint,” 5012) 

If kid sis wants to grab a midnight stroll, she'll find a way sooner or later. I just thought she'd be 
safer with Big Bad looking over her shoulder. (Blood Ties) 

It's just, we took on that Glory chippie together, I was right there with you, fightin' the fight. 
(“Crush”) 

And of course, in explicit bid to prove his love, he sets out to kill Drusilla for Buffy: [11]

 

You still don't believe. Still don't think I mean it. You want proof, huh? How's this? I'm gonna kill 
Drusilla for you. (“Crush”) 

(11) Reading this turn of events by the light of the Courtly Love tradition, we see one of the lines of 
reasoning behind this plan: In killing Drusilla, an agent of evil, he proves that he is good  [12] and thus 
worthy of love on that account. Of course Spike's motives here are much more complex than that, and we 
can say with fair certainty that had he killed Drusilla, he would have been doing the right thing (killing 
something evil) for the wrong reason (to impress Buffy), that is to say without an innate desire to do good 
but rather with a selfish desire for personal gain. This scene however continues to reference the mythos of 
Courtly Love when, like our legions of love-sick medieval knights, Spike begs his lady for some sign that his 
sacrifices and pains are not to go on rewarded forever: 
 

Just  . . . give me something  . . . a crumb  . . . the barest smidgen  . . . tell me  . . . maybe, 
someday, there's a chance. (“Crush”) 

Chaucer himself penned a line remarkably similar to this: 

http://www.slayage.tv/essays/slayage5/spah.htm (5 of 11)6/17/2004 4:27:32 PM



Slayage, Number 5: Spah 

And therfor, swete, rewe on my peynes smerte, 

And of your grace, graunteth me some drope; 

For elles may me laste no blis ne hope, 

Chaucer, “Complaint to his Lady” (14th century) 

 
Chaucer's 14th century lover, begging to be granted some drop of "grace,” without which he will have 
neither "blis" nor "hope," is every bit as abject as our modern lover, Spike. 
 
(12) One might find all this groveling about and dashing off to do good in pursuit of a reward morally 
questionable at best, but the key point to Courtly Love literature lies in revealing the power of love to 
ennoble the lover, to elevate him to a higher moral plane. He may start out with purely selfish motives and 
physical desires, but eventually, by serving loyally and undergoing great trials in her service, the virtue of 
the woman he loves comes to spiritually enrich and ennoble him [13] and lead him to a higher, purer love. 
 
(13) Because in loving the lady, he worships also her virtues, the Courtly lover comes to incorporate them 
into his own self, leading him gradually up the "steps on a ladder" [14] from his beginning base nature up 
through true moral goodness. And in fact, we see in moments of rebellion, Spike does protest that Buffy is 
somehow invading and changing him: 

You're in my gut, my throat. I'm drowning in you, Summers, I'm drowning in you. (“Crush”) 

You think I like having you in here? Destroying everything that was me, until all that's left is you, in 
a dead shell. You say you hate it, but you won't leave. (“Crush”) 

Seeing Spike's long-standing identification with Evil (note the continued insistence on referring to himself 
as "Big Bad" despite evidence to the contrary) what he is actually saying here is that this invasive Buffy-
force is rooting out ("drowning") the Evil within him ("everything that was me") and relentlessly replacing it 
with her own innate goodness. 
 
(14) Outright rebellion against the lady's influence such as Spike demonstrates here is not quite the courtly 
lover's style, but he does conceive of her beauty and/or existence as wounding  [15] him in a way similar 
to Spike's accusations that Buffy is "destroying,” "drowning," and "torturing" him. The knight/lover may 
plaintively protest this torture early on, but at last he comes to a final state of ennobled fatalistic calm, 
where his humility is such that he is willing to continue toiling for her despite his pain, without hope of 
reward: 
 

"Well may that love prosper through which one hopse to have the joy of successful love and serving 
loyally! But I expect nothing from mine except death, since I ask for love in such a lofty place. And 
so I see nothing in it but my own end, if my lady does not take pity on me or if Devotion and Love 
do not ask it from her. . . . In Love there is such great nobility, that it has the power to make the 
poor rich; so I look for its mercy and help. . . . Loyal love (of which I have a great abundance) will 
kill me." Gace Brule, Codex Buranus, 13th century 
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(15) And of course, this part of the tradition ties in perfectly with the evolution of Spike's love of Buffy, 
starting with the turning point of his resistance under Glory's torture in “Intervention”: 
 

SPIKE: Anything happened to Dawn, it'd destroy her [Buffy]. I couldn't live her being in that much 
pain. I'd let Glory kill me first. Nearly bloody did. (“Intervention”) 

BUFFY: I told Willow it would be like suicide. 

SPIKE: I'd do it. Right person. Person I loved. I'd do it. (“Tough Love,” 5019) 

BUFFY: We're not all gonna make it. You know that. 

SPIKE: Yeah. Hey, I always knew I'd go down fighting. (“The Gift,” 5022) 

 
In these three exchanges, we certainly see the sentiments of the ennobled courtly lover, who has resigned 
himself to "expect nothing from [my loyal service] but death, since I ask for love in such a lofty place.” The 
"loyal service" itself has become a sufficient motivating factor. 
 
(15) Interestingly, early on Buffy is willing to accept responsibility for the effect she has on Spike: 
 

GILES:  . . . you can't be responsible for what Spike thinks or feels. 

BUFFY: Well, aren't I responsible? I mean, something about me had to make him feel that, right? 
Something that made him say, "woof, that's the one for me!" (“I Was Made to Love You,” 5015) 

But rather than being flattered that "something about [her]" made Spike want to "turn his back on the 
whole evil thing," she is quite upset and disgusted. In essence she is blind (willfully or not) to her role as 
the inspiring courtly Lady. Later, however, she tacitly accepts Spike's humbly offered tribute to her 
treatment of him (and seems willing to stand above him on the stairs and assume this elevated role: 

I know you'll never love me. I know that I'm a monster. But you treat me like a man, and that's . . . 
(“The Gift”). 

 
Here Spike acknowledges that she has elevated him from his basic nature ("monster") to a level above ("a 
man"). He also accepts that his hopes of reciprocal love are futile, but by trailing off indicates that that 
point is no longer of such great moment. What is important is the change she has wrought upon him, and 
what he is now calmly willing to do for her: "go down fighting.” Later, when Doc questions Spike's 
motivation, we see that this has indeed progressed beyond the question of reward (in terms of the 
satisfaction of physical desires) to a question purely of devotion and honor: 

http://www.slayage.tv/essays/slayage5/spah.htm (7 of 11)6/17/2004 4:27:32 PM



Slayage, Number 5: Spah 

DOC: I don't smell a soul anywhere on you . . . why do you even care? 

SPIKE: I made a promise to a lady. (“The Gift”) 

To be bound by one's word is one of the key injunctions of chivalry, the hallmark of the noble knight, and 
thus referring to Buffy as a "lady" here has a certain significance. Spike is now someone whose word of 
honor means something, thanks to the civilizing influence of his idol, which stands in lieu of the soul he 
does not have. 
 
(16) And thus we see how the progress of Spike's love for Buffy during the course of the 5th season works 
remarkably well within the generic principles of Courtly Love. Von Lubeck sums up the power of this set of 
romantic conventions in this way: 

True love was not an unregulated passion. Its essence was absolute loyalty and self-denial, service 
and travail, in favor of one's lady. Only by suffering and by the accomplishment of great deeds could 
the knight-errant prove his mettle and demonstrate the unblemished quality of his courtly love. The 
lover's inner struggle between his desire for immediate fulfillment and his awareness of the moral 
value implicit in striving for the unattainable; between individual ambitions and outward social 
constraints; between the self-imposed state of submission and the overwhelming need to express 
pain and resentment: these are the antitheses that lend the poetry of Courtly Love its dramatic 
tension and emotional richness. (Damaris Lockewood von Lubeck) 

 
Indeed I think we can say that in antitheses lies the success of this particular story arc. To von Lubeck's list 
of antitheses inherent in the Courtly love tradition, we can of course add the conflict between vampire and 
vampire slayer, the question of Good vs. Evil, the long history of being "mortal enemies" versus the 
possibility of forgiveness, the simultaneous existence of intense love and intense hatred, etc. The liberal 
use of the Courtly Love mythos in the development of this story arc has been tremendously satisfying at 
least in part because tension between strong opposing forces has always been a big part of Spike's 
character. 
 
(17) From his debut in “School Hard” (2003), we were presented with an arrogant, violent villain with a 
wicked tongue. And yet as the season and subsequent ones drew on, it was the ongoing diametric contrast 
of his humanity with his evilness that kept the character interesting: his doting tenderness towards Drusilla 
and immediate humility after having snapped at her, his perfectly understandable jealousy and hatred 
towards Angelus, his maudlin depression at losing Drusilla, his frustration and despair at the impotency 
wrought by the initiative chip. Willow's attempts to comfort him when he found he could not bite her and 
later to prevent him from staking himself perfectly expresses the way in which Spike's very human qualities 
at times completely overwhelm our ability to register his evilness, even before there was any reason to 
question that evilness. As Willow says, "we know him” (“Doomed,” 4011), that is to say, we know his 
human side, and as such have a certain sympathy for him despite the evil. 
 
(18) And this is I think why the Courtly Love tradition works so well here. After all, the courtly lover does 
indeed—put in the most unflattering terms—start out a depressed loser with a penchant for violence and an 
illicit lust for someone else's girl. But the Lover evolves, becomes something better, as his lust is 
transmuted to love and that love leads him into nobility. Love as catalyst for change for Spike is quite 
fitting given that most of his more human side has been revealed through love (his love of Drusilla). Thus 
we find in Spike's new found devotion to Buffy a perfect vehicle for moving him from one side of the Good 
vs Evil conflict to the other all the while staying true to the character developed throughout the last several 
years. And of course, most importantly, it was great fun to be along for the ride and tremendously 
satisfying to see our favorite Big Bad reinvented. 
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 [1] Part of Capellanus' treatise on love is composed of 31 rules describing how the lover should or does behave. The 
following list includes those of interest (for the full list, see bibliography below) 

●      He who is not jealous cannot love. 
●      That which a lover takes against the will of his beloved has no relish. 
●      No one should be deprived of love without the very best of reasons. 
●      A true lover does not desire to embrace in love anyone except his beloved. 
●      When made public love rarely endures. 
●      The easy attainment of love makes it of little value: difficulty of attainment makes it prized. 
●      Every lover regularly turns pale in the presence of his beloved. 
●      When a lover suddenly catches sight of his beloved his heart palpitates. 
●      A new love puts an old one to flight. 
●      Good character alone makes any man worthy of love. 
●      Real jealousy always increases the feeling of love. 
●      He whom the thought of love vexes eats and sleeps very little. 
●      Every act of a lover ends in the thought of his beloved. 
●     A true lover considers nothing good except what he thinks will please his beloved. 
●     Love can deny nothing to love. 
●     A lover can never have enough of the solaces of his beloved. 
●     A man who is vexed by too much passion usually does not love. 
●     A true lover is constantly and without intermission possessed by the thought of his beloved.

[2] And of course the wicked little in-joke that the stylized, stiff & romanticized hero of Courtly Love is really a hair's-
breadth away from being an obsessed stalker is just one example of how much fun this decidedly archaic set of love 
conventions can be, providing they're not taken too seriously. Another little poke we might make in this direction is to view 
Spike's snagging Buffy's underwear as a twisted (and amusing) parallel of the knight's insistence on obtaining his Lady's 
"favor" and tying it on to his armor as he goes off to battle.
 [3] Though Capellanus' description implies that this physical attraction must be mutual ("each one" to desire "the 
embraces of the other"), other sources do not. And either way, during the initial stages, the beloved in rejecting the 
advances of the lover keeps her true feelings secret so that Buffy's overt rejections in the 5th season of Spike's physical 
advances do not necessarily invalidate Capellanus' description. The 6th season, of course, has verified the mutual attraction.
 [4] Though not universal, typically the courtly lover's physical lust is strongest during the beginning stages of his love, and 
as his moral character improves gradually ebbs away, replaced by chaste worship.
 [5] The fact that this revelation comes to Spike in a dream is quite fitting, given that dream-visions are prevalent in the 
medieval literature of Courtly Love. See for example Chaucer's Book of the Duchess or the Roman de la Rose (Guillaume 
de Lorris & Jean Clopinel).
 [6] It might be taking the analysis a bit too far, but it certainly is fun to consider the innate "pallor" of 
vampires and Spike's "loss of appetite" (due to the Initiative chip) as further "symptoms.”
 [7] Buffy's scathing "You're beneath me" certainly emphasizes this point, as did Cecily's rendition of the same comment to 
pre-Spike William. Morally and physically (Buffy has just shoved him effortlessly to the ground, reminding him of her 
superior strength and his inability to fight back) Buffy is on a higher plane than Spike, just as the Courtly Lady would be 
above her suitor by reason of birth or marriage.

 [8] Nevertheless, whether married or not, she was almost always unattainable, by virtue of her high rank 
or physical distance, and by fear of social censure; it was, paradoxically, her very distance that lent value 
to the lover's patient suffering. The lady's worth could be increased by dispensing merce to a worthy and 
deserving suitor, yet the lady who submitted too soon was to be condemned. Damaris Lockewood von 
Lubeck
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 [9] The Lover is however expected to restrain himself from pressing the issue against the Lady's wishes. Capellanus' 5th 
rule reads: "That which a lover takes against the will of his beloved has no relish." Force and coercion are dishonorable and 
not to be used, though persuasion, especially in the form of lengthy letters, songs, poems, etc is perfectly acceptable. And 
with the set-up of pre-Spike-William's interest in poetry and Buffy's declaration that she likes poetry, we may yet see 
something along these lines.
 [10] Spike’s gradual integration into the Scooby corps, starting in 4th season, could be a whole other 
essay, but in brief lets just say that Spike goes from "pitching in when [Buffy] pays [him]," to happening to 
be around to render services (“Family” [5006], “Blood Ties” [5013], “Checkpoint” [5012], “Listening to 
Fear” [5009], etc) to being on official Dawn-watch in “Tough Love” [5019] ("Dawn's safe with Spike") and 
finally to being an essential part of the fighting team in both "Spiral" (5020) and "The Gift,” working with 
Giles & Xander while Buffy is out in "Weight of the World" (5021) and generally giving immediate (if not 
completely unquestioning) obedience to Buffy's snapped orders.
 [11] Interestingly, way back in season 1, Angel killed his own sire, Darla, to save Buffy and prove that he 
was not "an animal.” Whether or not Spike knows this when he sets out to kill Drusilla is unknown, but as 
Drusilla has recently told him of Angel's attempts to rehabilitate the revived Darla, he may well know what 
happened to Darla in the first place, and thus he could have this precedent in mind.
 [12] As part of his initial argument to Buffy, Spike declares "And I can be [good] too. I've changed, Buffy." 
He goes on to state that "Something's happening to me"  . . . "And if that means turning my back on the 
whole evil thing . . ." So I think we can say that though during this scene he explains that he wants to 
prove that he loves her, he can also be said to be attempting to prove this earlier point, that he can be 
good, can turn his back on "the whole evil thing.” Of course chaining her up doesn't exactly win him 
brownie points; but given subsequent demonstrations of moral growth (see bloodyawfulpoet.com for a great 
essay on this subject), I think we can chalk this up to "great emotional disturbances" rather than true regression.
 [13] We find the following in Capellanus' writings on love: 

Love makes an ugly and rude person shine with all beauty, knows how to endow with nobility even 
one of humble birth, can even lend humility to the proud;  . . . Oh, what a marvelous thing is love, 
which makes a man shine with so many virtues and which teaches everyone to abound in good 
customs. . . . (“What is the Effect of Love?” Capellanus, A Treatise on Courtly Love) 

This ties in nicely with the unspoken continuation of Spikes' reference to Shakespeare's St. Crispin's Day 
speech: 

For he to-day that sheds his blood with me 

Shall be my brother; be he ne'er so vile, 

This day shall gentle his condition. 

Henry V 

Through honorable battle in a just cause (well Henry thought so anyway), and unselfish motives (Henry's 
soldiers were under strictly enforced orders not to plunder) the simple soldier elevates himself above his 
initial condition ("vile,” that is to say, a commoner) and is endowed with nobility.
[14] It's probably just coincidence, but nevertheless interesting that in “Fool for Love”, the 20 seconds of 
the song by Crushing Velvet played in the background at the Bronze happens to include the following lyrics 
(which occur in the 4 m 32 s song just once) 

You see my song is like a haiku 
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You sit and stare at me until I'm not about you 

And if that's wrong, it doesn't matter 

I'm gonna climb my way to heaven on your ladder 

And it comes over the bit of dialogue ending with Spike's declaration that he's "always been bad" (and the 
cut that reveals that "bad" in this context is not "evil,” more like awful.)

[15] The following exchange occurs after Buffy has given her final orders before heading after Glory: 

SPIKE: Well, not exactly the St. Crispin's Day speech, was it? 

GILES: "We few . . .we happy few . . ." 

SPIKE: "We band of buggered . . ." (“The Gift”)

The line Spike is deliberately misquoting is of course "We band of brothers.”
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Philip Mikosz and Dana C. Och
Previously on Buffy the Vampire Slayer . . .[1]

The spectacle is not a collection of images, but a social relation among people, 
mediated by images.

Guy Debord, The Society of Spectacle

(1) Anyone proposing to essay an academic treatment of Buffy The Vampire Slayer would do well to bear in 
mind the 1999 season premiere episode, in which Buffy, an incoming freshman at UC Sunnydale, is all but 
driven out of the classroom by an imperious Professor of Popular Culture. The incident takes place towards 
the beginning of the episode, where it helps to mark Buffy's estrangement from her new milieu, while the 
episode itself marks a big-time reterritorialization of The Buffysphere. Not only are we no longer in high 
school, if we stick around for another hour, two of our erstwhile companions will be starting new careers on 
another series predicated upon a rather different generic conceit (but then Buffy has always been "about" 
the queering of generic conceits). Given the momentousness of this moment, and bearing in mind that 
Buffy is so well-schooled in popular culture," it's worth noting that Buffy is not allowed to stay in the class 
long enough to find out what it could possibly be about (not to mention that her departure soon finds her in 
a certain psychology course with a certain hunky teaching assistant . . . ). It strikes us that there is a sense 
in which Buffy itself is also expelled from class—does not, in other words, lend itself to any "academic 
treatment," strictly so defined.

(2) In our minds at all times is the question: How is it possible to write well about television, and 
particularly about a series currently in production? The interpretive and rhetorical tricks of literary and film 
criticism, though useful, are ultimately not adequate to the task, because they tend to be calibrated to the 
level of "the work," even in the case of criticism that speaks of "intertextuality." Whereas, with TV in 
general and Buffy in particular, the basic "unit" of discussion is not "the work," but the series itself. Sure, 
particular episodes stick out, but these are more like songs by your favorite bands, while the series itself is 
something like a mixed tape. To write about Buffy is to write about a relationship, a certain investment 
across a serialized duration, as well as the cognitive relations that are elaborated at all levels of the series, 
from the season right down to a single shot. From this perspective Giles's opening tagline, "Previously on 
Buffy The Vampire Slayer . . . ", can refer to any number of previous episodes, but also to an action that's 
happened just seconds ago, as well as to decades of cinematic and televisual history.

(3) The difference between "the work" and what we're calling serialized duration can be illustrated by 
thinking back briefly to the Buffy movie. Its form was that of standard narrative cinema, and the entire film 
hinged upon the incongruity of the terms "Buffy" and "Vampire Slayer." The film was, in effect, an extended 
Dumb Blond Joke (and when we say "dumb" we refer to the joke). Buffy the series, by contrast, although it 
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partakes of elements of narrative, does not amount to a narration. Season by season, and even episode by 
episode, the series accumulates a multiple past, elements of oftentimes incongruous combinations. 
Moreover, the series seizes upon the clichés "Buffy" and "Vampire Slayer" and posits them as axioms, as 
simultaneous conditions that nonetheless retain their incommensurability (this is, after all Buffy's existential 
crisis!).

Jonathan Uber Alles

(4) On the evening of April 4, 2000, we each of us independently watched an episode of Buffy the Vampire 
Slayer that totally freaked us out. It begins innocuously enough with Giles’s voice intoning “Previously on 
Buffy the Vampire Slayer . . .”, the introduction at the beginning of every episode, during which the viewer 
is presented with a variety of sequences (both recent and archival) with which to contextualize the action to 
follow.

(5) One of the primary antecedents of this episode was a show entitled “Earshot” (3018), which was 
scheduled to air—and was suppressed—in the Spring of 1999. In and of itself the episode was not 
particularly memorable. Through an inadvertent act of magic, Buffy attains the ability to hear the thoughts 
of others (Cf. the opening sequence of Wim Wenders’ Wings Of Desire), including an anonymous plot to 
commit mass homicide of the students of Sunnydale High. Suspicion—erroneously it turns out—falls upon a 
short, dumpy loser named Jonathan, whose parodic re-enactment of the Charles Whitman University of 
Texas sharp-shooting scenario actually turns out to have been a spectacular suicide attempt, which Buffy 
thwarts before thwarting the real villain. All in all a forgettable episode—had it not originally been 
scheduled to air immediately in the wake of the atrocities at Columbine High. In reaction to said atrocities—
a reaction perfectly illustrative of the mode of non-thinking that Gramsci, citing Vico, calls common sense 
(“judgment without reflection”)—“Earshot” was postponed for several months. And it is the subsequent anti-
climax of the episode’s eventual screening that, inadvertently or not, lends “Superstar” (4017) its peculiar 
flavor and funky historical charge.

(6) The introductory “Previously . . .” montage karate-kicks in, comprised of (1) Buffy and Jonathan in the 
clock tower (“You all think I’m an idiot, a short idiot!” cries the would-be suicide); (2) the Faith/Buffy body 
switch; (3) the seduction of Riley (“I love you”) by Faith-in-Buffy; (4) the switchback; (5) the accusation 
(“You slept with her”) stemming from said betrayal; and (6) Adam: “I was created to kill.” And the episode 
itself begins, as episodes of Buffy often do, in the middle of a fight scene in which Buffy, more or less 
unassisted, slays one or more vampires. This time, however, something seems off somehow. The difference 
is subtle but palpable. Buffy, for whom the slaying of several vamps is usually effortless by now, appears to 
be relying overmuch upon the assistance of her fellow Scooby Gangsters; the outcome of the struggle 
actually appears to be in doubt; one of the vampires gets away! “Where did he go?” Buffy asks. Xander’s 
reply—“He scampered over there like a big bumpy bunny!”—is certainly in keeping with the series’ ongoing 
history of crafty banter (you see, not everything is out of whack). Yet the ensuing shot cuts rather too 
abruptly to a crypt in which five vampires are glutting themselves upon a hapless victim, which crypt Buffy 
and her Slayerettes enter with obvious trepidation, and exit without so much as a single staking:

 
WILLOW [huffily]: I don’t care if it IS an orgy of death; there’s still such a thing as a napkin. 
BUFFY: A nest. No biggie. I bet I could do it.—I mean I know I could take at least two. . . 
ANYA: Yes. And then we can run for help while the other three suck your heart out through your 
neck. 
BUFFY [sighing]: You’re right. It’s too many for just us. You know who we need. 

Another rather-too-abrupt cut takes us to the exterior of a palatial white mansion, illuminated in the 
darkness; which gives way to an overhead shot of the Sunnydalers walking through a well-appointed 
chamber; which gives way to a shot of the four of them, rather sheepishly and in awe, approaching the 
camera and Buffy, rather sheepishly and in awe, “Uh, hi, we have a problem,” which gives way to a mid-
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distance shot of a chair behind a well-appointed desk, its back to the camera. As the camera zooms in the 
chair pivots to face front and . . . who should be seated before us but Jonathan himself, looking rather 
rakishly suave in his signature (or is that Angel’s?!) black mock-turtle-neck sweater, smugly smiling and 
with folded hands. “Sounds like you can use my help,” says Jonathan, as a surf guitar and a horn flourish 
redolent of James Bond flicks flare in the background. (Cut to the opening credits, which is when things 
REALLY get weird, as we shall elaborate shortly.)

(7) In film studies, the diagesis is the fictional world/ milieu/ universe in which the story takes place; the 
story, meanwhile, is what the spectator constructs on the basis of the plot, i.e. material organization of 
shots, montage, mise-en-scene, etc. What’s so weird here is this. First, insofar as this particular show has a 
diagesis, it is clear that Jonathan, through his sorcery, has fundamentally altered it, and this episode shall 
elaborate upon the consequences of said alteration. And it’s as though the story actually occupies real time. 
Second, however, there might not even be a diagesis, which is to say that Jonathan (rather like the 
putative hero of Dark City) relates to the episode not only as a character, but actually as though he were a 
big-time fan of the series itself.

Is It Live Or Is It Audiovisual Circulation?

(8) Earlier we suggested that the principle “unit” for a discussion of a television show like Buffy (not that 
there have been many such shows!) should be the series itself. To explain this more lucidly it’ll be 
necessary to talk more about serialized art forms in general, placing them in a more general context of 
audio-visual circulation.

(9) A starting point could be “Interpreting Serials,” in which Umberto Eco establishes a typology of 
serialized aesthetics—e.g., the retake, the remake, and, most germane to our discussion, the series. “The 
series,” writes Eco, “works upon a fixed situation and a restricted number of fixed pivotal characters, 
around whom the secondary and changing ones turn,” which latter characters “must give the impression 
that the new story is different from the preceding ones while in fact the narrative scheme does not 
change” (The Limits of Interpretation 86). Of the viewer/consumer Eco writes that this “recurrence of a 
narrative scheme that remains constant . . . responds to the infantile need of always hearing the same 
story, of being consoled by the return of ‘The Identical,’ superficially disguised” (87). Prototypically, the 
series is characterized by mere repetition masked by the novelty of the latest individual installment.

(10) Now, we don’t deny that many a series—televisual and otherwise—fits Eco’s description. But, if it isn’t 
already apparent from our preceding account of the opening moments of “Superstar,” it strikes us that such 
a sweeping account of the series as such might not be entirely adequate to account for the fabulous 
phenomenon that is Buffy. (Indeed, we cannot but call to mind Buffy’s Professor of Popular Culture—
although a rather different avatar of Eco will appear below . . . ) Do let’s read a bit further. For Eco the 
Typologist, the series fundamentally abstracts from concrete, historical time: “Instead of having characters 
put up with new adventures (that would imply their inexorable march towards death), they are made 
continually to live their past . . . Characters have a little future but an enormous past, and in any case, 
nothing of their past will ever have to change the mythological present in which they have been presented 
to the reader from the beginning” (86).

(11) In a striking contradiction of this formula, “Superstar” posits a serialized world in which the past is 
neither fixed nor forever and yet which paradoxically partakes of previous events (fictional and factual) with 
properly historical precision. Buffy gives us a way of inhabiting and thinking about serialized duration that is 
historical, which is to say that it compels (or at least invites) what Gilles Deleuze, reading Bergson, might 
call attentive recognition (on which more anon, vis-à-vis the category of cliché). Seriality is precisely 
ubiquitous, and serialized and serializing aesthetics permeate all aspects of daily life, be they on the clock 
or off of it.

(12) Even beyond the level of generic and narrative conceits—inter-dimensional portals, the ubiquity of 
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monsters and magic in suburbia, the persistence of the primal slayer, etc.—Buffy the Vampire Slayer 
screws with temporality. But Buffy’s past, i.e. what happened previously, is not fixed, is multiple, is subject 
to recombination and variation, a past which constantly inflects and alters that which is present. One way 
to think about this is that Angel is not a spin-off series. By its very nature, Buffy already contains, more or 
less implicitly, any number of spin-offs: every episode of Buffy is a potential spin-off. Keeping this in mind, 
the absolute materiality of the alternate universes that proliferate on Buffy, as well as the great mystery on 
entering Season Five, represent the magic as a surrogate for the technology, which is to say for the 
aesthetic potential of audiovisual circulation itself (like, you can have a world both with and/or without 
shrimp!).

(13) Writes Paul D. Miller, aka DJ Spooky That Subliminal Kid, DJ, conceptual artiste, and cultural 
theoretician:

In the electronic milieu that we all move in today, the DJ is a custodian of aural history. In the mix, 
creator and re-mixer are woven together in the syncretic space of samples and other sonic material 
to create a seamless fabric of sound that in a strange way mirrors the modern macrocosm of 
cyberspace where different voices and visions constantly collide and cross fertilize one another. The 
linkages of memory, time, and place, are all externalized and made accessible to the listener from 
the viewpoint of the DJ who makes the mix. Thus, the mix acts as a continuously moving still frame 
a camera lucida capturing moment-events. The mix, in this picture, allows the invocation of different 
languages, texts, and sounds to converge, meld, and create a new medium that transcends its 
original components. The sum created from this audio collage leaves its original elements far behind. 
(10)

 

Clearly, it would be a mistake to assimilate Buffy to Miller’s formulation without a certain degree of 
modification. Most obviously, perhaps, a television series represents an investment and accumulation of 
capital circulation, over and against the much more “life-sized” level of the circulation of commodities: e.g., 
Miller’s DJ is at liberty to mix and match and re-make found sounds regardless of their current currency, 
demographic orientation, etc. The point is that Buffy is acutely sensitized to the ongoing fluctuation and 
turnover of what Miller calls “moment-events,” that this particular series wrests from the ephemeral an 
image of endurance.

(14) Such “fields” as “Film Studies,” “Media Studies,” and so on, tend to be myopic. Perhaps a better way 
to approach this is that film, television, literature, music . . . ought to be subsumed under the overall rubric 
of audiovisual circulation. Audiovisual circulation would be co-terminous both with the circulation of capital 
and of commodities, and this is to say that audiovisual circulation is precisely mundane and ubiquitous, 
which is to say that audiovisual circulation is precisely historical. Any number of moments in Buffy (or 
rather should that be all moments?) can be seen working within this sense of historicity: Jonathan as the 
Jordan poster, Giles’s serialized romance across a span of Taster’s Choice commercials, Buffy’s former 
incarnation as the most heinous of heinous villains in All My Children history as Kendall [Cf. Urge Overkill: 
“Erika Kane, another Emmy’s passed you by . . .”], Oz’s (Seth Green’s) presence in the Austin Powers 
movies. This sense of intra-textuality also allows for different sorts of relationships to be possible, e.g. the 
circulation of American Pie and Cruel Intentions as well as the presence in “Doppelgangland” (3016) of 
bisexual, vampire Willow (“I’m so evil and skanky. And I think I’m kinda gay”) in relation to a more open 
sexuality.

(15) Intertextuality assumes that texts are already themselves singular, that they are not already part and 
parcel of audiovisual circulation; whereas intratextuality recognizes the interiority of any number of 
references, each with its own complicated history, in current circulation, e.g. Jonathan’s coaching the US 
Women’s Soccer Team, the similarities between The Bronze and The Peach Pit, or the recurrence of 
references to William S. Burroughs. So, what would it take to trace Spike’s entrance into Sunnydale in 
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“Lover’s Walk” (3008)? The elusive Dru and Spike premiere in “School Hard” (2003), running down the 
Welcome to Sunnydale Sign? The blaring of “My Way” (Gary “I Too Have Played a Vampire” Oldham’s Sid 
and Nancy version of Sid Vicious’ version of Frank Sinatra’s tune)? Audiovisual circulation is promiscuous, 
at the same time as it is historical.

  

JONATHAN PART 2: SHE’S A MAN, MAN

  
The dominant fiction neutralizes the contradictions which organize the social formation by fostering 
collective identifications and desires, identifications and desires which have a range of effects, but 
which are first and foremost of sexual difference. Social formations consequently depend upon their 
dominant fictions for their sense of unity and identity. Social formations also rely for their continued 
survival upon the dominant fiction; both the symbolic order and the mode of production are able to 
protect themselves from interruption and potential change only so long as that ideological system 
commands collective belief—so long, that is, as it succeeds in defining the psychic reality of the 
prototypical subject.

(Kaja Silverman, Male Subjectivity at the Margins, 55; italics mine)

  

(16) With audiovisual circulation, culture is non-biodegradable and the ephemeral (e.g. a single song or 
episode of television) endures through and across a multiplicity of contexts. In a brilliant scene from Fame 
Whore (Jon Moritsugu, 1997) Jody George—recently become the # 1 tennis player in the world and very 
much in the closet—is flopped on the couch of his hotel room, watching television. The shot is framed so 
that we are watching Jody George watching and reacting to the TV set, the sounds of which we can hear 
(and it is quite difficult to say what exactly we are hearing—is that perhaps even Jonathan?) but the screen 
of which is invisible to us. Jody George, who refers to himself as “Jody George,” is channel surfing. Each 
time that Jody George flips channels, Jody George comments, with escalating vulgarity, assertiveness, and 
discernment, to the effect: “Oh YEAH! Jody George could get some of THAT . . .”, “that” being the portion 
or portions of the female anatomy requisite for the proverbial Money Shot. This goes on for some time 
(there are a lot of channels, what with the infinite sub-division of the bandwidth and all), immediately after 
which the screen cuts to a rapid montage of “glamour shots” of what, alluding to that song by Air, would 
have to be described as Sexy Boys, each of whom wears a t-shirt bearing the name of a portion of the 
female (but not just female) anatomy: “vulva,” “aureole,” etc.—The sequence is put together in such a way 
as to make it impossible to tell what Jody George was actually looking at; it may as well have been the 
glamour boys all along.

(17) “When all the archetypes burst out shamelessly,” writes Umberto Eco (in “good professor” role), “we 
plumb Homeric profundity. Two clichés make us laugh but a hundred clichés move us because we sense 
dimly that the archetypes are talking among themselves, celebrating a reunion” (Travels in Hyper-reality 
209). At what point does Buffy become a cliché on Buffy? A hint at this ability to play with the cliché was 
already hilariously suggested in “The Zeppo” (3013), but the celebration of the hundred clichés peaks with 
“Superstar.” Despite the momentary lapse of reason in the overt feminization of Buffy in season 3 (just how 
many times could she cry that season while Faith took over all the badass-ness?), Jonathan obviously felt 
that Buffy of season 3 was still too much of a man for his liking, resulting in—taa daa—the regular old gal 
Betty (“I’m the Slayer, the Slayer, isn’t that supposed to mean something?”), who is a fluffy battle kitten 
rather than the owner of the umbrella or star of the opening credits. Instead, we have the Jonathanization 
of the credits: Here is Jonathan upstaging all of the usual suspects: shooting a crossbow; disarming a 
bomb; smiling back at Xander (Oh Xander you dawg!); some smarmy dude in a tux; secret agent-like in a 
tux with a gun; doing a kung-fu move; and, finally, walking in grim- reverse-Angelesque-slow-mo towards 
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the camera, trench coat and all.

(18) Part of what “Superstar”—like Fame Whore—does is precisely to dramatize, i.e. externalize and render 
palpable, the processes of cliché (whereas many serialized texts, as per Eco’s description, tend to do the 
opposite), of the production of use-value, of the reiteration of what we already knew and yet are 
discovering again, yet once more, for the very first time. Thus, the juxtaposition of Jody George—who is a 
fag in drag as a straight stud—against the montage of the glamour boys is almost directly analogous to 
what we’re looking at and listening to when the assembled cast of Buffy—and most especially Xander and 
Giles—are totally erotically fascinated with this Jonathan character. Yay verily, their commitment to and 
investment in the apparently natural and timeless reign of Jonathan Uber Alles (and especially poor, poor 
Xander) heighten and intensify the sense of incongruity on the part of even the casual viewer. Jonathan has 
become the cliché. He is one cliché, yet he—rather, his image (for he is nothing but an image: Adam 
recognizes this instantly, Buffy actually intuits it from the opening scenes) has proliferated to the degree 
that it has acquired a monopoly over all of the other images. This is why he can simultaneously be Michael 
Jordan, a swimsuit model, the inventor of the internet, the author of the book Oh, Jonathan!, Hugh Hefner, 
Frank Sinatra, Angel, James Bond, a hard-boiled detective type, a witty roué, friend and advisor to the 
traumatized and the lovelorn and the downtrodden, military tactical analyst, and so on, and so on. 
Jonathan literally becomes all things and everything to all people. He is not a superstar, he is THE super-
duper-star.

(19) Flat out, one of the things that we see happening in “Superstar” is the exposure of cliché in terms of 
Buffy—transgender action is not usually a cliché across the board but within the series it has become 
exactly that that is habitually recognized. So, in this spirit, Buffy is the example of transgender action, with 
a healthy dose of teenage angst (sole topic of otherworldly scary teenage shows like My So-Called Life, 
etc.) thrown in for good measure. The category of transgender action derives in part from Judith Butler’s 
theorization of gender in Gender Trouble. As a tenet on which to base this thinking, we should keep in mind 
that “when the constructed status of gender is theorized as radically independent of sex, gender itself 
becomes a free-floating artifice, with the consequence that man and masculine might just as easily signify 
a female body as a male one, and woman and feminine a male body as easily as a female one” (6). If 
gender is seen as the necessary subjugation of the sexed body under cultural law, what we then have in 
Buffy is a jamming of sensory motor schemata usually associated with a set of common sense givens about 
society. Television, out of the various media, leaving far behind here Eco’s work on typologies and 
repetition, can more effectively work to challenge or subvert codes and clichés (for Deleuze, cliché is 
principally a function of automatic or habitual recognition—as in common sense) exactly because of its 
serialized form, e.g. Twin Peaks and Buffy, in that the continued presentation of difference, a promiscuous 
contamination, can be presented weekly or, with syndication (at the end of the fifth season), potentially 
indefinitely.

(20) As you may well have surmised, it is not that transgender action is a category cornered by Buffy: it 
certainly already has a history of its own (Wonder Woman, Charlie’s Angels, Thelma on Scooby Doo). But 
Buffy offers a more elaborated example of transgender action than previously watched, in that transgender 
action encompasses multiple characters—yes Buffy is still special but this notion of fluid gender construction 
is not individualized to just her and her special status. The serialization is one of an elaborated plot, with 
the supernatural and the everyday intimately connected, versus, say, the lack of attention to mundane 
development in other transgender shows. Buffy’s physical prowess is unmatched by any human character 
or (at this point) inhuman as Spike has become the harmless fangboy. This traditionally male attribute 
(physical power) is then combined with Buffy’s overwhelmingly banal feminine appearance, an appearance 
which is intensified by her consistently overtly feminine and—dare we say—sexy attire. So, while opening a 
can of whupass on any number of demons (human or not), Buffy is often wont to wear short skirts and 
heels in battle (seldom bruising or messing up her hair, or for that matter, making the cheerleader squad 
or becoming prom queen)—visually reinforcing the anachronistic use of gender in relation to her character. 
Buffy’s fluid gender construction is furthermore highlighted through the pairing of Buffy and Riley “The Only 
Reason I Have Physical Strength Is Because They Shot Me Up With Steroids” Finn, aka “Cowboy 
Guy” (“Restless,” 4022), the stereotypical, hyper-male hero with his military connections (A-Team), 
machismo, and six-pack abs.
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(21) Earlier we briefly mentioned how Buffy implicitly contains any number of spin-off series. This is the 
whole point of the “Previously.” The incidental detail—the relatively lame episode (“Earshot”)—can suddenly 
attain monumental proportions vis-à-vis the ongoing recombinant accumulation of the series across a 
duration that is simultaneously fictitious and historical, fantasy and reality (after all, there was a movie 
called The Matrix—whose thematic relevance to this episode should be clear enough; after all, the US 
women’s soccer team really did win a stunning world title, and it’s probably safe to imagine that Jonathan 
had something to do with the manufacture of the new-and-improved Nike sports bra that Brandy Chastain 
revealed precisely at the moment of Triumph).

Next time on Buffy . . .

(22) On Tuesday, July 25, 2000, we each of us independently read an article in the Pittsburgh Post-Gazette 
that again shocked us—this being some two-odd months after the Season Finale and some three- or four-
odd months after we started to try to work out our ideas on the series. (Yet again, how do you write on a 
series currently in production?) We found out in this extra bit of audiovisual circulation that “Hush” was up 
for an Emmy. Stunned—“No Jonathan?” Yet . . .

(23) But Buffy is still an only child. Or is she? (David) Fury (supervising producer of Buffy) said Dawn will 
be introduced at the end of the season premiere. For the first five episodes of the season, everyone will 
remember Dawn as part of Buffy’s life. (Rob Owens D-6)

We have talked extensively about how Buffy’s history is endlessly open to recombination, a recombination 
that changes the present and the way we view past history. While many a series has pulled a loop at the 
end (or middle), such as St. Elsewhere or Dallas or any number of conflicting governmental administrations 
(Bautista, Peron, Reagan, Clinton, Hussein), Buffy has been known to, and obviously will be known to, self-
referentially play with that which we think we know constantly and consistently.

(24) In our discussion of these episodes, we have been making reference to a number of theoretical texts. 
However, we think that it would be a mistake to assimilate Buffy to these texts, as though the series were 
merely an example of various theoretical abstractions. To the contrary, if "theory" gives us ways of talking 
about Buffy, Buffy (which is itself a theoretical text) gives us ways of thinking about "theory." Thus, our 
attempt to write about television also represents an attempt to re-imagine the relationships between 
"popular" and "academic" knowledge.

 [1] Editors’ note: As the reader will no doubt realize, the present essay was written at the end of the 
fourth season of BtVS.   
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Rhonda V. Wilcox 
"Every Night I Save You": Buffy, Spike, Sex and Redemption

 
For Godsake hold your tongue, and let me love 

………………………………………………. 
Call us what you will, wee are made such by love;
  Call her one, mee another flye,
We'are tapers too, and at our owne cost die,
  And wee in us find th'Eagle and the Dove.
The Phoenix riddle hath more wit
By us, we two being one, are it.
So to one neutrall thing both sexes fit,
  Wee dye and rise the same, and prove
  Mysterious by this love.
John Donne, lines from "The Canonization"

"When I kiss you, I want to die." 
Buffy to Angel, "Reptile Boy" (2005) 

 
"When I kiss you, it'll make the sun go down." 

Dream Riley to Buffy, "Hush" (4010) 
 
"The sun sets, and she appears." 

Spike to Buffy, "Once More, with Feeling" (6007) 
 
"Every night I save you." 

Spike to Buffy, "After Life" (6003)

 

[1]Love, death, rebirth, redemption—the connection of these is certainly not new to Buffy the Vampire 
Slayer. In the late sixteenth and early seventeenth century, the word-play equating sex and death was a 
favorite of John Donne and other Metaphysical poets. The relation of sex and death might be causal—a 
carpe diem appeal to a mistress—or metaphoric—a representation of the transcendence of the intercourse 
of lovers. While the Metaphysical poets' striking conversational style and exuberantly noticeable metaphors 
suggest that they are part of Buffy's distant literary lineage (on language and symbolism, see Wilcox, 
"There"), the connection of love and death runs throughout literary and cultural history. The physical act of 
love and the physical experience of death can both be seen as threshold events, as scholars such as Victor 
Turner and Joseph Campbell have acknowledged; they can both be seen as transformative, involving a 
sometimes transcendent change of condition. Most of these terms can, of course, be applied to vampires, 
those liminal creatures who revisit, night after night, the edge of life and death. and whom many scholars 
see as representing the id, the unconscious, repressed urges let loose. The pre-vampire version of the 
character would then represent the ego or conscious self. We recognize this two-sidedness as metaphor; 
but those with a knowledge of literary history may also at this point find themselves thinking of the strange 
case of Dr. Donne, a very two-sided personality: Jack Donne, the wild young author of bawdy love poetry, 
who was converted to the Reverend Dr. Donne, Dean of St. Paul's, a famed and powerful preacher. The 
metaphor resonates because it touches reality. And today, the text in which this metaphor and reality 
converge most powerfully is Buffy the Vampire Slayer. 

[2]Not only horror scholars in general but Buffy scholars in particular, such as Diane Dekelb-Rittenhouse, 
Tanya Krzywinska, Roz Kaveney, and Mary Alice Money have discussed the vampire versions of characters 
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in Buffy. Multitudes of vampires in Buffy are fated to be nothing more than dust, but for a few we know 
both the human and the vampire version, and those few are generally allowed to live. They are thus also 
allowed to display the ego-to-id relationship of the human-vampire elements of the personality. As has 
often been noted, when the alternate-universe Vamp Willow makes her appearance in Sunnydale, we get 
our first inkling of Willow's lesbian leanings; and in a variation on the order of the change, the vampire 
Angelus's cruel obsession with Buffy is a transmutation of the love of Buffy born by Angel, the vampire with 
a soul: as Willow says to Buffy, "You're still the only thing he thinks about" ("Passion," 2017). Drusilla, the 
chaste nineteenth-century girl who was to have become a nun, the bride of Christ, becomes instead the 
sadistically sexual paramour of the vampire Spike. The alternative world's harder side of Xander feasts on 
Cordelia with Will—clearly a vampiric extension of the urges the normal Xander felt for Cordy. We also see 
vamp/nonvamp versions of both Darla and Harmony—who, however, seem to have lived their lives in fuller 
expression of their ids, since the change is not marked for either: Darla goes from colonial prostitute to 
bloodsucker, Harmony from high school ditz to vampire ditz. Only briefly, in the episode 
"Nightmares" (1010), do we see the vampire face of Buffy—and so briefly, in fact, that we do not see any 
evidence of a vampire personality. 

[3]We do, however, see an extensive exploration of Buffy's dark side through two other characters: Faith 
and Spike. And as we move to this variation, we will move from Freudian analysis to include Jungian. To 
quote a very simple expression of the idea by Jung, "the realm of the shadow [. . .] is [. . .] the negative 
side of the personality" (147). As Don Keller and I, among others, have discussed, the dark-haired, violent, 
promiscuous Slayer Faith is Buffy's Shadow figure. In Faith, Buffy has battled the dark side of herself, and 
they have yet to come to resolution—though, interestingly, Buffy's Shadow Faith has taken Angel as her 
Vergilian guide through hell in her search for atonement on his eponymous series. And Buffy has at least 
recognized the need to allow that search, because, as Faith says to her, "[You] kill me, you become 
me" ("Enemies," 3017). Less obvious but even more interesting is the relationship with Buffy’s second 
shadow, Spike. 

[4]It is not until the fifth season episode "Fool for Love" (5010) that we see the late Victorian human 
version of the vampire we have known as Spike, or William the Bloody. Certainly the living William qualifies 
as an exemplar of repression of the id: when asked to join a conversation about a rash of recent, 
presumably vampiric, disappearances, he remarks, "I prefer not to think of such dark ugly business at all. 
[. . .]I prefer placing my energies into creating things of beauty," such as his poetry, which his 
acquaintances term "bloody awful." The Spike whom viewers have come to know since season two is a 
cheerfully vicious black-leather-wearing punk with peroxide blond hair, starting out as half of a Sid-and-
Nancy set, with the raven-haired Drusilla, and later sidetracked by the implantation of a chip in his head 
which prevents his harming humans. The Victorian William, however, is dressed in a foppish suit that 
recalls not only the three-piece outfit Spike wears in "Tabula Rasa" (6008), but also the one in Xander's 
dream in "Restless" (4022), when Xander imagines Spike training to be a Watcher under the guidance of 
Buffy's mentor the Watcher Giles (and in fact Spike has recently performed some of a Watcher's 
informative functions). Furthermore, instead of white-haired, William is as blond as Buffy. 

[5]In the excellent short essay, "Spike as Shadow," Delores J. Nurss explains: 

Spike has devoted a century to acting out William's shadow [and that also], Spike 
particularly reflects Buffy—he forces her to confront the fact that she is as much of a killer as 
he is, however much of a good guy she tries to be. But [the] Shadow doesn't just hold the 
bad things you've suppressed, but also the good you've turned your back on. When Buffy 
has difficulty relating to her Mom [sic], she comes home, to her horror, to find Spike sipping 
tea with Joyce and crying on her shoulder. When Buffy fears to ever fall in love again, Spike 
falls in love with her. In the context of [the] Shadow, Spike has not made one inconsistent 
move, ever. 

Nurss’s remarks on Spike as Shadow are, I think, very illuminating. Certainly Jung's words about the 
Shadow seem very apt: it "behaves more or less like a primitive, who is not only the passive victim of his 
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affects but also singularly incapable of moral judgment" (146). However, if we wish to be strictly Jungian, 
we might note that Jung says that "the shadow [ . . .] is always of the same sex as the subject" (147). For 
a "contrasexual figure," "we meet the animus of a woman, and the anima of a man, two corresponding 
archetypes" (147), a male element of the female, and a female element of the male. Spike might be seen 
as Buffy's animus, and Buffy as Spike's anima. I find it interesting that one of the terms Jung mentions for 
the anima is the phrase "My Lady Soul" (though he dislikes the term as "too vague," 150-51—and sounds a 
bit like Barry White), a phrase which seems poignantly appropriate if we see Buffy as representing Spike's, 
or William's, anima. Despite the occasional felicity of application, I choose not to be too strictly Jungian, 
since that would involve acceptance of declarations such as Jung's remark that "In women [. . .] Eros ["the 
function of relationship"] is an expression of their true nature, while their Logos ["cognition"] is often only a 
regrettable accident" (152). With comments such as these in mind, I am more than willing to overlook 
Jungian gender specifications and stretch a point to call Spike Buffy's Shadow as well. As Ursula K. Le Guin 
says, "Jung's terminology is notoriously difficult, as he keeps changing meanings [. . .]" (58). In fact, if one 
employs the connection of the animus to the "paternal Logos" (152), it seems hardly Spike-like at all. But 
using another emphasis in the definition of the animus, Spike (not William) as quintessential masculine 
seems quite appropriate. As I have written elsewhere ("Who" 6), the name Spike is clearly phallic; the 
whole Spike persona seems a highly masculinized compensation for the relatively feminized poet William. 
Whether animus or shadow, it is still true, as Nurss says, that it is dangerous to ignore it, destroy it, or be 
seduced by it. 

[6]And thus we return to love and death. In "Fool for Love," the episode in which we first see William, the 
softer side of Spike, we also see Spike kill two Slayers. As he describes their deaths at Buffy's request, he 
explains to her that "Every Slayer has a death wish—even you." He warns her that she's "just a little bit in 
love with it," that someday she'll feel the desire and "the second that happens, you know I'll be there—I'll 
slip in." In this emotionally charged scene, the image of the phallic Spike "slip[ping] in" unquestionably 
joins visions of sex and death. So, of course, does Buffy, when she tells the ensoulled Angel, "When I kiss 
you, I want to die"—not an idle comment, made to a vampire. When Buffy imagines Riley in her dream in 
"Hush" (4010), she has him say, "When I kiss you, it'll make the sun go down." As Don Keller suggests, the 
sun going down suggests the unconscious (170). I would add that, despite this statement's coming from 
Buffy's imagined sense of Riley, who is soon to be her boyfriend, still the combination of the kiss, the 
unconscious, and the setting sun evoke the image of a vampire again. Of Buffy's three major sexual 
relationships, two—the first and last—have been with vampires—the very notably named Angel and Spike. 
(I plan to write an entire essay on naming in Buffy.) Angel can never make love with his beloved Buffy 
because he will lose his soul if he does; his absolute restraint puts him in the position of the superego, 
while Spike at first clearly expresses the id. And of course, their names correspond to these functions. As 
for Riley, only in Buffy's dream does he make the sun go down, does he access the unconscious in his 
relationship with her; as Spike tells him, Buffy wants some "monster in her man" ("Into the Woods," 5010), 
and Riley does not have that in him. 

[7]As for Buffy herself, as Spike notes, "The sun sets, and she appears." The Slayer, who fights the forces 
of darkness, is, like the vampires, a liminal character, on the edge between light and dark. To fight for the 
light, she must move through the darkness; and, after her dream encounter with the first of all Slayers and 
her actual encounter with Dracula, she agrees that, as they say, her "power is rooted in darkness" ("Buffy 
vs. Dracula," 5001)—i.e., her connection to the unconscious. In the context of the musical episode in which 
Spike says "the sun sets, and she appears," we are also aware of the fact that he means she has come to 
him again (though at this point their relationship is not actively sexual); in her unhappy state after her own 
return from death, she is drawn to his darkness. In sum, at this stage Buffy's desire for Spike and her 
desire for death are equivalent. 

[8]What are we to make, then, of the last epigraph—Spike's declaration that "Every night I save you"? It 
contains at least two thematically important points. The most literal and obvious, paradoxically, contradicts 
the direct statement, because Spike does not save Buffy. The context is this: He makes the statement in 
"After Life," the third hour of the sixth season. At the end of the fifth season, Buffy had sacrificed her life to 
save the world and her sister in particular. In spite of the efforts of her friends the Scooby Gang (including 
Spike), a wound has been opened in the world, which Buffy has healed with her own body. Her sister Dawn 
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(another of the significantly named characters) has been chained to the top of a giant tower (Is there a 
Freudian in the house?) at which the opening is located, and into which Buffy flings herself. Despite Dawn's 
offer, Buffy will not allow her fourteen-year-old sister to take that plunge. The only other member of the 
Scooby Gang we ever see at the top of that tower is Spike, who has promised to protect Dawn and is flung 
down hundreds of feet to the ground, the fall of the white-haired vampire recalling the fall of Lucifer. The 
entire scene, with the tower and the glowing opening, can be seen as a Freudian representation of sexual 
joining. And Spike does come close to joining Buffy there, but he is not quite ready, not quite worthy; when 
she falls, she falls into the light; when he falls, he falls into the earth (literally, almost into the cracks of 
earthquake, though he pulls himself back just in time). 

[9]One hundred and forty-seven days pass (the precise figure is of Spike's providing), and Willow, Xander, 
Tara, and Anya cast a spell which brings Buffy back: they fear that, like Angel in similar circumstances, she 
has been suffering in a hell dimension, and indeed she seems withdrawn and unresponsive. She goes to 
visit Spike in his crypt, pausing on the way in front of a funerary angel statue which creates a visual of 
Buffy outlined by wings. Spike, in the lower level of his crypt, smashes his hand against the rocks as he 
thinks of her: he knows Buffy has smashed her hand as she "clawed her way out of her coffin," 
emphasizing again the mirroring of the vampire and this Slayer ("Done it myself," he says). These two are 
both emotionally wounded, and when Spike emerges from below to find her in the upper level of his crypt, 
they each acknowledge the other's wound. Then he begins a more formal speech. In "After Life," Sarah 
Michelle Gellar and James Marsters perform what I call "mutual soliloquies"—each delivers to the other a 
speech which is in effect (in terms of both length and revelatory content) a soliloquy, while the other actor 
silently responds. It is an acting challenge which few could meet with the extraordinary skill of Gellar and 
Marsters. Gellar's responses are muted because of Buffy's condition, which we only know for certain by the 
end of the episode after the second "mutual soliloquy" in which Buffy informs Spike that she thinks she was 
in heaven, and was "torn out" by her friends. But for now we hear Spike's confession: 

Uh—I do remember what I said. The promise. To protect her [Dawn]. If I'd 'a' done that, even if I 
didn't make it, you wouldn't have had to jump. But I want you to know I did save you—not when it 
counted, of course, but after that. Every night after that. I'd see it all again. I'd do something 
different—faster, more clever, you know. Dozens of times, lots of different ways. Every night I save 
you. 

[10]Of course literally, as he is very unhappily confessing, Spike does not save Buffy. I can remember, 
after the second season of The X-Files, actually counting up the times Scully rescued Mulder, and vice versa 
(and at that point they were actually about even). Buffy is never the passive recipient of rescue by a 
solitary male. Sometimes males help her, or participate in a group effort, as Angel and Xander do in 
"Halloween" (2006) or "Reptile Boy," or as Spike himself does in "Family" (5006) (unseen) or "Blood 
Ties" (5013); but Buffy is never simply rescued by a solo male hero. [1] In fact, as many viewers know, 
she began her existence as a reversal of the stereotype of the little woman in need of saving. It is 
thematically positive that Spike does not literally save Buffy. But listen again to his words: "Every night I 
save you." For this line's second thematically important point, we must return to the underlying pattern of 
Buffy's relation to the night, the unconscious, the id, the shadow, or the animus. The hero must embrace 
this darkness to become truly strong—to save herself; and as the sixth season proceeds, Buffy embraces 
Spike. 

[11]Even before her death, Buffy has been concerned about her deadening emotions. In the fifth season 
episode "Intervention" (5018), she says to Giles, "Maybe being the perfect Slayer means being too hard to 
love at all." At the beginning of the fifth season, she has asked Giles to help her investigate her roots in 
darkness; now he directs her to a quest during which she speaks with a Spirit Guide in the form of the First 
Slayer. Buffy asks if she's losing her ability to love—"not just boyfriend love"—and the Spirit Guide tells 
her: "Only if you reject it. Love is pain. And the Slayer forges strength from pain. Love—give—forgive—risk 
the pain—it is your nature. Love will bring you to your gift. [. . .] Death is your gift." 

[12]This cryptic pronouncement has already been given one resolution, as Buffy realizes in the one 
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hundredth episode, "The Gift" (5022), that she can give her life in place of Dawn's. With this essay's 
discussion in mind, however, I would like to propose another application, though the explanation may take 
some time. By the sixth season it is generally accepted that Spike actually loves Buffy; his actions at the 
time of and after her death—a time when he, unlike the other Scoobies, was not planning for her return—
show that he has not been motivated simply by lust; and in "Dead Things" 6013), the wise Tara tells Buffy, 
"He does love you." Buffy, however, repeatedly rejects this belief. In episode after episode, she says that, 
as a soulless vampire, he cannot feel anything. And in this view, of course, she projects her own emotional 
deadness. Especially after her literal return from the dead, she has felt emotionally detached. In the 
musical episode "Once More, with Feeling" (and note the last word of the title), just before she and Spike 
engage in their first romantic kiss (which closes the episode), she sings, "This isn't real, but I just want to 
feel"—whereas he sings, "I died so many years ago; you can make me feel as though it isn't so." It should 
be noted that the device of the episode is that a magic spell makes the characters sing their innermost 
feelings. 

[13]Many critics (including me) who have discussed Faith's doubling of Buffy have cited the scene in which 
Faith has possessed Buffy's body and, in the shape of Buffy, batters the body of Faith, calling herself 
"disgusting, murderous" ("Who Are You?" 4016). It is a powerful image of self-hatred. In "Dead Things," 
the scene is recapitulated with Buffy's other double, Spike. Again we see Buffy above, battering the figure 
that represents the hated quality—in this case, Spike. Why does she strike him until his face looks almost 
as damaged as it did after Glory tortured him? Because, in trying to save her, he has insisted that he loves 
her, whereas she says (punctuating the words with punches), "You don't have a soul—[. . .] you're dead 
inside—you can't feel anything real." And yet at the end of this episode, Buffy is telling Tara that the only 
time she feels anything is when she is with Spike; and she sobs to her friend that Tara must not forgive 
her. 

[14]As the Spirit Guide says, Buffy does need to forgive; she needs to forgive herself; she needs to forgive 
Spike, and the side of herself represented by him; as the Guide says, she needs to "risk the pain." In "Hell's 
Bells" (6016), the episode of Xander and Anya's failed wedding, a meddling demon comments, "Sometimes 
two people—all they bring each other is pain," just as we cut to a scene of Buffy and Spike meeting. In the 
preceding episode, she has broken off their torrid affair with the words, "I'm sorry, William"; with the use of 
his human name, there is an implicit (and rare) acknowledgment of that other self in him. At the wedding, 
both of them are pained by their meeting; but the two are so genuinely kind to each other that there is as 
much caritas as eros in the scene. "Not just boyfriend love," indeed. 

[15]While I thoroughly enjoy observation, when it comes to Buffy I am not good at speculation. I will 
suggest, however, that despite the months of a passionately sexual affair and despite the apparent 
resolution of the kindness of the scene in "Hell's Bells," Buffy has not fully recognized her darker aspect; 
Buffy has not fully embraced her Spike. She cannot accept the possibility that he could change. In her 
essay on "The Undemonization of Supporting Characters in Buffy," Mary Alice Money expands on a 
comment by Golden and Holder to define the ability to change and to feel as the primary criteria for 
humanity. Buffy is barely beginning to conceive of the possibility of darker, even demonic elements in 
herself (see, e.g., "Restless"); and it may be even harder to contemplate the possibility of humanity in 
Spike; what would the implications be for her work as Slayer? Spike's is a metaphysically interesting case 
because of the difficulties it poses. As many critics have noted, Buffy is important in part because of the 
increasing moral complexity of its universe. The character Angel clearly contributed to the building of that 
complexity by being a vampire capable of good. However, since Angel is good because he possesses a soul, 
he still represents an essentialist definition of good. Spike owns no human soul, yet repeatedly does good; 
if he can be seen as capable of change, capable of good, capable of love, then he can represent an 
existentialist definition of good. The chip which prevents him from harming humans can be paralleled to 
psychiatric medications which allow sufferers a respite and the chance to work through their psychological 
issues. The subsequent change is thus not simply physiological. 

[16]The change may be indicated in part by the metaphor of light and dark in the series. Just as coming to 
know the night within herself may help to save Buffy, so too Spike may need to come into the light of day. 
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In "After Life," just before she confesses to Spike (and only to Spike) that she thinks she has been in 
heaven, Buffy comments with surprise on his being out in the "daylight" yet, as he says, "not on fire? Sun's 
low enough; it's shady enough here." Along with this serious scene, there are many comedic instances 
(beginning as early as the fifth season) when Spike bundles himself up  under a blanket in order to be near 
Buffy--and hence in the daylight. "Normal Again" (6017) provides another serious moment illuminated by 
light imagery: As Spike advises Buffy to "Let yourself live, already" and announces that he will tell her 
friends about them if she does not, he steps towards her but flinches and physically recoils: he has moved 
directly into the sunlight, and that is something he is not able to withstand. The expression on his face 
recalls his reaction to pain from the chip. He says that if her friends won't accept her having a relationship 
with him, Buffy can join him in the dark. However, the room in which he stands is actually lighter than the 
place he occupies in "After Life." As Buffy rests in the sunlight, he is unable to reach her, but he has tried--
and it seems he is closer than he once would have been.[2] Not only such imagery, but words and actions 
in other scenes also suggest some degree of change.  In "Hell's Bell's," when Buffy tells him that it hurts to 
see him with a woman they both know he has brought to the wedding solely to make Buffy jealous, his 
first, unthinking response is to say "I'm sorry"; then corrects himself to say "or—good." When (in 
"Smashed," 6009) he believes his chip has completely stopped working (before discovering that it has 
stopped reacting to Buffy alone among humans,[3] he goes hunting for a human to eat; but when he 
chooses one, he seems to have to talk himself into the vampiric act, with a diatribe of some length in front 
of the intended victim. With remarks like, "Just 'cause [Buffy's] confused about where she fits in, I'm 
supposed to be too? 'Cause I'm not," he seems to protest too much. He appears intent on convincing 
himself that "I'm evil," yet he also delays the vampiric attack: "I know what I am. I'm dangerous. I'm evil. 
[. . .] I am a killer. That's what I do. I kill. And yeah—maybe it's been a long time. But it's not like you 
forget how. You just do it. And now I can again—all right? So here goes." In the end, he almost apologizes 
to the intended victim: "This might hurt a little." In the next episode, "Wrecked" (6010), he goes with Buffy 
to locate the floating hideout of a master of dark magic, Rack, to which Will has taken Dawn. Rack's place, 
Spike explains, can only be sensed by witches, vampires, and others "into the Big Bad." Interestingly 
enough, Spike never finds the hideout; he complains that Buffy is interrupting him too much; and after 
searching for some time, they simply hear Dawn scream. Why is it so hard for Spike to find Rack's place? 
Could it be that Buffy is affecting him—that he is no longer so deeply "into the Big Bad"?

[17]It is also worth noting that Buffy and Spike do not make love until they discover that he can physically 
harm her—and though they do engage in their usual violent "dance" ("That's all we've ever done," he tells 
her in "Fool for Love"), he never really hurts her. One might certainly argue that she is drawn to him all the 
more powerfully because of the literal danger of death; "Every Slayer has a death wish." But one might also 
suggest that that there is an unacknowledged trust between them (as indeed Spike argues in "Tabula 
Rasa," though Buffy denies the idea in "Dead Things"). In any case, these two characters, who could have 
killed each other and have each literally died, die in each other's arms only metaphorically. 

[18]John Donne would have enjoyed them. Donne was said to be ruined by his marriage to a woman above 
him; only after years of struggle and difficulty and, finally, conversion, did he emerge as the preacher who 
reminded us that "no man is an island" ( a prime theorem in the Buffyverse)—and that the bell of death 
"tolls for thee," tolls for us all. Buffy and Spike, who have each physically died, have access to the 
unconscious, and their love-making is powerful—but sex and death are not enough. Spike tells Buffy that 
he knows her, that she is like him—and he is right; he knows her dark side in both its strengths and 
weaknesses. But he does not know all of her; and even more significantly, he does not know all of himself, 
any more than she knows all of him or of herself. Whether or not there is backsliding or a slow, straight 
climb up, I expect to see more from both Spike and Buffy. The quest for self-knowledge is part of life and 
growth; as Joss Whedon says, "I think of Buffy as life [. . .] Life doesn't stop [. . .] We're always changing 
and growing" (Kaveney cover). And as Ursula K. Le Guin says, "the shadow is the guide [. . .] of the 
journey of self-knowledge, to adulthood, to the light. 'Lucifer' means the one who carries the light" (61). To 
the degree that we can live with the failure, face the darkness, and risk the pain, then we can find hope, 
faith, and maybe even love in the words, "Every night I save you." 
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[1] In “Prophecy Girl,” Angel and Xander work together to first find (Angel) then breathe life into (Xander) 
Buffy. In "Angel," Angel stakes Darla; in "Fool for Love," Riley intervenes when Buffy has been stabbed; but 
in these and similar cases, Buffy is certainly in on the fight and might have succeeded in the end without 
help. Cf. Spike in "Intervention," as he allows himself to sink down in the elevator only after he knows 
Buffy has arrived to fight Glory's minions; he had previously prepared himself to go on fighting alone. 

[2] The preceding material in paragraph 16 was revised April 28, 2002. The following passage originally 
appeared at this point in the essay. Thanks to Dawn Heinecken and Susan Wright for pointing out to me the 
fact that Spike was flinching from the sun.

In "Normal Again," when Spike confronts Buffy about their relationship, he physically recoils 
as he is about to hurt her emotionally, the gesture recalling his standard reaction to pain 
from the chip. Yet attentive viewers know that his chip no longer reacts to Buffy (as he and 
Buffy discovered just prior to their first lovemaking); therefore his flinching without chip-
stimulus suggests that he has internalized the response to causing pain. Furthermore, he is 
reacting to the thought of causing not just physical but nonphysical, emotional pain. Other 
scenes also suggest some degree of change.

[3] In "Dead Things," Buffy asks Tara to find out if Buffy has "come back wrong" from her resurrection. The 
idea that she is "wrong," changed to be closer to evil, may have made it easier for Buffy and Spike to come 
together sexually. However, Tara says that while Buffy has undergone a slight physical change which 
apparently fools Spike's chip, she is still the same person. Thus Buffy must confront the fact that her 
reaction to Spike is something within her "normal" self. In “Normal Again” (6017), it is when Buffy is 
confronted by Spike about their relationship that, in apparent avoidance, she decides to throw away her 
medication (cf. Spike’s chip) and thus leave the “normal” Sunnydale Buffyverse to take asylum in the 
otherverse’s mental institution. 
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Zoe-Jane Playdon 

“The Outsiders’ Society”: Religious Imagery in 
Buffy the Vampire Slayer 

 
Eve am I, great Adam’s wife, 

I killed Jesus long ago . . . 

Irish lament

Theoretically there would be no such thing as 
woman. She would not exist.

Luce Irigaray, Speculum of the Other Woman 

 

A shorter version of this essay 
appeared in Reading the Vampire 
Slayer, ed. by Roz Kaveney (London 
and New York: Tauris Parke 
Paperbacks, 2001: 120-47). 

 
  

For Molly and Emily 

Invitation 

(1) “As a woman, I have no country. As a woman I want no country. As a woman my country is the whole 
world.” [1] The famous declaration is Virginia Woolf’s, championing in Three Guineas, women’s rights both 
to education and entry into the professions, in a seminal feminist manifesto, important aspects of which, I 
shall suggest, are reflected in Buffy the Vampire Slayer. 

(2) In this essay, I should like both to celebrate and to critique the Buffy series, by placing it in the larger 
contexts of Western feminist spirituality and political thought. Especially, I intend to argue that Buffy 
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represents a particular combination of knowledge and power which places her outside the mainstream of 
super-heroes and leads to particular ideas of learning, of spirituality, and of citizenship. These ideas place 
Buffy and the Scoobies outside the dominant discourses of Western patriarchy and closer to Virginia Woolf’s 
idea of a group of women, which: 

would have no honorary treasurer, for it would need no funds. It would have no office, no 
committee, no secretary; it would call no meetings; it would hold no conferences. If name it must 
have, it could be called the Outsiders’ Society. (Three Guineas 232) 

(3) Over the years, the feminist project has been concerned to slay its own vampires, in the form of ideas 
that, hundreds of years old, have prowled and fed on society’s marginalized communities, especially 
women. My invitation, therefore, is to come on patrol with a select group of Slayers, to join Buffy, the 
Scoobies, and feminist thinkers, and to help in doing the dusting. [2]

Cemeteries and Sunlight

Cemeteries 

(4) Let me map out the territory you will be working in. On the one hand is a monumental cemetery full of 
dead white males, the grand narrative of Western thought from Freud back to Plato, which, as Irigaray 
points out, consistently excludes women, by denying them subjectivity, that is, an existence of their own, 
in language, thought and imagination. [3] They provide the patriarchy, state-sanctioned patterns of 
thought and action, which consistently abject, or cast out from social identity, marginalized groups and 
individuals, who do not meet their economic or political definitions.  Such works are not only the product of 
men, of course, so that, for example, the tradition may be typified by works such as Janice Raymond’s The 
Transsexual Empire [4] and Germaine Greer’s The Whole Woman. [5] Both of those female writers provide 
deterministic, dystopian accounts of woman as having an homogenous identity which is inescapably 
constructed by white, capitalist, male heterosexism. [6] 

(5) Judged by standards such as Raymond’s and Greer’s, Buffy is another degrading sexploitation of the 
patriarchy, a woman who is objectified as a function –”the Slayer”—and controlled to serve ends which are 
not her own. She is a constructed woman, a kind of “cyborg,” “a creature of social reality as well as science 
fiction”: [7] constructed within the terms of the series, as the means for a male elite, the Council, to get 
their dangerous work done; constructed by the entertainment industry as soft SM porn, disguised as 
adventure story to legitimize scenes of violence against women; and constructed within media capitalism to 
provide image-branding and related merchandising opportunities, whether as tie-in “Buff-Stuff” or generic 
halter-neck tops for eleven year old girls. 

Sunlight

(6) Exposing these ideas to sunlight, though, is the job of a more recent literature. Feminist writing 
reclaims the agency of marginalized individuals, it valorizes subjectivity, and it resists the fixity of state-
sanctioned patterns of thought and behavior. So, Virginia Woolf’s declaration in 1938 provides a reference 
point for Rosa Braidotti’s idea of a feminist “nomadic consciousness,” sixty years later. For Braidotti, 
nomadism is “the subversion of set conventions . . . not the literal act of traveling.” [8]   One expression of 
nomadism, therefore, is Luce Irigaray’s devastating critique of Western thought, from Freud back to Plato, 
which argues that it is consistently structured to exclude women, by denying them subjectivity, that is, an 
existence of their own, in language, thought and imagination. [9] Similarly, Monique Wittig points to the 
abjection, the casting-out from social identity, of lesbians: “Lesbian is the only concept I know of which is 
beyond the categories of sex (woman and man), because the designated subject (lesbian) is not a woman, 
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either economically, or politically, or ideologically.” [10] 

(7) Trans theory—the use of the lived experience of intersexed and transgendered people to critique 
contemporary notions of gender and sexuality—provides a further means of exploring liminality, that is, the 
“in-between” areas that constitute the physical and intellectual boundaries of society. [11] Works such as 
Leslie Feinberg’s Transgender Warriors demonstrate how women’s oppression and trans oppression 
intersect, [12] while Boys Like Her [13] by Taste This, compounds the literal process of border-crossing 
with that of transgressive gender performativity. These ideas, and feminist thought in general, are 
accessible to everyone, not just women: male writers such as Deleuze and Foucault [14]   contribute to 
feminist thought, which is concerned with the circumstances of all people, just as Giles and Xander are part 
of the Scoobies, who protect all Sunnydale.  

(8) The stakes are, these ideas against the body of knowledge that represents the patriarchy. This essay 
invites you to become involved in an argument that Buffy offers not degrading readings of woman in 
society, but emancipatory ones, and that the series is suggestive of a series of feminisms: feminist theory, 
feminist mythology, and lesbian feminist politics. The aim is not to track down every allusion in the series, 
but to provide a framework against which you can test your own views and understandings of Buffy. 
Finally, apart from an occasional excursion to Los Angeles, the territory ends at the boundaries of 
Sunnydale since, to work within the restrictions of length, the focus of this essay will be on Buffy the 
Vampire Slayer, with only tangential reference being made to Angel. 

In Giles’s Library: Philosophy

Education and training

(9) My starting point is, that Slayers are both born and made. As Giles tries to tell Buffy in the first episode 
of the series, “Welcome to the Hellmouth” (1001): 

  

Giles     Into each generation, a Slayer is born. One girl, in all the world, a Chosen One. One born with 
the . . . 

Buffy     . . . the strength and skill to hunt the vampires, to stop the spread of evil, blah, blah. 
I’ve heard it, okay? 

  

Not only is Buffy born as the Chosen One, however, but also part of Giles’s role as her Watcher is to teach 
her how to slay vampires, as a scene in “Angel” (1007) makes clear: 

  

Buffy     (looking at some crossbow bolts): Huh, check out these babies; goodbye, stakes, hello, flying 
fatality. What can I shoot? 

Giles     Nothing. The crossbow comes later. You must become proficient with the basic tools 
of combat. And let’s begin with the quarterstaff. Which, incidentally, requires countless hours 
of rigorous training. I speak from experience. 
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Buffy     Giles, twentieth century. I’m not gonna be fighting Friar Tuck. 

Giles     You never know with whom—or what—you may be fighting. And these traditions have 
been handed down through the ages. Now, show me good, steady progress with the 
quarterstaff and in due time we’ll discuss the crossbow. 

(Buffy demolishes him with the quarterstaff)

Giles     (on the floor, breathing hard): Good. Let’s move on to the crossbow. 

  

(10) The undercutting of Giles’s role in controlling Buffy’s learning, provides part of the humor of the series 
and indicates that the means by which Buffy learns to become a Slayer, as well as being born the Slayer, is 
a particular one, negotiated between them. The introduction of another Slayer, Kendra, in “What’s My 
Line?” Part 2 (2010) makes this point. Kendra has been trained in what is to be understood as the 
traditional way: 

  

Kendra              My parents—they sent me to my Watcher when I was very young. 

Buffy                 How young? 

Kendra              I don’t remember them actually . . . I’ve seen pictures. But that’s how 
seriously the calling is taken by my people. My mother and father gave me to my 
Watcher because they believed they were doing the right thing for me—and for the 
world. 

  

By contrast, Buffy’s single-parent mother is unaware that she is the Slayer, while Giles has made specific 
decisions not to intervene in Buffy’s learning in the usual way. So, in “What’s My Line? Part 2,” he has not 
objected to her having friends who know that she is the Slayer: 

  

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 . . . 
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Giles                 Of course. With Buffy, however, it’s . . . some flexibility is required. 

  

and he has not even bothered to introduce her to the Slayer handbook: 

  

Kendra              I study because it is required. The Slayer handbook insists on it. 

Willow               There’s a Slayer handbook? 

Buffy                 Handbook? What handbook? How come I don’t have a handbook? 

Giles                 After meeting you, Buffy, I was quite sure the handbook would be of no use in your 
case. 

  

(11) The need for Giles to support Buffy’s learning in a particular way is a continual theme, so that when, in 
the fifth series, Giles decides to leave for England, since he believes he is no longer needed by Buffy, she 
makes it clear that she still needs his support (“Buffy vs. Dracula” (5001)): 

  

Buffy                 You haven’t been my Watcher for a while. I haven’t been training and 
I haven’t really needed to come to you for help. 

Giles                 I agree. 

Buffy                 And then this whole thing with Dracula. It made me face up to some 
stuff. Ever since we did that spell where we called on the first Slayer, I’ve been going 
out a lot. Every night. 

Giles                 Patrolling. 

Buffy                 Hunting. That’s what Dracula called it, and he was right. He 
understood my power better than I do. He saw darkness in it. I need to know more, 
about where I come from, about the other Slayers. Maybe, maybe if I learn to control 
this thing, I could be stronger and I could be better. But I’m scared. I know it’s going to 
be hard and I can’t do it without you. I need your help. I need you to be my Watcher 
again. 

  

(12) This negotiated learning relationship between Buffy and Giles may be typified as education rather than 
training. As Peters points out, training is concerned with “some specifiable type of performance that has to 
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be mastered,” in which “practice is required for the mastery of it,” and “little emphasis is placed on the 
underlying rationale.” [15] Its focus is on transmission of skills, from an authority to a passive recipient, 
where the authority knows why the work has to be performed and the recipient simply does it. Education, 
though, takes place through “conversation” rather than “courses,” in which “lecturing to others is bad form; 
so is using the remarks of others as springboards for self-display. The point is to create a common world to 
which all bring their distinctive contributions.” [16] The goal of education is “transformation,” since 
“education implies that a man’s outlook is transformed by what he knows,” rather than “transmission” of a 
set of behaviors. It is clear from what has been said so far, that the relationship between Buffy and Giles is 
one of education: she doesn’t need training in the quarterstaff, but she does need his distinctive 
contribution of esoteric knowledge and she needs the relationality of friendships to achieve personal growth 
and transformation. 

  

For Buffy, her role as Slayer is fundamental to her being, as Kendra recognizes (“What’s My Line?” Part 2): 

  

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. 

Knowing and Being 

(13) The philosophical concept lying behind the distinctions between education and training, is a division 
between “knowing” and “being,” epistemology and ontology, which has been fundamental to Western 
civilization since Plato. Feminist thinking has taken these two philosophical categories into new areas. Now, 
a distinction may be made between “praxis,” feminist epistemology which focuses on socially situated 
knowledge, to develop theory from the lived experience of marginalized groups, and “the Academy,” 
knowledge hallowed by the patriarchy, which foregrounds objectivity and the unquestionable truths of 
scientism. [17] Similarly, ontology, or being, is typified by patriarchical thought as comprising hierarchical 
organizational systems and entities—the Ideological State Apparatus of Louis Althusser [18] - in a 
Copernican, regulated universe. Feminist terms, though, foreground the importance of relationality and 
community in matters of being, with organizational form typified by Virginia Woolf’s Outsiders’ Society. 

(14) To contextualise this, most super-heroes are either born or made. Into the first category falls figures 
such as Superman, whose powers result from the accident that has placed him on earth, and those, such as 
Spiderman and the Flash, whose powers come about as a result of a physical accident. Their superiority is 
ontological, it arises from their simple physical being. Into the second category fall figures such as Batman, 
who teaches himself physical skills and scientific knowledge, and Xena Warrior Princess, who has learned 
special skills in combat, healing, and esoteric knowledge. Their superiority is epistemological, their strength 
comes through knowledge. Where it might appear that ontology is supported by epistemology in the 
creation of masculinist super-heroes, it is clear that the knowledge that is being invoked is of a particular 
kind, one that claims its being outside and beyond the subjectivity of feminist epistemologies. So, the 
knowledge which sets up the ‘scientific experiment gone wrong,” by which Flash, the Atom, and Elastic Lad 
are created, is some mysterious, unrepeatable, unknowable science, as dark, fathomless and forbidding as 
patriarchy’s Academy. Further, where the learning is human-scale and benign, as in the origin of Aquaman, 
it is firmly transmitted through the male line, as part of the fraternal social contract [19] through which the 
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patriarchy replicates its power. Similarly, in the cases of Batman and Xena, the ontological events which 
accompany their epistemological origins, the murder of Batman’s parents and Xena’s overpowering by 
Hercules, fall outside the realms of feminist ontologies and into that of male violence. 

(15) For Slayers, though, there is no division between being and knowing: they are born Slayers and 
simultaneously they learn to slay, they have inherent physical gifts of strength, stamina and recovery from 
injury, and they have to learn to fight effectively so as not to be killed. Their actions reflect both their being 
in the world and their approach to learning about the world: Kendra is trained: Kendra is killed. Buffy is 
educated: Buffy survives. By reconciling epistemology and ontology, knowing and being, Buffy falls outside 
the mainstream of super-heroes, therefore, a position which is underlined in the series by a constant 
stream of references to popular culture, with the implication that those icons are less real than the 
[fictional] characters who are referring to them: Power Girl (“Killed by Death,” 2018); Clark Kent (“Never 
Kill a Boy on a First Date,” 1005); Human Torch (“The Witch,” 1003); Xena Warrior Princess (“Halloween,” 
2006); Pink Ranger (“What’s My Line?” Part 2); and, of course, “the Scoobies” (“What’s My Line?” Part 1, 
2009). 

Plato’s world

(16) The distinction between knowing and being, reconciled by Buffy, is fundamental to reading the series’ 
religious symbolism and political significance. It finds its origins in Greek thought. In Plato’s world view, 
that which is best in human life is just a shadow of “Ideal Forms” which exist out of this world, and are only 
accessible to those with spiritual intuition. [20] Thus, the numinous is transcendent, or, in other words, that 
which is awe-inspiring, that which appeals to the sense of mystery in human beings, is located in some sort 
of heaven, beyond the reach of ordinary people. So, with one stroke, knowing is separated from being. 
Now, it is possible for people to live, to be, but not to know that which they hold most important, since it 
has been made transcendent and placed beyond their grasp. 

(17) The consequence of this separation between being and knowing is that it is not sufficient for people 
simply to be, in order to know. Knowledge has been annexed and access to it is now restricted to certain 
kinds of people, who use it as a means of gaining power. Plato makes it clear, in The Republic, that these 
were his purposes, since its rulers will be given different knowledge to everyone else. “Those who are now 
called kings and potentates must learn to seek wisdom like true and genuine philosophers, and so political 
power and intellectual wisdom will be joined in one [. . .] it is the proper nature of these to keep hold of 
true wisdom and to lead in the city,” he says, whereas the others must “leave philosophy alone and follow 
their leader.” [21] Philosopher-Kings will be given “the most complete education or honor or rule” (The 
Republic 302). They will force everyone else to take a subordinate role, by limiting their knowledge, so that 
they learn only their specified trade, by telling “one genuine lie”: 

  

“so you are all brothers in the city,” we shall tell them in our fable, “but while God molded you, he 
mingled gold in the generation of some, and those are the ones fit to rule, who are therefore the 
most precious; he mingled silver in the assistants; and iron and brass in farmers and the other 
craftsmen.” (The Republic 214) 

Knowledge and Power 

(18) For Plato, knowledge is power, “most mighty of all powers” (The Republic 278) and he reserves power 
by restricting knowledge. Herein lies the political distinction between “training” and “education”: training is 
an act of subjugation, education an act of empowerment. When Buffy refuses to acknowledge the power of 
the Council—“the council is not welcome here. I have no time for orders” (Graduation, Part 2) she is 

http://www.slayage.tv/essays/slayage5/playdon.htm (7 of 23)6/17/2004 4:28:31 PM



Slayage, Number 5: Playdon 

challenging a political philosophy which is more than two thousand years old, and championing a feminism 
which has existed for less than a century. It is the same challenge provided by Virginia Woolf’s requirement 
for education and entry into the professions—equal knowledge and equal being. 

(19) This challenge is particularly important because the idea of democracy, in Western civilization, 
consistently refers itself to the processes enacted in ancient Greek society, particularly that of Athens, and 
the principles propounded by philosophers of that period, especially those of Plato. [22] The challenge to it 
which Buffy provides is significant, therefore, both because she combines knowing and being and because 
she is a woman. In Athenian society, the model for modern Western democracy, women had no status as 
citizens: the “brothers in the city,” whether Philosopher-Kings or farmers or shoemakers, were all brothers: 
spiritual power and political authority were purely patriarchal, with women, at best, having a handmaiden 
role in religion as a servant of a god—such as the Pythoness who spoke for Apollo at Delphi—in a pantheon 
which was understood as a patriarchal structure with Zeus as its head. Other superheroes consult and take 
guidance from the male head of society who knows best how to use their special powers of being—
Superman talks to the President and Batman to Commissioner Gordon, for instance. Buffy herself knows 
best how to use her being, and also knows what assistance she needs to learn more, to live and be more 
effectively. This is demonstrated conclusively in the Checkpoint episode, where Buffy tells the Council that 
their claims to have power over her are false, and where she reverses the balance of power by giving them 
orders, which they must take, including the re-employment of Giles. Unlike other pop-culture heroes, 
therefore, the character of Buffy the Vampire Slayer is highly suggestive of alternative spiritual values and 
political relationships. It is to these two areas that I now wish to turn. 

On Patrol, First Shift: Religious Symbolism

Beastly women 

(20) In the Occidental mythic tradition, as Campbell points out, the division between knowing and being is 
represented by the Judaeo-Christian Creation myth, of a paradise, the Garden of Eden, containing two 
trees. [23] One tree is the tree of life (and thus has ontological status) and the other tree bears the fruit of 
knowledge of good and evil (and thus has epistemological status). [24] The Fall, and the expulsion from 
paradise, arose from eating one fruit and not the other, an action which was used by the orthodox Christian 
church to create the doctrine of Original Sin, and to erect a power system to provide salvation, through the 
divine agency of Christ. Such salvation was available to all those with souls, which, to the medieval Church, 
did not necessarily include women: Eve had been created out of Adam’s spare rib, in the creation story 
they preferred, and while she shared his body, did not necessarily share his soul. Rather, like the vampires 
slayed by Buffy, women had more in common with animals: habet mulier animum?—has woman a soul?—
was the perplexing debate of the European Middle Ages. 

The numinous female 

(21) The Buffy series, however, reaches through this traditional Christian interpretation, to alternative 
viewpoints. Buffy herself dies and is resurrected, and thus becomes a kind of woman-Christ, an idea of the 
divine feminine which follows the mystical Christian tradition exemplified by Juliana of Norwich, who follows 
St Anselm and St Bernard in referring to “our heavenly Mother Jesus.” [25] So, she exemplifies the 
redemptive potential which is an important theme of the series, and which, arguably, operates for all of its 
central characters, on different levels. It is a particular idea of redemption, however, and one which, as 
Buffy’s status as “woman-Christ” hints, belongs to earlier theologies than that of contemporary state-
endorsed Christianities. As Elaine Pagels points out, the doctrine of the bodily resurrection of Christ is a 
political one, which “legitimizes the authority of certain men who claim to exercise exclusive leadership over 
the churches as the successors of the apostle Peter.” [26] A letter written by Clement, Bishop of Rome, 

circa 90-100, makes this clear: 
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God, he says, delegates his “authority of reign” to “rulers and leaders on earth.” Who are these 
designated rulers? Clement answers that they are bishops, priests, and deacons. Whoever refuses to 
“bow the neck” and obey the church leaders is guilty of insubordination against the divine master 
himself . . . whoever disobeys the divinely ordained authorities “receives the death penalty!” (Pagels 
60) 

(22) Plato’s Philosopher-King, with special spiritual intuition, is translated into a Bishop of Rome, divinely 
ordained by God and legitimized by the apostolic succession instituted by a resurrected Christ. This position 
reflects a struggle for power in the early Christian church, led by Irenaeus on behalf of the “orthodox”—
literally, ‘straight thinking”—Christians, which was won by that group when they gained the military support 
from the converted Emperor Constantine in the fourth century. It eradicated a different theological and 
intellectual tradition, that of the Gnostics, who believed that divinity was not transcendent but was 
immanent, that God was not in heaven but was present in everyone on earth. So, as Pagels explains, in the 
Gnostic tradition, ‘self-knowledge is knowledge of God; the self and the divine are identical”; “when the 
disciple attains enlightenment, Jesus no longer serves as his spiritual master: the two have become equal—
even identical”; and, rather than remaining distinct from the rest of humanity whom he came to save, both 
Jesus and his followers “have received their being from the same source” (Pagels 19). Gnosis, literally 
“knowledge,” is a particular kind of knowledge: not the ‘straight thinking” of mathematics or logic, but self-
knowledge and intuitive understanding of others, a discipline of reflection and compassion. 

(23) It is this sensibility which informs the spiritual dimension of Buffy and of Angel. Redemption—not a 
salvation from a transcendent god, but a here-and-now personal wholeness - is always possible and 
available, here on earth. This is exemplified by Buffy herself, who, as the Slayer, must face and deal with 
vampires and demons—powerful symbols for the darkness encountered on any private inward journey. It is 
true, too, for those that she saves physically, for they are her friends and neighbors, rather than people 
from whom she is emotionally distant. These people, though, are not reliant on Buffy for anything other 
than their physical safety: their spiritual journey is their own work, and a personal redemptive experience 
equal to that of Buffy’s is accessible to them, as the principal characters demonstrate, through their own 
particular sensibilities. So, Angel explicitly, continually seeks atonement and redemption; Giles leaves the 
orthodoxy of the Council; Oz seeks control of his were-wolf side through yogic meditation; Willow develops 
spiritually through Wicca; Buffy’s mother learns financial and emotional independence; Cordelia develops 
responsible autonomy; Xander finds self-respect through craftsmanship; Tara realizes her complete 
humanity; Spike’s evil becomes ambiguous and then turns to compassion for Buffy (“Fool For Love,” 5007); 
and Faith embarks on a journey of self-discovery and ethical reconstruction. To underline the point that 
Buffy’s death and resurrection are not reserved for her alone, Angel, too, dies and is resurrected, becoming 
a further “Christ-analogue,” an identity emphasized by the scene in “City of Angels,” evocative of Christ’s 
temptation, when, in the high place represented by the top floor of corporate offices, he refuses worldly 
authority with his question to Russell Winters, “can you fly?” 

(24) The Gnostic writings that remain, known as the Nag Hammadi Library, point to earlier traditions, in 
which Eve gave life to Adam, at the bidding of a female godhead. The tractate On the Origin of the World 
tells that: 

After the day of rest, Sophia sent Zoë, her daughter, being called Eve, as an instructor in order that 
she might make Adam, who had no soul, arise . . . she said, “Adam, become alive! Arise up upon the 
earth!” Immediately her word became accomplished fact. [27] 

Female subjectivity is writ large here, in a Christian account of the creation myth which transsexualizes the 
orthodox tradition, and challenges patriarchal political authority, just as other secret texts—the Gospel of 
Philip, the Dialogue of the Savior, the Gospel of Mary [28] - replace the apostle Peter’s delegated authority 
with a primary relationship between Christ and Mary Magdalene. So, the Buffy series provides an interplay 
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between the redemptive and the creationary aspects of the sacred female. The re-creation of Angel, naked 
like Adam, is brought about by Buffy-Zoë’s silent invocation of him, symbolized by the placing of her 
Claddagh ring at the place where she killed him (“Faith, Hope and Trick,” 3003). Angel-Adam, returned 
from hell, is also Angel-Christ, [29] on an equal footing to Buffy-Christ, whose death and return to life is 
emphasized in the same episode by her mother being told of it. As in the Gnostic sensibility, therefore, the 
relationship between Buffy and Angel is not only primary, but also equal, so that Angel’s redemption is of 
his own willing as well as of Buffy’s action—as Giles points out, “there are two kinds of monster. The first 
can be redeemed, or more importantly, wants to be redeemed”(“Beauty and the Beasts,” 3004). 

The Moon 

(25) Baring and Cashford point out that the Gnostic tradition draws on earlier theologies which valorize the 
numinous female, [30] the earliest written account of which, in Western civilization, is the collection of 
myths, verse and hymns from Sumeria in 2,000 BC, concerning Inanna. The relationship between Faith, 
Buffy and Angel seems to find resonances with the longest of those hymns, The Descent of Inanna. In the 
Sumerian account, the goddess Inanna turns her attention to her “dark side,” to her sister-goddess, 
Ereshkigal: 

From the Great Above she opened her ear to the Great Below. 

From the Great Above the goddess opened her ear to the Great Below. 

From the Great Above Inanna opened her ear to the Great Below. 

My Lady abandoned heaven and earth to descend to the underworld. [31] 

Her entry into the underworld is a process of progressive stripping of authority and power, and Ereshkigal 
fiercely kills Inanna, and hangs her corpse on a hook, to rot: 

Then Ereshkigal fastened on Inanna the eye of death. 

She spoke against her the word of wrath. 

She uttered against her the cry of guilt. 

She struck her. 

Inanna was turned into a corpse, 

A piece of rotting meat, 

And was hung from a hook on the wall. (“The Descent of Inanna” 60) 

(26) At the pleading of her faithful woman-servant, Ninshubur, the gods allow Inanna to be rescued by 
tiny, cross-gendered creatures, the kurgarra and galator, who bring Inanna back to the world above. But 
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Ereshkigal must have a sacrifice of some sort, and Inanna is pursued by the galla, demons of the 
underworld. In her place, therefore, Inanna first gives Ereshkigal her husband, Dumuzi, and then, on the 
lamentations of his sister, Geshtinanna, agrees that for half the year, Dumuzi will dwell in the underworld, 
and that for the other half of the year, Geshtinanna will take his place. 

(27) The secular explanation for the myth is that it reflects the universal concern with the cycle of the moon
—which goes into darkness each month for three days, as Inanna lies dead in the underworld—and the 
cycle of the seasons, with the earth lying fallow during Autumn and Winter. Its analogues with orthodox 
Christian belief are obvious—the three days spent in hell by Christ, the theme of resurrection—and indeed, 
the same preoccupations with new life, death and resurrection form a central motif in Western theologies 
from Inanna onwards, with some of the same language: Inanna, like the Virgin Mary, was Queen of Heaven 
and Star of the Morning, and Dumuzi, like Christ, was the shepherd. The Buffy series, too, echoes the same 
themes. Buffy must visit her “dark sister,” not once but time and again. Ereshkigal is represented most 
obviously by Faith, the Slayer-gone-bad, who figuratively kills Buffy by taking her body from her (“This 
Year’s Girl,” 4015), but that darkness is also represented by the First Slayer (“Restless,” 4022) who haunts 
Buffy’s dreams; by her negative reaction to Willow coming out as a lesbian, so that her ‘sister” becomes 
sexually threatening (“New Moon Rising,” 4019); and by Glory, whose giant snake Sobek stands in place of 
the galla, pursuing Buffy’s sister, Dawn (“Shadow,” 5008); and most explicitly by the “death-wish” which, 
Spike tells Buffy, led to the death of previous Slayers (“Fool For Love,” 5007). A similar journey towards 
understanding the hidden aspects of the self, as part of a necessary movement towards spiritual growth 
and wholeness, affects other key characters in the series: Willow first becomes aware of her lesbian identity 
when her “dark-side” enters the world as Vampire Willow (“Doppelgangland,” 3016), while in his past, Giles 
was known as “Ripper” and was a member of the dark cult of Eyghon (“The Dark Age,” 2008). Angel 
perpetually holds in balance his dual identity as vampire and human, literally lives in hell for an unspecified 
period of time, and on his return, finds it necessary to leave Sunnydale for Los Angeles, where he is joined 
by Buffy’s sister-slayer, Faith, for whom he provides a release from her darkness, as Dumuzi does for 
Geshtinanna. 

(28) To move to a more generally familiar mythology, Buffy is like that Greek aspect of the moon-goddess 
which was personified as Artemis. Like Artemis, Buffy is a hunter, with the “scoobies”—named for the 
cartoon Great Dane—acting as the dogs which traditionally accompany Artemis. Like Artemis, too, she is 
(for much of the series) chaste—her primary relationship, with Angel, precludes sexual intercourse. As 
Artemis’s slaying of animals represents the natural apotheosis of life, so Buffy’s slaying of vampires 
restores them to the natural order of life and death. Artemis has other aspects, as goddess of childbirth and 
as Hecate, death-hag of the crossroads, because she is a moon-goddess, representing, like Inanna, the 
transformation of the moon from new, to full, to waning, darkness and re-birth. It is this transformative 
potential, this cycling through dark and light—enacted literally by Buffy’s daytime school and college, and 
her night-time slaying—that is the theologically and philosophically important aspect of Buffy. Spiritually, it 
is what keeps her alive, where other Slayers die, since she is “tied in” to the world of loving relationality, as 
Spike tells her: “The only reason you’ve lasted as long as you have is you’ve got ties to the world... your 
mum, your brat kid sister, the Scoobies. They all tie you here but you’re just putting off the 
inevitable” (“Fool for Love”). Philosophically, it keeps her alive since it represents education, rather than 
training, the potential for transformation by shared inquiry and personal reflection, rather than instruction 
in skills to be performed under direction. Kendra has neither relationality nor education: she was taken 
from her parents and trained according to the handbook. Where Buffy has subjectivity and is encouraged to 
develop autonomy by Giles, Kendra is only an object, a token in the “exchange of women” [32] which 
forms the patriarchy of the Council and her Watcher, and her willing acceptance of this abjection means 
that, in every political sense, she is dead already. 

Archetypes 

(29) It is not that there are exact correspondences between the spiritual universe of Buffy the Vampire 
Slayer and either Gnostic Christianity or goddess theologies. Rather, it is that the sensibilities of Buffy 
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resonate far more convincingly with those earlier spiritual traditions than they do with orthodox 
Christianity. Indeed, it might be argued that the artifacts of orthodox Christianity—the Cross, Holy Water—
belong more forcefully to the world of the vampires and demons, since they have an obvious effect on 
them, which is not extended to the Scoobies: Buffy and her team use these icons but they do not worship 
them, or attend a place where they are worshipped, any more than they worship the other esoteric artifacts 
which appear in the series, such as the Glove of Myhnegon, or the Orb of Thesulah. Rather, recognition of 
the virtuous nature of Christian artifacts and use of them means that they take on an archetypal nature, 
and are given universal significance. The orthodox Christian cross and crucifix become translucent to the 
universal Tree of Life, the erica-tree of Osiris, the pine-tree of Attis, Odin’s world-ash, the Shaman’s 
journey, the Maypole of country ritual. [33] Similarly, Holy Water becomes translucent to the tears of 
Christ, the Flood from which the world was reborn, the blood of the Grail, the Water of Life which has 
represented the generative power of the natural world from the European Upper Palaeolithic period 
onwards. [34] 

(30) Equally, the spiritual vision of Buffy is an immanent one, one which exists on earth, not a transcendent 
one in an unattainable heaven. The demons and monsters exist in the present, on earth, and although 
other dimensions are acknowledged, their existence is parallel with, not separate from, the lived, daily one 
of Sunnydale. Sunnydale is, literally, the site of the hell-mouth, the point at which earth and other 
dimensions meet, and the regular fighting of monsters takes place on its streets. Spiritual pain and spiritual 
loss are perpetually present, just as spiritual grace is perpetually accessible, in the here and now. 
Transformation is achieved at an individual level, by the use of personal agency, and by the extension of 
that agency to others, through compassion. 

(31) A universal dimension of this is the resonance which the series sets up with earlier theologies than 
that of orthodox Christianity. Gnosticism was only one of the religious beliefs that the orthodox Church 
outlawed: its monotheism and its vigorous creation of a politically dominant, patriarchal structure, meant 
that all other beliefs were equally outlawed and ruthlessly suppressed. So, for example, another set of 
beliefs, at one time a dominant theology of the Western world, were the Eleusinian Mysteries, sacred to 
Demeter and Persephone, enacting, like the Descent of Inanna, the lawfulness of the natural world and its 
cycles, and supporting adherents in the human necessity of making friends with death. [35] The little we 
know about them comes, in the main, from the attacks made on them by early Christian writers, before 
their final destruction. Similarly, Mithraism, which challenged Christianity as the mass-religion of the 
Roman empire, and which celebrated the birth of the divine male, (with Mithras standing in place, in 
Persian culture, of Sumerian Dumuzi, Egyptian Osiris, Greek Attis, and other transliterations of the new life 
brought forth by the earth) was suppressed and destroyed, with insuppressible remnants being absorbed 
into Christian myth. So, Mithras’s title, Sol Invictus - “Unvanquished Sun,” light eternal - was adopted for 
Christ, and the celebration of his birth, at the winter solstice, was fixed as 25 December, just as, replacing 
another tradition, the summer solstice became St John’s Day. [36] These mysteries were, therefore, part of 
the enduring consciousness of western civilization, reappearing in many different forms, but always with 
the same principle of the numinous female at their centre, as Apuleius points out in the wonderful 
Eleusinian invocation he gives in The Golden Ass: 

I am Nature, the universal Mother, mistress of all the elements, primordial child of time, sovereign of 
all things spiritual, Queen of the Dead, first also among the immortals, the single manifestation of all 
gods and goddesses that are. My nod governs the shining heights of Heaven, the wholesome sea-
breezes, the lamentable silences of the world below. Though I am worshipped in many aspects, 
known by countless names and propitiated with all manner of different rites, yet the whole earth 
venerates me. The primeval Phrygians call me the Goddess of Pessinus, Mother of the Gods: the 
Athenians, sprung from their own soil, call the Minerva of Cecrops’ citadel; for the islanders of 
Cyprus I am Paphian Venus; for the archers of Crete I am Diana Dictynna; for the trilingual Sicilians, 
Stygian Prosperine; and for the Eleusinians, their ancient Goddess Ceres. Some know me as Juno, 
some as Bellona, others as Hecate, others again as the Goddess of Rhamnus, but [. . .] the 
Egyptians, who excel in ancient learning and worship me with their appropriate ceremonies, call me 
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by my true name, Queen Isis. [37] 

(32) The point is, that Buffy represents a feminist spirituality which locates the sacred in the personal, and 
which accepts personal responsibility, within a subjective, relational framework, for individual actions—for 
the sense of “goodness” she has. By contrast, at the point at which Angel leaves Buffy, and moves to Los 
Angeles, he leaves his point of access to the immanent. His reason for leaving signals this: he does it 
because he is persuaded that it is for Buffy’s own good, that is, he removes from her the reasonable right 
to speak to for herself, to identify her own desires, and instead invokes some transcendent ideal of right 
behavior—a paternalistic, “daddy knows best” ideal of women as obedient to men—by which to guide his 
actions. Angel, sadly beyond the scope of this essay, demonstrates the limitations of the orthodox Christian 
ideas by which he then measures his conduct. He actively seeks atonement of what he now understands to 
have been his sins, hovering on despair, and constantly thwarted in his attempts to “earn” some 
mechanistic redemption, by one good act or another. Instead of the dark, inward journey Buffy takes, to 
meet her inner guide in the form of the first Slayer, her most fundamental self, when she believes herself 
unable to love (“Intervention,” 5018), Angel is deluded into objectifying his inner dilemma as ‘sin” and 
projecting it onto externalized others, whom he tries to save in the same way that he tried to ‘save” Buffy - 
by his agency, not theirs. If the series runs true to the myth, [38] then it will be only when Angel returns to 
the simple, human scale of values, that he will be redeemed. [39] 

(33) The religious symbolism used in Buffy draws on a tradition of a numinous female, therefore, who 
exists in a nurturing and powerful relationship with natural order, and this valorization of woman thus 
provides a political standpoint as well as a theological one. I now wish to turn to that political significance. 

On Patrol, Second shift: Political Significance 

Citizenship 

(34) Politics may be understood, on the one hand, as the politics of public life, the state, and political 
parties, with Sunnydale as a microcosm of Western democracy. On the other hand, though, politics may be 
understood as relationship, located less narrowly in the public sphere, and, in feminist interpretations, 
focusing on gendered systems, the distribution of resources, and the location of power. These two ideas are 
conjoined in the notion of citizenship, which represents the relationship between public and private life. The 
issues of frontiers and boundaries, raised at the start of this essay, are important in all three ideas, both in 
physical terms of crossing borders, and in moral terms. At the heart of the relationship between politics and 
citizenship, too, lies the question as to “whether the citizen is conceptualized as merely a subject of an 
absolute authority or as an active political agent.” [40] The thrust of Platonic democracy, I have argued, is 
towards citizens as political subject, while the thrust of the Scoobies—especially Buffy and Willow - I shall 
argue, is towards citizen as active political agent. This agency, I wish to show, is demonstrated by their 
transgression of boundaries, their rejection of authoritarian systems of control, their exclusion from socially 
accepted norms, and their creation of alternative ways of living.  

Participation

(35) Buffy herself is implicitly transgressive, because of her unique, embodied reconciliation of 
epistemology and ontology, and thus she provides an immediate political challenge to the order of life in 
Sunnydale. This political challenge is extended by the community formed by herself and her friends, which, 
like Gnostic communities, is based on a participative model rather than a hierarchical one. Leadership 
shifts, from Buffy to Giles to Willow to Angel to Oz to Xander to Riley, depending on who is functionally 
appropriate at any one time. They form an “Outsiders’ Society,” which, like that envisioned by Virginia 
Woolf, has no funds, no office, no committee and no secretary. Rather, each person is valued for different 
qualities, as the collaborative spell used to destroy Adam—the monster created by the Army and thus the 
personification of a male, hierarchical, authoritarian viewpoint—demonstrates, to which Willow contributes 
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“spiritus” [spirit], Xander contributes “Animus” [heart], Giles contributes “sophus” [mind] and Buffy 
contributes “Manus” [hand] (“Restless”). This integrated, equal, participation provides a deliberate contrast 
to the political order represented by Adam: Buffy says “You could never hope to grasp the source of our 
power,” as she pulls out Adam’s mechanical power supply (“Restless”). 

(36) The Scoobies’ contingent, conceptualized, functional, form of participative management is in strong 
contrast to the enforced, patriarchal, hierarchical structures which typifies the series’ evil leaders—The 
Master, Principal Snyder, The Mayor—and which is embodied in the terms of vampirism: vampires “sire” 
other vampires, in a linguistic association of rape, insemination, and kingship. The Master kills retainers 
who under-perform, as the Three did (“Angel”). Principal Snyder rejoices in using his public position to 
violate the personal rights of individuals—“This is a glorious day for principals everywhere. No pathetic 
whining about students’ rights. Just a long row of lockers and a man with a key” (“Gingerbread,” 3011) and 
the Mayor continues to seek power and control from beyond the grave, leaving a video-tape of instructions 
for Faith (“This Year’s Girl”). 

Surveillance 

(37) As Foucault points out, surveillance is a principal agency by which hierarchies enact power. [41] Such 
surveillance is contingent on separating the tasks to be performed in the workplace or community, from the 
knowledge and craft needed to perform them—a deliberate division of ontology from epistemology. From 
this, as Braverman demonstrates, arises “the degradation of labor,” a system of production and social 
control in which a hierarchical management pre-specifies the tasks to be performed by labor and supervises 
their work. [42] It is a surveillance arrangement such as this that Buffy explicitly refuses at the start of her 

relationship with Giles (“Welcome to the Hellmouth”): 

 

Buffy         First of all, I’m a Vampire Slayer. And secondly, I’m retired. Hey, I know! 
Why don’t you kill ‘em? 

Giles         I-I’m a Watcher, I-I haven’t the skill... 

Buffy         Oh, come on, stake through the heart, a little sunlight... It’s like falling off a 
log. 

Giles         A, a Slayer slays, a Watcher.. 

Buffy         Watches? 

Giles         Yes. No! (sets down the books) He, he trains her, he, he, he prepares her... 

Buffy         Prepares me for what? For getting kicked out of school? For losing all of my friends? For 
having to spend all of my time fighting for my life and never getting to tell anyone because I might 
endanger them? Go ahead! Prepare me. 

                They just look at each other for a moment. Buffy exhales, turns and leaves 
the library in disgust. 
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(38) Even when Buffy does quit, and retires to Los Angeles, her return is sparked off by a demon which 
enslaves humans into absolutely degraded labour—“You work, and you live. That is all”—in a dark, 
brutalizing iron works, lit by vats of molten metal and flying sparks (Anne), an image of industrialized hell 
used from Charles Dickens onwards. [43] That it is Buffy’s agency which creates a different relationship 
from the usual surveillance one, rather than a quality implicit in Slayers, is made clear by the way in which 
Kendra accepts the surveillance and control of her Watcher, just as Faith does with the Mayor. Supporting 
ontological subordination is, of course, a denied epistemological agency, the control-model of Kendra’s 
training and Faith’s relationship with the Mayor, as opposed to the negotiation of Buffy’s educational 
contract with Giles. [44]

(39) Autonomy is available, but action is required to gain it: otherwise, Slayers and other citizens are 
merely pawns of an absolute authority. While Buffy provides an implicit political challenge, therefore, Willow 
provides the series’ most explicit challenges. Her “nomadism,” her crossing of social and moral boundaries, 
is frequently underlined. She transgresses usual school social expectations by having an unusually able 
intellect, by being unfashionably dressed (“Welcome to the Hellmouth”) and by dating a werewolf. She 
transgresses her family religious boundaries (“Passion,” 2017): 

Willow               (nailing crosses around her French doors) I’m going to have a hard 
time explaining this to my dad. 

Buffy                 You really think this’ll bother him? 

Willow               Ira Rosenberg’s only daughter nailing crucifixes to her bedroom wall? I 
have to go to Xander’s house just to watch “A Charlie Brown Christmas” every year. 

and then goes through a deeply personal, inward journey, to find a further transgressive identity as a 
lesbian Wiccan. In this context, it is clear that Willow’s Wiccan identification is a political one, rather than a 
religious one. As Buffy the Vampire Slayer: the Monster Book points out, Wicca “is an established and 
legitimate religion” into which it would be an anomaly “to keep throwing demons” since “they do not believe 
in demons or the Christian mythology of devils.” [45] Further, representations of Wicca in the influential 
works of Gerald Gardner [46] and of Vivianne Crowley, [47] are fundamentally heterosexist, rather than 
lesbian, developing from a notion of a union of male and female principles, rather than one of female and 
female. Finally, Willow makes it clear that she is concerned with the alternative power-base that the craft 
offers, and it is that shared interest which attracts her to Tara (“Hush,” 4010): 

Willow               Talk! All talk: blah blah Gaia blah blah moon, menstrual lifeforce 
power . . . I thought after a few sessions we’d get into something real but . . . 

Buffy                 No actual witches in your witch group. 

Willow               Buncha wannablessedbes. It’s just a fad. Nowadays every girl with a 
henna tattoo and a spice rack thinks she’s a sister to the dark ones. 

Tara                  I thought maybe we could do a spell - make people talk again. I’d seen 
you in the group, the Wicca group. You were . . . you were different than them. I mean 
they didn’t seem to know . . . 

Willow               What they were talking about. 

Tara                  I think if they saw a witch they would run the other way. 
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She smiles and laughs. 

Willow               How long have you been practicing? 

Tara                  Always, I mean, since I um, was little... my, my mom used to, she had a lot of 
power, like you. 

The political orientation of that power is demonstrated in “Family” (5006), where Tara’s father tries to 
persuade her that she will become possessed by a demon when she becomes twenty, and that she should 
therefore give up her independent life in Sunnydale and return to keep house for the men of the family. It 
becomes clear that this demonization is a lie, aimed at the subjugation of women who have power, one 
through which Tara’s mother was suborned, a literal piece of the patriarchy which Tara breaks. 

(40) As Jeffreys points out, there is a long tradition of “lesbian” being used as a term of opprobrium, for 
independent women, [48] while Purkiss points to the relationship between stories of witch-burning and 

feminist concerns in which: 

Domestic and sexual violence against women were foregrounded as the representative crimes of 
patriarchy . . . sexuality was to be identified as the site of women’s oppression in the sense that 
property was for Marx the site of class oppression. Rape, sexual violence, pornography, wife-
battering and (eventually) child sexual abuse became the central signifiers of patriarchy [49] 

In the context of citizenship, lesbians occupy the position of “immoral others,” [50] those excluded from 
the community and denied the rights of citizenship. Lesbian Wicca, therefore, offers a means of exploring 
women’s physical and spiritual being, outside the patriarchal structure, a theme taken up by contemporary 
lesbian writer, Sarah Dreher, in her Stoner McTavish novels. Dreher, like the Buffy and Angel series, offers 
a synchronic spiritual viewpoint, in which Wicca and shamanism interact, and a location in which seedy 
derelicts “might really be angels disguised as old coots, [51] just as in Angel’s Los Angeles, demons might 

be benign. 

(41) That all of the Scoobies belong to the “Outsiders’ Society,” by association with Willow, is demonstrated 
in the “Gingerbread” episode. There, Willow is linked to Buffy, through “the monsters, and the witches, and 
the Slayers,” to Xander via the generic” freaks and losers,” to Giles who has his books confiscated and 
burned, and to the “dozens of others [who] are persecuted by a righteous mob. It’s happened all 
throughout history.” Interestingly, though, the patriarchal authority which the mob are exercising in their 
witch-persecution is delusional, a product of a [literal] demonization which initiates the moral panic. In a 
political context, the episode seems to be suggesting that the subjugation of women is equally delusional, 
that the apparently “objective” evidence collected by Principal Snyder by invading the privacy of students” 
lockers, has no truth in fact. Rather, a radical, feminist view of history, history as affinity, is foregrounded, 
in a process which “refuses the various positions of detachment which define the historian” and “values 
highly emotional, involved, “personal” pleasure and engagement.” [52] Willow and Buffy are saved from 
burning by their friends, especially by Cordelia (in contrast to Xander and Oz’s clumsiness) who both share 
and refuse their demonization, and create both a counter-discourse to it, and a counter-action. 

(42) Similarly, in Checkpoint, the prologue provides a montage of Giles objecting to Buffy’s “test” in 
“Helpless” (3012); of Buffy rejecting the Council in “Graduation Day,” Part II (3022); and Buffy, Giles and 
Joyce protecting Dawn in “Triangle” (5011). These views of education, hierarchy and community are 
reiterated and extended in the episode, where Buffy advances “a different perspective” of history and is 
publicly humiliated by her male teacher for doing so; the Council attempts to impose a surveillance model 
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of management on the Scoobies by inspecting them; and Buffy understands and rejects this as a power-
play, and asserts an “alternative government” of relationality, allowing willing Council members to join the 
group to fight Glory. 

Back in the Library: Conclusion 

(43) In a world where woman is so abjected that, as Irigaray says, she is virtually non-existent in political 
and psychological terms, Buffy may be read as an attempt to call her into being and knowledge. The 
struggle which takes place, the killing of vampires, then, is a political struggle, in which the spiritual, as 
well as the personal, is political. As simple allegory, the girl-Slayer fights against the problematics of 
growing up in a patriarchy, with her interior conflicts expressed as literal demons and vampires which she 
must slay. As more complex symbol, she reflects a Western culture in which successive waves of feminism 
have analyzed these problematics, where woman is now valorized, as having both knowledge and existence 
which is self-authenticating. The Slayer thus embodies the combination of knowing and being, and the 
challenge to Western male capitalism which this represents: Buffy’s secret night-time slaying, done as well 
as her public attendance at school, stands for women’s unacknowledged labor of reproduction, which 
provides a central feminist criticism of Marxist analysis. 

(44) Buffy herself is an embodiment of what Grosz calls the “wayward philosophies” which refuse a mind/
body split and insist on alternative readings of what it is to be human. [53] It is not sufficient to construct 
an idea of “woman” from that which exists already, since what exists already is abjected woman, as the 
robot, April, demonstrates: she is literally man-made, made by Warren to love and obey him, so that “I’m 
only supposed to love him. If I can’t do that, what am I for?” and “if you call her and she doesn’t answer, it 
hurts her” (“I Was Made to Love You,” 5015). Rather, autonomy within relationality is required: as Buffy 
realizes in the same episode, “I don’t need a guy right now. I need me. I need to get comfortable being 
alone with Buffy.” 

(45) To return to Virginia Woolf, like her women’s committee, Buffy and the Scoobies are all Outsiders. The 
idea of country, the boundaries that represents, exemplifies the patriarchal limitations they seek to break. 
Instead, they shift between boundaries, individually, collectively and in relation to each other. Individually, 
they all transgress established boundaries: Xander, a failure in the prescribed learning of state education, 
turns out to be a skilled craftsperson in adult life; Willow is a lesbian and a witch; Angel a “good vampire”; 
and so on. Collectively, they form the Scoobies, the Outsiders’ Society, and move between the 
interpenetrating worlds of humans and demons, heaven and hell, the sanctioned and unsanctioned social, 
political, spiritual worlds. In relation to each other, they are almost always in a position of forbidden love, 
between women, between demon and human, between Slayer and vampire. 

(46) The solution of Buffy is inclusivity, and the creation of what Francis Stuart calls “Alternative 
Government,” relationality through the imaginative powers which are the starting points both of 
compassion and artistry. [54] What is required, is for individuals to wish to enter, to want to become part 
of that community. Dawn, the Key, is as much a created being as is robot-Anna, but she identifies at a 
fundamental, personal level with the Scoobies: she is Buffy’s political sister as well as her literal sister. This 
alternative government, then, is one in which, in Irigaray’s formulation, citizenship comes as right of 
existing within the community, outside hierarchies of money or birth so that “Law is thus no longer a 
straightforward obligation emanating from an omnipotent master, who is both legislator and executor. Law 
guarantees the identity of each man and woman and his or her own mastery of that identity.” [55]   Thus, 
Anya is an ex-vengeance demon, but she may also lawfully join the alternative community of the Scoobies, 
and Tara, rejected by her own father and brother for being a disobedient female, is re-identified as part of 
Buffy’s “family.” In terms of feminist theory, this position reflects the destabilization of categories brought 
about by trans theory. For intersexed people, gender identity can only be found through identification, at a 
personal, essential level. The transitions made between male and female, in response to that personal 
essentialism, has extended fundamentalist “Fortress feminism” notions of what constitutes woman in terms 
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of sex, and what constitutes lesbian in terms of sexuality. 

(47) In spiritual terms, the transgression of boundaries is exemplified by what Campbell calls “the hero’s 
journey:” 

A hero ventures forth from the world of common day into a region of supernatural wonder: fabulous 
forces are there encountered and a decisive victory is won: the hero comes back from this 
mysterious adventure with the power to bestow boons on his fellow man. [56] 

In this journey to the land below the sea, the world inside the mountain, the dark forest, the “decisive 
victory” is one of will, not necessarily of action. Often, the hero fails to perform the task: she drinks what 
she should not, he cannot answer the question, or, like Buffy, there is an endless production-line of 
vampires, more than she could possibly ever kill. But the monomyth tells us that to try is enough, that 
intention rather than achievement is the measure of human relationality. At the heart of this worldview lies 
the idea not of a fallen humanity separated from the godhead by inherited sin, but the idea of what radical 
educationist A. S. Neill called “original good,” the view that “a child is innately wise and realistic.” [57] 
Where it is accepted that the automatic impulse of people is towards their own happiness, through the love 
and friendship of others, then they may be judged by their intentions, the bond of the heart, by an 
intentionality which holds the actor’s ethical position.

(48) Finally, then, it is this essentially ethical standpoint, this continuous working-out of what individuals 
need to do and be in order to find personal apotheosis, which marks out Buffy from other beat-em-ups. 
Usually, the face-off is between the black hats and the white ones, with a decisive victory for the whites: 
only rarely are the complexities of personal action and choice explored, in, for example, John Ford’s The 
Searchers or Clint Eastwood’s The Outlaw Josey Wales. Buffy subverts the set conventions, and seeks to 
create a new articulation of what it is to be autonomous woman. This is done in a context of inclusion, not 
separation from the world of men, on terms which refuse the dominant cultural ideologies of woman as 
secondary, sinful and subordinate. Of course, these ideas, together with the idea of the perpetual potential 
for change and redemption for all people, take place within the imagination, on the level of symbol, not 
fact, and through the ephemeral medium of popular television. But as William Blake points out in his Vision 
of the Last Judgment: 

The Nature of Visionary Fancy, or Imagination, is very little Known, & the Eternal nature & 
permanence of its Existent Images is consider'd as less permanent than the things of Vegetative & 
Generative Nature; yet the Oak dies as well as the Lettuce, but Its Eternal Image & Individuality 
never dies, but renews by its seed; just so the Imaginative Image returns by the seed of 
Contemplative Thought. [58] 

Postscript: The First Slayer 

(49) When the First Slayer walked the earth, in the Palaeolithic period, a new sensibility appeared all across 
the world. Incised stone, engraved bone, carved figures and decorated cave walls testify to a new 
relationality, explored through art, which, in France’s Dordogne, produced a remarkable sculpture and set 
of cave paintings. [59] 

(50) The paintings show the myth of the hunter, the drama of survival: in one notable scene, a speared 
bison dies, while a rhinoceros shits the manure of new life, and the shaman-hunter dreams their mutual 
interdependence. [60] 

(51) Outside, a sculpture shows a woman, pointing to her pregnant belly with one hand and with the other, 
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holding aloft a crescent-shaped bison horn, incised with the thirteen days of the waxing moon and the 
thirteen months of the lunar year. As above, so below, the figure indicates, as the moon waxes, wanes and 
is born anew, again and again, so is all life. 

(52) The painted myth of the hunter is about taking life as a ritual act in order to live; the sculpted myth of 
the goddess is about transformation, rebirth, and life in all its aspects. To a modern mind, the two instincts 
seem antithetical, the one about separation and survival, the other about relationship and meaning. How 
can Buffy both be a hunter, a Slayer, and live within the everyday relationality of her family and friends? 
Why does the First Slayer tell her, “death is your gift”? 

(53) To live only within the myth of the hunter is to live for survival, in time, where death is final and the 
experience of life, despair. It is Angel’s tragedy that after leaving Buffy, denying their relationality, his 
sensibility is reduced to that. To return to her is to return to the sacred feminine, the Palaeolithic goddess 
that links the First Slayer with the last, through a myth which contains that of the hunter and places it in 
the larger continuum of relationship, an eternal image of recurrence, of the whole. 

(54) When one Slayer dies, another is called: when one moon goes into darkness, another becomes. 
Innanna’s journey to Ereshkigal is re-enacted time and again, the necessary death and concomitant new 
life, transliterated into the Christian religion as the festival of the new child at winter solstice, darkness 
turning light, and as death at Easter, the pagan festival of fertility goddess Eostre, at the equinox where 
winter turns to spring. 

(55) The myth of the goddess contains the myth of the hunter, but the myth of the hunter cannot contain 
the myth of the goddess. Death is Buffy’s gift in time when, as the Slayer, she hunts vampires for survival: 
but to stay there would be to share Angel’s now tragic existence. Death becomes her gift in eternity, as the 
deepest part of her—the First Slayer—already knows, when she realizes that, as mother, she must go into 
the darkness to save Dawn, now her child, as Demeter did Persephone, as eternity must always redeem 
time. Together, Buffy and Angel rise again, made anew, as the moon does, as we all do, bound into a 
participative consciousness from the time of the First Slayer, a sense of eternity which vampires, those 
creatures caught in time, may disturb, but cannot end.

  

[1] V. Woolf, Three Guineas, ed. M. Barrett (London: Penguin Classics, 2000; first published The Hogarth Press 1938):  
234. 

[2] For non-Buffy fans, “dusting” is the term given by the series to slaying vampires, since they turn to 
dust when a wooden stake is pushed into their heart. 

[3] L. Irigaray Speculum de l'autre femme [Speculum of the other woman] (Paris: Les Editions de Minuit, 1974) 

[4] J. Raymond, The Transsexual Empire (London: The Women’s Press, 1980). 

[5] G. Greer, The Whole Woman (London: Doubleday, 1999). 

[6] British feminism separated from USA feminism in the early 1980s, since the USA in general adopted an 
homogenizing view of “woman” which elided differences such as class, race, and gender, while Britain 
embraced an emancipatory welfare feminism which included divers counter-cultural projects. Raymond and 
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Greer’s works fall into the liberal, totalizing tradition of USA feminism, while Buffy interestingly appears to 
fall into a British and European ideology. 

[7] D. Haraway, Simians, Cyborgs and Women: The Reinvention of Nature (London: Free Association Books, 1991):  149. 

[8] Braidotti, op.cit.:  5. 
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[10] M. Wittig, The Straight Mind and Other Essays (Hemel Hempstead: Harvester Wheatsheaf, 1992). These processes, 
of lesbian abjection and nomadism, are further explored in, for example, Sally Munt (1998) butch/femme: inside lesbian 
gender, London: Cassell which deals with issues within lesbian communities, and Jaye Zimet (1999) Strange Sisters: the 
Art of Lesbian Pulp Fiction 1949-1969, London: Penguin, which critiques the presentation of lesbianism in society at large. 

[11] For example, L. Feinberg, Transgender Warriors: making history from Joan of Arc to RuPaul (Boston: Beacon Press: 
1996) and Taste This, Boys Like Her: Transfictions (New York: Press Gang Publishers, 1998). Feinberg’s work 
demonstrates how women’s oppression and trans oppression intersect, while Boys Like Her compounds the literal process 
of border-crossing with that of transgressive gender performativity. 

[12] L. Feinberg, Transgender Warriors: making history from Joan of Arc to RuPaul (Boston: Beacon Press: 1996). 

[13] Taste This, Boys Like Her: Transfictions (New York: Press Gang Publishers, 1998). 

[14] G. Deleuze, “Nomad Thought,” [first published 1978] in The New Nietzsche: Contemporary Styles of 
Interpretation, ed. D. B. Allison (Cambridge, MA: MIT Press, 1985), for example, provides an important 
forerunner of Rosa Braidotti’s work on nomadism, while a general debt is owed to Michel Foucault for works 
such, for example, Foucault, M. (1963). Naissance de la clinique [The birth of the clinic]. Paris, Presses 
Universitaires de France; Foucault, M. (1969). L'archaeologie du savoir [The archaeology of knowledge]. 
Paris, Gallimard; Foucault, M. (1975). Surveiller et Punir [Discipline and Punish]. Paris, Gallimard. 

[15] R. S. Peters, “What is an educational process?,” The Concept of Education, ed. R. S. Peters (London: 
Routledge and Kegan Paul, 1967):  15. 

[16] R. S. Peters, Ethics and Education (London, Allen & Unwin, 1966):  30. 

[17] For a discussion of these areas, see L. Stanley, Feminist Praxis (London: Routledge, 1990) and L. Alcoff & E. Potter, 
Feminist Epistemologies (London: Routledge, 1993). 

[18] L. Althusser, “Ideology and ideological state apparatuses (notes towards and investigation)” in S. 
Zizek, Mapping Ideology (London: Verso, 1994 [first published 1970]). 

[19] See, for example, C. Pateman, The Sexual Contract (Cambridge: Polity, 1988). 

[20] Aristotle replaced spiritual intuition with empiricism and logic but maintained the same division 
between epistemology and ontology, with the same political consequences and a similar role for “education” 
as propaganda. 
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[21] Plato, The Republic in “Great Dialogues of Plato,” trans. Warmington E. H. and Rouse P. (London, The New English 
Library, 1956) p. 273, 274. 

[22] See, for example, D. Beetham & K. Boyle, Introducing Democracy (Cambridge: Polity Press, 1995); D. 
Held, Models of Democracy (Cambridge: Polity Press, 1996); S. Lakoff, Democracy: History, Theory and 
Practice (Oxford: Westview Press, 1996). 

[23] Joseph Campbell, Oriental Mythology (New York: Viking Press, 1962). 

[24] Genesis 2:9. 

[25] Juliana of Norwich, Revelations of Divine Love [circa 1343-1443], translated by Clifton Wolters (Harmondsworth: 
Penguin, 1966):  172. See the novels of Irish writer Francis Stuart, especially The Flowering Cross (London: Gollancz, 
1950) for contemporary explorations of this theme. 

[26] Elaine Pagels, The Gnostic Gospels (Harmondsworth: Penguin, 1982) p. 38. 

[27] “On the Origin of the World,” The Nag Hammadi Library, ed. J. Robinson (New York: Harper Collins, 
1977) 170-189:  182, 115:31-116:5. 

[28] The Nag Hammadi Library, ed. J. Robinson (New York: Harper Collins, 1977). 

[29] Editors’ note: Christ is called the Second Adam. 

[30] A. Baring & J. Cashford, The Myth of the Goddess: evolution of an image (London: Viking Press, 1991). 

[31] “The Descent of Inanna” [circa 2000 BC] Inanna: Queen of Heaven and Earth, D Wolkstein & S. N. 
Kramer (New York: Harper & Row, 1983):  51-89:  52. 

[32] See Claude Lévi-Strauss, Structural Anthropology, translated by Claire Jacobson & Brooke Grundfest Schoepf 
(Harmondsworth: Penguin, 1968) for a discussion of the kinship structures maintained by men exchanging women between 
them. 

[33] See R. Cook, The Tree of Life: image for the cosmos (London: Thames & Hudson, 1974) for a discussion of the tree 
as universal symbol. 

[34] See M. Gimbutas The Language of the Goddess (London: Thames & Hudson, 1989) for a discussion of the various 
symbols used to represent water in Old Europe. 

[35] See C. Kerenyi, Eleusis: archetypal image of mother and daughter, translated by Ruth Manheim (Princeton: 
Bollingen, 1967) for a detailed discussion of the Eleusian Mysteries. 

[36] Baring & Cashford:  561-2. 
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[38] Editors’ Note: As Roz Kaveney notes in Reading the Vampire Slayer, Playdon’s essay, written months 
before, here predicts Angel’s experiences in the episode “Epiphany” (2016).
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Schuster, 2000):  165. 
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[51] Sarah Dreher, Shaman’s Moon (Norwich, VT: New Victoria Publishers, 1998):  11. 

[52] Purkiss:  11. 

[53] Elizabeth Grosz, Volatile Bodies: Toward a Corporeal Feminism (Bloomington and Indianapolis: Indiana University 
Press, 1994). 
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J. Gordon Melton
Images from the Hellmouth 

Buffy the Vampire Slayer Comic Books 
1998-2002 

During the last few years, I have been working with two colleagues, Canadian Robert Eighteen-Bisang and Italian Massimo 
Introvigne, in the compiling of a comprehensive bibliography of vampire comics. In the process, among the three of us, we 
have gathered all of the Buffy comics, both those originally published in the United States and those reprinted in the United 
Kingdom. On a more limited scale, some of these comics have also been reprinted in French, German, Italian and Spanish 
editions. The original Buffy the Vampire Slayer series, in its 45th  issue as this bibliography is being produced (June 2002) 
has become the third most popular English-language vampire comic book ever—the original Vampirella series in the 1970s 
running to 112 issues and Marvel's The Tomb of Dracula series to 70 issues. Given the show's continuing popularity (part of 
the permeation of the culture by the vampire mythos), there is every reason to believe that it will in due course surpass The 
Tomb of Dracula and challenge the longevity of Vampirella. Buffy's widespread popularity has been further demonstrated in 
the appearance of a spectrum of Buffy parodies. 

Included in the bibliography below is every known issue of a comic book that contains a Buffy the Vampire Slayer (or Angel) 
story, including the American originals, all English-language reprints, all of the parody titles, and all foreign-language 
reprints. Included in the citations are the title of each story, the author(s) who wrote it, and the primary artist(s) (penciller) 
who drew the art work. Each entry is also annotated by notations of notable vampires, villains, or characters who appear in 
a story in addition to the continuing cast of series characters. 

Comic books have proved a natural for Buffy, the series being originally designed to appeal to the very same audience that 
read comic books. However, like the series, the Buffycomic books have joined the list of those graphic art titles that have 
transcended their original audience and are now enjoyed by young adults and even older adults as well. Christopher 
Golden, who has written a considerable number of Buffynovels, has also regularly written for both the Buffy and Angel 
comic book series. He also appears to be responsible for the introduction of Tom Sniegoski, known for his work on 
Vampirella, to the Buffyworld. Artistically, Dark Horse has assigned the bulk of work for penciling the cover art of Buffy and 
Angel to Jeff Matsuda, Cliff Richards, and Christian Zanier, but notable covers have also been done by Mike Mignola, noted 
for his work on Bram Stoker's Dracula and the Hell Boy series, and Hector Gomez. 

The creation of comic book stories for series such as Buffyand Angel is a more difficult task in many ways. The writer, while 
creating new story lines, is at the same time bound by the canon of the story line as it has evolved on the television show. 
Stories have to be consistent with the show, most significantly its development of the characters, as readers also watch the 
show and would note any divergence. In addition, with the introduction and departure of major characters every season, the 
stories in the comic books have to be located relative to a particular season of the show. [Most recently, the new comic 
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books are issued with a note as to the story's season location, and the Dark Horse official Internet site includes a timeline 
with the stories in every issue located in the Buffy universe as (1) prior to the first season, (2) seasons 1 through 6, or (3) 
the future.] 

Comic books are primarily periodical materials, and the title of the comic book is generally the primary citation. That format 
is followed below. Occasionally there are differences between the title that appears on the cover and that which appears in 
the indicia, the latter generally being considered the official name of the publication. This list is geared to the title as 
indicated by the indicia. If there is a significant difference, it is noted. 

Immediately following the title of the comic book series, the publisher is cited. Next, any distinguishing attributes of the 
comic book series are added. Series may be described as black-and-white publications (b&w), as intended primarily for an 
adult audience (Adult), or a reprint of an earlier publication (Reprint). Publications that are in an 8 ½" x 11" format or larger 
are listed as "magazines." Publications larger than 64 pages are listed as trade paperbacks. The individual Buffy and Angel 
monthly stories are now regularly written with the understanding that they will later be compiled as a trade paperback. 
Hence what may appear as distinct short stories in a set of issues will, when read together, be seen as chapters of a longer 
fictional work. The trade paperbacks also, as a matter of course, reprint the covers without the subsequently imposed 
lettering, in which the original stories appeared. 

Citations for each individual comic book issue include a reference to the number of the issue, the date of issuance, the title 
of the story, the writer(s) of the story, the penciller(s) of the story, the number of pages, the names of any vampire 
characters and the name of any prominent non-vampire characters who also appears in the story. Where two or more 
stories appear in a single issue, they are listed in alpha order by the name of the story. If the author and penciller are not 
listed for any particular story, it may be assumed that they are the same as in the immediately preceding issue. 

  

Below each title, every issue, including variant cover editions, are listed in numerical order. Individual citations appear 
thusly: 

Title. Publisher. Descriptors (b&w, Anth., Adult, Reprint. etc.) 

no. 101 (date). "Story Title" by Writer(s) & Penciller(s). no. of pages. v Vampire character(s). c Other characters of 
note. [Original source if a reprinted story.] Cover information. Number of copies issued (if a limited edition). 

            Variant covers. 

                Notes: Other information of interest. 

Where the penciller(s) of the cover is known and differs from the penciller(s) of the major vampire story, that penciller(s) is 
listed. Variant covers have become a means of showcasing graphic art and where variant covers are known, they are cited. 
Variant cover issues have the same internal content but a different front cover.  Many variant Buffy covers have been 
produced as specially enhanced editions with limited print runs by Dynamic Forces or Tower Records. These enhanced 
edition generally come in a sealed packet with a certificate of authenticity and sell at a higher price than the original edition. 
Additional information for each variant cover focuses on distinguishing characteristics that allow some means of 
distinguishing often very similar alternate covers. Most Buffy and Angel comics were originally issued with two covers, one 
drawn and one a photograph of Buffy, Angel, or one or more cast members. To date, all of the trade paperback reprints 
have featured a photo cover. 
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A variety of names are given to these enhanced covers, however, the great majority involve the addition of metal-like (gold, 
platinum, or various colors) lettering. A few also come prepackaged with autographs of the writer, artist, or a Buffy/Angel 
cast member. Dynamic Forces is a company that has been licensed by Dark Horse, the primary publisher of Buffy comics, 
to produce enhanced covers. In most cases, these covers are produced in limited print runs. 

Trade paperbacks: Typically, Buffy stories have first appeared as stories in the Buffy the Vampire Slayer 
or Angel monthly series or in one of the many mini-series. Usually, six months to a year later, related 
stories have been collected and reprinted as what is termed a "graphic novel." Non-English reprints 
have consisted largely of individual comic book issues, however, in the United Kingdom, only the 
graphic novels have been reprinted, under the "Titan" imprint. During the last generation in the English-
speaking world (unlike, for example, most of continental Europe), comic books stores have arisen as 
the major retailers of comic books and related material. The trade paperback has become the means 
of reintroducing the graphic arts into bookstores. The American trade paperbacks released by Dark 
Horse have been reprinted in England by Titan Books. 

Fan magazines: From 1998 until its parent company went bankrupt in 2001, the Buffy the Vampire Slayer Fan Club in the 
United States published a quarterly fan magazine. Material from that magazine was reprinted in a monthly British Buffy fan 
magazine beginning in October 2000. Although the American magazine had no comic material, the British magazine has 
reprinted one of the comic book stories in each issue. Hence its issues are listed below.  

Note: In compiling this part of "Words from the Hellmouth," I want to especially thank Massimo Introvigne for his assistance. 
The covers to all of the Buffy and Angel trade paperback covers may be found at the CESNUR popular culture Internet site 
established by him at http://www.cesnur.org/buffy_library.html.  

Buffy Comics Published in the United States 

          Angel. Dark Horse Comics. 

          no. 1 (Nov. 1999). Part. 1 "Surrogates" by Christopher Golden & Christian Zanier. 22p. v 
Angel et al. c Doyle, Cornelia Chase, Kate Lockley. Cover: Jeff Matsuda. 

            Variant cover 1a Photo. 

            Variant cover 1b Tower Records Foil edition. Cover: Mel Rubi. 

          no. 2 (Dec. 1999). Part. 2. "Surrogates." 21p. c Dr. Lavinia Feehan. Cover: Jeff Matsuda. 

            Variant cover 2a Photo. 

          no. 3 (Jan. 2000). Part. 3. "Surrogates." 22p. v lamia. Cover: Jeff Matsuda. 

            Variant cover 3a Photo. 

            Variant cover 3b Dynamic Forces Red Foil edition. Cover: Jeff Matsuda. Limited to 3,000 
copies. 

http://www.slayage.tv/essays/slayage6/Melton.htm (3 of 37)6/18/2004 12:25:02 AM

http://www.cesnur.org/


Slayage, Number 6: Melton 

            Variant cover 3c Dynamic Forces Purple Foil edition. Cover: Jeff Matsuda. Limited to 3,000 
copies. 

          no. 4 (Feb. 2000). "The Changeling Wife" by Christopher Golden & Eric Powell. 22p. c the 
changeling. Cover: Jeff Matsuda. 

            Variant cover 4a Photo. 

          no. 5 (Mar. 2000). Part. 1. "Earthly Possessions" by Christopher Golden & Christian Zanier. 
22p. c Yazi (demon). Cover: Christian Zanier. 

            Variant cover 5a Photo. 

          no. 6 (Apr. 2000). Part. 2. "Earthly Possessions" by Christopher Golden & Christian Zanier. 
22p. c Gaetano Noe. Cover: Ryan Sook & Galen Showman. 

            Variant cover 6a Photo. 

          no. 7 (May 2000). (Mar. 2000). Part. 3. "Earthly Possessions" by Christopher Golden and 
Tom Sniegoski & Christian Zanier. 22p. Cover: Christian Zanier. 

            Variant cover 7a Photo. 

            Variant cover 7b Dynamic Forces Gold Foil edition. Cover: Christian Zanier. Limited to 1,500 
copies. 

            Variant cover 7c Dynamic Forces Red Foil edition. Cover: Christian Zanier. Limited to 1.500 
copies. 

          no. 8 (June 2000). Part 1. "Beneath the Surface" by Christopher Golden and Tom Sniegoski & 
Eric Powell. 22p. c Wesley. Cover: Jeff Matsuda. 

            Variant cover 8a Photo. 

          no. 9 (July 2000).  Part 2. "Beneath the Surface" by Christopher Golden and Tom Sniegoski & 
Eric Powell. 22p. c Abner, Clive. Cover: Eric Powell. 

            Variant cover 9a Photo. 

          no. 10 (Aug. 2000). Part 1. "Strange Bedfellows" by Christopher Golden and Tom Sniegoski & 
Christian Zanier. 22p. v Candy, Sashaet al, vampire hookers. Cover: Jeff Matsuda. 

            Variant cover 10a Photo. 
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          no. 11 (Sep. 2000). Part 2. "Strange Bedfellows" by Christopher Golden and Tom Sniegoski & 
Christian Zanier. 22p. v Dyanna Allegra. Cover: Christian Zanier. 

            Variant cover 11a Photo. 

          no. 12 (Oct. 2000). Part 1. "Vermin" " by Christopher Golden and Tom Sniegoski & Christian 
Zanier. 22p. Cover: Mike Mignola. 

            Variant cover 12a Photo. 

          no. 13 (Nov. 2000). Part 2. "Vermin" " by Christopher Golden and Tom Sniegoski & Christian 
Zanier. 22p. Cover: Mike Mignola. 

            Variant cover 13a Photo. 

          no. 14 (Dec. 2000). Little Girl Lost" by Christopher Golden and Tom Sniegoski & Eric Powell. 
22p. c Charles Gunn, Philip Westford. Cover: Randy Green. 

             Variant cover 14a Photo cover. 

          no. 15 (Jan. 2001). Part 1. "Past Lives" by Christopher Golden and Tom Sniegoski & Christian 
Zanier. 22p. c Quentin Travers (Watchers council), Buffy, various demons. Cover: Christian Zanier. 

            Variant cover 15a Photo. 

            Variant cover 15b Dynamic Forces Gold edition. Photo cover. Limited to 1500 copies. 

            Variant cover 15c Dynamic Forces Gold Foil edition. Photo cover. Limited to 2500 copies. 

            Variant cover 15d Dynamic Forces Exclusive Red Foil Cover. Limited to 1500 copies. 

          no. 16 (Feb. 2001). Part 3. "Past Lives" by Christopher Golden and Tom Sniegoski & 
Christian Zanier. 22p. c Alexa Landra. Cover: Christian Zanier. 

            Variant cover 16a Photo. 

          no. 17 (Mar. 2001). "Cordelia" by Christopher Golden and Tom Sniegoski & Eric Powell. 22p. 
Cover: Eric Powell. 

            Variant cover 17a Photo. 

          Note: First series ended with #17. New Series began September 2001. 
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          Angel. Dark Horse. Second series 

          no. 1 (Sep. 2001). "Long Night's Journey. . ." by Brett Matthews and Joss Whedon & Mel 
Rubi. 22p. Cover: Mel Rubi. 

            Variant cover 1a Photo. 

            Variant cover 1c Dynamic Forces Gold Foil edition. Photo cover.  Limited to 2,500 copies. 

            Variant cover 1d Dynamic Forces Blue Foil edition. Photo cover.  Limited to 199 copies. 

            Variant cover 1e Dynamic Forces Exclusive Red Foil edition. Photo cover.  Limited to 299 
copies. 

          no. 2 (Oct. 2001). "Long Night's Journey. . ." 22p. 

            Variant cover 2a. Photo. 

          no. 3 (Nov. 2001). "Long Night's Journey. . ." 22p. v Zhang. 

            Variant cover 3a. Photo. 

          no. 4 (May 2002). Part 4. Long Night's Journey. ""The End of the Beginning." 22p. 

             Variant cover 4a Photo 

          Buffy/Angel. Dark Horse/Goreb Shamus Enterprises. 

          ½ (2000). "City of Despair" by Tom Fassbender and Jim Pascoe & Cliff Richards. 16p. c 
Gefa'ar demons. Distributed by Wizard the Comic Magazine. 

            Variant cover  ½a Gold edition. 

          Buffy the Vampire Slayer. Dark Horse Comics. Television tie-in. 

          no. 1 (Sep. 1998). "Wu-tang Fang" by Andi Watson & Joe Bennett. 22p. v Wu-tang Fang. c 
Willow, Giles, Xander, Cordelia. Cover: Arthur Adams. 

            Variant cover 1a Gold cover edition. Cover: Arthur Adams. 

            Variant cover 1b Photo. 
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            Variant cover 1c Photo cover gold edition. 

          no. 2 (Oct. 1998). "Halloween" by Andi Watson & Joe Bennett. 22p. v Various. Cover: Chris 
Bachalo & Tim Townsend. 

            Variant cover 2a Photo. 

            Variant cover 2b Metallic foil edition 

          no. 3 (Nov. 1998). "Cold Turkey" by Andi Watson & Joe Bennett. 22p. v Unnamed. Cover: 
Chris Bachalo & Tim Townsend. 

            Variant cover 3a Photo. 

          no. 4 (Dec. 1998). "White Christmas" by Andi Watson & Joe Bennett. 24p. v Angel. Cover: 
Hector Gomez. 

            Variant cover 4a Photo. 

          no. 5 (Jan. 1999). "Happy New Year" by Andi Watson & Hector Gomez. 22p. c Oz, devil dog. 
Cover: Randy Green. 

            Variant cover 5a Photo. 

          no. 6 (Feb. 1999). Part 1. "New Kid on the Block" by Andi Watson and Dan Brereton & Hector 
Lopez. 22p. v Angel et al. c Cynthia.  Cover: Arthur Adams & Joyce Chin. 

            Variant cover 6a Photo. 

          no. 7 (Mar. 1999). ). Part 2. "New Kid on the Block" by Andi Watson and Dan Brereton & 
Hector Lopez. 22p. Cover: Hector Lopez. 

            Variant cover 7a Photo. 

          no. 8 (Apr. 1999). "The Final Cut" by Andi Watson & Jason Pearson and Cliff Richards. 22p. v 
Fair Quinn.  Cover: Randy Green. 

            Variant cover 8a Photo. 

          no. 9 (May 1999). Bad Blood, part 1. Part 1. "Hey, Good Lookin'" by Andi Watson & Joe 
Bennett. 22p. v Mistress Selke et al. c Dr. Flitter. Cover: Jeff Matsuda. 

http://www.slayage.tv/essays/slayage6/Melton.htm (7 of 37)6/18/2004 12:25:02 AM



Slayage, Number 6: Melton 

            Variant cover 9a Photo. 

          no. 10 (June 1999). Bad Blood, part 2. Part 2. "Hey, Good Lookin.'" by Andi Watson & Joe 
Bennett.  22p. v Selke. Cover: Chris Bachalo. 

            Variant cover 10a Photo. 

          no. 11 (July 1999). Bad Blood, part 3. "A Boy Named Sue." by Andi Watson & Joe Bennett.  
22p. v Selke. Cover: Jeff Matsuda. 

            Variant cover 11a Photo. 

          no. 12 (Aug. 1999). "A Nice Girl Like You" by Christopher Golden & Andy Owens. 22p. c 
Yhisandroth (demon). Cover: Randy Green. 

            Variant cover 12a Photo. 

            Variant cover 12b Dynamic Forces Gold foil edition. Photo cover. Limited to 3,000 copies. 

          no. 13 (Sep. 1999). Bad Blood, part 4. Part 1. "Love Sick Blues " by Andi Watson & Cliff 
Richards. 22p. v Selke. Cover: Jeff Matsuda. 

            Variant cover 13a Photo. 

          no. 14 (Oct. 1999). Bad Blood, part 5. Part 2. "Love Sick Blues." 22p. c Todd. Cover: Jeff 
Matsuda. 

            Variant cover 14 Photo. 

          no. 15 (Nov. 1999). Bad Blood, part 6. "Lost Highway." by Andi Watson & Cliff Richards. 22p. 
c Dark Slayer. Cover: Jeff Matsuda. 

            Variant cover 15a Photo. 

            Variant cover 15bc. Dynamic Forces Red Foil edition. Photo cover. Limited to 1,500 Copies. 

          no. 16. (Dec. 1999). "The Food Chain" by Christopher Golden & Christian Zanier. 22p. c 
Quafongg (demon). Cover: Christian Zanier. 

            Variant cover 16a Photo. 

          no. 17 (Jan. 2000). Bad Blood, part 7. "She's No Lady"  by Andi Watson & Cliff Richards. v 
Selke. c Dark Slayer. 22p. Cover: Jeff Matsuda. 
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            Variant cover 17a Photo. 

            Variant cover 17b Dynamic Forces Red Foil edition. Cover: Jeff Matsuda. Limited to 3,000 
copies. 

            Variant cover 17c Dynamic Forces Purple Foil edition. Cover: Jeff Matsuda. Limited to 3,000 
copies. 

          no. 18 (Feb. 2000). Bad Blood, part 8. "She's no Lady" by Andi Watson & Cliff Richards. 22p. 
v Selke. c Dark Slayer. Cover: Jeff Matsuda. 

            Variant cover 18a Photo. 

          no. 19 (Mar. 2000). Bad Blood, part 9. "Old Friend" by Andi Watson & Cliff Richards.  22p. v 
Selke. c Dark Slayer. Cover: Jeff Matsuda. 

            Variant cover 19a Photo. 

          no. 20 (Apr. 2000). "Double Cross" by Doug Petrie & Jason Minor. 22p. v Angel. c soul 
collector. Cover: J. Scott Campbell. 

            Variant cover 20a Photo. 

          no. 21 (May 2000). Part 1. "The Blood of Carthage" by Christopher Golden & Cliff Richards. 
22p. c Tergazzi (demon), Mad Jack. Cover: Jeff Matsuda. 

            Variant cover 21a Photo. 

            Variant cover 21b Dynamic Forces edition. Cover: Christian Zanier. Limited to 1,500 copies. 

            Variant cover 21c Dynamic Forces Red Foil edition. Limited to 1,500 copies. Cover: 
Christian Zanier. 

            Variant cover 21d Dynamic Forces edition signed by Nicolas Brendan. Limited to 500 copies. 

          no. 22 (June 2000). Part 2. "The Blood of Carthage" by Christopher Golden & Cliff Richards. 
22p. v Spike. c Xerxes the Blind., Ky-lagg (demon), Uraka (demon), Lucy (former slayer). Cover: 
Jeff Matsuda. 

            Variant cover 22a Photo. 

          no. 23 (July 2000). Part 3. "The Blood of Carthage" by Christopher Golden & Cliff Richards. 
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22p. Cover: Jeff Matsuda. 

            Variant cover 23a Photo. 

          no. 24 (Aug. 2000). Part 4. "The Blood of Carthage" by Christopher Golden & Cliff Richards. 
22p. Cover: Jeff Matsuda. 

            Variant cover 24a Photo. 

          no. 25 (Sep. 2000). Part 5. "The Blood of Carthage" by Christopher Golden & Cliff Richards. 
22p. Cover: Jeff Matsuda. 

            Variant cover 25a Photo. 

          no. 26 (Oct. 2000). Part 1. "The Heart of a Slayer" by Chris Boal & Cliff Richards.  22p. c 
Riley, Adja, Karfarnaum (demon). Cover: Christian Zanier. 

            Variant cover 26a Photo. 

          no. 27 (Nov. 2000). Part 2. "The Heart of a Slayer" by Chris Boal & Cliff Richards.  22p. 
Cover: John Totleben. 

            Variant cover 26a Photo. 

          no. 28 (Dec. 2000). "Cemetery of Lost Love" by Tom Fassbender and Jim Pascoe & Cliff 
Richards. 22p. c Riley, Baron Samedi. Cover: Ryan Sook & Galen Shoman. 

            Variant cover 27a Photo. 

          no. 29 (Jan. 2001). Part 2. "Past Lives" by Christopher Golden and Tom Sniegoski & Christian 
Zanier and Cliff Richards. 22p. Story continued from Angel #15. Cover: Christian Zanier. 

            Variant cover 29a Photo. 

            Variant cover 29b Dynamic Forces Gold edition. Limited to 1,500 copies. 

            Variant cover 29c Dynamic Forces Red Foil edition. Limited to 5000 copies. 

          no. 30 (Feb. 2001). Part 4. "Past Lives" by Christopher Golden and Tom Sniegoski & 
Christian Zanier and Cliff Richards. 22p. Story continued from Angel #16. Cover: Christian Zanier. 

            Variant cover 30a Photo. 
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          no. 31 (Mar. 2001). "Lost and Found" by Tom Fassbender and Jim Pascoe & Cliff Richards. 
22p. v Unnamed. Cover: Cliff Richards. 

            Variant cover 31a Photo. 

          no. 32 (Apr. 2001). "Invasion" by Tom Fassbender and Jim Pascoe & Cliff Richards. 22p. 
Cover: Cliff Richards. 

            Variant cover 32a Photo. 

          no. 33 (May 2001). "Hive Mentality" by Tom Fassbender and Jim Pascoe & Cliff Richards. 
22p. c giant insect. Cover: Cliff Richards. 

            Variant cover 32a Photo. 

          no. 34 (June 2001). "Out of the Fire, Into the Hive" by Tom Fassbender and Jim Padcoe & 
Cliff Richards. 22p. c Rebecca Stansberry. Cover: Cliff Richards. 

            Variant cover 34a Photo. 

          no. 35 (July 2001). "Remember the Beginning" by Tom Fassbender and Jim Padcoe & Cliff 
Richards. 22p. v the Master. Cover: Cliff Richards. 

            Variant cover 35a Photo. 

            Variant cover 35b Error Photo cover edition. (Geller's blouse is green rather than brown). 

          no. 36 (Aug. 2001). "Remember the Lies" by Tom Fassbender and Jim Pascoe & Cliff 
Richards. 22p. v Spike, Yuki Makumura. Cover: Cliff Richards. 

            Variant cover 35a Photo. 

          no. 37 (Sep. 2001). "Remember the Truth" by Tom Fassbender and Jim Pascoe & Cliff 
Richards. 22p. v Yuki Makumura. Cover: Cliff Richards. 

            Variant cover 37a Photo. 

          no. 38 (Oct. 2001). "Remember the End" by Tom Fassbender and Jim Pascoe & Cliff 
Richards. 22p. v the Eidu, evile monk-like vampires without eyes (Japanese). 

            Variant cover 38a Photo. 

          no. 39 (Oct. 2001). "Night of a Thousand Vampires" by Tom Fassbender and Jim Pascoe & 
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Cliff Richards. 22p. v Various. 

            Variant cover 39a Photo. 

          no. 40 (Dec. 2001). Part 1. "Ugly Little Monsters" by Tom Fassbender and Jim Pascoe & Cliff 
Richards. 22p. v Spike. c avendshrook demon. Cover: Jeff Matsuda. 

            Variant cover 40a Photo. 

          no. 41 (Jan. 2002). Part 2. "Ugly Little Monsters" by Tom Fassbender and Jim Pascoe & Cliff 
Richards. 22p. v Spike. c avendshrook demon. Cover: Jeff Matsuda. 

            Variant cover 41a Photo. 

          no. 42 (Feb. 2002). Part 3. "Ugly Little Monsters" by Tom Fassbender and Jim Pascoe & Cliff 
Richards. 22p. v Spike. c avendshrook demon. Cover: Jeff Matsuda. 

            Variant cover 42a Photo. 

          no. 43 (Mar. 2002) Part 1. "The Death of Buffy" by Tom Fassbender and Jim Pascoe & Cliff 
Richards. 22p. v Spike. c Buffy-robot. Cover: Brian Horton and Paul Lee. 

            Variant cover 43a Photo. 

          no. 44 (Apr. 2002). Part 2. "The Death of Buffy" by Tom Fassbender and Jim Pascoe & Cliff 
Richards. 22p. v Spike. c Buffy-robot. Cover: Brian Horton and Paul Lee. 

            Variant cover 44a Photo. 

          no. 45 (May 2002). Part 3. "The Death of Buffy" by Tom Fassbender and Jim Pascoe & Cliff 
Richards. 22p. v Spike. c Buffy-robot. Cover: Brian Horton and Paul Lee. 

            Variant cover 44a Photo. 

          Note: Continuing Series. 

          Buffy the Vampire Slayer. Dark Horse/Wizard. 

          no. ½ (1999). "Stinger" by Christopher Golden & Hector Gomez. 16p. [Distributed by Wizard] 

            Variant cover ½a  Gold edition 

          Buffy the Vampire Slayer: Angel. Dark Horse. 
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          no. 1 (May 1999). Pt. 1. "The Hallower" by Chris Golden & Hector Gomez. 22p. v Spike, Dru, 
Catherine, Angel. 

            Variant cover 1a Photo. 

            Variant cover 1b Dynamic Forces Gold edition. Photo cover. Limited to 5,000 copies. 

            Variant cover 1c Dynamic Forces Exclusive Gold edition signed by Christopher Golden. 
Photo cover. Limited to 1,500 copies. 

          no. 2 (June 1999). Pt. 2. "The Hallower" by Chris Golden & Hector Gomez. 22p. c the 
Hallower. 

            Variant cover 2a Photo. 

          no. 3 (July 1999). Pt. 3. "The Hallower." 22p. 

            Variant cover 3a Photo. 

          Buffy the Vampire Slayer Annual. Dark Horse. 

          no. 1 (Aug. 1999). "The Latest Craze" by Chris Golden and Tom Sniegoski & Cliff Richards. 32 
pp. c the hooligans.  b. "Bad Dog" by Douglas Petrie & Ryan Sook. 16 pp. v Angel. 

          Buffy the Vampire Slayer: Giles. Dark Horse. 

          no. 1 (Oct. 2000). "Beyond the Pale" by Christopher Golden and Tom Sniegoski & Eric 
Powell. 

            Variant cover 1a Photo 

            Variant cover 1b Dynamic Forces Limited Signed edition. Limited to 1,500 copies. 

          Buffy the Vampire Slayer: Haunted. Dark Horse. 

          no. 1 (Dec. 2001). Part 1. Story by Jane Esperson & Cliff Richards. 22p. 

            Variant cover 1a. Photo. 

          no. 2 (Jan. 2002). 22p. Cover: Cliff Richards. Error: Indicia says Jan. 2001. 
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                no. 2a Photo cover. 

          no. 3 (Feb. 2002). 22p. Cover: Cliff Richards. 

                no. 3a Photo cover. 

          no. 4 (Mar. 2002). 22p. Cover: 

                4b Photo cover. 

          Buffy the Vampire: Jonathan. Dark Horse. 

          no. 1 (Jan. 2001). "Codename: Comrades" by Jane Esperson & Cliff Richards. 26p. Cover: T 
Danrl. 

            Variant cover 1a Photo. 

            Variant cover 1b Dynamic Forces Gold edition. Photo cover. Limited to 500 copies. 

            Variant cover 1c Dynamic Forces Platinum Foil edition. Limited to 750 copies. 

          Buffy the Vampire Slayer: Lost and Found. Dark Horse. 

          no. 1 (Mar. 2002). By Fabian Nicieza & Cliff Richards. 22p. Cover: Brian Horton & Paul Lee. 

                no. 1a Photo cover 

          Buffy the Vampire Slayer: Lover's Walk. Dark Horse. Anth. 

          no. 1 (Feb. 2001). a. One Small Promise" by Tom Fassbender and Jim Pascoe & Cliff Richards. 
6p. v Various. c Riley.  b. "Punish Me with Kisses" by James S. Rich & Chynna Vlugston-Major. 9p.  c. 
Who Made Who?" by Christopher Golden & Eric Powell. 10p. v: Spike, Dru.  Cover: Cliff Richards. 

            Variant cover 1a Photo. 

            Variant cover 1b Dynamic Forces Gold edition. Photo cover. Limited to 1,500 copies. 

          Buffy the Vampire Slayer: Oz. Dark Horse. 

          Preview (2001). 23p. Cover: John Totleben. Edition released at Wizard World Comic Convention, 
Chicago, 2001. 
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            Variant cover Preview a Photo. 

          no. 1 (July 2001). By Christopher Golden & Logan Lubera. 23p. c Daniel "Oz" Osburne. 

            Variant cover 1a Photo. 

            Variant cover 1b Dynamic Forces Gold Foil edition. Photo cover. Limited to 500 copies. 

            Variant cover 1c Dynamic Forces Fiery Red Foil edition. Photo cover. Limited to 250 copies. 

            Variant cover 1d Dynamic Forces Platinum edition. Photo cover. Limited to 1,999 copies. 

          no. 2 (Sep. 2001). 22p. Cover: John Totleben. 

            Variant cover 2a Photo. 

          no. 3 (Sep. 2001). 22p. c demon Lord Mustag. Cover: John Totleben. 

            Variant cover 3a Photo.

     Buffy the Vampire Slayer: Spike and Dru. Dark Horse. 

          no. 1 (Apr. 1999). "Paint the Town Red" by James Masters and Christopher Golden & Ryan 
Sook. 26p. v Spike, Dru, Angel. 

          no. 2 (Oct. 1999). "The Queen of Hearts" by Christopher Golden & Ryan Sook. 26p. c 
Ickthala, beast of the river. 

          no. 3 (Dec. 2000). "All's Fair" by Christopher Golden & Eric Powell. 26p. c Xin Rong, the 
slayer. 

            Variant cover 3a Photo. 

            Variant cover 3b Dynamic Forces Ruby Red Foil edition. Photo cover. Limited to 300 copies. 

            Variant cover 3c Dynamic Forces Gold edition. Photo cover. Limited to 1,000 copies. 

          Buffy the Vampire Slayer Supernatural Defense Kit.  See: Buffy the Vampire Slayer: The 
Final Cut. 

          Buffy the Vampire Slayer: Tales of the Slayer. Dark Horse. Original tr. pb. 

          (Nov. 2001). a "The Innocent" by Amber Benson & Ted Naifeh. c Claudine.  b. "The Glittering 
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World" by David Fury & Steve Lieber. c Naayeeneizghani. v Unnamed.  c. "Nikki Goes to Town" by 
Doug Petrie & Gene Colan. c Nikki.  d. "Presumption" by Jane Esperson & P. Craig Russell. c 
Elizabeth Weston. v Catherine.  e. Prologue" by Joss Whedon & Leinil Francis Yu.  f. "Righteous" 
by Joss Whedon & Tim Sale. v St. Just.  g. "Sonnenblume" by Rebecca Rand Kirshner. c 
Sonnenblume. 

          Buffy the Vampire Slayer: The Final Cut. Dark Horse. Reprint. hb. 

          (1999). By Andi Watson & Cliff Richards. 30p. v Unnamed. [Buffy the Vampire Slayer #8.] 
Hardback reprint, with eight pages not in the original, was packaged within "The Buffy the Vampire 
Slayer Supernatural Defense Kit." 

          Buffy the Vampire Slayer: The Origin. Dark Horse. 

          no. 1 (Jan. 1999). By Daniel Brereton and Christopher Golden & Joe Bennett. 23p. v Lothos, 
Ralf. c Merrick, the watcher. Cover: Joe Bennett. 

            Variant cover 1a Photo. 

            Variant cover 1b Dynamic Forces Gold edition. Photo cover. Limited to 5,000 copies. 

          no. 2 (Feb. 1999). 20p. Cover: Joe Bennett & René Micheletti. 

            Variant cover 2a Photo. 

          no. 3 (Mar. 1999) 22p. Cover: Joe Bennett & Hector Gomez. 

            Variant cover 3a Photo. 

          Buffy the Vampire Slayer: Willow & Tara. Dark Horse. 

          no. 1 (Apr. 2001). "Wanna Blessed Be" by Amber Benson and Christopher Golden & Terry 
Moore. 22p. Cover: Terry Moore. 

            Variant cover 1a Photo. 

            Variant cover 1b Dynamic Forces Foil edition. Limited to 2,500 copies signed by Christopher 
Golden. 

            Variant cover 1c Dynamic Forces Platinum Foil edition. Limited to 300 copies. 

            Variant cover 1d Dynamic Forces Gold Foil edition. Photo cover. Limited to 2,500 copies. 
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          Dark Horse Extra. Dark Horse. Promotional tabloid. 

          no. 11 (May 1999). Part 1. "Playing with Fire" by Christopher Golden & Hector Gomez. 1p. 

          no. 12 (June 1999). Part 2. "Playing with Fire" by Christopher Golden & Hector Gomez. 1p. 

          no. 13 (July 1999). Part 3. "Playing with Fire" by Christopher Golden & Hector Gomez. 1p. 

          no. 14 (Aug. 1999). Part 4. "Playing with Fire" by Christopher Golden & Hector Gomez. 1p. 

          no. 15 (Sep. 1999). Part 5. "Playing with Fire" by Christopher Golden & Hector Gomez. 1p. 

          no. 16 (Oct. 1999). Part 6. "Playing with Fire" by Christopher Golden & Hector Gomez. 1p. 

          no. 36 (June 2001). Part 1 "Angel" by Brett Matthews, Jess Whedon & Mel Ricci. 1p. 

          no. 37 (July 2001). Part 2. "Angel." 1p. Includes Angel poster. 

          no. 47 (May 2002) Part 1. "Buffy the Vampire Slayer: Willow and Tara" by Andi Watson. 1p. 

          no. 48 (June 2002). Part 1. "Buffy the Vampire Slayer: Willow and Tara." 1p. 

          Dark Horse Presents. Dark Horse Comics. 

          no. 141 (Mar. 1999).  a. Cursed" by Christopher Golden & Hector Gomez. 8p.  b. "Dead love" 
by Andi Watson & and David Perrin. 8p.  c. "Hello, Moon" by Daniel Brereton and Christopher 
Golden & Joe Bennett. 8p. v. Angel. 

          no. 150 (Jan. 2000). "Buffy the Vampire Slayer: Killing Time" by Doug Petrie & Cliff Richards. 
8p. Cover says, "DHP 2K." [Reprint in Angel: Hunting Ground (2001).] 

          no. 153 (April 2000). Part 1. "Lovely Dark & Deep" by Christopher Golden and Tom Sniegoski 
& Brian Horton and Paul Lee. [Reprint in Angel: Hunting Ground (2001).] 

          no. 154 (May 2000). Part 2. "Lovely Dark & Deep." 8p. [Reprint in Angel: Hunting Ground 
(2001).] 

          no. 155 (June 2000). Part 3. "Lovely Dark & Deep." 8p. [Reprint in Angel: Hunting Ground 
(2001).] 

          Dark Horse Presents Annual 1998. Dark Horse. b&w. 

          no. 1 (Sep. 1998). "MacGuffins" by J. L. Van Meter & Luke Ross. 10p. First comic book 
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appearance of Buffy. 

          Dark Horse Presents Annual 2000. Dark Horse. b&w. 

          no. 1 June 2000). "Take Back the Night" by Tom Fassbender and Jim Pascoe & Cliff 
Richards.  12p. 

          Fray. Dark Horse. 

          no. 1 (June 2001). "Big City Girl" by Joss Whedon & Karl Moline. 22p. c Melaka Fray, Urkorn 
of D'avvrus. 

            Variant cover 1a Gold edition. 

          no. 2 (July 2001). "The Challenge." 22p. v Icarus. 

          no. 3 (Aug. 2001). "Ready Steady." 22p. 

          no. 4 (Sep. 2001). "Out of the Past." 22p. 

          no. 5 (Nov. 2001). "The Worst of It." 22p. 

          no. 6 (Mar. 2002). "Alarums." 22p. 

          Note: Continuing series. Fray presents an original story written by Joss Whedon in the Buffy 
universe centered upon a different slayer in the distant future. 

          TV Guide. 

          46, 47 (Nov 21, 1998). "Dance with Me" by Christopher Golden and Hector Gomez. 5p. Note: Contains five page 
comic book insert introducing the new comic book series. Exists in two forms—digest size and large (8 1/2" x 11") size. 
Photo of actor Christopher Reeve on cover. 

          47, 47 (Nov. 20, 1999).  "Point of Order" by David Pury & Ryan Sook. 2p. v Angel. 

Satires of Buffy the Vampire Slayer 

          Boffy the Vampire Layer. Eros Comix. b&w. Satire. Adult. 

          no. 1 (Jan. 2000). By Bruce McCorkindale. 24p. 

          no. 2 (July 2000). 23p. 
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          no. 3 (Feb. 2001). 23p. 

          Busty the Vampire Murderer. Blatant Comics. b&w. Satire. Adult. 

          no. 1 (Aug. 1998). By Rob Potchak, Jr. and Cris Crosby & Tony Furtado. 16p. 

            Variant cover 1b Nude edition. 

          Cracked. Globe Communications. b&w. Anth. Satire. Magazine, 

          no. 322 (Dec. 1997). "Boffy the Vampire Slayer" by Greg Grabianski & Walter Brogan. 5p. v 
Marv Albert. 

          Mad. E.C. Magazine. 

          no. 367 (Mar. 1998). "Busty the Vampire Spayer" by Dick Debartolo & Angelo Torres. 4p. 
Buffy satire. 

          Soulsearchers and Company. Claypool. b&w. 

          no. 42 (May 2000). "Kelly the Demon Slayer" by Peter David & Richard Howell. 23p. 

          Supernatural Law. Exhibit A Press. b&w. Satire. 

          no. 24 (Oct. 1999). "You'll Never Suck Blood in This Town Again" by Batton Lash. 21p. v 
Buford Glieb, Angelo. c Myrtle the Vampire Hater. [Reprint in The Vampire Brat and Other Tales of 
Supernatural Law (2001).] 

          Note: Supernatural Law continues the series Wolff & Byrd: Lawyers of the Supernatural. Story in issue #24 
continues story from issue #23 of Wolff & Byrd. 

          The Vampire Brat and Other Tales of Supernatural Law. Exhibit A Press. b&w. Reprint. 

          (2001). a. "Myrtle the Vampire Hater." 21p. v Buford Glieb. c Myrtle (Winter) the Vampire 
Hater. [Wolff and Byrd: Counselors of the Macabre #23 (1999).   b. "Fashionably Late." 19p. v 
Buford Glieb.  [Supernatural Law #25 (1999).]  c. "You'll Never Suck Blood in This Town Again" by 
Batton Lash. 21p. v Buford Glieb, Angelo. c Myrtle the Vampire Hater. [Supernatural Law #24 
(1999).] 

          Wolff and Byrd, Counselors of the Macabre. Exhibit A Press. b&w. 

          no. 23 (Aug. 1999). "Myrtle the Vampire Hater." 21p. v Buford Glieb. c Myrtle (Winter) the 
Vampire Hater. Story continued in Supernatural Law #24. [Reprint in The Vampire Brat and Other 
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Tales of Supernatural Law (2001).] 

          Note: With issue 24, Wolff & Byrd was renamed Supernatural Law. 

          XXXena vs. Busty. Blatant Comics. b&w. Adult. 

          no. 1 (Oct. 1998). By Rob Potchak, Jr. & Tony Furtado. 17p. v Howard Stern. c Busty the 
Vampire Murderer (satire of Buffy the Vampire Slayer). 

  
Reprint Trade Paperbacks 

          Angel: Autumnal. Dark Horse. Reprint. 

          (Dec. 2001). a. "Little Girl Lost" by Christopher Golden and Tom Sniegoski & Eric Powell. 22p. 
c Charles Gunn, Philip Westford. [Angel #14]  b. "Vermin" " by Christopher Golden and Tom 
Sniegoski & Christian Zanier. 44p. [Angel #12-13] Photo cover. 

          Angel: Earthly Possession. Dark Horse. Reprint. 

          (Apr. 2001). By Christopher Golden and Tom Sniegoski & Christian Zainer. 66p. Collects 
issues #5-7 of Angel. Photo cover. 

          Angel: Hunting Ground. Dark Horse. Reprint. 

          (Aug. 2001). Collects: a. Parts 1-2. "Beneath the Surface" by Christopher Golden and Tom 
Sniegoski & Eric Powell. 44p. c Wesley. [Angel #8-9]   b. Parts 1-3. "Lovely Dark & Deep" by 
Christopher Golden and Tom Sniegoski & Brian Horton and Paul Lee. 32p. v Angel. [Dark Horse 
Presents #153-55.] Photo cover. 

          Angel: Strange Bedfellows. Dark Horse. Reprint. 

          (Mar. 2002). Collects: a. "The Changeling Wife" by Christopher Golden & Eric Powell. 23p 
[Angel #4 (2000.)] b. "Strange Bedfellows" by Christopher Golden, Tom Sniegoski, Christian Zanier 
& Marvin Mariano  45p. [Angel #10-11 (2000.)] c. "Phantom Dennis" by Christopher Golden, Tom 
Sniegoski & Eric Powell. 23p. d. "Point of Order" by David Fury & Ryan Sook. 3p. Photo cover. 

           Angel: Surrogates. Dark Horse. Reprint. 

          no. 1 (Dec. 2000). By Christopher Golden & Christian Zanier. 72p. v Lamia. Includes issues 
#1-3 of Angel. Photo cover. 

          Buffy the Vampire Slayer: Angel-The Hollower.  Dark Horse. Reprint. 
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          no. 1 (May 2000). By Chris Golden & Hector Gomez. 66p. v Angel. Photo cover. Collects 
issues #1-3 of Buffy the Vampire Slayer: Angel. 

          Buffy the Vampire Slayer/Angel: Past Lives. Dark Horse. Reprint. 

          (July 2001). By Christopher Golden and Tom Sniegoski & Christian Zanier and Cliff Richards. 
88p. Includes issues #15 & 16 of Angel (2001) and issues #29 & 30 of Buffy the Vampire Slayer 
(2001). Photo cover. 

          Buffy the Vampire Slayer: Autumnal. Dark Horse. Reprint. 

          (Oct. 2001). Collects: a. "Cemetery of Lost Love" by Tom Fassbender and Jim Pascoe & Cliff 
Richards. 22p. c Riley, Baron Samedi. [Buffy the Vampire Slayer #28]  b. "The Heart of a Slayer" 
by Chris Boal & Cliff Richards.  44p. c Riley, Adja, Karfarnaum (demon). [Buffy the Vampire Slayer 
#27.] Photo cover. 

          Buffy the Vampire Slayer: Bad Blood. Dark Horse. Reprint. 

          no. 1 (Apr. 2000). By Andi Watson & Joe Bennett.  Includes Buffy the Vampire Slayer issues 
#9, 10, & 11, plus new episode, "Hello, Moon." 

           Buffy the Vampire Slayer: Crash Test Demons. Dark Horse. Reprint. 

          no. 1 (July 2000). By Andi Watson & Cliff Richards. 66p. Includes Buffy the Vampire Slayer 
issues #13-15. 

          Buffy the Vampire Slayer: False Memories.  Dark Horse. Reprint. 

          (June 2002). By Tom Fassbender and Jim Padcoe & Cliff Richards. 88p. v The Master, Yuki 
Makumura. Collects: a. "Remember the Beginning." [Buffy the Vampire Slayer #35]; b. "Remember the 
Lies." [Buffy the Vampire Slayer #36];  c. "Remember the Truth." [Buffy the Vampire Slayer #37]; d. 
"Remember the End." [Buffy the Vampire Slayer #38]. 

           Buffy the Vampire Slayer: Food Chain.  Dark Horse. Reprint. 

          (2001).  176p. Collects: a. "Bad Dog" by Douglas Petrie & Ryan Sook. 16 pp. [Buffy the 
Vampire Slayer Annual (1999).]  b. "Double Cross" by Doug Petrie & Jason Minor. 22p. v Angel. c 
soul collector. [Buffy the Vampire Slayer #20.]  c. Part 1 "The Food Chain" by Christopher Golden 
& Christian Zanier. 22p. c Quafongg (demon). [Buffy the Vampire Slayer #16.]   d. Part 2 "The 
Food Chain" by Christopher Golden & Christian Zanier. 22p. c Quafongg (demon). [As Part 4. 
"Past Lives" in Buffy the Vampire Slayer #31.]   e. "The Latest Craze" by Chris Golden and Tom 
Sniegoski & Cliff Richards. 32 pp. [Buffy the Vampire Slayer Annual (1999).]   f. "One Small 
Promise" by Tom Fassbender and Jim Pascoe & Cliff Richards. 6p. [Buffy the Vampire Slayer: 
Lover's Walk (2001).]  g. "Punish Me with Kisses" by James S. Rich & Chynna Vlugston-Major. 9p. 
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[Buffy the Vampire Slayer: Lover's Walk (2001).] Photo cover. 

          Buffy the Vampire Slayer: Out of the Woodwork.  Dark Horse. Reprint. 

          (2002). By Tom Fassbender and Jim Pascoe & Cliff Richards. 100p. Collects: a. "Lost and 
Found." 22p. [Buffy the Vampire Slayer #31]  b. "Invasion" [Buffy the Vampire Slayer #32] c. "Hive 
Mentality" [Buffy the Vampire Slayer #32] d. "Out of the Fire, Into the Hive." 22p. v Unnamed [Buffy 
the Vampire Slayer #32] Photo cover. 

          Buffy the Vampire Slayer: Oz. Dark Horse. Reprint. 

          no. 1 (June 2002). By Christopher & Logan Lubera. 71p. [Collects the three issues of Buffy 
the Vampire Slayer: Oz (2001).] Photo cover. 

          Buffy the Vampire Slayer: Pale Reflections. Dark Horse. Reprint. 

          no. 1 (2000). By Andy Watson and Cliff Richards. 74p. Collects issues #17, 18, & 19 of Buffy 
the Vampire Slayer (1999) and "Killing Time" by Doug Petrie & Cliff Richards from Dark Horse 
Presents #150 (Jan. 2000). Photo cover. 

          Buffy the Vampire Slayer: Ring of Fire. Dark Horse. 

          no. 1 (Oct. 2000). By Doug Petrie & Ryan Sook. 

            Variant cover 1a Dynamic Forces edition signed by Ryan Sook. Limited to 1,500. 

          Buffy the Vampire Slayer: Spike and Dru. Dark Horse. Reprint. 

          ((June 2001). Collects: a. "All's Fair" by Christopher Golden & Eric Powell. 26p. [Buffy the 
Vampire Slayer: Spike and Dru, #3 (Dec. 1999).]  b. "Paint the Town Red" by James Masters and 
Christopher Golden & Ryan Sook. 26p. . [Buffy the Vampire Slayer: Spike and Dru, #1 (Apr. 
1999).]  c. "The Queen of Hearts" by Christopher Golden & Ryan Sook. 26p. . [Buffy the Vampire 
Slayer: Spike and Dru, #2 (Oct. 1999).]  d. "Who Made Who?" by Christopher Golden & Eric 
Powell. 10p. [Buffy the Vampire Slayer: Lover's Walk (Feb. 2001).] Photo cover. 

          Buffy the Vampire Slayer: The Blood of Carthage. Dark Horse. Reprint. 

          (Mar. 2001). By Christopher Golden & Cliff Richards. 114p. v Spike. c Xerxes the Blind., Ky-
lagg (demon), Uraka (demon), Lucy (former slayer), Tergazzi (demon), Mad Jack.. Collects issues 
#21-25 of Buffy the Vampire Slayer (2000). Photo cover. 

          Buffy the Vampire Slayer: The Dust Waltz. Dark Horse Comics. 
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          (1998). By Dan Bereton & Hector Gomez. 66p. 

Buffy the Vampire Slayer: The Origin. Dark Horse. Reprint. 

          (Sep. 1999) By Daniel Brereton & Christopher Golden & Joe Bennett. 63p. Collects the three 
issues of Buffy the Vampire Slayer: The Origin. Photo cover. 

          Buffy the Vampire Slayer. The Remaining Sunlight. Dark Horse. Reprint. 

          no. 1 (Mar. 1999).  By Andi Watson & Joe Bennett.  Collects Buffy the Vampire Slayer issues 
#1-3. Photo cover. 

           Buffy the Vampire Slayer: Uninvited Guests. Dark Horse.  Reprint. 

          no. 1 (Sep. 1999). By Andi Watson & Hector Gomez. Includes stories from Buffy the Vampire 
Slayer issues #4-7. Photo cover. 

United Kingdom Reprints 

          Angel: Autumnal. Titan Books [UK]. Reprint. 

          (Dec. 2001). Collects: a. Little Girl Lost" by Christopher Golden and Tom Sniegoski & Eric 
Powell. 22p. c Charles Gunn, Philip Westford. [Angel #14]  b. "Vermin" " by Christopher Golden 
and Tom Sniegoski & Christian Zanier. 44p. [Angel #12-13] Photo cover. 

          Angel: Earthly Possession. Titan Books [UK]. Reprint. 

          (Apr. 2001). By Christopher Golden and Tom Sniegoski & Christian Zainer. 66p. Collects 
issues #5-7 of Angel. Photo cover. 

          Angel: Hunting Ground. Titan Books [UK]. Reprint. 

          (Aug. 2001). Collects: a. Part 1-2. "Beneath the Surface" by Christopher Golden and Tom 
Sniegoski & Eric Powell. 44p. c Wesley. [Angel #8-9]   b. Parts 1-3. "Lovely Dark & Deep" by 
Christopher Golden and Tom Sniegoski & Brian Horton and Paul Lee. 32p. v Angel. [Dark Horse 
Presents #153-55.] Photo cover. 

          Angel: Earthly Possession. Titan Books [UK]. Reprint. 

          (Apr. 2001). By Christopher Golden and Tom Sniegoski & Christian Zainer. 66p. Collects 
issues #5-7 of Angel. Photo cover. 

          Angel: Strange Bedfellows. Titan Books [UK]. Reprint. 
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          (Mar. 2002). Collects: a. “The Changeling Wife” by Christopher Golden & Eric Powell. 23p [Angel #4 (2000.)]  b. 
“Strange Bedfellows” by Christopher Golden, Tom Sniegoski, Christian Zanier & Marvin Mariano  45p. [Angel #10-11 
(2000.)]  c. “Phantom Dennis” by Christopher Golden, Tom Sniegoski & Eric Powell. 23p.  d. “Point of Order” by David 
Fury & Ryan Sook. 3p. Photo cover. 

          Angel: Surrogates. Titan Books [UK]. Reprint. 

          no. 1 (Dec. 2000). By Christopher Golden & Christian Zanier. 72p. v Lamia. Includes issues 1-
3 of Angel. Photo cover. 

          Buffy the Vampire Slayer: Angel-The Hollower.  Titan Books [UK]. Reprint. 

          no. 1 (May 2000). By Chris Golden & Hector Gomez. 66p. v Angel. Photo cover. 

          Buffy the Vampire Slayer/Angel: Past Lives. Titan Books [UK]. Reprint. 

          (July 2001). By Christopher Golden and Tom Sniegoski & Christian Zanier and Cliff Richards. 
88p. Includes issues #15 & 16 of Angel (2001) and issues #29 & 30 of Buffy the Vampire Slayer 
(2001). Photo cover. 

          Buffy the Vampire Slayer: Autumnal. Titan Books [UK]. Reprint. 

          (Oct. 2001). a. "Cemetery of Lost Love" by Tom Fassbender and Jim Pascoe & Cliff Richards. 
22p. c Riley, Baron Samedi.  b. "The Heart of a Slayer" by Chris Boal & Cliff Richards.  44p. c 
Riley, Adja, Karfarnaum (demon). Photo cover. 

          Buffy the Vampire Slayer: Bad Blood. Titan Books [UK]. Reprint. 

          no. 1 (Apr. 2000). By Andi Wason & Joe Bennett.  Includes reprints of Buffy the Vampire 
Slayer issues #9, 10, & 11, plus new episode, "Hello, Moon." Photo cover. 

          Buffy the Vampire Slayer: Crash Test Demons. Titan Books [UK]. Reprint. 

          no. 1 (July 2000). By Andi Watson & Cliff Richards. 66p Includes stories from issues 13-15 of 
Buffy the Vampire Slayer. Photo cover. 

          Buffy the Vampire Slayer: False Memories.  Titan Books [UK]. Reprint. 

--       (June 2002). By Tom Fassbender and Jim Pascoe & Cliff Richards. 88p. v The Master, Yuki Makumura. Collects: a. 
"Remember the Beginning." [Buffy the Vampire Slayer #35]; b. "Remember the Lies." [Buffy the Vampire Slayer #36];  c. 
"Remember the Truth." [Buffy the Vampire Slayer #37]; d. "Remember the End." [Buffy the Vampire Slayer #38]. Photo 
cover. 
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           Buffy the Vampire Slayer: Food Chain.  Titan Books [UK]. Reprint. 

          (2001).  176p. Collects: a. "Bad Dog" by Douglas Petrie & Ryan Sook. 16 pp. [Buffy the 
Vampire Slayer Annual (1999).]  b. "Double Cross" by Doug Petrie & Jason Minor. 22p. v Angel. c 
soul collector. [Buffy the Vampire Slayer #20.]  c. Part 1 "The Food Chain" by Christopher Golden 
& Christian Zanier. 22p. c Quafongg (demon). [Buffy the Vampire Slayer #16.]   d. Part 2 "The 
Food Chain" by Christopher Golden & Christian Zanier. 22p. c Quafongg (demon). [As Part 4. 
"Past Lives" in Buffy the Vampire Slayer #31.]   e. "The Latest Craze" by Chris Golden and Tom 
Sniegoski & Cliff Richards. 32 pp. [Buffy the Vampire Slayer Annual (1999).]   f. "One Small 
Promise" by Tom Fassbender and Jim Pascoe & Cliff Richards. 6p. [Buffy the Vampire Slayer: 
Lover's Walk (2001).]  g. "Punish Me with Kisses" by James S. Rich & Chynna Vlugston-Major. 9p. 
[Buffy the Vampire Slayer: Lover's Walk (2001).] Photo cover. 

          Buffy the Vampire Slayer Magazine. Titan Magazine [UK]. Reprint. Magazine. 

          no. 1 (Oct. 2000). "Wu-tang Fang" by Andi Watson & Joe Bennett. 22p. v Wu-tang Fang. 
Cover: Buffy. 

          no. 2 (Nov. 1999). "The Final Cut" by Andi Watson & Jason Pearson. 22p. Cover: Buffy and 
Angel. 

          no. 3 (Dec. 1999). Part 1. "Hey Good Looking" by Andi Watson & Joe Bennett. 22p. Cover: 
Buffy. 

          no. 4 (Jan. 2000). Part 2. "Hey Good Looking." 22p. Cover: Buffy, Angel, & Xander. 

          no. 5 (Feb. 2000)."A Boy Named Sue" by Andi Watson & Joe Bennett.  22p. Cover: Buffy.           

          no. 6 (Mar. 2000) "A Nice Girl Like You" by Christopher Golden & Andy Owens. 22p. c 
Yhisandroth (demon). 

          no. 7 (Apr. 2000). Bad Blood, part 4. "Love Sick Blues" by Andi Watson & Cliff Richards. 22p. 
Cover Spike & Drusilla. 

          no. 8 (May 2000). Bad Blood, part 5. "Love Sick Blues" by Andi Watson & Cliff Richards. 22p. 

          no.9 (June 2000). Bad Blood, part 6. "Lost Highway" by Andi Watson & Cliff Richards. 22p. 
Cover: Buffy. 

          no. 10 (July 2000). Bad Blood, Part 7. 22p. Cover: Buffy. 

          no. 11 (Aug. 2000). Bad Blood, part 8. "She's no Lady II." 22p. Cover Buffy & Angel. 

          no. 12 (Sep. 2000). Bad Blood, part 9. ""Old Fiend.." 22p. Cover: Willow. 
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          no. 13 (Oct. 2000). "Double Cross" by Doug Petrie & Jason Moore. 22p. Cover: Buffy. 

          no. 14 (Nov. 2000). Part 1. "Paint the Town Red" by James Masters & Christopher Golden & 
Ryan Sook. 22p. v Spike, Drusilla. 

          no. 15 (Dec. 2000). Part 2. "Paint the Town Red" 22p. v Spike, Drusilla. Cover: Angel and 
Spike. 

          no. 16 (Jan. 2001). Part 1. "The Blood of Carthage" by Christopher Golden & Cliff Richards. 

          no. 17 (Feb. 2001). Part 2. "The Blood of Carthage." 10p. 

          no. 18 (Mar. 2001). Part 3. "The Blood of Carthage." 12p. 

          no. 19 (Apr. 2001). Part 4. "The Blood of Carthage. 10p. 

          no. 20 (May 2001). Part 5. "The Blood of Carthage."  11p. 

          no. 21 (Spr. 2001). Part 6. "The Blood of Carthage." 11p. 

          no. 22 (June 2001). Part 7. "The Blood of Carthage." 10p. Poster included. 

          no. 23 (July 2001). Part 8. "The Blood of Carthage." 12p. 

          no. 24 (Aug. 2001). Part 9. "The Blood of Carthage." 11p. 

          no. 25 (Sep. 2001). Part 10. "The Blood of Carthage." 15p. 

          no. 26 (Oct. 2001). Part 1. "The Heart of the Slayer" by Chris Boal & Cliff Richard. 11p. 

          no. 27 (Nov. 2001). Part 2. "The Heart of the Slayer." 12p. 

          no. 28 (Dec. 2001). Part 3. "The Heart of the Slayer." 11p. 

          no. 29 (Jan. 2002). Part 4. The Heart of the Slayer." 11p. 

          no. 30 (Feb. 2002). Part 1. Cemetery of Lost Love" by Tom Fassbender and Jim Pacoe & Cliff 
Richards. 11p. 

          no. 31 (Mar. 2002). Part 2. Cemetery of Lost Love." 11p. 
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          no. 32 (Apr. 2002). Part 1. "Lost and Found" by Tom Fassbender and Jim Pascoe & Cliff 
Richards. 11p. 

          no. 33 (May 2002). Part 2. "Lost and Found." 10p. 

          no. 34 (June 2002). Part 1. "Invasion" by Tom Fassbender and Jim Pacoe & Cliff Richards. 
11p. 

          no. 35 (July 2002). Part 2. "Invasion." 13p. 

          Note: This British newsstand magazine published original material, reprinted stories from the 
new defunct Buffy the Vampire Slayer Official Magazine (1998-2001), and included stories from the 
comic books. Following the demise of the Buffy the Vampire Slayer Official Magazine, in 2002 
Titan began a new Buffy magazine without comic book stories for the American market. 

          Buffy the Vampire Slayer: Out of the Woodwork.  Titan Books [UK]. Reprint. 

          (2002). By Tom Fassbender and Jim Pascoe & Cliff Richards. 100p. Collects: a. "Lost and 
Found." 22p. [Buffy the Vampire Slayer #31]  b. "Invasion" [Buffy the Vampire Slayer #32] c. "Hive 
Mentality" [Buffy the Vampire Slayer #32] d. "Out of the Fire, Into the Hive." 22p. v Unnamed [Buffy 
the Vampire Slayer #32] Photo cover. 

          Buffy the Vampire Slayer: Oz. Titan Books [UK]. Reprint. 

          no. 1 (June 2002). By Christopher & Logan Lubera. 71p. [Collects the three issues of Buffy 
the Vampire Slayer: Oz (2001).] Photo cover. 

          Buffy the Vampire Slayer: Pale Reflections. Titan Books [UK]. Reprint. 

          no. 1 (2000). By Andy Watson and Cliff Richards. 74p. Collects issues #17, 18, & 19 of Buffy 
the Vampire Slayer (1999) and "Killing Time" by Doug Petrie & Cliff Richards. From Dark Horse 
Presents #150 (Jan. 2000). Photo cover. 

          Buffy the Vampire Slayer: Ring of Fire. Titan Books [UK]. Reprint. 

          no. 1 (Oct. 2000). By Doug Petrie & Ryan Sook. Photo cover. 

          Buffy the Vampire Slayer: Spike and Dru. Titan Books [UK]. Reprint. 

          ((June 2001). Collects: "All's Fair" by Christopher Golden & Eric Powell. 26p. [Buffy the 
Vampire Slayer: Spike and Dru, #3 (Dec. 1999).]  b. "Paint the Town Red" by James Masters and 
Christopher Golden & Ryan Sook. 26p. . [Buffy the Vampire Slayer: Spike and Dru, #1 (Apr. 
1999).]  c. "The Queen of Hearts" by Christopher Golden & Ryan Sook. 26p. . [Buffy the Vampire 
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Slayer: Spike and Dru, #2 (Oct. 1999).]  d. "Who Made Who?" by Christopher Golden & Eric 
Powell. 10p. [Buffy the Vampire Slayer: Lover's Walk (Feb. 2001).] Photo cover. 

          Buffy the Vampire Slayer: Tales of the Slayer. Titan Books [UK]. Reprint. 

          (Nov. 2001). a "The Innocent" by Amber Benson & Ted Naifeh. c Claudine.  b. "The Glittering 
World" by David Fury & Steve Lieber. c Naayeeneizghani. v Unnamed.  c. "Nikki Goes to Town" by 
Doug Petrie & Gene Colan. c Nikki.  d. "Presumption" by Jane Esperson & P. Craig Russell. c 
Elizabeth Weston. v Catherine.  e. Prologue" by Joss Whedon & Leinil Francis Yu.  f. "Righteous" 
by Joss Whedon & Tim Sale. v St. Just.  g. "Sonnenblume" by Rebecca Rand Kirshner. c 
Sonnenblume. 

          Buffy the Vampire Slayer: The Blood of Carthage. Titan Books [UK]. Reprint. 

          (Mar. 2001). By Christopher Golden & Cliff Richards. 114p. v Spike. c Xerxes the Blind., Ky-
lagg (demon), Uraka (demon), Lucy (former slayer), Tergazzi (demon), Mad Jack.. Collects issues 
#21-25 of Buffy the Vampire Slayer (2000). Photo cover. 

          Buffy the Vampire Slayer: The Dust Waltz. Titan Books [UK]. Reprint. 

          (1998). By Dan Brereton & Hector Gomez. 66p.  

          Buffy the Vampire Slayer: The Final Cut. Titan Books [UK]. Reprint. 

          (1999). By Andi Watson & Cliff Richards. 30p. v Unnamed. [Buffy the Vampire Slayer #8.] 
Hardback reprint, with eight pages not in the original, was packaged within "The Buffy the Vampire 
Slayer Supernatural Defense Kit." 

Buffy the Vampire Slayer: The Origin. Titan Books [UK]. Reprint. 

          (Sep. 1999) By Daniel Brereton & Christopher Golden & Joe Bennett. 63p. Collects the three 
issues of Buffy the Vampire Slayer: The Origin. Photo cover. 

          Buffy the Vampire Slayer. The Remaining Sunlight. Titan Books [UK]. Reprint. 

          no. 1 (Mar. 1999).  By Andi Watson & Joe Bennett.  Includes stories from Buffy the Vampire 
Slayer issues #1-3. Photo cover. 

           Buffy the Vampire Slayer: Uninvited Guests. Titan Books [UK]. Reprint. 

          no. 1 (Sep. 1999). By Andi Watson & Hector Gomez. Includes stories from Buffy the Vampire 
Slayer issues #4-7.] Photo cover. 
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Comic Books Other than English 

French

          Buffy contre les vampires. Dark Horse/Semic. 

          no. 1A (Jun. 1999). Part 1. "The Origin" by Rick Ketcham & Joe Bennett. 22p. [Buffy the 
Vampire Slayer: The Origin] 

            Variant cover 1B (Jun. 1999).  Alternate cover. 

          no. 2 (July 1999). a. Part 1. "Dust Waltz" by Sandu Florea & Hector Gomez. 22p. [Buffy the 
Vampire Slayer: The Dust Waltz]  b. Part 2. "The Origin" by Rick Ketcham & Joe Bennett. 22p. 
[Buffy the Vampire Slayer: The Origin] 

          no. 3 (Aug. 1999). Part 2. "Dust Waltz" by Sandu Florea & Hector Gomez. 44p. [Buffy the 
Vampire Slayer: The Dust Waltz] 

          no. 4 (Sep. 1999). a. "Wu-tang Fang" by Andi Watson & Joe Bennett. 22p. v Wu-tang Fang. c 
Willow, Giles, Xander, Cordelia. [Buffy the Vampire Slayer #1]  b. "Halloween" by Andi Watson & 
Joe Bennett. 22p. v Various.  [Buffy the Vampire Slayer #2] 

          no. 5 (Oct. 1999). a. "Cold Turkey" by Andi Watson & Joe Bennett. 22p. v Unnamed. [Buffy 
the Vampire Slayer #3]  b. "White Christmas" by Andi Watson & Joe Bennett. 24p. v Angel. [Buffy 
the Vampire Slayer #4] 

          no. 6 (Nov. 1999). a. "Happy New Year" by Andi Watson & Hector Gomez. 22p. [Buffy the 
Vampire Slayer #5]  c Oz, devil dog.  b. Part 1. "New Kid on the Block" by Andi Watson and Dan 
Brereton & Hector Lopez. 22p. v Angel et al. c Cynthia. [Buffy the Vampire Slayer #6] 

          no. 7 (Dec. 1999). a. Part 2. "New Kid on the Block" by Andi Watson and Dan Brereton & 
Hector Lopez. 22p. [Buffy the Vampire Slayer #7] b. "The Final Cut" by Andi Watson & Jason 
Pearson and Cliff Richards. 22p. [Buffy the Vampire Slayer #8] 

          no. 8 (Jan. 2000). "Hey, Good Lookin'" by Andi Watson & Joe Bennett. 22p. v Mistress Selke 
et al. c Dr. Flitter. [Buffy the Vampire Slayer #9, 10] 

          no. 9 (Feb. 2000). a. "A Boy Named Sue." by Andi Watson & Joe Bennett.  22p. v Selke. 
[Buffy the Vampire Slayer #11]  b. "A Nice Girl Like You" by Christopher Golden & Andy Owens. 
22p. c Yhisandroth (demon). [Buffy the Vampire Slayer #12]  Poster . 

          no. 10 (Mar. 2000). "Love Sick Blues " by Andi Watson & Cliff Richards. 22p. v Selke. c Todd. 
[Buffy the Vampire Slayer #13, 14] 
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          no. 11 (Apr. 2000). a. "Lost Highway." by Andi Watson & Cliff Richards. 22p. c Dark Slayer. 
[Buffy the Vampire Slayer #15]  b. "The Food Chain" by Christopher Golden & Christian Zanier. 
22p. c Quafongg (demon). [Buffy the Vampire Slayer #16] 

          no. 12 (May 2000). a. Bad Blood, part 7. "She's No Lady"  by Andi Watson & Cliff Richards. v 
Selke. c Dark Slayer. 22p. [Buffy the Vampire Slayer #17]   b. "Dance with Me" by Christopher 
Golden and Hector Gomez. 5p.  [TV Guide (Nov 21, 1998).]  c. "MacGuffins" by J. L. Van Meter & 
Luke Ross. 10p. [Dark Horse Presents Annual 1998] 

          no. 13 (Jun. 2000). a. Bad Blood, part 8. "She's no Lady" by Andi Watson & Cliff Richards. 
22p. v Selke. c Dark Slayer. [Buffy the Vampire Slayer #18]    b. Part. 1 "Surrogates" by 
Christopher Golden & Christian Zanier. 22p. . v Angel et al. c Doyle, Cornelia Chase, Kate Lockley. 
[Angel #1] 

          no. 14 (July 2000). a. Bad Blood, part 9. "Old Friend" by Andi Watson & Cliff Richards.  22p. v 
Selke. c Dark Slayer. [Buffy the Vampire Slayer #19]  b. Part. 2. "Surrogates." by Christopher 
Golden & Christian Zanier. 21p. c Dr. Lavinia Feehan. [Angel #2] 

          no. 15 (Aug. 2000). a. "Double Cross" by Doug Petrie & Jason Minor. 22p. v Angel. c soul 
collector. [Buffy the Vampire Slayer #20]  b. Part. 3. "Surrogates." by Christopher Golden & 
Christian Zanier. 22p. v lamia. [Angel #3] 

          no. 16 (Sep. 2000). a. Part 1. "The Blood of Carthage" by Christopher Golden & Cliff 
Richards. 22p. c Tergazzi (demon), Mad Jack. [Buffy the Vampire Slayer #21]  b. "The Changling 
Wife" by Christopher Golden & Eric Powell. 22p. c changeling. [Angel #4] 

          no. 17 (Oct. 2000). a. Part 2. "The Blood of Carthage" by Christopher Golden & Cliff Richards. 
22p. v Spike. c Xerxes the Blind., Ky-lagg (demon), Uraka (demon), Lucy (former slayer). . [Buffy 
the Vampire Slayer #22]  b. Part. 1. "Earthly Possessions" by Christopher Golden & Christian 
Zanier. 22p. c Yazi (demon). 

          no. 18 (Dec. 2000). a. Part 3. "The Blood of Carthage" by Christopher Golden & Cliff 
Richards. 22p. [Buffy the Vampire Slayer #23]   b. Part. 2. "Earthly Possessions" by Christopher 
Golden & Christian Zanier. 22p. c Gaetano Noe. [Angel 6] 

          no. 19 (Feb. 2000). a. Part 4. "The Blood of Carthage" by Christopher Golden & Cliff 
Richards. 22p. [Buffy the Vampire Slayer #24]  b. Part. 3. "Earthly Possessions" by Christopher 
Golden and Tom Sniegoski & Christian Zanier. 22p. [Angel 7] 

          no. 20 (Apr. 2001). a. Part 5. "The Blood of Carthage" by Christopher Golden & Cliff Richards. 
22p. [Buffy the Vampire Slayer #25]   b. Part 1. "Beneath the Surface" by Christopher Golden and 
Tom Sniegoski & Eric Powell. 22p. c Wesley. [Angel #8] Bound with bonus posters. 

          no. 21 (June 2001). a. Part 1. "The Heart of a Slayer" by Chris Boal & Cliff Richards.  22p. c 
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Riley, Adja, Karfarnaum (demon). [Buffy the Vampire Slayer #26]   b. Part 2. "Beneath the Surface" 
by Christopher Golden and Tom Sniegoski & Eric Powell. 22p. c Abner, Clive. Cover: Eric Powell. 
[Angel #9] Bound with bonus posters. 

          no. 22 (Aug. 2001). a. Part 2. "The Heart of a Slayer" by Chris Boal & Cliff Richards.  22p. Cover: 
John Totleben. [Buffy the Vampire Slayer #27]  b. Part 1. "Strange Bedfellows" by Christopher Golden 
and Tom Sniegoski & Christian Zanier. 22p. v Candy, Sashaet al, vampire hookers. [Angel #10] Bound 
with bonus posters. 

          no. 23 (Oct. 2001). a. Part 2. "Strange Bedfellows" by Christopher Golden and Tom Sniegoski & 
Christian Zanier. 22p. v Dyanna Allegra. [Angel #11]  b. Part 1. "Vermin" " by Christopher Golden and 
Tom Sniegoski & Christian Zanier. 22p. [Angel #12] Bound with bonus posters. 

          no. 24 (Dec. 2001). a. "Cemetery of Lost Love" by Tom Fassbender and Jim Pascoe & Cliff 
Richards. 22p. c Riley, Baron Samedi. [Buffy the Vampire Slayer #28]  b. Part 2. "Vermin" " by 
Christopher Golden and Tom Sniegoski & Christian Zanier. 22p. [Angel #13] Bound with bonus 
posters. 

          Buffy contre les vampires Collection. Semic Books. Tr. pb. 

          no. 1 (2000). Collects stories from issues #1, 8, 12, and 16. 

          no. 2 (Nov. 2000). Collects stories from issues #8, 9, 10. 

          Buffy Special. Semic Comics. Tr. pb. 

          no. 1 (Dec. 1999). "Buffy contre les vampires: Angel" by Christopher Golden & Hector 
Gomez. 66p. [Buffy the Vampire Slayer: Angel, #1, 2, 3] 

          no. 2 (Mar. 2000). " Buffy contre les vampires: Spike and Dru" by James Master and 
Christopher Golden & Ryan Sook. [Buffy the Vampire Slayer: Spike and Dru, #1, 2] 

          no. 3 (July 2000). a. "Chien Méchant" ("Bad Blood") by Douglas Petrie & Ryan Sook. 16p.  b. 
"La Dernière Folie" ("The Latest Folly") by Chris Golden and Tom Sniegoski & Cliff Richards. 32 
pp.  [Buffy the Vampire Slayer Annual] 

          no. 4 (Oct. 2000). "L'origin" by Rick Ketcham & Joe Bennett. 66p. [Buffy the Vampire Slayer: 
The Origin] 

German

          Angel. Carlsen Comics. 

          no. 0 (Nov. 2000). "Die Fremde Frau" ("The Changling Wife") by Christopher Golden & Eric 
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Powell. 22p. c changling. Photo Cover. 

          no. 1 (Nov. 2000). Part 1. "Wechselbälger" ("Surrogates") by Christopher Golden & Christian 
Zanier. 22p. . v Angel et al. c Doyle, Cornelia Chase, Kate Lockley. Photo Cover. 

          no. 2 (Dec. 2000). Part 2. "Wechselbälger" ("Surrogates"). 21p. c Dr. Lavinia Feehan. Photo 
Cover. 

          no. 3 (Jan. 2001). Part 3. "Wechselbälger" ("Surrogates"). 22p. v lamia. Photo Cover. 

          no. 4 (Feb. 2001). Part 1. "Irdische Güter" ("Earthly Possessions") by Christopher Golden & 
Christian Zanier. 22p. c Yazi (demon). Photo Cover. 

          no. 5 (Mar. 2001). Part 2. "Irdische Güter" ("Earthly Possessions") by Christopher Golden & 
Christian Zanier. 22p. c Gaetano Noe. Photo Cover. 

          no. 6 (Apr. 2001). Part 3. "Irdische Güter" ("Earthly Possessions") by Christopher Golden and 
Tom Sniegoski & Christian Zanier. 22p. Photo Cover. 

          no. 7 (May 2001). Part 1. "Unter der Oberfläche" ("Beneath the Surface") by Christopher 
Golden and Tom Sniegoski & Eric Powell. 22p. c Wesley. Photo Cover. 

          no. 8 (June 2001). Part 1. "Unter der Oberfläche" ("Beneath the Surface") by Christopher 
Golden and Tom Sniegoski & Eric Powell. 22p. c Abner, Clive. Photo Cover. 

          Buffy im Bann der Dämonen. Carlsen Comics/ProSieben. 

          no. 1 (Jan. 1999). "Wu-tang Fang" by Andi Watson & Joe Bennett. 22p. v Wu-tang Fang. c 
Willow, Giles, Xander, Cordelia. [Buffy the Vampire Slayer #1]  Photo Cover. 

            Variant cover 1a Cover: Arthur Adams. 

          no. 2 (Feb. 1999). Part 1. "The Dust Waltz" By Dan Bereton & Hector Gomez. 22p. [Buffy the 
Vampire Slayer: The Dust Waltz (1998).] Photo cover. 

            Variant cover 2a Alternate Cover. 

          no. 3 (Mar. 1999). Part 2. "The Dust Waltz" By Dan Bereton & Hector Gomez. 22p. [Buffy the 
Vampire Slayer: The Dust Waltz (1998).] Photo Cover. 

            Variant cover 3a Alternate Cover. 

          no. 4 (Apr. 1999). Part 3. "The Dust Waltz" By Dan Bereton & Hector Gomez. 22p. [Buffy the 
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Vampire Slayer: The Dust Waltz (1998).]Photo Cover. 

            Variant cover 4a Alternate Cover. 

          no. 5 (May 1999). "Halloween" by Andi Watson & Joe Bennett. 22p. v Various. [Buffy the 
Vampire Slayer, #2] 

            Variant cover 5a Alternate Cover. 

          no. 6 (June 1999). "Cold Turkey" by Andi Watson & Joe Bennett. 22p. v Unnamed. [Buffy the 
Vampire Slayer, #3] 

            Variant cover 6a Alternate Cover. 

          no. 7 (July 1999). "White Christmas" by Andi Watson & Joe Bennett. 24p. v Angel. [Buffy the 
Vampire Slayer, #4] 

            Variant cover 7a Alternate Cover. 

          no. 8 (Aug. 1999). "Happy New Year" by Andi Watson & Hector Gomez. 22p. c Oz, devil dog. 
[Buffy the Vampire Slayer, #5] 

            Variant cover 8a Alternate Cover. 

          no. 9 (Sep. 1999). Part 1. "Pyjamaparty." ("New Kid on the Block") by Andi Watson and Dan 
Brereton & Hector Lopez. 22p. v Angel et al. c Cynthia.  [Buffy the Vampire Slayer, #6] 

            Variant cover 9a Alternate Cover: 

          no. 10 (Oct. 1999). Part 2. "Pyjamaparty." ("New Kid on the Block") by Andi Watson and Dan 
Brereton & Hector Lopez. 22p. v Angel et al. c Cynthia.  [Buffy the Vampire Slayer, #7] 

            Variant cover 10a Alternate Cover. 

          no. 11(Nov. 1999). 

            Variant cover 11a Alternate Cover. 

          no. 12 (Dec. 1999). Part 1. "Hey, Good Lookin'" by Andi Watson & Joe Bennett. 22p. v 
Mistress Selke et al. c Dr. Flitter. [Buffy the Vampire Slayer #9] 

            Variant cover 12a Cover: Jeff Matsuda. 
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          no. 13 (Jan. 2000). Part 2. "Hey, Good Lookin.'" by Andi Watson & Joe Bennett.  22p. v Selke. 
[Buffy the Vampire Slayer #10] 

            Variant cover 13a Alternate Cover. 

          no. 14 (Feb. 2000). "A Boy Named Sue." by Andi Watson & Joe Bennett.  22p. v Selke. [Buffy 
the Vampire Slayer #11]  Photo cover. 

            Variant cover 14a Alternate cover. 

          no. 15 (Mar. 2000). "A Nice Girl Like You" by Christopher Golden & Andy Owens. 22p. c 
Yhisandroth (demon). [Buffy the Vampire Slayer #12]  Photo cover. 

          no. 16 (Apr. 2000). Part 1. "Love Sick Blues " by Andi Watson & Cliff Richards. 22p. v Selke. 
[Buffy the Vampire Slayer #13]  Photo cover. 

          no. 17 (May 2000). Part 2. "Love Sick Blues." 22p. c Todd. [Buffy the Vampire Slayer #14]  
Photo cover. 

          no. 18 (June 2000). "Lost Highway." by Andi Watson & Cliff Richards. 22p. c Dark Slayer. 
[Buffy the Vampire Slayer #15]  Photo cover. 

          no. 19 (July 2000). "Nahrungskette" ("The Food Chain") by Christopher Golden & Christian 
Zanier. 22p. c Quafongg (demon). [Buffy the Vampire Slayer #16]  Photo cover. 

          no. 20 (Aug 2000). "Sie ist kein Engel" (She's No Lady")  by Andi Watson & Cliff Richards. 
22p.v Selke. c Dark Slayer. [Buffy the Vampire Slayer #17]  Photo cover. 

          no. 21 (Sep. 2000). "Schwesternhass" ("She's no Lady") by Andi Watson & Cliff Richards. 
22p. v Selke. c Dark Slayer. [Buffy the Vampire Slayer #18]  Photo cover. 

          no. 22 (Oct. 2000). "Alte Freunde" ("Old Friend") by Andi Watson & Cliff Richards.  22p. v 
Selke. c Dark Slayer. [Buffy the Vampire Slayer #19]  Photo cover. 

          no. 23 (Nov. 2000). "Doppelkreuz" ("Double Cross") by Doug Petrie & Jason Minor. 22p. v 
Angel. c soul collector. [Buffy the Vampire Slayer #20]  Photo cover. 

          no. 24 (Dec. 2000). Part 1. "Das Blut von Karthago" ("The Blood of Carthage") by Christopher 
Golden & Cliff Richards. 22p. c Tergazzi (demon), Mad Jack. [Buffy the Vampire Slayer #21]  
Photo cover. 

          no. 25 (Jan. 2001). Part 2. "Das Blut von Karthago" ("The Blood of Carthage") by Christopher 
Golden & Cliff Richards. 22p. v Spike. c Xerxes the Blind., Ky-lagg (demon), Uraka (demon), Lucy 
(former slayer). [Buffy the Vampire Slayer #22]  Photo cover. 
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          no. 26 (Feb. 2001). Part 3. "Das Blut von Karthago" ("The Blood of Carthage") by Christopher 
Golden & Cliff Richards. 22p. [Buffy the Vampire Slayer #23]  Photo cover. 

          no. 27 (Mar. 2001). Part 4. "Das Blut von Karthago" ("The Blood of Carthage") by Christopher 
Golden & Cliff Richards. 22p. [Buffy the Vampire Slayer #24]  Photo cover. 

          no. 28 (Apr. 2001). Part 5. "Das Blut von Karthago" ("The Blood of Carthage") by Christopher 
Golden & Cliff Richards. 22p. [Buffy the Vampire Slayer #25]  Photo cover. 

          no. 29 (May 2001). Part 1 "Das Herz einer Jägerin" ("The Heart of a Slayer") by Chris Boal & 
Cliff Richards.  22p. c Riley, Adja, Karfarnaum (demon). [Buffy the Vampire Slayer #26]  Photo 
cover. 

          no. 30 (June 2001). Part 2 "Das Herz einer Jägerin" ("The Heart of a Slayer") by Chris Boal & 
Cliff Richards.  22p. [Buffy the Vampire Slayer #27]  Photo cover. 

          Buffy im Bann der Dämonen: Der Letze Schnitt.. Carlsen Comics/ProSieben. Reprint. hb. 

          (1999). By Andi Watson & Cliff Richards. 30p. v Unnamed. [Buffy the Vampire Slayer #8.] 
Includes eight pages not in the original and was packaged within the "Buffy Imm Bann der 
Dämonen Survival Set für Jägerinen." 

Italian

          Buffy l'Ammazzavampiri. Play Press Publishing. 

          no. 0 (Aug. 2000). "Il valzer della polvere" by Dan Brereton & Hector Gomez.  66p. [Buffy the 
Vampire Slayer: The Dust Waltz.] 

          no. 1 (Sep. 2000). "Primo Sangue" by By Daniel Brereton and Christopher Golden & Joe 
Bennett. 44p. [Buffy the Vampire Slayer: The Origin, #1, 2.] 

          no. 2 (Oct. 2000). "Morire" by Daniel Brereton, Christopher Golden and Andi Watson & Joe 
Bennett. 44p. [Buffy the Vampire Slayer: The Origin, #3; Buffy the Vampire Slayer #1.] 

          no. 3 (Nov. 2000). "Feste di Sangue" by Andi Watson & Joe Bennett. 44p. [Buffy the Vampire 
Slayer, #2, 3] 

          no. 4 (Dec. 2000). "Feste di Sangue" by Andi Watson & Joe Bennett. 44p. [Buffy the Vampire 
Slayer, #4, 5] 

          Note: Series discontinued after four issues. 
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Spanish

         Buffy la Cazavampiros. Groupo Editorial Vid  [Mexico]. 

          no. 1 (April 3, 2000). Part 1. "El Origin" By Daniel Brereton and Christopher Golden & Joe 
Bennett. 23p. [Buffy the Vampire Slayer: The Origin, #1.] 

          no. 2 (April 17, 2000). Part 2. "El Origin." 20p. [Buffy the Vampire Slayer: The Origin, #2.] 

          no. 3 (May 10, 2000). Part 3. "El Origin." 22p. [Buffy the Vampire Slayer: The Origin, #3.] 

          no. 4 (May 24, 2000). "Los Colmillos de Wu-Tang" by Andi Watson & Joe Bennett. 22p. v Wu-
tang Fang. c Willow, Giles, Xander, Cordelia. Cover: Arthur Adams. [Buffy the Vampire Slayer #1] 

          no. 5 (June 7, 2000). "Halloween" by Andi Watson & Joe Bennett. 22p. v Various. Cover: Chris 
Bachalo & Tim Townsend. [Buffy the Vampire Slayer #2] 

          no. 6 (June 21, 2000). "Cena de Acción  de Gracias" by Andi Watson & Joe Bennett. 22p. v 
Unnamed. Cover: Chris Bachalo & Tim Townsend. [Buffy the Vampire Slayer #3] 

          no. 7 (July 7, 2000). "Blanca Navidad" by Andi Watson & Joe Bennett. 24p. v Angel. Cover: 
Hector Gomez. [Buffy the Vampire Slayer #4] 

          no. 8 (July 18, 2000). "Feliz Año Nuevo" " by Andi Watson & Hector Gomez. 22p. c Oz, devil 
dog. Cover: Randy Green. [Buffy the Vampire Slayer #5] 

          no. 9 (Aug. 15, 2000). Part 1. "La Chica Nueva del Puebla" by Andi Watson and Dan Brereton 
& Hector Lopez. 22p. v Angel et al. c Cynthia.  Cover: Arthur Adams & Joyce Chin. [Buffy the 
Vampire Slayer #6] 

          no. 10 (Sep. 12, 2000). Part 2. "La Chica Nueva del Puebla" by Andi Watson and Dan 
Brereton & Hector Lopez. 22p. Cover: Hector Lopez. [Buffy the Vampire Slayer #7] 

          no. 11 (Oct. 10, 2000). "La Toma Final" by Andi Watson & Jason Pearson and Cliff Richards. 
22p. v Fair Quinn.  Cover: Randy Green. [Buffy the Vampire Slayer #8] 

          no. 12 (Nov. 17, 2000). Part 1. "Hola, Preciosa!" by Andi Watson & Joe Bennett. 22p. v 
Mistress Selke et al. c Dr. Flitter. Cover: Jeff Matsuda. [Buffy the Vampire Slayer #9] 

          no. 13 (Dec. 21, 2000). Part 2. "Hola, Preciosa!" by Andi Watson & Joe Bennett.  22p. v 
Selke. Cover: Chris Bachalo. [Buffy the Vampire Slayer #10] 

          no. 14 (Jan. 2, 2001). "Un Chico Llamado Sue" by Andi Watson & Joe Bennett.  22p. v Selke. 
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Cover: Jeff Matsuda. [Buffy the Vampire Slayer #11] 

          no. 15 (Jan. 30, 2001). "Una Chica Agradable Como Tú" by Christopher Golden & Andy 
Owens. 22p. c Yhisandroth (demon). Cover: Randy Green. [Buffy the Vampire Slayer #12] 

          no. 16 (Mar. 27, 2001). "Mala Sangre" by Andi Watson. Trans by Clara Segura Torres. 66p. 
[Buffy the Vampire Slayer #13, 14 15.] 

          Buffy la Cazavampiros: el Vals de las Cenizas. Groupo Editorial Vid  [Mexico]. Tr. pb. 

          (2000). By Dan Brereton & Hector Gomez. 66p. Photo cover. [Buffy the Vampire Slayer: the 
Dust Waltz] 
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Reid B. Locklin
Buffy the Vampire Slayer and the Domestic Church:

Revisioning Family and the Common Good

[1] “Does family conflict with community?”  This is the question posed by Julie Hanlon Rubio in a 1997 Theological Studies 
article.[1]  Drawing on a range of popular and academic writers, Rubio suggests that the typical answer is “yes.”  She 
writes: 

Because family is viewed as a private association, social values are assumed to be an intrusion.  Love and self-
sacrifice are primary family values; justice and solidarity are not, because family is supposed to be primarily about 
relationships, and at most a place to prepare good citizens for the public sphere.  The family, it is assumed, must first 
take care of its own, and this necessitates a certain withdrawal from the community.[2]

Arguably, much popular film and television perpetuates such a division between family and community as independent, all-
consuming, and largely incompatible ideals.  On the one hand, we have numerous family-centered dramas that give little or 
no attention to obligations outside the extended household; on the other, we have the action-adventure hero, who either by 
chance or by choice leaves behind family to struggle for the common good.  From the smoking ruins of Luke Skywalker’s 
homestead on Tatooine to the family bonds that alone provide transcendent value in films like Terms of Endearment and 
Steel Magnolias, one can discern a common thread that depicts the claims of family and of the common good as at least 
independent of one another if not downright contradictory.  

[2] Although one typical response to the question of family and community--both in scholarly and popular writings about 
family and depictions of it in the media--may support a necessary conflict between them, this answer has not gone 
unchallenged.  Rubio highlights Catholic social teaching on the family, and recent teaching on the “domestic church” in 
particular, as a quite different response, one that refuses to disconnect the two ideals.[3]  Another, no less significant 
refusal comes from what may be an unexpected source: the television show Buffy the Vampire Slayer, which, now having 
completed its sixth season, possesses unquestionable cult status among a broad range of viewers, including teens, adults 
and, based on my informal inquiries, even a disproportionately large number of theologians.  On its face, the show is 
straightforward action-adventure, with an attractive heroine in the title role, easily identifiable bad guys in the form of 
vampires and demons, and an ensemble of friends and allies--the “Scooby Gang”--that add heart and humor to the 
narrative.  At a deeper level, however, the writers and producers of the show have also used it as a venue to develop an 
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alternative vision of the North American family, a vision that clearly refuses to sever family from the common good and, in 
so doing, interestingly overlaps with a theology of the domestic church. 

[3] In this essay, I offer an interpretation of the television show Buffy the Vampire Slayer in dialogue with Catholic teaching 
on the family as a “domestic church.”  In a first section, I trace the “family” motif across the fifth season of the show, 
uncovering how its vision challenges traditional ideals by placing them in a mythic context.  Second, I offer a brief summary 
of the theology of the domestic church and illustrate how it provides a vocabulary to interpret the themes and values 
represented in the show.  Finally, I turn to points of tension and possibilities for mutual growth created by this juxtaposition.  
Overall, I hope to demonstrate that both Buffy the Vampire Slayer and the domestic church represent quite different, yet 
comparable and mutually informative attempts to re-imagine the family in a larger social and supernatural context that 

transcends a common sense conflict between family and the common good. 

I.  The Family Motif in Buffy the Vampire Slayer, Season Five 

[4] “It’s an eensy more complicated than that.  Family always is, isn’t it?.”[4]

[5] So states the hell-god Glory (in “Blood Ties,” 5013), and in so doing the arch-villain of Buffy the Vampire Slayer’s fifth 
season puts her demonic finger on what is arguably the defining theme of the season.  From the show’s premiere in 1997, 
of course, it has consistently taken aim at traditional notions of family, society, and especially social authority.[5]  In the 
“Buffyverse,” in which every shadow conceals a supernatural threat, each new year contains the seed of a fresh 
apocalypse, and even ordinary rites of passage can literally unleash hell on earth, conventional roles and rules quite 
naturally fall by the wayside . . . including conventional family roles.  Not infrequently, the show contrasts the relative 
impotence of such parental figures as Buffy’s absent father, her naive mother Joyce, and even her official “watcher” Rupert 
Giles with the mutual support provided by her friends and fighting allies--particularly her very closest friends, Xander and 
Willow.[6]  As in many other teen series, the narrative of Buffy the Vampire Slayer illustrates “that friends are family, 
because the traditional family unit has fragmented.”[7]  Unlike other such shows, BtVS employs a mythic storyline to 
construct a cohesive alternative to the traditional structure, an alternative which Susan A. Owen calls a “collectivized, 
matrilineal social order” embodied by Buffy and her allies in the never-ending struggle against evil.[8]  

[6] This general pattern--the Scooby Gang as an alternative to the conventional family--is a characteristic of BtVS as a 
whole.  In the fifth season, however, it becomes clear that this new social order can be seen, not as an abrogation of 
traditional family ideals, but as a profound transformation and fulfillment of them.  Early in the season, we get brief hints of 
this, such as when Buffy enlists members of the Scooby Gang to baby-sit for her younger sister Dawn (“Real Me,” 5002; cf. 
“I Was Made to Love You,” 5015), or when she says off-handedly to her best friend Willow, “You still wear the smarty-pants 
in the family” (“Out of My Mind,” 5004).  In the fifth, sixth and seventh episodes of the season, the family motif moves to 
center stage.  In episode five, entitled “No Place Like Home,” Buffy discovers that Dawn is not originally her blood kin, but is 
in fact a mystical power given human form and inserted into her family in order to keep it out of enemy hands.  In episode 
seven (“Fool for Love”), on the other hand, we catch a glimpse of a family unit constituted entirely by blood: the vampires 
Darla, Angelus, Drusilla, and Spike,[9] who even in a few short flashbacks reveal a bond of self-interest, competition, and 
patriarchal control--in one scene, Angelus refers to the group as “me and my women.” 

[7] It is between these two fractured visions of family--the one broken by Buffy’s discovery that Dawn is not really her sister, 

http://www.slayage.tv/essays/slayage6/Locklin.htm (2 of 11)6/18/2004 12:25:32 AM



Slayage, Number 6: Locklin 

the other by the very dysfunction on which it was built--that episode six, itself entitled “Family,” offers a concrete alternative.  
The episode focuses on the relationship of Willow’s lover and fellow witch Tara Maclay to the rest of the Scooby Gang.  
Tara feels alienated from the group for two main reasons.  First, she questions whether she really helps them in their fight 
against evil.[10]  Second, she fears rejection should they discover her true identity.  She is part demon--or, at least, this is 
what she has been led to believe.  Tara’s anxiety is dramatically heightened when her father arrives to take her back home 
before she “changes.”  And he deliberately exploits her fear to encourage her obedience: “Your family loves you, Tara, no 
matter what.  How do you think your friends are going to feel when they see your true face?”  Or, as stated by Tara’s cousin 
Beth, “I can’t wait until your little friends find out the truth about you.  And they will, you know.  No matter how innocent you 
act, they’ll see.”  Family is about unconditional acceptance and love, things that mere friendship simply cannot provide. 

[8] Pushed to the edge by her fear of discovery, Tara casts a spell to hide her “true” identity, with near-fatal consequences 
for Buffy and the others.  At the end of the episode, her plan in ruins and her secret exposed, Tara still wants to stay, but 
her shame and fear of condemnation also impel her to flee.  The subsequent exchange is worth quoting at length: 

Mr. Maclay: You’re going to do what is right, Tara.  Now I’m taking you out of here before someone does get killed.  
The girl belongs with her family.  I hope that’s clear to the rest of you. 

Buffy: It is.  You want her, Mr. Maclay?  You can go ahead and take her . . . You just gotta go through me. 

Mr. Maclay: What? 

Buffy: You heard me.  You wanna take Tara out of here against her will?  You gotta come through me. 

The scene continues, with one after another of the Scooby Gang adding their support.  Finally, Tara’s father ups the ante: 

Mr. Maclay: This is insane.  You people have no right to interfere with Tara’s affairs.  We . . . are her blood kin!  Who 
the hell are you? 

Buffy: We’re family. 

This distinction between blood and true family is further accentuated when it comes to light that Tara isn’t part demon at all, 
that the story is, in Spike’s words, “just a bit of spin to keep the ladies in line.”[11]  Mr. Maclay’s earlier statement--“Your 
family loves you, no matter what”--rings true, but in the end it applies more accurately to the Scooby Gang than to Tara’s 
own “blood kin.” 

[9] Now it’s important to note that membership in the Scooby Gang does not simply negate all other family bonds.  Later in 
the season, Willow speaks about visiting her mother (“Forever,” 5017), and Buffy even refuses Giles’ help when Dawn 
discovers her true origin: “This is a family thing; we [i.e. her natural family] should deal with this” (“Blood Ties,” 5013).[12]  
Yet the Scooby Gang does become member characters’ primary family unit, particularly in later episodes, after Buffy’s 
mother Joyce dies from a brain aneurysm.  And this family--unlike others--has a definite purpose and orientation.  In “the 
Body” (5016), Xander offers a succinct mission statement: “We’ll go, we’ll deal, we’ll help.  That’s what we do.  We help 
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Buffy.”  As illustrated in subsequent episodes, such “help” functions on at least two distinct levels.  On one level, it consists 
in ordinary familial expressions of love and mutual care.  Members of the Scooby Gang offer support at the hospital, help 
make funeral arrangements, share meals and parenting responsibilities, and make an intervention when they believe Buffy 
has entered an unhealthy relationship (in “Intervention,” 5018).  On another level, they continue to struggle against evil 
together with her.  As the conflict with the hell-god Glory comes to a head, members of the group pile into an old RV (itself a 
idiosyncratic family symbol)[13] to keep “the key” out of her hands (“Spiral,” 5020) and, when this fails, pool their talents to 
avert disaster (“The Gift,” 5022).  Intimate love and acceptance, parenting, saving the world from destruction--these are all 
elements of the ideal family in the mythic world of BtVS. 

[10] No single symbol fuses ordinary family obligations and the welfare of a broader community more clearly than that of 
Dawn, the younger sister who is also the supernatural key to Glory’s plan of destruction.  On the one hand, simply by caring 
for Dawn the family acts on behalf of the whole world.  In a conversation with Buffy in “Listening to Fear” (5009), Joyce 
draws a direct analogy between the two: “. . . [Dawn is] important.  To the world.  Precious.  As precious as you are to 
me . . . I have to know that you’ll take care of her, that you’ll keep her safe.  That you’ll love her like I love you.”  On the 
other hand, as demonstrated especially in “Blood Ties” (5013), Dawn is a fully accepted member of both her natural family 
and the Scooby Gang . . . and, hence, she shares their mission, at least to some extent.  Even when these two aspects of 
Dawn’s identity seem to conflict in the season finale (“The Gift,” 5022)--when it seems that the only way to stop Glory would 
be to destroy “the key”--the group eventually decides to honor its commitment to both.  That is, they resolve to protect the 
youngest member of their family and save the world.  Buffy refuses to sacrifice one ideal for the other, even though this 
ultimately requires that she give up her own life.  Buffy’s self-sacrifice is, as the title of the episode indicates, her “Gift.”  But 
it is also a dramatic embodiment of a family ideal that does not neglect the common good, an ideal of a family founded, not 
primarily on blood, self-interest or patriarchal control, but instead on love, mutual responsibility and a mission to serve and 
save others in need.

II.  Family as “Domestic Church” in Catholic Theology 

[11] In many respects, Buffy the Vampire Slayer challenges conventional family ideals.  But it does so more by reforming 
these ideals than by dismissing them.[14]  It maps the notion of family onto a mythic struggle between good and evil and 
thereby upholds traditional family values even as it opens them to a broader sphere of concern.   To be family, our analysis 
suggests, is to be in a saving relation to the world--a relation realized both in the internal life of the family itself and in its 
concrete engagement against the forces of darkness.  If this interpretation is correct, then we can see in the show a definite 
parallel to the Catholic theology of the domestic church. 

[12] But in what does such a theology consist?  Theologian Florence Caffrey Bourg suggests that it consists in new ways of 
imagining both family and church: 

Christian families are nothing new, of course; what is new is the way the term [“domestic church”] has come to be 
used to stress that the Christian family is the smallest community or manifestation of church.  The expression 
simultaneously evokes the ecclesial character of the Christian family and the familial character of the church . . . The 
idea of domestic church also presupposes that religious activity is not confined to a sanctuary or a particular day of 
the week; rather, it incorporates the Pauline principle that “Whatever you eat or drink--whatever you do--you should 
do all for the glory of God” (1 Cor 10:31).[15]  
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This vision of family as a fundamental realization of ecclesial community has deep roots in the New Testament and the 
early church, but it only recently resurfaced in Catholic circles through the teachings of the Second Vatican Council and 
post-conciliar Magisterium.[16]  In the United States, it has perhaps received its most thorough articulation by--
in addition to theologians such as Bourg, Rubio, and others--two documents of the National Conference of 
Catholic Bishops: A Family Perspective in Church and Society (1988; revised and re-issued in 1998) and 
Follow the Way of Love (1993).[17]  Each of these participants in the conversation reflect on a teaching that the U.S. 
bishops call “simple, yet profound”: “As Christian families, you not only belong to the church, but your daily life is a true 
expression of the church.”[18]  

[13] If the family is seen as a true expression of the church, then this means that family--like church--exists in and for a 
purpose beyond its own narrow boundaries.  As the bishops state in no uncertain terms: 

What you do in your family to create a community of love, to help each other to grow and to serve those in need is 
critical not only for your own sanctification, but for the strength of society and our church.  It is a participation in the 
work of the Lord, a sharing in the mission of the church.  It is holy.[19]  

As an instance of domestic church, the Christian family ideally participates in the prophetic and evangelical mission of the 
church on at least two levels.[20]  First, in its ordinary activities of caring for family members, raising and educating children, 
and, above all, fostering an authentic community of mutuality and acceptance, the family offers a witness to the reality of 
self-giving love and a challenge to “exaggerated individualism.”[21]  Second, it enlists this same love to serve the 
neighbor and the stranger through its concrete involvement--as a family--in moral formation, hospitality 
and social activism.[22]  By locating ordinary familial bonds in the context of God’s love in Christ for all humankind, the U.
S. bishops and other Catholic voices try to show how Christian families already serve the world through their own internal 
life and how they can also become “front line agents of the church’s social mission.”[23]  

[14] Both of these aspects of the domestic church might aptly be gathered under the idea of the church as a “sacrament of 
integral salvation.”[24]  That is, the Christian family approaches its ideal insofar as it becomes sign and instrument of a 
saving reality that includes the concrete activities of daily life even as it places them into a broader, supernatural context.  If 
so, then the theology of the domestic church provides a vocabulary that might also be applied to the primary family unit of 
Buffy the Vampire Slayer’s fifth season.  As a family, the Scooby Gang concretely embodies a higher moral order in the 
chaotic and threatening world that surrounds it.  Just as the mutual love and acceptance exhibited by the Scoobies 
dramatically reverse the patriarchal control and ruthless self-interest of Spike’s vampire “anti-family” or even the Maclays, 
so also the Scoobies as a unit enlist this bond of love again and again to resist the forces of evil.  In a real if limited sense, 
this extended family might be fruitfully interpreted as something like a “domestic church,” a “sacrament of integral salvation” 
for family members, society at large, and indeed the whole world. 

[15] At precisely this point, of course, we should sound a note of caution.  First, we should recognize the limits of our 
comparison: just as the theology of the domestic church does not exhaust everything that might be said about the family in 
Catholic social thought, so also the fifth season does not exhaust everything that might be said about family in Buffy the 
Vampire Slayer--particularly if one extended the inquiry to include season six.  Second, we should be very clear about the 
deliberately constructive nature of the comparison.  By associating the Scooby Gang with the theology of the domestic 
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church, I do not intend to suggest that a Christian agenda has motivated the writers and producers of Buffy the Vampire 
Slayer.  In the whole, the show’s depiction of Christianity is no less--and in some cases considerably more--harsh than its 
depiction of any other social institution.  What I do want to suggest is that the show is susceptible to an interpretation in 
terms of Christian faith and the domestic church.  Critics of Buffy the Vampire Slayer have amply shown how the 
supernatural creatures and situations of the show often serve as metaphors for the dilemmas of growing up, of 
psychological development, and of ordinary life.[25]  However, by appealing to the supernatural to develop these themes, 
the show can also provide a model or metaphor for the transformation of ordinary social realities--like the family--in the light 
of the transcendent.  Hence, it can be constructively re-visioned as an intriguing and possibly influential conversation 
partner for the U.S. bishops and other North American Catholics who wish speak about the family as domestic 
church.                    

III.  Points of Tension and Dialogue: Re-Visioning the Family Ideal 

[16] If the analogy we have constructed holds any merit--that is, if the Scooby Gang of BtVS can be accepted as something 
like a domestic church--then what kind of conversation could ensue?  As I have hopefully demonstrated, both the writers of 
the show and Catholic voices like those of the U.S. bishops share a fundamental and largely counter-cultural orientation, re-
imagining the North American family in a larger social and supernatural context that transcends a common sense conflict 
between family and the common good.  Within this broad and general structure of agreement, important points of tension 
also emerge, points that could become opportunities for dialogue and growth.  I will confine my attention to just three of 
these points. 

[17] First of all, it should be obvious that Buffy the Vampire Slayer considerably stretches what many Catholics might 
understand as an authentic family.  In the words of the U.S. bishops, “family” is defined as: 

an intimate community of persons bound together by blood, marriage, or adoption, for the whole of life.  In our 
Catholic tradition, the family proceeds from marriage--an intimate, exclusive, permanent, and faithful partnership of 
husband and wife.  This definition is normative and recognizes that the Church’s normative approach is not shared by 
all.[26]  

Now the bishops have a very nuanced understanding of the relation between this norm and the actual diversity of family 
arrangements,[27] and they define their vision in contrast to other competing ideals--the family as constituted principally on 
authority or heredity, for example, or the family as a “temporary community of individual self-interest”[28]--which would also 
appear to conflict with the vision of Buffy the Vampire Slayer.  Yet the bishops’ definition still stands in considerable tension 
with the ideal depicted by the show.  In the episode entitled “Family” (5006), the Scooby Gang consists of only one blood or 
adoptive relationship: Buffy and her sister Dawn.  The remainder of the group comprises a single adult (Giles), a pair of 
same-sex partners (Willow and Tara), a “cohabiting couple” (Xander and Anya),[29] and a marginally reformed agent of 
darkness (Spike).  Family is as family does, the show suggests, and thus it sharply relativizes abstract norms of kinship or 
marriage as secondary or peripheral concerns. 

[18] What’s particularly intriguing about this point of tension is that it is not entirely clear which of the two dialogue partners 
more accurately represents the earliest traditions of the church.  Household codes such as Ephesians 5 testify to the 
importance that New Testament authors placed on marriage as both the foundation of family life and a powerful symbol of 
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the church.  At the same time, as highlighted by biblical scholar Carolyn Osiek, the New Testament world possessed a 
diversity of family models that rivals even that of contemporary American culture.[30]  And the gospel narratives themselves 
sharply relativize kinship and marriage in favor of one’s relationship to Christ and his mission: 

. . . family relationship, the basis of intimacy and privileged access, in the community of Jesus no longer depends on 
blood or other socially established ties . . . This new family loyalty must even take priority over traditional ones, for 
those who give them up will receive them a hundredfold (Mt 19:27-29; Mk 10:28-30; Lk 18:28-30).[31]  

Hence some writers suggest baptism or simply a broader notion of family itself might serve as a better foundation than 
marriage for a theology of domestic church.[32]  In so doing, they edge away from the bishops and toward the early gospel 
writers . . along with, somewhat ironically, the writers and producers of Buffy the Vampire Slayer. 

[19] Our second point of tension and dialogue also points to an area in which BtVS might push Catholics toward a deeper 
appreciation of the Christian gospel.  For, as we have already briefly noted, the narrative of the show clearly reveals how 
the refusal to divorce family from the common good necessarily requires profound sacrifice.  In A Family Perspective in 
Church and Society, the U.S. bishops do refer to an “asceticism” at “the very heart of Christian marriage and family 
life.”[33]  Yet, as Rubio notes: 

The absence of reflection on appropriate levels of sacrifice weakens those parts of the social teaching that speak to 
families.  Because what is expected of families in the social realm is so vague, this part of Catholic social teaching is 
rendered virtually meaningless in the lives of Catholic families.[34]  

The kinds of decisions that Rubio specifically highlights in her article--such as choosing one’s livelihood on ethical grounds 
rather than those of pure economics or self-fulfillment, relinquishing some control over child care and education, or even 
sharing one’s home with another family--should be seen in the context of self-sacrifice and Christian realism.  Buffy’s 
sacrifice of her own life in the finale of season five, a sacrifice motivated by concern for family and the common good, is 
anything but vague and meaningless.  It might serve as a useful metaphor for the gospel call to die to self as an authentic 
follower of Christ--a call directed not just to individuals, but also to families themselves. 

[20] Still, at the end of the day, it is Buffy alone who makes this sacrifice, and she does so in order to defeat what is an 
exclusively supernatural threat.  This leads to our third and final point.  For what the family ideal of Buffy the Vampire Slayer 
exemplifies in specificity and emotional appeal, it simultaneously lacks in holism and mutuality.  Xander’s mission statement 
for the Scooby Gang--“We help Buffy”--seems defective from the point of view of the domestic church, precisely because it 
defines the transcendent identity and mission of the family in terms of just one member.[35]  One can question whether the 
patriarchal family ideal has really been reformed all that much if an older male head of household has merely been replaced 
by a younger female one.  Similarly, little attempt is made to connect the group’s work on behalf of the common good to a 
broad range of social concerns.  When the show deals with economic issues at all, for example, it does so exclusively in 
terms of characters’ attainment of sufficient income levels to support their consumerist, middle American lives.[36]  A family 
in the Buffyverse whose concern for the world extends only to supernatural forces of darkness is logically equivalent to a 
Christian family that confines its effort on behalf of the common good to intercessory prayer.  On a purely symbolic level, 
Buffy the Vampire Slayer offers a compelling and counter-cultural family ideal, yet it is not at all clear that this symbol is 
developed with sufficient depth to challenge concrete family assumptions or dynamics in the real world. 
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[21] This third point, of course, leads us to question the ‘transgressive’ character of the series as a whole.  We may note 
Susan Owen’s critique of the show’s “uncritical embrace of American capital culture.”  She writes: 

. . . in spite of Buffy’s narrative agency and physical potency, her body project remains consistent with the re-scripted 
body signs of American commodity advertising.  In other words, political potency is both imagined and reduced to 
matters of consumer style . . . The series plays at transgression; as such, it is quintessential television.  But it remains 
to be seen whether transgressive play can challenge institutional relations of power.[37]  

So too, as we have seen, the show “plays at transgression” in areas of family life, deliberately challenging its traditional 
bases as well as enlarging its field of concern.  Yet it falls short of presenting a comprehensive and consistent alternative.  
Does this mean that Buffy the Vampire Slayer is not genuinely transgressive or counter-cultural?  Not necessarily.  But it 
does suggest that an application to “institutional relations of power” does not follow directly from the show’s narrative--nor, 
perhaps, should it do so.  For this further step toward application, a theology of the domestic church or some other 
comparable heuristic tool may be not only helpful, but positively required. 

IV.  Conclusion 

[22] Early in the final episode of Buffy the Vampire Slayer’s fifth season, the Scooby Gang is faced with a difficult choice.  
One side, represented by Giles, believes that the common good trumps the good of family, that it would be worth losing a 
family member to save the world.  The other, represented by Buffy, upholds family above any other value.  In the face of 
this conflict, a third family member--Anya--insists that it is time to “think outside the box” (“The Gift,” 5022).  In an entirely 
different context, theologian Florence Caffrey Bourg reckons the theology of the domestic church as an opportunity “to 
exercise our imaginations, to take a periodic respite from telescopic vision in order to reflect upon church at the micro 
level.”[38]  Each implies in her own way that if we posit a necessary conflict between family and community we have not 
fully appreciated the family’s unique identity and function, have not placed it into a sufficiently rich social and supernatural 
context, have not seen its tremendous potential as a witness and agent for the common good.  Such occluded vision stems 
less from a failure in ethics than a failure in imagination.  The family ideals of Buffy the Vampire Slayer and the domestic 
church can be seen as mutually clarifying attempts to address this failure, to re-vision the North American family by placing 
it into a much broader imaginative view of the world.

[23] Does family conflict with community?  Not necessarily . . . but to see this clearly we must, as Anya recommends, be 

willing to “think outside the box.” 
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Frances Early
Staking Her Claim: Buffy the Vampire Slayer

as Transgressive Woman Warrior

Note: The editors of Slayage and author Frances Early gratefully acknowledge permission 
from Blackwell Publishers to reprint this essay from The Journal of Popular Culture vol. 35, 
no. 3 (winter 2001): 11-27. Any use (other than personal use) of this article is subject to the 
permission of Blackwell Publishers.

(1) When Susan Faludi published her fiery polemic, Backlash: The Undeclared War Against American 
Women (1991), she noted the rise of “tough-guy films” and the marginalization or banishment of women 
from the screen and pointed out that many male film heroes of the l980s headed off to “all-male war zones 
or the Wild West” (138). Three years later, in l994, James William Gibson, in his engaged study, Warrior 
Dreams: Paramilitary Culture in Post-Vietnam America, made the same point, reinforcing Faludi’s 
observation that a “new war culture” was developing that idealized the violent and misogynous male 
warrior and that ignored or denigrated women or presented them in conventionally feminine roles. This 
assumption of a male-dominant binary representation of gender in popular culture has not gone 
unchallenged, however, as Sherrie Inness demonstrates in her recently published study, Tough Girls: 
Women Warriors and Wonder Women in Popular Culture. Inness argues compellingly that physically and 
mentally strong women heroes have populated films, television series, and comic books from the 1960s 
and l970s. 
 
(2) In the last several years, the rise of the indomitable tough woman has become an especially 
pronounced feature of television “episodics.” The age of the tough-gal action show seems at hand, and 
women warriors such as Xena, the Warrior Princess, La Femme Nikita, and Buffy, the Vampire Slayer have 
become wildly popular, especially among young North Americans. These glamorous larger-than-life yet also 
disarmingly recognizable women battle evil on a daily basis and, without much fanfare, repeatedly save the 
world from untold horror. “Western storytelling,” a writer for Psychology Today portentously insists, “hasn’t 
seen their ilk since the legendary female fighters of the Celts” (Ventura, 62; as well, Kingwell, 77-78). 
 
(3) The shifting nature of gender representation in popular culture which Xena, Nikita, and Buffy seem to 
portend invites critical study. In this essay, I take up this theme through the lens of one woman warrior 
episodic, the critically acclaimed Buffy, the Vampire Slayer. As a feminist scholar, I appreciate the power of 
stories that bring women out of the shadows to center stage and permit protagonists to be disruptive and 
to challenge patriarchal values and institutions in society.  As a women’s historian, I comprehend that part 
of the struggle of maintaining an active voice for women in history concerns image-making. My intent here 
is to argue that Buffy, the Vampire Slayer is preeminently a narrative of the disorderly rebellious female as 
well as an effective experiment in generating what literary scholar Sharon MacDonald has termed “open 
images." MacDonald notes that “imagery is by no means a purely superficial phenomenon [but is rather] 
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the means through which we articulate and define the social order and nature.” She identifies closed 
images as analogous to symbols and ideals or stereotypes that appear fixed in public consciousness. Open 
images, in contrast, “are to be interpreted, read and to an extent repopulated [and] the form of 
condensation that they employ [is] not meant to reflect or define the social life itself” (22-23). In other 
words, open images are inherently unsettling to the way things are. Significantly, MacDonald argues, 
utilization of open images permits their creators to focus on human agency and the potential for intentional 
social change. 
 
(4) Before taking up my textual analysis of the Buffy series in light of my notion of Buffy (the character) as 
an “open image” transgressive woman warrior figure, a brief introduction to the genesis, vision, plotline, 
and character development of this innovative program are in order. 
 
(5) The much quoted creator of Buffy, the Vampire Slayer, thirty-five-year old Joss Whedon, is the 
son and grandson of screenwriters. Whedon’s grandfather wrote for Donna Reed and Leave It to Beaver in 
the 1950s and his father wrote for Alice in the 1970s. Thus, Whedon represents the third generation of men 
creating influential (and white, middle-class) female T.V. figures. Further, Whedon makes much of the fact 
that he was raised by his “hardworking” mother who taught European history in New York City’s Riverdale 
School while her son, a self-declared outsider, was growing up. Not surprisingly, Whedon studied film and 
gender and feminist theory at Wesleyan University.  Buffy’s creator is a feminist and avers that he has 
“always found strong women interesting because they are not overly represented in the cinema,” adding 
provocatively that “there are a lot of ways to break new ground without having original thoughts” (quoted 
in Lippert, 15).
 
(6) Whedon’s Buffy character first appeared in the l992 high-camp film, Buffy the Vampire Slayer, reflecting 
both the screenwriter’s attraction to gothic horror stories and film and his anger at the omnipresent reality 
of male violence against women: “This movie was my response to all the horror movies I had ever seen 
where some girl walks into a dark room and gets killed. So I decided to make a movie where a blonde girl 
walks into a dark room and kicks butt instead” (quoted in Tracy, 6). While Whedon and executive producer 
of the T.V. series, Gail Berman, see their program as supplying role models for young women, Whedon is 
also attempting to reach young men:  “If I can make teenage boys comfortable with a girl who takes 
charge of a situation without their knowing that’s what’s happening,” Whedon insists, “it’s better than 
sitting down and selling them on feminism” (quoted in Bellafante, 83). 
 
(7) Genre, vision and plot are inextricably intertwined in Buffy. In T.V. parlance, Buffy represents a fantasy-
based female action program, but for Whedon it is much more: "I invoke about five genres. I love 
superheroes. I was a comic-book boy. I tend to create universes with the kind of sophomoric emotional 
bigness that really exists only in comic books and TV. I am very old-fashioned about heart and story . . . . 
The show is about disenfranchisement, about the people nobody takes seriously" (quoted in Lippert, 25). 
 
(8) Buffy has evolved into a witty, wildly dark camp action and adventure series that is leavened with 
offbeat comedy.  At the center is Buffy herself, an improbable hero in a program that underneath the 
fantasy, horror, and humor offers a fresh version of the classic quest myth in Western culture. In the first 
Buffy season in 1997, its protagonist (played by Sarah Michelle Gellar) is a perky and winsome but 
marginalized new student in Sunnydale High School. Fate has a special place in this attractive and 
superficially normal sixteen-year-old’s life. Buffy is destined to fight evil in the form of demons that have 
stalked the earth since the dawn of humanity. Rupert Giles (Anthony Stewart Head), the British-born, 
erudite, tweedy, refined, and kindly librarian at Sunnydale High is Buffy’s designated “Watcher,” a teacher 
and guide who must help her accept her special calling. On more than one occasion, Giles must remind 
Buffy: “As long as there have been demons, there has been the Slayer. One girl in all the world, a Chosen 
One, born with the strength and skill to hunt vampires and other deadly creatures . . . to stop the spread of 
their evil” (quoted in Tracy, 1). When she arrives in Sunnydale, an ostensibly sober and safe community in 
southern California, Buffy’s identity as Slayer is known only to Giles and an authoritarian but distant 
“Watcher’s Council” located in Great Britain. But Sunnydale High School is located atop a “Hellmouth,” out 
of which various demons emerge nightly to terrorize the community. Buffy stalks and kills demons by night 
and, by day, at high school, makes friends with two other alienated high school students. Willow Rosenberg 
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(Alyson Hannigan), is a socially introverted, sensitive, gentle, and brilliant math/computer whiz, and 
Xander Harris (Nicholas Brendon), a charming and loyal fellow and Willow’s friend from childhood. They 
become “the Slayerettes” (aka Scooby gang).  The group meets regularly in the elegant school library 
which is brimming with weighty books, many of which concern the occult and vampire lore. In this Victorian-
appointed haven with its dark wood paneling, large oak table, and cosy study lamps, Buffy and her friends 
study through many evenings as they seek answers in books to the monsters that threaten them and 
Sunnydale citizens at every turn. 
 
(9) In the meantime, the horror that is high school–the nasty cliques, the imprisoning concept of 
“coolness,” the anti-intellectualism of most students, and unfathomable adult authority structures–also prey 
upon Buffy and her friends. Family life is askew in Sunnydale, too. Buffy, for instance, is an only child 
whose father has deserted her–he rarely visits or contacts her--and she lives with her affectionate and well-
meaning but largely “clueless” mother. As Buffy and the Slayerettes negotiate the borders between the 
menacing worlds of high school and the Hellmouth, plot and character development reflect the twin themes 
of idealism and nihilism in contemporary youth culture. A zany and ironic humor infuses dialog and a 
nuanced and, at times, steamy exploration of sexuality issues is woven into each Buffy episode. Additional 
central characters appear during the first season, including the gorgeous but catty, empty-headed, and 
consumer-obsessed Cordelia Chase (Charisma Carpenter) who changes–somewhat–and becomes, in due 
course, a Slayerette, and Buffy’s ill-fated brooding first love, the 244-year-old vampire, Angel (David 
Boreanaz), who, in complex plot twists, is at one time the Slayer’s nemesis and at another her valiant 
protector and ardent lover. Other colorful regulars to appear over the course of three seasons include Oz 
(Seth Green), Willow’s genial, musically-talented boyfriend who is also a werewolf ; Spike (James 
Marsters), an extraordinarily spiteful and clever vampire who combines a Bill Sykes menace with a Billy Idol 
sense of style; and two Slayers-manqué, Kendra (Bianca Lawson) and Faith (Eliza Dushku). 
 
(10) At the end of the third season (spring 1999), Buffy and her friends and classmates graduate from 
Sunnydale High, albeit not without a dramatic confrontation with the town mayor who transforms into a 
towering reptilian figure of apocalyptic evil only to be defeated in a pitched battle led by Buffy which 
destroys the school and a number of students as well. The stage is thus cleared for Buffy to become a 
somewhat reluctant university freshman at the University of California at Sunnydale (UCS).   
 
(11) In the fourth season (beginning autumn 1999) Buffy and Willow are ensconced at UCS campus, while 
Giles lives close to the university in a modest book-filled townhouse. Angel has departed Sunnydale and so 
has Cordelia.[1] Oz is around, at first, but leaves town after the first few episodes; Xander has a variety of 
jobs, including bartending and driving an ice-cream truck, and lives in the basement at home. 
 
(12) The Hellmouth survives, but as the fourth season unfolds, the gothic horror theme has receded. 
Setting and plot are less surreal than in the high-school episodes, and the main characters have become 
more mature and reflective. Monsters still spew forth from the underworld, and Buffy still patrols for 
demons at night on UCS campus. However, there are fewer vampires to eliminate because an elite military 
special force, “The Initiative,” located beneath the university, is apprehending, studying, and neutralizing 
the demons that plague Sunnydale. The young men of the Initiative have been trained and controlled with 
drugs to do the bidding of Professor Maggie Walsh (Lindsay Crouse), who masquerades as Buffy’s 
psychology professor and is herself a formidable tough gal. All-American Iowa-bred Initiative “just warrior” 
Riley Finn (Marc Blucas) has become Buffy’s love interest. Things get really interesting when from behind 
room 314 in Initiative quarters Adam emerges, a made-to-measure cyborg monster whose first act is to kill 
his creator and “Mama,” Professor Walsh. Adam is the ultimate threat: his purpose is to kill all life.
 
(13) By the close of its fourth season, Buffy had won the respect of culture critics and media 
spokespersons. Beginning its sixth season in the fall of 2001, the program retains a loyal following; girls 
and young women up to age 34 provide the majority of Buffy viewers and, to a lesser extent, a significant 
number of young men watch the show regularly, as well (Huff, K3813; "Limping Buffy," BI and B 11; 
Rogers, 60-61; and Allemang, C3). Marketers have jumped aboard, and a plethora of consumer goods has 
become available, including a Buffy line of clothing, Buffy figures, Buffy book guides, C.D. musical scores, 
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and a Buffy fan club magazine series; an official Buffy website as well as hundreds of unofficial ones also 
exist. 
 
(14) Why does this program resonate with critics? Media pundits like Buffy’s slick and clever presentation 
(through season three) of the “high school is hell” theme and Joss Whedon’s ingenious plot devices, special 
effects, and protagonists. They see the program as a shrewd way to reach a new generation of youth, 
particularly girls, in a manner that does not patronize them.  John L. Allen, Jr., writing for the National 
Catholic Reporter, notes presciently that T.V. shows about teens have tended to reflect adult fears and 
stereotypes of young people and teen culture rather than how teenagers actually act and feel. He points 
out that “anti-teen hysteria has never been more pronounced” than in today’s culture and argues that 
young people are often portrayed in popular culture as violent and nasty. Allen urges parents and other 
adults to watch Buffy, asserting that its protagonist “is actually among the more realistic and appealing 
teenagers on T.V. She struggles to do the right thing, and even when she fails, it’s for the right 
reasons” (17). In a similar vein, journalist Ken Tucker underlines the realism of Buffy’s character: she 
“takes on heavy-duty, life-and-death responsibilities, giving the lie to the current cliché of adolescents as 
self-absorbed, work-phobic louts” (22). And Tucker’s 17-year-old daughter, Hannah, speaks for many 
young women when she articulates why she likes Buffy: "The basic truth about Buffy herself is known to all 
who appreciate her: she is the intelligent, youthful hope that anyone, when confronted with life’s little 
ghouls (metaphorical or otherwise), will be able to–as Willow put it–kick some serious demon ass" (23). 
 
(15) It is difficult, at times, to separate critics from audience. For instance, Hannah Tucker writes critically 
but also as an avid viewer. Similarly Graceanne A. DeCandido, a Buffy fan, has published an analysis of the 
program from the perspective of librarianship. In a lighthearted but perspicacious essay, DeCandido extols 
the character of librarian Giles “who lives the faith that answers can be found, and most often found in the 
pages of a book.” Indeed, De Candido insists that books “form the matrix and latticework for the “pow! 
kick! stake! stuff that happens later.” DeCandido quotes from the show to make her point. In “Never Kill a 
Boy on the First Date” (3/31/97), Xander comments that Giles is “like SuperLibrarian. Everyone forgets, 
Willow, that knowledge is the ultimate weapon.”[2] In “Amends” (12/15/98), Willy, a seedy male 
bartender, queries Xander: “So, what can I do for you? Couple of drinks?” Xander responds, “Yeah. Let me 
get a double shot, of, um . . . of information, pal.” Buffy and her comrades will come to understand 
themselves better as they work to uncover the forces of darkness and to name them, DeCandido asserts. 
Knowledge leads to truth about oneself and about the world (46). 
 
(16) Buffy critics cite and discuss youth empowerment and self-knowledge as the central leitmotifs in the 
program.  Viewers revel in the unfolding quest narrative that atypically finds a personable and responsible 
young woman cast as hero. The phrase “woman warrior” is bandied about frequently, too, but treatment of 
the woman warrior as a theme in its own right has been slight. It is a concept rich in interpretive possibility 
in relation to the Buffy show, as I hope to demonstrate in the following discussion. 
 
(17) Heraclitus, the ancient Greek scholar, called war “the father of all things.” Certainly, in Western 
history, war has always served as the dominant narrative with the male warrior/hero holding pride of place. 
The male “just warrior” fights and dies for the greater good, while the female “beautiful soul” epitomizes 
the maternal war-support figure in need of male protection (Elshtain). The few women who have achieved 
warrior status in this hegemonic war chronicle have been portrayed as exceptional “armed maidens of 
righteousness,” as illustrated in the mythologized stories of the Celtic Queen Boadicea, the Old Testament 
avenging Judith, and Joan of Arc (Warner, 1985 and 1987; Stocker; McLaughlin; and Davis). Such female 
heroes have not been permitted to form a tradition of their own except as temporary warrior transgressors, 
another example being the cross-dressing female soldier of seventeenth-and-eighteenth-century European 
society (DuGaw). Further, while honored as virtuous viragos, women warriors have also been viewed as 
inherently unsettling to the patriarchal social order; often their stories have been denigrated in or erased 
from the historical record. Concurrently, negative images of women warriors have served as a foil to the 
male “just warrior” tradition with the man-hating Amazon providing a case in point.
 
(18) Thanks to the recent and burgeoning scholarship on women’s historic relation to war, we now have the 
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means to develop an alternative reading of the woman warrior tradition. Following in the footsteps of Mary 
Beard’s classic l946 work, Woman as Force in History, historians are uncovering the substantial role of 
women as warrior/heroes and soldiers across time and place (see, for example, De Pauw). As historians of 
women bring to light this largely buried story of women warriors, feminist theorists in a wide range of fields 
are benefiting from the empirical findings of historians and are attempting to generate new meanings from 
this enlarged historical legacy. However, this project is like the effort required to swim against a strong 
current. Feminist political theorist Jean Elshtain states that “the woman fighter is, for us, an identity in 
extremis, not an expectation.” She also identifies an uphill struggle to bring history’s “Ferocious Few” to 
visibility:  "Functioning as compensatory fantasy or unattainable ideal, tales of women warriors and fighters 
are easily buried by standard repetitions. Framed by the dominant narrative of bellicose men/pacific 
women, our reflections often lack sufficient force to break out, remaining at the level of fragile intimations. 
As representation, the Ferocious Few are routinely eclipsed by the enormous shadow cast as the 
Noncombatant Many step into the light" (180). 
 
(19) In addition to the problem of “breakthrough,” danger lurks once the tales of the Ferocious Few come 
into play. Art historian and critic Marina Warner, who has studied the image of the female form in Western 
culture and has authored a book about Joan of Arc, contends that women in contemporary society are 
drawn to and thereby trapped in a “phallocentric” warrior’s world: “The armed maidens of righteousness 
and their present day dramatizers . . . remain prisoners of the fantasy [of the male warrior-hero] even in 
the midst of trying to turn it upside down” (1987; p. 176). Making this pessimistic pronouncement in the 
l980s, Warner observes that “the symbolic order possesses the power to generate reality” (175). Warner’s 
statement echoes Michel Foucault’s warning in his influencial study, The History of Sexuality, volume I, that 
marginalized people can be drawn to the power of “reverse discourse,” whereby they find themselves 
seeking legitimacy “in the same vocabulary, using the same categories by which [they were] 
disqualified" (101). 
 
(20) Heeding Warner’s and Foucault’s insights, one might be tempted to dismiss Buffy, the character, as a 
compensatory fantasy for young women, and, by extension, as a protagonist whose persona reinforces 
rather than transgresses conventional gender expectations However, instead, I would like to suggest that 
the woman warrior theme in Buffy–as presented through the mixed genre of fantasy/horror/adventure–
represents an attempt to demystify the closed image of the male warrior-hero not merely by parodying 
through comedic means this powerful stereotype but also by offering a subversive open image of a just 
warrior. As well, although Buffy is male-identified, she and her friends also partake of traditionally 
perceived female-gendered ways of thinking and behaving. Paradoxically, although Buffy and the Scooby 
gang, a mixed-gender group, “slay” monsters, they also often resolve conflict non-violently, through 
rationality, tactfulness, compassion, and empathy. At the same time, Buffy and her friends sometimes heap 
scorn upon behavior deemed weak or vacillating by labeling it feminine. 
 
(21) From the first episode of Buffy, viewers are led to apprehend the Slayer as a special kind of just 
warrior: Buffy has a “calling” and is honor-bound to protect humanity and to sacrifice her own ego 
gratification and personal life for the greater cause of fighting evil. She fights hand-to-hand and is powerful 
like a man, but Buffy also has an acrobatic agility and grace that cannot be easily categorized as either 
conventionally masculine or feminine. Further, she maintains an ironic distance from her warrior role even 
as she embraces it: “Destructo-Girl, that’s me,” Buffy declares, and, in another context, “I kill vampires; 
that’s my job” ( "When she Was Bad," 10/15/97, and "Ted," 12/8/97). Buffy’s warrior role represents a 
lifetime commitment. Fortunately, she has a supportive surrogate family: a paternalist Watcher-Guide and 
loyal friends, helpmeets in the battle to save the world time and again. Although Buffy struggles with her 
fate, in contrast to her male friends and lovers, Buffy (almost) always knows who she is and what she must 
do. In the first double episode of the series, "Welcome to the Hellmouth/the Harvest" (3/10/97), Buffy 
notes that the inept police force is a kind of army and remarks that its members cannot handle vampires: 
“They’d only come in with guns.” Xander brings up the masculine western fighter-hero motif, and he hopes 
to join Buffy in battle: 
 

Xander:  So what’s the plan, we saddle up, right?
Buffy: [No.] I’m the Slayer and you’re not . . . . Xander, this is deeply dangerous.
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Xander: I’m inadequate. I’m less than a man.
Willow [to Xander]: Buffy doesn’t want you getting hurt.
 

Meanwhile, in this double episode, Angel comments that he is “scared” to go against the Master of a 
particular family of demons, and soon thereafter Xander declares: “Buffy’s a superhero.” In another 
example (season three), Angel compliments Buffy for being “a real soldier,” and she retorts pithily: “That’s 
me, just one of the troops” ("Enemies," 3/16/99). In the fourth season, Riley, Buffy’s new love, comes to 
doubt himself as a soldier and confesses to Buffy in "This Year's Girl" (2/22/00): “I was trained to follow 
orders.” Buffy responds that perhaps Riley needs to distance himself from the Initiative (the Army) and 
fight evil in his own way: “You can choose.” 
 
(22) Buffy’s character as a woman warrior and hero is counterpoised not only against male characters but 
also against rebellious or nonconformist female characters. For instance, Faith, bad girl extraordinaire who 
becomes a rogue slayer and represents the fearful “disorderly woman” of history, myth, and popular 
culture, is introduced in season three to represent Buffy’s darker self.  Buffy is drawn for a time to Faith’s 
self-destructive tendencies and her eroticized joy in violence. They rob a sporting goods store to procure 
weapons, with Faith instructing Buffy that she should work on the principle “want, take, have.”  In "Bad 
Girls" (2/19/99), Buffy tells herself that she is justified in breaking the law because she has to “save the 
world.” However, Buffy changes her mind when Faith inadvertently kills a human being, and the following 
exchange takes place between Buffy and Faith in "Consequences" (1/16/99): 

 
Buffy:  We help people, it doesn’t mean we can do whatever we want.
Faith: Why not? Something made us different. We’re warriors, we’re built to kill.
Buffy:  To kill demons. But that does not mean we can pass judgement on people, like we’re better 
than anyone else.
Faith:  We are better. That’s right, better. People need us to survive. And in the  balance, nobody’s 
going to cry over some random bystander who got caught in the crossfire.
Buffy: I am.
Faith: That’s your loss.

 
At the end of season three, Faith lies in a coma; she reappears briefly in season four but leaves Sunnydale 
in a shaken state after a confrontation with Buffy. Buffy has not been tempted by her heart of darkness in 
this instance, but Faith will return, and the Chosen One will face another test. Life is filled with uncertainty 
and holds no final answers as the following exchange between Buffy and Giles during season two ("Lie to 
Me," 11/3/97) makes clear: 
 

Buffy: You know, it’s just, like, nothing’s simple. I’m constantly trying to work it out, who to hate or 
love . . . who to trust . . . . It’s like the more I know, the more confused I get.
Giles: I believe that’s called “growing up.”
Buffy: I’d like to stop now then, okay? . . . . 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.
 

(23) Life does not become easier but rather more difficult as Buffy matures; nonetheless, as she moves on 
to college, she becomes more self-directed, as do her close friends. Willow, for instance, unlike Buffy who is 
predestined to save the world as often as necessary, chooses her fate: she remains at Buffy’s side to fight 
evil rather than attend a prestigious university.  Willow insists that she is “not just [Buffy’s] sidekick,” and 
to symbolize her new status as a warrior woman whose weapon of choice is witchcraft--although she 
occasionally “kicks some demon ass”--she dresses up as Joan of Arc for Halloween ("Fear Itself," 
10/26/99). Willow faces disappointment in love with dignity when Oz leaves Sunnydale, and she takes 
some personal risks as she enters a rewarding, erotically-charged lesbian relationship with Tara, a sister 
Wicca university student.
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(24) The Buffy series pushes forward with the “pow, slam, bang” special effects of surreal Slayer/demon 
encounters, but a recurrent theme that serves to sunder the Slayer from a male warrior tradition in popular 
culture is the tendency of the Chosen One and her surrogate family to eschew killing when possible and to 
solve problems non-violently.[3] In one episode, for example, Buffy and her friends decide that a human 
rather than a demon is responsible for a girl’s death, and they work to bring the murderer before the 
justice system ("The Puppet Show," 5/5/97). In another situation, a telepathic Buffy discovers a plot to kill 
high school students. The Slayer saves the day when she apprehends a lonely and confused high school 
student who has ascended the school tower room: “I came up here to kill myself,” he explains. Buffy 
speaks gently to this young man, empathizing with his pain and convincing him to put down his gun. She is 
pleased with the outcome, remarking after the danger has passed, “It’s nice to be able to help someone in 
a non-Slaying capacity" ("Earshot," 10/21/99).[4] 

 
(25) In Buffy’s fourth season, non-slayage becomes a stronger theme. Plots accentuate the private/public 
split in Buffy’s life as issues focusing on intimacy and trust in personal relationships are set against the 
Slayer’s civic responsibility to keep evil at bay in the context of ambiguous ethical situations. The shape of 
evil shifts, too. Demons are no longer the unproblematized enemy or “other.” Spike, for instance, has been 
victimized–surgically modified–by the Initiative. He has been cast out by other vampires, and though he 
hovers around the Scooby Gang and even occasionally comes to their aid, he is not a Slayerette and still 
professes to be their sworn enemy. His predicament accentuates the lockstep authority structure of the 
Initiative and its overriding of civil liberties. Buffy’s unique Slayer role is set against that of the all-male 
commando squad which takes orders from Maggie Walsh, the intimidating civilian leader who oversees their 
work and symbolizes the male-identified woman par excellence. Riley Finn, the young military head of the 
squad, and, eventually, Buffy’s lover, is gradually drawn into the Slayerette group as he comes to realize 
that his leader, Professor Walsh and, by extension, the military system in which he has placed his trust, has 
betrayed his ideals. In contrast to Riley, who is a nurturing and caring New Age man as well as an efficient 
soldier, his commando buddies are shown to be insensitive misogynists, suggesting that such values run 
deep in military institutions. 
 
(26) The interrogation of patriarchal institutional arrangements in society becomes a dominant theme in 
season four, but an exploration of the relationship between gender systems and institutional relations of 
power in society has been present since Buffy’s inception. In a crucial episode in season three, 
“Helpless” (1/19/99), Giles, under orders from the British-based Watcher’s Council, is forced to drug Buffy 
without her knowledge to effect a temporary weakening of her Slayer physical prowess; in such 
circumstances Buffy’s demon-fighting spiritual and mental powers can be tested. Under duress, Giles does 
as he is told, and Buffy is put through a frightening rite of passage every Slayer must experience on her 
eighteenth birthday. Buffy passes the ordeal, and Giles is so ashamed of his act of betrayal that he tells 
Buffy what he has done. Further, Giles breaks with the Watcher tradition of following orders with blind faith, 
telling the elderly Council member who comes to check up on him, “You are waging a war; she [Buffy] is 
fighting it.” Giles is summarily fired as Watcher because, as the Council representative notes, Giles now has 
“a father’s love for the child.” In addition to the incipient critique of warmaking with its allusion to the 
Vietnam War–it is the old men who send the young out to fight under false pretenses–a gendered pacifist-
oriented message has been introduced: a man can reject war and soldiering in specific contexts, and he can 
serve in a nurturing parental role to protect a young person from being victimized by the war system, as 
such. Although the Council attempts to replace Giles with another Watcher, Buffy rejects him. It is soon 
apparent that while Giles will continue to serve as a mentor and friend, Buffy will no longer accept 
uncritically authoritarian patriarchal rule as symbolized by the Watcher’s Council. 
 
(27) In season four, Buffy continues to question male-dominant authority structures, although she is also, 
not surprisingly, at times somewhat dazzled by them. In one program, Riley brings Buffy into Initiative 
headquarters, and Professor Walsh seems to accept the Slayer as a kind of advisor for the demon-control 
program she heads. Buffy walks through a cavernous room and appears unmoved by the sight of monsters 
on trolleys who are being operated upon for unknown reasons. The Slayer maintains her own path but 
seems willing to help the Initiative and to take some direction from Maggie Walsh, a person she first 
encountered in another position of authority as her psychology professor. However, Walsh has her own 
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agenda and when the Slayer begins to ask too many questions, she tries to have Buffy killed.  Thus, Buffy 
must face squarely--at a personal level--the destructive potential of militarized authority systems. This 
assassination attempt throws Riley into crisis: “I don’t know which team I’m on, who the bad guys are. 
Maybe I’m the bad guy. Maybe I’m the one you should kill” ("Goodbye Iowa," 1/15/00). In these 
circumstances, Buffy begins to help Riley work through his naiveté about the Initiative and the military as 
an institution. In "This Year's Girl" (2/22/00) Buffy utilizes her developing nurturing skills, and The Chosen 
One and the Scooby Gang help Riley emerge from his Initiative-structured world: 
 

Riley: That’s what I do, isn’t it? Follow orders?
Buffy: You don’t have to.

Riley: Don’t I? All my life that’s what I’ve been groomed to do . . . I just don’t know if it’s the right job 
anymore.

Buffy: I know how you feel. Giles used to be part of this Council and for years all they ever did was give me 
orders.

Riley: Ever obey them?

Buffy: Sure. The ones I was going to do anyway. The point is, I quit the Council. I was scared but it’s OK 
now.

 

In a reversal of the male protector scenario, Buffy then tells Riley reassuringly: “You’ve been strong long 
enough . . . I am going to help you.” 
 
(28) In the next episode, in an interesting twist, Buffy must challenge the Watcher’s Council, which now 
resembles a Mafia of the occult. Unlike Riley, Buffy is comfortable resisting a para-military force (the 
Watcher’s Council) run amok; she represents the discerning and ethical citizen’s ability to take a stand 
against evil wherever it is found. As the fourth season draws to a close, Buffy’s subjectivity has developed 
well beyond that preordained for the Chosen One. She is a complex individual with strong moral authority.
 
(29) From its beginnings, Buffy, the Vampire Slayer has been engaged in developing both a playful 
and a serious consideration of gendered relations of power in contemporary North American society.  And 
as the series has evolved, its central theme has become the danger of ignorance and of oppressive 
patriarchal power structures. The woman warrior leitmotif has served the aims of the program well. This 
recognizable symbol of female agency in the world has permitted Joss Whedon to explore in innovative 
ways how gender identities are imposed and resisted in contemporary culture, for boys and men as well as 
girls and women. The program picks up on the current fascination with tough women in popular culture, but 
it goes further. At one level Buffy’s martial arts prowess affirms rather than subverts patriarchal mores; at 
a more subtle level, the non-combat strategies that the Slayer and Slayerettes often employ to defeat evil 
serve as a method to re-vision or reconstitute warrior hero material and even to weave a pacifist thread 
into plot structures.  In other words, Buffy as an open-image hero and Buffy (the program) as unfolding 
dramatic narrative, expose stereotypes and coded symbols that shore up a rigid war-influenced gender 
system in an attempt to chart new meanings for womanliness and manliness.
 
(30) Seen from the perspective that I have suggested in this essay, Buffy, the Vampire Slayer can be 
understood as a rebel warrior narrative that harkens back to the mythic and historic tradition of the 
disruptive woman warrior hero at the same time that it beckons us forward, urging viewers to contemplate 
a refashioned humanitarian and partly androgynous citizen ideal for the twenty-first century, one that 
might inspire youth to be risk-takers in the ongoing and never-ending struggle to make the world a more 
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secure and less violent place. Despite the whiteness and privilege of its protagonists, the program can be 
viewed as possessing subversive elements, notably in its portrayal of the Slayer as a transgressive warrior. 
The aura of unremitting evil “out there” as parodied through the horror/gothic genre and the need for 
responsible individuals to combat injustice and oppression with disciplined intelligence, compassionate 
understanding, and a cooperative spirit are important messages in Buffy the Vampire Slayer. 
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[1] Angel and Cordelia play themselves in a spinoff series, Angel, which commenced fall 1999.

[2] All dates for Buffy, the Vampire Slayer programs indicated in this essay refer to the original U.S. airdate.

[3] Joss Whedon has remarked that "Buffy vampires" crumble into dust because he does not want Buffy to 
be killing beings that look like humans every week. Interview with Joss Whedon preceding Angel episode, 
4/14/97. It is also interesting that Buffy and her friends do not always slay monsters; sometimes demons 
cause their own deaths by inadvertently falling against a spiked fence or landing against a high-voltage 
electrical outlet or from some other misadventure while battling the Slayer and her helpers.

[4] Ironically, "Earshot" was one of the two episodes delayed by the T.V. networks in the wake of the 
Columbine tragedy because of its perceived violent content and possible negative influence on youth. 
“Earshot” was initially scheduled to be shown in May 1999. For a thoughtful scholarly exploration the 
problem posed by the Columbine massacre in relation to the Buffy program, see Kathleen McConnell, 
“Chaos at the Mouth of Hell: Why the Columbine High School Massacre Had Repercussions for Buffy the 
Vampire Slayer," Gothic Studies 2, no. 1 (2000): 119-35.
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David Lavery 
“Emotional Resonance and Rocket Launchers”: 

Joss Whedon’s Commentaries on the Buffy the Vampire Slayer DVDs* 
 

I think everybody who makes movies should be forced to do television. . . . Because you have to finish. 
You have to get it done, and there are a lot of decisions made just for the sake of making decisions. You 
do something because it’s efficient and because it gets the story told and it connects to the audience.

Joss Whedon, Interview in The Watcher’s Guide, Vol. 2 (323)

The two things that matter the most to me: emotional resonance and rocket launchers. Party of Five, a brilliant 
show, and often made me cry uncontrollably, suffered ultimately from a lack of rocket launchers.

Joss Whedon, Audio Commentary for “Innocence”

(1) According to an old witticism (credited to, of all people, Otto von Bismarck), “Laws are like sausages, it is better not to 
see them being made.” Perhaps television shows and movies should be added to the list. The magic we so often 
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experience as members of the audience of both media may well not be visible on the production set. With the advent of the 
DVD, however, we are now often given the opportunity to peek behind the curtain and see the wizard for what he is, 
especially when the wizard does the audio commentary. On the DVD releases of Buffy the Vampire Slayer’s first and 
second seasons, the great and powerful Joss Whedon speaks over the two part pilot, “Welcome to the Hellmouth” and “The 
Harvest” (1001 and 1002; hereafter “Hellmouth” and “Harvest” respectively) and “Innocence” (2014), and in the process we 
are given the opportunity to see through his eyes how Buffy was made.[1] 

(2) The Season One DVD is not the first time Whedon has emerged from behind the curtain. Previously released VHS 
boxed sets Buffy the Vampire Slayer,[2] The Buffy and Angel Chronicles,[3] and The Slayer Chronicles[4] each contained 
interviews (placed either before or after the episode in question) in which Whedon offered behind-the-scenes insights into 
the show’s creation, and he has granted numerous online and print interviews as well (see the bibliography). But on the 
DVDs Whedon talks in real time accompanying the pilot, and in the process we learn a great deal about the realities—
technical and economic limitations, on-set exigencies, ambitions and frustrations, actor proclivities—of television 
production. Whedon was making television for the first time and had much to learn about the process, and thanks to the 
magic of DVD we learn along with him.

(3) A third generation television writer, Whedon recalls in a recent interview with James Longworth that his childhood was 
filled with humorous dialogue.

I think my father's best work was probably done at our dinner table. . . . It was great to live around a writer, and my 
mother also wrote in her spare time, so the sound of typewriters was probably the most comforting sound in the 
world to me. I loved that. And while I really enjoyed all of the funny things my dad was working on, it was really just 
being around someone who was that funny. And all of his friends were comedy writers. So the house was 
constantly filled with these very sweet, erudite, intelligent guys just trying to crack jokes—my father's friends, my 
mother's friends, teachers, drama people. It just had a great air to it, and what you wanted to do is to go into that 
room and make those guys laugh. (199) 

(4) Watching Buffy DVDs accompanied by Joss Whedon we become the recipients of this impulse. With self-deprecating 
humor—at the very beginning of his commentary on “Welcome to the Hellmouth,” setting the tone for what will follow, he 
promises to offer “hundreds of . . . well . . . like . . . four fascinating insights” into the creative process behind Buffy—
Whedon makes us laugh, constantly, but we get sweetness, erudition, and intelligence as well, and we understand better 
how Buffy happens.

“I couldn’t afford the pony. I only had the dog”: The Ambitions, Limitations, and Frustrations of Making 
Television 

(5) The “dog and pony show” of series television production apparently provided a rapid education for Joss Whedon, who, 
except for writing earlier shows like Roseanne and Parenthood, had no prior hands-on experience with making TV. As he 
acknowledges at the outset of his commentary on “Innocence,” every aspiring television auteur thinks of his work, however, 
minor it may be, as equal in weight and importance to Citizen Kane.[5] In reality, the strict parameters imposed on creative 
inclinations by small budget and time constraints force novice and veteran alike to find less expensive and more expeditious 
paths to quality. Whedon’s commentaries have much to say about this process.

●     (6) The skateboard on which Xander makes his first appearance on the show (crashing into a railing on his first 
sight of Buffy) was quickly jettisoned because lighting such a moving figure was too complicated and expensive 
(“Hellmouth”).

●     (7) The set on which scenes in Sunnydale High School were filmed in the first season was, in fact, a single hallway, 
shot from different angles, recast, and rehung as needed to give the impression that it was much larger 
(“Hellmouth”).

●     (8) The dream sequence which follows the opening credits in “Welcome” was supposed to be elaborate and 
original. To save time and money it was in the end constructed out of imagery from future episodes of season one 
(“Hellmouth”).
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●     (9) In “The Harvest” Xander asks if vampires can fly. The possibility of flying vampires had to be rejected because 
of the special effects cost, as did other vampire motifs (e.g. vampires turning into bats).[6]

●     (10) The graveyard setting which figures so prominently in “Hellmouth” and “Harvest” was a real cemetery, which 
would be used for filming only rarely thereafter. Future graveyards—BtVS’s primal scene—would actually be 
redressed portions of the Buffy set parking lot (“Harvest”).

●     (11) When Whedon first envisioned the Sunnydale High School Library, Rupert Giles proprietor, he had in mind 
something dark and labyrinthine, but at the time he had not given any thought to how such a design might be lit. 
The idea was jettisoned, and the library become more modern and bright (“Hellmouth”).

“Rabid Animals”: Working with Actors 

(12) With tongue-firmly planted in cheek, Whedon attributes to colleague David Greenwalt the Hitchcockian belief that 
actors are “rabid animals and should be put down,” but in the DVD commentaries he shows tremendous respect for them 
and again and again heaps on his cast high praise (“Hellmouth”). 

●     (13) Whedon speaks of the sexiness and wit Tony Head brought to the role of Giles, qualities none of the others 
trying out for the part exhibited. As a result, Giles became much more than “boring exposition guy” (“Hellmouth”). 
(We also learn, in a recurring joke, that on-set Head apparently does not wear pants [“Innocence”].) 

●     (14) Whedon praises the tremendous specificity and great professionalism of Sarah Michelle Gellar as an actress 
(“Hellmouth”). 

●     (15) The WB had problems with the casting of Alyson Hannigan as Willow. Whedon wanted a truly ensemble cast 
exhibiting a wide range of looks and types; the network wanted a “supermodel in horn rims” to play Willow 
(“Hellmouth”). Obviously, Whedon won the battle. Early on, Whedon notes, he learned that Hannigan was 
especially masterful at exhibiting pain and fear, and putting her in danger became a staple of the show. (In an 
aside, he reassures us that, despite the persistent concern of fans, he will never, ever kill Willow [“Innocence”].) 

●     (16) We learn about his initial reluctance to cast David Boreanaz as Angel and his great admiration for him later 
(“Hellmouth”). In the “Innocence” commentary, Whedon recalls worrying, needlessly, whether he would be up to the 
transformation into Angelus. Boreanaz, Whedon quickly discovered, “plays a bastard with extraordinary 
aplomb” (“Innocence”).

●     (17) Commenting on a scene from “The Harvest” in which Buffy and Xander flee through the sewer, Whedon pays 
tribute to the great professionalism of the “rat actor.”

Inside Baseball 

(18) Although he cautions viewers at the beginning of “Innocence” that he will have no hilarious anecdotes about the silly 
hijinks of Buffy’s cast because they are far too hard working and professional, Whedon does offer us scores of “inside 
baseball” tidbits from behind the scenes. We learn that: 

●     (19) BtVS’ creators use pet names. The Sunnydale High School Library was known as the “Bat 
Cave” (“Hellmouth”). The mystical mumbo-jumbo that underpins demon behavior was known as “Flibottinum” (the 
term is David Greenwalt’s—the spelling mine) (“Harvest”). 

●     (20) The idea of the Hellmouth, and the origin myth of the show in general, contributed mightily to selling the show 
to the WB. Later, Whedon admits, it became a handy shortcut way of explaining the inexplicable. 

●     (21) The scene in which Giles and Buffy have it out about her reluctance to assume her slayer duties was actually 
shot eight months after the rest of the episode.[7] In the version as originally shot Gellar had come across as far 
too angry (“Hellmouth”).

●     (22) Angelus’s cruel dismissal of Buffy’s concern for him the first time they meet after having sex, a scene which 
transpires in his bedroom with Angelus shirtless, had been already filmed—to no one’s satisfaction—outside of 
Buffy’s house (“Innocence”). 

●     (23) Whedon had toyed with the idea of placing Eric Balfour (Jesse in the first two episodes) in the opening credit 
sequence, thereby leading viewers to conclude that he would be a regular, only to kill him off in “The 
Harvest” (“Hellmouth”). Later, of course, Whedon would develop a fondness for killing off essential characters: 
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Jenny Calender, Maggie Walsh, Joyce Summers, and Tara in Buffy; Doyle in Angel. 
●     (24) The decision was made early on to tone down the California speak prominently displayed in the pilot 

(“Helmouth”). 
●     (25) Joss was concerned about the degree to which Giles appeared to be in-the-face of Buffy in Sunnydale High 

scenes in “Hellmouth.” He imposed that old standard of nun-enforced Catholic school discipline: the 6 inch rule. 
●     (26) When Buffy, dressing for her first trip to the Bronze and trying on outfits, verbalizes her look before a mirror, 

announcing, “Hi. I’m an enormous slut,” the phrasing caused a bit of consternation for the network (“Hellmouth”). 
●     (27) The first two seasons of BtVS were filmed by Michael Gershman, director of photography, on 16 mm, though 

no one knew. Whedon praises Gershman’s “beautiful and eerie” lighting of the series and the superb “palette” he 
exhibits as a DP (“Hellmouth”). 

●     (28) Cordelia’s rejection of Jesse in The Bronze in Welcome to the Hellmouth is word for word from Joss’s own life. 
●     (29) The WB was uneasy with the show’s “schizophrenic” combination of horror, drama, and comedy (exemplified 

in the title), not because they were opposed to it but because they were uncertain how to market it (“Hellmouth”). 
●     (30) Nerf Herder’s original recording of the Buffy theme for the pilot was flawed—the beat is noticeably lost at one 

point—and had to be re-recorded (“Harvest”). 
●     (31) Joss feared that the show’s mythology—in particular the idea that demons were the primordial inhabitants of 

the earth and that there was no original paradise—would be more offensive than it turned out to be (“Harvest”). 
●     (32) Joss and all the directors came to find shooting the obligatory library exposition scenes a real challenge. How 

to make them unique and visually interesting became a weekly challenge (“Hellmouth”). 
●     (33) Computers came to function as a “shameless” all-purpose plot mechanism. Willow is able to hack into just 

about any website or database and acquire any information the narrative might require (“Hellmouth”). (Buffy is full 
of such factors, including the tunnels of Sunnydale, which provide a handy transportation system for vampires, and 
the oft-consulted Book of Thoth, which serves as the all-purpose bible of demon knowledge [“Harvest”].) 

●     (34) The actors who played vampires, especially David Boreanaz, had some difficult talking with fangs (“Harvest”). 
●     (35) In an unintentionally provocative shot in “The Harvest” in which Luke pledges his allegiance, the mise-en-

scene appears to suggest that the disciple is performing fellatio on The Master. 
●     (36) The decapitation of a vampire (in the final showdown with Luke and his minions in The Bronze) by a cymbal 

thrown by Buffy was edited out when the episode aired in Britain (“Hellmouth”). 
●     (37) Part of the inspiration behind the appearance of Spike and Drusilla (and later Angelus) in Season Two was to 

introduce younger villains, who could actually function in the real lives of the Scoobies, a far cry from the distant 
and remote Master of Season One (“Innocence”). 

●     (38) Joss admits that Nicholas Brendon is “way too hunky” to actually play a schlemiel like Xander, but he speaks 
admiringly about the actor’s ability to “bring on the Shemp” (“Hellmouth”).[8] 

●     (39) Whedon admits that the idea of a “Gypsy curse” may be "hokey” but explains that he went with it because he 
rejected the alternatives (“Danish curse”) and “loves the classics” (“Innocence”). 

●     (40) As a script doctor often called upon to finds the means to reconcile the unreconcilable, Whedon is especially 
proud of the notion, articulated by Uncle Enyos in “Innocence,” that vengeance has a life of its own and must be 
served, which enabled him to explain the escape clause of Angel’s curse (“Innocence”). 

●     (41) Speaking admiringly (“Innocence”) of the performance of Robia La Morte as Jenny Calendar, Whedon 
comments. “And what did we do to thank her? We killed her” (by Angelus in “Passion” [2017]) 

●     (42) The pouring rain that gives atmosphere to Xander’s visit to a military base to steal a rocket launcher was not in 
the script (“Innocence”) but rather a happy accident.

●     (43) The blossoming love between Willow and Oz was strongly opposed by the fans, who wanted Willow to be with 
Xander (“Innocence”). 

●     (44) The words Angelus scrolled in blood on the wall at the scene of his murder of Uncle Enyos (“Was it good for 
you too?”) prompt Whedon to speak of his amazement at what Buffy is sometimes able to “get away 
with” (“Innocence”). 

●     (45) We learn that the original “no weapon forged” that was to be used to defeat The Judge was to be a Tank—the 
rocket launcher was David Greenwalt’s idea (“Innocence”). Though its cost seemed beyond their means, they knew 
they simply had to have it. 

●     (46) With mordant humor, Whedon expresses his comic conviction that “Killing extras” is “always funny.” (He has in 
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mind the scene in which The Judge incinerates his first victim in the mall in the climactic scene of “Innocence.”) 
●     (47) When Buffy hoists the rocket launcher to her shoulder, about to obliterate The Judge as he stares 

uncomprehending at her from across the mall (“What’s that do?” he asks), Whedon acknowledges that “I’ve never 
loved her more” (“Innocence”). 

●     (48) Whedon admits, with great tenderness and a double entendre, that the final, low-key denouement of 
“Innocence,” in which Buffy and her mother watch an old movie on TV and celebrate her birthday with cupcakes 
and a single candle, made him just as happy as “his big man toy” (his rocket launcher). 

“My incredibly low-budget attempt to do Sam Peckinpah”: Cinematic Influences

(49) Not surprisingly for a film studies graduate of Wesleyan University, Joss Whedon reveals in his audio commentaries 
his movie influences.

●     (50) The clash in the opening theme music, in which the drone of an organ, a staple of horror movie music, is 
replaced by rock and roll was intended to signal that Buffy would not play by the rules of the traditional horror film. 
[Editor's note: for more on this, see Janet Halfyard's essay in Slayage 4.) This collision is echoed, as Whedon 
also points out, in the frequent altercations between Giles, whose generic roots are in the von Helsings of British 
horror, and Buffy.

●     (51) Describing the final showdown with The Judge in the shopping mall in “Innocence,” Whedon acknowledges 
that the slow-motion violence of the scene is his attempt to do “Peckinpah.” 

●     (52) As Drusilla and Angelus flee from the oncoming rocket Buffy uses to destroy The Judge, Whedon admits his 
indebtedness to a similarly choreographed scene in Luc Besson’s The Professional (1994) (“Innocence”).

●     (53) With images from Blue Velvet in mind, Whedon describes the sex scene between Buffy and Angel in 
“Innocence” as Lynchian. 

●     The backward head-butt Buffy uses in the show down with Luke in The Bronze (in “The Harvest”) was inspired by 
Abel Ferrara’s China Girl (“Harvest”). 

●     (54) Discussing his love of long takes (“one-ers,” as they are called in TV techno-speak), he cites the influence of 
French New Wave director [Marcel] Ophuls and American auteur Woody Allen. And he seeks to distinguish his 
intention in using them from the style of “Brian DePalma-see-how-far-I-can-take-my-steadicam-before-I-run-out-of-
film” (“Innocence”). 

●     (55) In Whedon’s eyes, the three way standoff in “Innocence” between Xander and Jenny Callendar, Angelus 
(holding Willow captive), and Buffy (the scene in which Angelus first reveals himself without a soul to the Scoobies) 
evokes the style of a gunfight in a western (the films of Spaghetti-Western master Sergio Leone are alluded to). In 
the same scene, the shot of Angelus in vamp face standing in shadow, not quite visible, in the school doorway 
recalls for Whedon the Joker's first appearance before Boss Grissom in Tim Burton's Batman (1989).

●     (56) Emphasizing his view that a horror narrative should abide by its own rules and exhibit internal consistency, 
Whedon speaks sarcastically of the scene in Blade (1998) in which vampire Deacon Frost is able to walk in 
sunlight thanks to his use of a special sunscreen (“Harvest”). (With great embarrassment Whedon points out a few 
moments—the scene in “The Harvest,” for example, in which Angel is clearly standing in sunlight—in which Buffy 
unintentionally violates its own rules.) 

(57) “Freedom,” Robert Frost once observed, “is swinging easy in harness.” Though he began as “Mister - I - don’t - 
know - how - to - make - a-television - show” (“Hellmouth”), Joss Whedon has mastered the TV harness as well as any of 
his contemporaries, and he concedes that what he really “love[s] about my show is the amount of cheese that we can sort 
of get away with, the amount of how little money we have and how we make it look a little more epic than it 
is” (“Innocence”). But he continues to chafe at the bit. In an interview in The Watchers’s Guide, Vol. 2, he confesses that 
“I’m getting to the point now where I’m like, ‘Okay, I’ve told a lot of stories. I’ve churned it out.’ I just feel like I want to step 
back and do something where I can’t use the excuse of ‘I only had a week’” (323). When he does finally get the chance to 
make that big-budget film, we will anxiously await its release on DVD. The director’s commentary, no doubt, will make it 
worth the price.
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* In an e-mail on Sept. 2, 2002, British independent scholar John Briggs wrote the author 
with the following fascinating observations concerning this essay.  His comments are 
based on research that will be presented in a talk, "Unaired Pilot or Bad Quarto: Textual 
Problems in Buffy and Shakespeare in an Internet Age," at the October 2002 Buffy 
conference in the UK. I add them here with his permission.

Your para (6): the skateboarding sequence appears in Whedon's draft pilot script (the precursor of the 
"unaired pilot").  Whedon had presumably discovered the difficulty and expense of the sequence when 
directing the "unaired pilot" - he has Xander simply walk up to Willow carrying the skateboard - but he still 
retained it in his script for "Hellmouth".

Your para (11): the dark and labyrinthine library is in the draft pilot script.  This is jettisoned in the "unaired 
pilot" - "Hellmouth" retains the shortened version of that scene.

Your para (15): Whedon doesn't actually say that the WB had problems with the casting of Alyson 
Hannigan as Willow, nor is it obvious that Whedon won the battle.  In the "unaired pilot" Willow is played by 
Riff Regan, a choice so bizarre that it can only have been Whedon's.  A "close reading" of Whedon's 
words, combined with Hannigan's own guarded version in interviews, would suggest that she was actually 
originally the Network's choice!  (Incidentally, being put in danger is Willow's sole purpose in the draft pilot 
script.  This, coupled with the absence of a Jesse at that stage, makes one wonder if she was originally 
envisaged as a disposable character.)

Your para (21): the re-shooting of parts of the library exposition scene of "Hellmouth" cannot possibly have 
been eight months later (it would have been five at most).  My suggestion is that Whedon is thinking of the 
first shooting of this scene for the "unaired pilot", which could well have been eight months earlier (perhaps 
a bit more).  The version in the "unaired pilot" (which Whedon directed himself) is very close to the version 
in "Hellmouth", so this would have made it one of the most rehearsed scenes in the series.  That was 
probably why Whedon didn't bother supervising the shooting.  He directed the re-shooting of parts of the 
scene himself, and the original director has not directed another episode for the series.

Your para (24): as "Hellmouth"/"The Harvest" wasn't really a pilot (one of the issues I shall discuss in my 
paper), the decision "early on" to tone down the California-speak was probably made at the end of the first 
series (which was, of course, before the show had aired).

[1] Other key Buffy players also provide commentary on the second season DVDs. David Greenwalt 
makes “Reptile Boy” (2005) much more interesting than it ever seemed before, and Marti Noxon talks 
us through “What’s My Line,” Parts One and Two (2009, 2010).

[2] “Welcome to the Hellmouth, “The Harvest,” “The Witch” (1003), “Never Kill a Boy on the First 
Date” (1005), “Angel” (1007), and “The Puppet Show” (1009).

[3] “Surprise” (2013), “Innocence” (2014), “Passion” (2017), “Becoming,” Part I (2021), and 
“Becoming,” Part II (2022).
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[4] “Bad Girls” (3014), “Consequences” (3015), “Enemies” (3017), “Earshot” (3018), “Graduation Day,” 
Part One (3021), and “Graduation Day,” Part Two (3022).

[5] Citizen Kane, Whedon reminds us, should we not know, is a “black and white film about a bald guy.”

[6] In “Buffy vs. Dracula” (5001), of course, Buffy does offer us bat transformations.

[7] The dialogue from the scene I am referring to is as follows:

Buffy: Oh, why can't you people just leave me alone?

Giles: Because you are the Slayer. (comes down the stairs) 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 . . .

Buffy: (interrupts and joins in) ...with the strength and skill to hunt the vampires, to stop the 
spread of their evil blah, blah, blah... I've heard it, okay?

Giles: I really don't understand this attitude. You, you've accepted your duty, you, you've 
slain vampires before...

Buffy: Yeah, and I've both been there and done that, and I'm moving on.

Giles: What do you know about this town? (goes into his office)

Buffy: It's two hours on the freeway from Neiman Marcus?

Giles: Dig a bit in the history of this place. You'll find a, a steady stream of fairly odd 
occurrences. Now, I believe this whole area is a center of mystical energy, (comes back with 
four books) that things gravitate towards it that, that, that you might not find elsewhere. (sets 
them on the table)

Buffy: Like vampires.

He puts the volumes into Buffy's arms one by one as he lists off various monsters and 
demons.

Giles: Like 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!
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[8] Presumably a reference to Shemp Howard, one of The Three Stooges. To learn more about him, 
go here: http://www.3-stooges.com/text/shemp.html
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Derik A. Badman
Academic Buffy Bibliography

Introduction

(1) With the recent slew of articles and books (not to mention online sources) coming out with academic/
critical views of the TV series Buffy the Vampire Slayer -- and to a lesser extent its spin-off Angel -- I 
thought it would be helpful to create a bibliography, enabling interested parties to quickly find sources 
rather than going out searching for them.
 
(2) I was not able to limit the scope of this project with any clear cut boundaries. Some articles obviously 
belong and some are more marginal. Inclusion is based on my subjective opinion of what constitute an 
academically or critically minded discussion of the series. Most of the pieces represented are taken from the 
two books published exclusively on the show (Reading the Vampire Slayer, Fighting the Forces, Red Noise, 
and Buffy the Vampire Slayer and Philosophy) and the online journal Slayage. The rest of the (print) 
articles were found by searching various databases related to (mostly) humanities. Weeding out irrelevant 
articles -- industry news, star-based articles, minor news bits, etc. -- became more difficult the closer I 
veered toward popular publications. Which is all to say, I may have missed a little or a lot, so please send 
me any suggestions for addition. Online articles are even more problematic with the surfeit of Buffy sites 
out there; separating the wheat from the chaff is more luck (and help from others) than anything else.
 
[The bibliography with limited annotations (and updated as necessary) can be found at http://madinkbeard.
com/buffy.]
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Derik A. Badman
Academic Buffy Bibliography

Introduction

(1) With the recent slew of articles and books (not to mention online sources) coming out with academic/
critical views of the TV series Buffy the Vampire Slayer -- and to a lesser extent its spin-off Angel -- I 
thought it would be helpful to create a bibliography, enabling interested parties to quickly find sources 
rather than going out searching for them.
 
(2) I was not able to limit the scope of this project with any clear cut boundaries. Some articles obviously 
belong and some are more marginal. Inclusion is based on my subjective opinion of what constitute an 
academically or critically minded discussion of the series. Most of the pieces represented are taken from the 
two books published exclusively on the show (Reading the Vampire Slayer, Fighting the Forces, Red Noise, 
and Buffy the Vampire Slayer and Philosophy) and the online journal Slayage. The rest of the (print) 
articles were found by searching various databases related to (mostly) humanities. Weeding out irrelevant 
articles -- industry news, star-based articles, minor news bits, etc. -- became more difficult the closer I 
veered toward popular publications. Which is all to say, I may have missed a little or a lot, so please send 
me any suggestions for addition. Online articles are even more problematic with the surfeit of Buffy sites 
out there; separating the wheat from the chaff is more luck (and help from others) than anything else.
 
[The bibliography with limited annotations (and updated as necessary) can be found at http://madinkbeard.
com/buffy.]
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Abbott, Stacey. "A Little Less Ritual and a Little More Fun: The Modern Vampire in Buffy the Vampire 
Slayer." Slayage: The Online International Journal of Buffy Studies 3 (2001). 25 Nov. 2002 [http://www.
slayage.tv/essays/slayage3/sabbott.htm].
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Arwen Spicer 

“Love’s Bitch but Man Enough to Admit It”:  Spike’s Hybridized 
Gender 

 
 [1] The transgression (or lack thereof) of conventional gender roles in Buffy the Vampire Slayer is a 
recurrent theme in Buffy criticism. Zoe-Jane Playden argues that Buffy challenges traditionally masculine 
definitions of autonomy by developing empowering models of community-based action (138). In contrast, 
Farah Mendlesohn points to the limits of the show’s transgressiveness, exploring the mechanisms through 
which a queer reading of the Buffy/Willow relationship is systematically denied. I take up this theme of 
gender transgression through the particular instance of Spike. Though Spike initially appears as a strongly 
masculine character, I argue that he crosses the boundaries of conventional gender identifications, enacting 
a hybridized identity that is simultaneously coded masculine and feminine. While Spike’s feminization 
becomes a locus of disempowerment for his character at various times, I suggest that it is his very 
liminality--the impossibility of consigning him to a predetermined gender category--that empowers him in 
the Buffyverse, enabling him to navigate the complex gender inversions that mark a community oriented 
around a heroic, female Slayer.
 
[2] As the field of gender studies increasingly distances itself from essentialism, its focus has shifted to the 
ideological construction of gender. In the words of Judith Butler, “There is no gender identity behind the 
expression of gender: that identity is performatively constituted by the very ‘expressions’ that are said to 
be its results” (qtd. in Weir 214). Instead of being a passive category into which one is born, gender 
becomes a continuous personal activity that can either subvert or reproduce dominant ideologies--and 
often does both within the sphere of a single individual’s actions. In Buffy, however, the subversive aspects 
of the characters’ engagement with the ideologies of gender is stressed from the first scene of the first 
episode, in which the supposedly frightened, teenage girl, Darla, suddenly reveals herself to be a deadly 
vampire, thereby actively shifting her positioning from typical female victim to transgressively female 
victimizer (“Welcome to the Hellmouth” 1001). From the beginning, Buffy promises to be a show that will 
challenge prevailing gender categorizations.
 
[3] Such transgressive acts of individual construction can be measured against the necessarily patriarchal 
background of the town of Sunnydale, which for all its fantastical forces, remains a late-twentieth/early 
twenty-first century American town enmeshed in the power relations that typify that very real historical 
context, relations that traditionally cast women as inferior and subordinated to men. It is, therefore, not 
surprising that when male characters on Buffy are described as “feminized,” the word is often linked to 
their subordination. A. Susan Owen, for instance, argues for Xander’s feminization because he (and Willow) 
play “les femmes to Buffy’s butch performance [. . .]” (26): they subordinate themselves to her dominant 
role. Likewise, Anne Millard Daugherty suggests that Giles’s status as “feminized male” (150) in his first 
meeting with Buffy is linked to his subordination to her: “His gaze, obviously neither sexual nor 
objectifying, is rather like that one would give to a new master” (151). 

http://www.slayage.tv/essays/slayage7/Spicer.htm (1 of 8)6/18/2004 12:27:24 AM



Slayage, Number 7: Spicer 

 
[4] But while the fact of patriarchy is an inescapable element both in Sunnydale and in our readings of 
Buffy, the show’s challenge to the patriarchal order is equally inescapable: the title character is a young 
woman hero who “kicks butt” and saves the world. In a social context of patriarchy, it can be argued that if 
Xander and Giles are men coded feminine, Buffy is a woman coded masculine. This observation is valid. At 
the same time, such codings have the potential to lead to the reification of masculine gender as 
synonymous with power, feminine gender with weakness, a move that undoes much of the transgressive 
work of placing a woman in an empowered and heroic position in the first place. There is a risk that Buffy, 
like Elizabeth I, may become reinscribed within the patriarchal order as a hero who is acceptable because 
she is really a masculine figure in a woman’s body.
 
[5] I know of no one, however, who suggests that Buffy is this reductive. Its challenge to gender roles goes 
beyond a simple assignment of male roles to women and female roles to men. Instead Buffy repeatedly 
depicts a hybridization of conventional gender roles within individual personalities in ways that evade 
categorization. The traditional tropes of gender persist, but they become so dissociated from their 
traditional correlations to physical sex that they often interrogate more than support the gender roles they 
typically define. We may question whether this hybridization of conventional gender positionings is 
ultimately as challenging to notions of gender as the total dissolution of such positionings would be. But 
since the Buffyverse is situated in a patriarchal society that utilizes preestablished gender stereotypes, we 
must acknowledge that it would be difficult for Buffy to address issues of gender without engaging with 
such stereotypes. Whether or not Buffy could upset these conventions more than it does is a question for 
another essay. It is my intention, here, to explore how the highly reductive tropes of gender are rendered 
subversive through their unconventional utilization within the character of Spike. 
 
[6] To a certain extent, Spike embodies the familiar figure of the strongly masculine man who becomes 
disempowered (emasculated) through his relegation to feminine roles. At the same time, he troubles the 
traditional identification of the male with power, the female with disempowerment by choosing to align 
himself with certain female-coded categories in a way that broadens his capacity for agency in a community 
that defies narrowly defined patriarchal power. The arc of Spike’s character development throughout the 
first six seasons of Buffy can be described as a progressive movement away from an ultimately 
disempowering masculine alignment toward a more empowering hybridization of masculine and feminine 
gender roles. 
 
[7] The Spike initially introduced in Season Two is in many ways a paragon of masculinity, one half of a 
symbolic whole completed by his ultra-feminine lover, Drusilla. Their very names establish this division of 
roles: “Spike” obviously phallic, “Drusilla” flowery and feminine. From their arrival in Sunnydale in “School 
Hard” (2003), the two vampires present gendered mirror images of each other. Spike is a bleach-blond who 
wears black (with a touch of red), Drusilla a brunette in white. Spike opts for hardwearing leather and 
denim, Drusilla for a lacy dress. Like their clothes, their behavior patterns typically fall into binary gender 
oppositions. Spike is the thinker and planner of the couple: his tactical skills are evident in his sneak attack 
on the high school in “School Hard.” In contrast, Drusilla--who is so much the “irrational woman” that she 
is literally insane--makes up for her lack of mental clarity with a prophetic second sight, an enhanced 
version of “woman’s intuition.” Spike is physically strong: his first attack on Buffy nearly defeats her. 
Though Drusilla is intrinsically a formidable threat in her own right, when she is introduced, she is severely 
weakened as a result of an attack by an angry mob (“Lie to Me” 2007). Thus, she is circumstantially, if not 
essentially, the vulnerable damsel in need of continual care. While Spike delights in violence and mayhem, 
Drusilla seduces her victims with hypnosis (“Becoming Part 1” 2021): she is a vampire with “feminine 
wiles.”
 
[8] Spike and Drusilla are introduced as a thoroughly harmonious couple; their roles--delineated by clear 
gender categories--complement each other ideally. Drusilla needs nurturing and protection; Spike is 
validated as a lover through his ability to provide them. When this happy arrangement breaks down as 
Season Two progresses, it is not surprising that it breaks along gender lines. Cracks appear, for instance, 
when Spike captures Angel, Drusilla’s sire, so that they can use his blood in a spell to heal her (“What’s My 
Line Part 2” 2010). In an attempt to anger Spike, Angel mocks him for not satisfying Drusilla sexually. That 
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the gibe succeeds in rankling Spike is evidence of his own insecurity with his masculine role. In the same 
episode, two other events occur that unsettle Spike and Drusilla’s gender dynamic: Drusilla gets her health 
back, and Spike breaks his back. The episode closes with a reversal of gender roles, showing Drusilla 
rescuing Spike by physically carrying him to safety. For most of the remainder of Season Two, Spike, 
confined to a wheelchair, is reduced to being fed puppies (“Passion” 2017) by the woman for whom he used 
to bring home victims (“School Hard”). That this newly invigorated Drusilla abandons her white outfits in 
favor of black and red, Spike’s signature colors, symbolically intensifies the growing ambiguity of their 
positions. 
 
[9] The tensions escalate after “Innocence” (2014), which sees the return of a newly unsouled Angel/
Angelus to his old family, Spike and Dru. Owen argues that Angel--his name not withstanding--is one of the 
show’s most masculine characters, a “site of perfected masculine appeal” for Xander and Cordelia and 
enabler of “various cliches of heterosexual romance” for Buffy (27). The extreme masculinity of his 
gendering is also evident in his relationships with his fellow vampires. Angelus is the progenitor of the other 
two. [1] Spike’s one-time “Yoda” (“School Hard”), he has variously been father, mentor, and leader to the 
others and slips easily back into his prior role as dominant male. That Spike is wheelchair bound and--to 
judge from Angelus’s jabs--incapable of having sex with Drusilla completes his relegation to emasculated 
other, substantially excluded from the plans and activities of the new male/female pair of Angelus and 
Drusilla. Needless to say, Spike is not pleased, and the end of the season finds him recovered from his 
injuries and making a concerted attempt to regain his old position as Drusilla’s “man” by joining forces with 
Buffy against Angelus (“Becoming Part 2” 2022). 
 
[10] Superficially, this attempt meets with some success: while Buffy is battling Angelus, Spike renders Dru 
unconscious and, in true caveman fashion, carries her off, bound for parts unknown. His triumph, however, 
is short-lived. In “Lover’s Walk” (3008), a miserable Spike returns to Sunnydale, lamenting to anyone who 
will listen that Drusilla has left him because he “wasn’t demon enough [read “man enough”] for the likes of 
her.” Indeed, the fact that he did not get Drusilla away from Angelus on his own but required Buffy’s (a 
woman’s) help rendered his masculinity suspect before he ever left Sunnydale. Spike’s solution is to win 
back Drusilla by reaffirming his male power over her: in other words, he will “be the man I was” and “tie 
her up and torture her until she likes me again” (“Lover’s Walk”). There is an implicit contradiction here. 
Spike is identifying his “old self” with a pattern of behavior (torturing his girlfriend) that we have never 
seen in him. His interactions with Drusilla have typically been tender; when he punches her in “Becoming 
Part 2,” he claims he does not want to hurt her, and she certainly appears unprepared for the blow. In 
effect, Spike is not proposing to become his old self at all but rather attempting to remake himself in the 
image of Angelus, the super-masculine dictator whose success with Dru and penchant for torture are well-
documented (for example: “Innocence,” “Passion,” “Becoming” (parts 1 and 2)). Not only has Spike ceased 
to represent an image of unadulterated masculine power; judged by the standard of Angelus, he never 
represented it.
 
[11] In fact, from his introduction, Spike betrays characteristics that unsettle masculine stereotypes. He 
slays Slayers, who are all women. On the surface, this vocation can be read as a typical attempt to impose 
male physical power on the female, denying female agency by eliminating the strongest of female agents: 
the girls who save the world. This element is clearly present: Spike’s gleeful assault on Buffy after a spell 
has turned her into a helpless eighteenth century princess (“Halloween” 2006) in particular comes to mind. 
But there is more than misogyny at work here. Spike loves a challenge. His pursuit of a prey whose primary 
mission in life is to prey on his kind demands a taste for danger. A Slayer is one of the most dangerous 
perils a vampire can face, and Spike’s very interest in confronting them validates them as such. In essence, 
Spike perpetually chooses a woman to be his sworn nemesis: his approximately equal, opposite match. In 
placing himself on a level with the Slayer, he collapses the traditional hierarchy that places man above 
woman, embracing instead a field of battle in which gender becomes substantially irrelevant: the only 
qualifications that matter are strength and skill. 
 
[12] This problematizing of gender identity is particularly evident in the showdown between Spike and Buffy 
in his introductory episode, “School Hard.” Spike has attacked the high school on parent-teacher night. 
When Buffy confronts him, she is armed with an axe, he with a pole. She asks, “Do we really need weapons 
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for this?” In reply, he quips, “I just like them. They make me feel all manly,” then drops the pole, 
prompting her to drop the axe. This interchange establishes an unsettling of gender roles in which Spike, 
with obvious irony, acknowledges his masculine positioning, then immediately undercuts it. He jokes that 
weapons make him feel “manly,” but his rejection of the phallic pole suggests either that his confidence in 
his masculinity is not, in fact, linked to this traditional symbol of manliness or that he does not have a 
strong investment in defining himself in “manly” terms. Either way, he refuses masculine stereotyping just 
as Buffy, through her identity as the Slayer, refuses feminine stereotyping. Having cast away their 
weapons, Buffy and Spike engage in a hand-to-hand fight that can be read as a mutual rejection of phallic 
power--but manifestly not of physical force per se. In other words, their combat can be read as a 
confrontation in the sphere of feminine physical strength. 
 
[13] It is only when Spike takes up a weapon again that he is able to get the upper hand, a move that 
seems to reassert traditional masculine dominance as well as reinscribing Spike as the traditional “manly 
man.” Victory eludes him, however, for Buffy’s mother, Joyce, comes to her daughter’s rescue by hitting 
him over the head with the axe Buffy has dropped. Unable to fight off both Summers women, Spike beats a 
retreat with the final exasperated exclamation: “Women!”--perhaps in reference to the commonplaces of 
mother love and female solidarity as opposed to solitary male action. On one level, in keeping with Buffy’s 
mission statement, female empowerment has triumphed over masculine power structures. Yet the scene’s 
problematizing of gender runs deeper than a simple reversal that empowers the feminine and disempowers 
the masculine. It is through a hybridization of “feminine” family values and “masculine” physical force that 
Buffy and Joyce achieve their victory. Similarly, Spike’s parting shot both disparages women as perennial 
irritations to men and acknowledges their (here quite literally physical) power to defend themselves and 
their communities against aggressive men. Even while he is regendered as conventionally masculine, 
Spike’s (albeit tacit and grudging) regard for feminine power suggests that he retains his ability to question 
traditional gender alignments. 
 
[14] In “Fool for Love” (5007), Spike’s own account of killing his second Slayer makes his crossing of 
gender borders more explicit. We learn that his signature black coat is a trophy (or at least symbol of the 
original trophy) taken from this dead Slayer. One of his most enduringly masculine accouterments is, 
figuratively if not literally, an article of female clothing. In a sense, Spike is cross-dressing his way into the 
same gender positioning as the women he fights. This assumption of a feminine positioning is, in this 
instance, synonymous with his ability to kill Slayers. If Spike’s ultimately too masculine gendering 
contributes to his failure to kill Buffy in “School Hard,” his act of feminine self-gendering at the death of his 
second Slayer is linked to his formidability as a villain. The unalloyed power of patriarchy is not equipped to 
contend with a female Slayer, but Spike, in choosing to transcend simplistic masculine coding, becomes a 
contender.     
 
[15] Spike’s challenging of traditional gender dichotomies is an increasingly pronounced aspect of his 
character in Seasons Four through Six. In Season Four, the demon-fighting Initiative places a microchip in 
his head that causes him excruciating pain whenever he tries to hurt a human, effectively terminating his 
tenure as the “Big Bad.” The chip, likewise, brands him as emasculated: his chipped state is likened to 
impotence in “The Initiative” (4007) and “Pangs” (4008) and to castration in “Villains” (6020). Thus 
neutered, Spike finds himself increasingly aligned with Buffy’s Scooby Gang, particularly when he discovers 
he can still beat up demons and, therefore, indulge his taste for violence by helping the good guys. The end 
result, as Spike himself observes in a bit of metanarrative from “Normal Again” (6017), is to “make me soft 
so I'd fall in love with [Buffy], and then turn me into her sodding sex slave.” Chipped Spike provides 
numerous opportunities for character exploration that would be denied to an unambiguous villain. The 
Spike who emerges is increasingly coded feminine. To be sure, he retains numerous stereotypically male 
traits: his name, his wardrobe, his fondness for smoking, drinking, poker, punk rock, cars, and 
motorcycles, to say nothing of his continuing delight in violence. He remains, at least overtly, vigorously--
sometimes violently--heterosexual: toward the end of Season Six, he nearly rapes Buffy (“Seeing Red” 
6019). At the same time, he acquires a growing number of female-coded characteristics, both new 
developments and revelations about his past.     
 
[16] It becomes increasingly clear, for instance, that Spike eschews homosociality as a framework for his 
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relationships. His most intensely emotional ties have been to Cecily, Drusilla, Buffy, and Angelus: three 
women and one man. The women are all romantic interests, which I will discuss further in due course. 
Here, it is enough to observe that each woman is presented as a primary focus of Spike’s attention in her 
own right. In no case does homosocial male rivalry play a determining role in his attachment. Moreover, his 
only significant relationship with a man, Angelus, is problematized by the suggestion of a sexual 
component. While the relationship presents no overt homosexuality, the two vampires share a physical 
closeness unusual in male-male relationships on Buffy. When Spike and Angel first encounter each other in 
Season Two, they unhesitatingly embrace (“School Hard”). (Compare this scene with Xander and Giles’s 
awkward handshake-turned-hug in “Bargaining Part 1” (6001).) When Angelus rejoins Spike and Dru in 
“Innocence,” one of his first acts is to kiss Spike on the forehead, a move that Kristina Busse observes is 
often read by fans as evidence of an emotional and physical involvement between the two vampires (210). 
If we read this relationship as homosexual, it fits a dominance-submission paradigm in which Spike is 
coded as submissive female; Angelus’s dictatorship over the group does not readily admit another 
possibility. Thus, Spike’s only close male-male relationship, far from following the “normal” pattern of 
homosocial bonding, implies his feminization, this time, in a typically disempowering light.     
 
[17] More positively depicted, however, is his similarly feminine tendency to form platonic friendships with 
women. His only typically masculine friendship is with the sweet-tempered, floppy-eared demon, Clem, who 
becomes a minor recurrent character in Season Six: the two play cards (“Life Serial” 6005), watch TV, and 
munch buffalo wings together (“Seeing Red”). Although Spike spends part of Season Four living first with 
Giles and then Xander, his relations with both of them remain distant, becoming emotionally (and always 
negatively) intense only when mediated by the stronger connections each has to one of the female 
characters: typically Buffy or Anya. In contrast, Spike is surprisingly successful at maintaining friendships 
with women. He is emotionally attached to both Buffy’s mother, Joyce, and younger-sister-who-is-really-
the-mystical-Key, Dawn. Despite Joyce and Spike’s rocky first encounter in “School Hard,” they quickly 
settle into an amiable relationship. Over the years, we see them discuss his break-up with Drusilla (“Lover’s 
Walk”), debate the soap opera, Passions, (“Checkpoint” 5012), and chat about Joyce’s job (“Crush” 5014). 
When Joyce dies, Spike’s genuine grief at least partly motivates his decision to help Dawn resurrect her: “I 
liked the lady,” he says explicitly (“Forever” 5017). Spike and Dawn, meanwhile, become something of a 
duo in Season Five as Buffy entrusts him with the task of protecting her sister from the deadly god, Glory. 
Though Spike is primarily invested in Dawn because he wants to please Buffy, his solicitude toward her 
cannot be dismissed as solely an attempt to win points with the woman he loves. After Buffy’s Season Five 
death, Spike continues to act as Dawn’s “baby-sitter.” The beginning of Season Six suggests that the two 
have developed a sincere friendship: they chat about Dawn’s disaffection with school and play cards 
(“Bargaining Part 1”). Later, Spike not only attempts to defend her from invading demons but addresses 
her fears in a fashion that shows a certain degree of insight into her mental state: “Dawn, I get that you’re 
scared. But I’m your sitter. So mind me. . . I’m not going to let any o’ those buggers lay so much as a 
warty finger on you” (“Bargaining Part 2” 6002).
 
[18] Even in his peripheral relationships, Spike is more apt to seek companionship with women than men. 
In two episodes, “Where the Wild Things Are” (4018) and “Entropy” (6018), Spike and Anya commiserate 
over their love lives (and, by implication, their exclusion from the core of the Scooby Gang). Although they 
eventually have sex in the latter encounter, their primary interaction is not sexual. Rather they offer each 
other mutual support based on the common experience of rejection. Perhaps Spike’s most unlikely 
companion, however, is his ditzy vampire girlfriend of Seasons Four and Five, Harmony. There is no 
question that this relationship, at least for Spike, is based on sex. His primary feeling for Harmony as a 
person appears to be annoyance: “I love syphilis more than I love you,” he tells her in “The Harsh Light of 
Day” (4003). Yet though Harmony is the partner more invested in the relationship, she is the one who 
ultimately walks out on him (“Crush”). In fact, despite his irritation with her, Spike chooses to spend a 
great deal of time with her, even playing twenty questions with her at one point (“Out of My Mind” 5004). 
These various connections to the women on Buffy go a long way toward humanizing Spike’s character. 
Through these relationships, he gets the chance to engage in normal, human conversations (or what pass 
for such in the Buffyverse); to be drawn into doing good deeds; and sometimes even to share the angst of 
the other characters. In as much as such occurrences are designed to make Spike a more sympathetic 
character, they make him more sympathetic to the other characters as well as the viewers. To a significant 
degree, it is Spike’s ability to relate on friendly terms with women that wins him a place in Buffy’s 
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substantially female community. In this community, an ability to form ties with women in much the same 
way as other women might is clearly an instance of social empowerment. If Spike’s pronounced sociality is 
a strength, however, it also suggests the weakness of a fear of solitude; he would rather even be with 
Harmony than be alone.
 
[19] This need for companionship--in both its empowering and disempowering lights--can be read as 
another of Spike’s feminine characteristics. Traditionally, masculinity implies being solitary and 
independent, a “lonely hero,” in the words of Rhonda Wilcox (4). [2] Following this paradigm, Angel once 
again emerges as a traditionally masculine figure. He spends the better part of a century wandering by 
himself and, even in his later, more social, years has a tendency to insist on facing his troubles alone: he 
goes so far as to fire his team rather than accept to their criticism and their worry for him in 
“Reunion” (Angel 2010). In contrast, “femininity,” as Playden has discussed, is aligned with defining oneself 
in terms of relationships with others. [3] It is this means of self-definition that Spike principally practices. 
He spends most of the twentieth century taking care of Drusilla. Yet in spite of his acute pain at losing her, 
he attaches himself to Harmony just a year later. While still involved with Harmony, he finds himself 
desperately in love with Buffy, and throughout much of Season Five and all of Season Six methodically 
constructs his behavior around (often misguided) attempts to win her favor, be it through protecting her 
sister, patrolling with her, or being sexually available.
 
[20] While this drive to seek personal meaning through other people clearly has its pathological overtones, 
it is also one of the chief factors that win Spike a place, albeit peripheral, in the Scooby Gang. Playden 
argues that the power structure endorsed by Buffy is oriented not around authority figures but around 
participatory citizenship in which each person’s active contributions are valued: “The Scoobies’ contingent, 
contextualised, functional form of participatory management is in strong contrast to the enforced, 
patriarchal, hierarchical structures which typify the series’ evil leaders” (138). Among these leaders, 
Playden cites the Master, Principal Snyder, and the Mayor (138). Interestingly, she does not include Spike, 
though his entrance in Season Two places him, to some extent, in this paradigm of the patriarchal leader 
deploying his minions. Even in the beginning, however, Spike troubles the hierarchical model. In “School 
Hard,” he rejects the authority of the Annointed One, while simultaneously limiting his own authority 
through cooperation with Drusilla. In later seasons, his ability to construct non-hierarchical relationships 
with several of the people who make up the Scooby Gang enables him to participate in the diffused power 
relations of that community.
 
[21] But if his tendency for relational self-definition wins him provisional acceptance among the Scoobies, it 
likewise heightens his suffering over his failed romances. Unhappily for Spike, it is these romantic 
relationships that are most constitutive for his sense of self. I have already mentioned that three of his four 
primary relationships are explicitly romantic; each one ends in his rejection. Cecily, the unrequited love of 
Spike’s pre-vampire life, describes him as “beneath me” (“Fool for Love”); Drusilla leaves him for a chaos 
demon; Buffy at first rejects him outright, then, in Season Six, has a brief sexual relationship with him but 
continues to refuse an emotional connection. In “Lover’s Walk,” Spike remarks famously, “I may be love’s 
bitch, but at least I’m man enough to admit it.” In this explicit exercise in hybridizing gender, Spike casts 
his identity as a forlorn lover in the feminine and the courage required to confront that identity in the 
masculine. His assignment of these specific genderings is conventional. His feminizing of the heartbroken 
lover, in particular, follows the current pop culture notion that in romantic relationships, “men are from 
Mars; women are from Venus.” In other words, men are substantially motivated by desire for sex, women 
by desire for love or companionship. [4] Though it goes without saying that Spike has a vigorous libido, 
“love’s bitch” clearly inhabits the Venus side of the equation: he is a feminine lover.
 
[22] This gender inversion is most plain in Spike and Buffy’s Season Six liaison: he is in love with her; she 
is using him for sex. Indeed, Buffy repeatedly denies any emotional attachment, asserting that he is merely 
a “convenient” object (“Wrecked” 6010). Though her incessant dismissal of him as an evil, soulless thing 
has a touch of protesting too much, her declarations that she is not finally in love appear sincere. Once she 
is sufficiently recovered from the trauma of her death and resurrection to no longer need Spike in order to 
“feel,” she seems content with her decision to break the relationship off. Spike, on the other hand, as much 
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as he enjoys sex with Buffy, is continually pushing for a deeper emotional tie. He avows at various points 
that he loves her and that she will love him (“Wrecked”) or does love him (“Seeing Red”). In “Dead 
Things” (6013), he asks her sincerely, “What is this to you? This thing we have?” suggesting a need to 
understand her own view of her connection to him: sex without an interpersonal relationship is not enough.
 
[23] Ironically, it is this feminized status as the used and rejected lover that substantially prompts Spike’s 
near rape of Buffy, an assault which is a desperate attempt to get her to acknowledge that she does “feel” 
something for him (“Seeing Red”). Here, the conjunction in Spike’s character of the feminine convention of 
the clingy lover and the masculine convention of violent lover results in a violation of the woman he loves 
that horrifies even him. Yet out of this horror comes Spike’s determination to transform himself by 
embarking on a journey that eventually leads to the restoration of his soul. The same hybrid identity that 
brings out some of his worst characteristics gives him the ability to surpass them.
 
[24] I have attempted to demonstrate that the incorporation of certain feminine positionings into Spike’s 
character works to empower him as well as disempower him. Significantly, instances of disempowerment 
are correlated with passivity, instances of empowerment with active agency. Thus, when Spike is feminized 
by others, such as Angelus and Drusilla, he loses power. When he codes himself as feminine in his battles 
with Slayers, he typically gains power. The message, as one would expect from Buffy, is that self-
authorization is vital to personal empowerment. To be constrained to enact any given set of gender 
constructs is to be reduced to a readily manipulable stereotype. To reject or claim such constructs 
according to one’s own proclivities, however, is to establish an identity that cannot be categorized, and 
therefore readily controlled, by external ideological forces. Like every enduring character on Buffy, Spike 
slips through the fingers of definition, continually recreating himself through whatever codes, masculine or 
feminine, best suit his individuality. This ability to claim the prerogatives of both masculine and feminine 
conventions allows him to adapt and persist in the Buffyverse, where the characters’ performance of their 
individual gender identities is constantly challenging the validity of reductive gender roles.
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Notes

[1] Angel’s familial relationship to Spike has become an infamous example of a changed premise: In 
“School Hard,” Spike identifies Angel as his sire, while in “Fool for Love,” (5007) his sire is Drusilla. One 
could argue that the latter choice intensifies Spike’s feminine alignment, placing him closer to a female than 
male line of succession. Whether Angel is Spike’s sire or grandsire, however, he remains a potent male 
authority figure for the younger vampire.
[2] Wilcox argues that Buffy pointedly links the turmoil and alienation Buffy suffers at the end of Season 
Two and the start of Season Three to her positioning herself in this role of lonely hero (7). The message, 
Wilcox suggests, is that “when you go it alone, you go to hell”(7): through Buffy’s misery, the show 
interrogates the valorization of the solitary masculine hero.
[3] Playden describes feminism as a system of thought that “places community and the organization of 
ideas in webs of relationship in the foreground” (126). She contrasts this community emphasis with the 
traditions of patriarchy that stress hierarchical leadership, “ranking ideas in strict layers of importance 
[. . .]” (126). Both Playden and Buffy advance the feminist model as a more productive, participatory 
means of social organization than the patriarchal model based on discipline and obedience. At the same 
time, the pre-feminist tradition that requires women to define themselves solely in terms of their 
relationships with others is itself an aspect of the patriarchal order that subordinates women to male 
authority. Playden cites the robot April as an example of relational definition taken to a pathological 
extreme: constructed by Warren purely to fill his own needs, April can find no reason to exist outside of 
him (“I Was Made to Love You” 5015; Playden 143). What Buffy finally advocates is a balance, what 
Playden calls “autonomy within relationality” (143), in which the traditionally masculine emphasis on a 
strong individual identity is put into the service of a system that values individuals as unique contributors 
within a social web.
[4] Victoria Spah has discussed how Spike and Buffy’s Season Five relationship corresponds to the courtly 
romance tradition. According to this paradigm, Spike’s obsessive devotion to Buffy in the face of her 
consistent rejection recalls the devotion of the knight to his lady, gendering Spike as masculine. Spah’s 
reading of this relationship is undoubtedly valid, and there is no reason it cannot coexist with the more 
modern popular tradition that casts the “romantic” lover as feminine. Indeed, the fact that in this single 
plot line, Spike can be read as either masculine or feminine underscores the extent to which gender 
categories are socially constructed.
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Rhonda V. Wilcox
T. S. Eliot Comes to Television: Buffy's "Restless"

This paper was first given at the Popular Culture Association in the South convention in 
Charlotte, NC, October 2002.

            What are the roots that 
clutch, what branches grow
Out of this stony rubbish? Son of 
Man,
You cannot say, or guess, for you 
know only
A heap of broken images, where 
the sun beats,
And the dead tree gives no 
shelter, the cricket no relief,
And the dry stone no sound of 
water.
            T. S. Eliot, The Waste 
Land

[1] In 1945, Joseph Frank said of T. S. Eliot's The Waste Land that it "cannot be read; it can only be 
reread" (Brooker and Bentley 24). The same might be said of the Buffy the Vampire Slayer episode 
"Restless," which aired May 23, 2000, as the last episode of the fourth season (4022). (I use the term 
reader to refer to someone engaged in intellectually active television viewing; cf. Fiske and Hartley's 
Reading Television). In the Wilcox and Lavery collection Fighting the Forces: What's at Stake in Buffy the 
Vampire Slayer, Don Keller notes a third season dream sequence that draws on imagery used in the section 
of The Waste Land called "What the Thunder Said" (175-76). I would like to propose an even more 
thoroughgoing correlation of technique between The Waste Land and the "Restless" episode. I should note 
that, like David Lynch and Mark Frost's Twin Peaks, Buffy the Vampire Slayer is generally seen as auteur 
television, with the auteur in question being creator, writer, and director Joss Whedon (Lavery 251-52). I 
should also emphasize at the outset that although there are also some specific similarities of content, my 
main focus is on similarities of technique. Both works are fragmented into major sections; both depend on 
dream logic and non-linear segues. Both also depend heavily on allusion and symbolic resonance. Finally, 
both overcome the fragmentation by thematic unity and the power of myth.
 
            [2] At its first appearance, The Waste Land received both praise and repudiation, in part because of 
its fragmentary, nonlinear organization. In 1939, Cleanth Brooks declared, "There has been little or no 
attempt to deal with it as a unified whole" (59); though he and others like him soon addressed that critical 
challenge. The five sections of The Waste Land--"The Burial of the Dead," "A Game of Chess," "The Fire 
Sermon," "Death by Water," and "What the Thunder Said" are now generally seen as depicting the sterility 
of modern life in light of the ancient myth of the Fisher King (as described by Jessie Weston), who needs to 
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be reborn and redeem the land. One dream-like sequence floats to the next, as we move from children at 
the archduke's to the Son of Man to the Hyacinth Girl to Madame Sosostris to Stetson's friend, and from the 
Cleopatra-like beauty at her dressing table to Philomela to Dido to Lil's friend in the pub, and so on and on.
 
[3] In television land, the dreamlike is justified by being presented as literal dream. The "Restless" episode 
is constituted of four dreams of the four main characters, enveloped by brief opening and closing segments 
in which we see that they have gathered for a late-night video-viewing, only to fall asleep. The four 
characters are the hero, nineteen-year-old Buffy Summers, the Chosen One who battles vampires, demons, 
and the forces of darkness; her mentor or Watcher, the British scholar Rupert Giles; and her best friends, 
the brainy young budding witch Willow Rosenberg, and the loyal, funny Xander Harris, brave but apparently 
incapable of worldly success. A typical Buffy season ends with the grand fight against the year's major 
villain, whether it be an ancient vampire, demonic ex-lover, town mayor turned gigantic snake, or bitch-
goddess from another dimension. In "Primeval" (4021), season four's penultimate episode, Buffy and 
company fight the Big Bad of the year, a California version of the Frankenstein monster made up of not 
only people parts but silicon, steel, and various demon bits. When the seemingly hapless but often helpful 
Xander points out that they'd need a "combo-Buffy" with the group's various skills to defeat their monster, 
Giles prepares them and Willow guides them in performing a magical joining of which the creature's 
mechanistic patchwork is mere parody. Together, they call on the spirit of Sineya, the very first Slayer in 
the long unbroken line of female fighters against evil, and together, they defeat the monster, the 
technological product of the science labs of The Initiative, a government-run military-industrial complex 
which represents, of course, the military-industrial complex.
 
            [4] "Restless," as I have noted elsewhere, represents the psychic cost of that joining of the four 
friends ("Who Died," 9); most clearly, the emotional effort necessary for the magical bonding in the one 
episode "Primeval," but also, the difficulty of rejoining at the end of Buffy's freshman year of college, during 
which time the four friends have drifted apart (as episodes such as "The Yoko Factor" [4020] make clear); 
even further, it might be said to represent the cost of the effort necessary throughout the entire series for 
the group to work together. And as many of us have noted, relationship in community versus solo heroism 
is a highly important theme in Buffy  (Wilcox, "Who Died"; Playden; Rose; Wilcox, "Who Died").
 
            [5] In The Waste Land, Tarot cards are used by Madame Sosostris on one level simply for cheap 
fortune-telling; however, her words also genuinely foretell the need for rebirth; she tells the truth in spite 
of herself. In "Primeval," Willow uses Tarot-like, large, named picture cards to identify each of the four 
main friends: Spiritus, spirit, for Willow, or Will, as she is called; Animus, Heart, for Xander; Sophus, Mind, 
for Giles; and Manus, the Hand, for Buffy. This segment is re-shown in the "Previously on Buffy" set of brief 
clips before the airing of "Restless" proper; and the dream sequences are presented in the given order: first 
Will's, then Xander's, then Giles's, then Buffy's. The card choices represent qualities of each of the 
characters: Willow, who as a witch acts in the spirit-world and whose very strong will-power is spiritual, not 
physical; the non-magical Xander, who often has nothing but heart to keep him going; Mind, for the 
erudition provided by the well-educated ex-librarian Giles; and Buffy the warrior as the hands in battle. It 
might also be argued, though, that Spirit, Heart, Mind, and Body can be seen as aspects of one person; the 
first three all being non-physical qualities, and the fourth representing incarnation in the form of the hero. 
Thus, too, the four dreams in "Restless," the four acts in the teleplay, can each be seen as representations 
of the psychic difficulties of the four characters, and can also be seen as aspects of character necessary to 
be explored and joined in order to achieve a heroic wholeness. It is only when we reach Buffy's dream that 
the foe is conquered.
 
            [6] It should also be noted that the seemingly external threat battled in "Restless" is actually 
something from within (paralleling the idea that the whole dream-set represents aspects within a person, 
not just separate personalities). The characters only gradually catch glimpses of the threat: in Willow's first 
brief view it is not possible to tell if what she sees is human (it seems it might be a giant spider; it turns 
out to be a head of hair); and the same thing can be said in the second segment, Xander's. In Giles's view 
it can be identified as a person (one whom Buffy-creator Whedon referred to as The Primitive), and the 
attentive reader may know by the end of Giles's section that the being who "never had a Watcher" is the 
very first prehistoric Slayer, Sineya (the beginning of an unbroken line of female champions), whom they 
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called on in "Primeval." By the end of Buffy's segment, we are clearly seeing a young woman who, though 
she is dressed in ritual face paint, has a merely bemused expression on her face as she tips her head to 
listen to Buffy offering rather acerbic fashion correction. Though Buffy refuses to be controlled by the first 
Slayer (she tells her, "You're not the source of me"), still she recognizes that Sineya has shown her 
something within herself (the "roots that clutch"); and by the first episode of the following season, Buffy is 
asking Giles to help her explore that wilder side within. Thus the battle being fought in "Restless" can be 
seen as a struggle with the self. The unity of these friends is parallel and equivalent to unity within the self, 
unity of spirit, mind, and heart embodied in the hands that, in the larger myth of Buffy, hold the fate of 
existence (whether that existence is personal or universal). And the actions and interrelationships of these 
characters show some of the major themes of Buffy--communal connection vs. the solitary fight; growth 
and the search for self; and the importance of the ordinary in making meaning of life.
 
            [7] A thorough-going analysis of "Restless" would probably need to proceed act by act with 
exegesis. But for this brief essay, I will, act by act, abstract some examples. In addition to the fragmentary 
but unified structure, a notable commonality of The Waste Land and "Restless" is the use of allusion to a 
degree atypical for their respective formats. T. S. Eliot, of course, provided extensive notes to explicate his 
allusions. Joss Whedon, on the other hand, does not use footnotes on network television (though I will 
nostalgically note that Northern Exposure once included a bibliographic entry in the closing credits); 
however, the information is accessible to TV readers through the many active internet discussions of Buffy. 
I mentioned exegesis a moment ago; Kip Manley has a website devoted to "Exegesis and Eisegesis" of 
"Restless." Often information comes out bit by bit in various online discussion groups; but it is a testament 
to this unusually rich text that "Restless" has its own site. It is worth noting that many readers of Whedon 
engage actively with the text in order to gain their equivalent of footnotes. More recently, Whedon has also 
offered voiceover commentary on the fourth season DVD. "Restless" uses both extratextual and intratextual 
allusions. The intratextual are perhaps the most important; but for this essay, I will focus on the 
extratextual, which are actually simpler, and which more directly follow Eliot's methods.
 
            [8] Willow's dream begins with one of the most attention-getting extratextual allusions in 
"Restless." In season four Willow has entered into a lesbian relationship with Tara, a fellow UC Sunnydale 
student and witch, who makes her first appearance earlier in the season in the well-known episode 
"Hush" (4010). Willow's dream begins in Tara's red-curtained, womb-like room, where Willow is using a 
brush to write black Greek letters on Tara's back. It could hardly be more appropriate that she is spelling 
out a Sapphic ode, probably the most famous: the "Prayer to Aphrodite" ("[Throned in Splendor, Deathless, 
O Aphrodite]").1 It is even more appropriate that in the second line, in the Richard Lattimore translation, 
Aphrodite is referred to as a "charm-fashioner"; the modern witch Willow is asking for a magic charm to 
gain love. Though in the source poem the love object is reluctant, Tara is not reluctant at this point (though 
she is later). However, Willow already has many self-doubts about her love relationships, which include 
years of unrequited love for Xander and a failed relationship with the werewolf musician Oz. Thus the 
allusion is multiply appropriate for Will because the poem touches on the ideas of Sapphic love, magic for 
love, and difficulty in love. Willow tells Tara, "I don't want to leave here"; she would prefer to stay in the 
womb-like space. But she needs to grow and uncover her true self.
 
[9] Outside the window is a glaring desert brightness which Willow contemplates but does not directly 
enter. (As Joseph Campbell notes, the desert is among "the regions of the unknown [. . . which] are free 
fields for the projections of unconscious content" [79], and which represent that other world in which a 
hero must quest [58].) Instead, having told Tara she may be late for drama class (cf. Alice in Wonderland), 
Willow finds herself at school in that class thrust into a performance of a cowboy musical version of Death 
of a Salesman, with stage curtains of the same dark red as Tara's room (and for that matter as the red-
room dream space in Twin Peaks). Willow's fellow actor Buffy tells her, "Your costume's perfect. Nobody's 
going to know the truth--you know, about you." Tara, who is not in the play, serves now as a commentator 
to Willow (and later, even more like Eliot's Tiresias, to Buffy). When Willow asks Tara if something is 
following her and Tara says yes, Willow follows up by asking, "What should I do? The play's gonna start 
soon and I don't even know my lines." Tara answers, "The play's already started--that's not the point. 
[. . .] Everyone's starting to find out about you--the real you. If they find out, they'll punish you--I can't 
help you with that."
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            [10] In the sixth-season musical episode "Once More, with Feeling" (6007), one of the Whedon-
written songs opens with the line, "Life's a show, and we all play our parts," and in "Restless," as in many 
other places in Buffy, the drama metaphor is very consciously explored. The play within Willow's dream has 
already started; the TV series Buffy the Vampire Slayer is at that moment under way; and of course, 
Willow's life (not to mention all of our lives) is already ongoing. She will have to step out of that womb of 
safety whether she wants to or not. Willow's fear of revealing her real self is something with which many 
people can identify, and is certainly applicable to other Buffy characters. In this context the opening scene 
with the Sapphic ode may suggest that Willow fears others' judging her lesbian sexuality, which has only 
recently been revealed to her closest friends. But the fear for her (and some of us) has other elements; for 
Willow, her intellectualism has made her different. In the last scene of her dream, Willow has regressed to 
a young girl standing in front of a class giving a report on The Lion, the Witch, and the Wardrobe, being 
dressed in a childish jumper that looks just like the one she wore in the series' first episode (the clothing 
that lay underneath her college outfit when dream-Buffy ripped it off). She is being mocked by her current 
and former lovers and all the rest of her closest friends. "This book has many themes," offers the child-
version of the young intellectual who grows up to write in Greek and who is very well aware that there 
should not be a cowboy in Death of a Salesman. As the Jewish Willow Rosenberg, always the good/obedient 
schoolgirl, begins to explicate a book well-known for its Christian symbolism, her breath, spiritus, is sucked 
out of her. This is the first of three deaths which reflect the victim's role as indicated by the Tarot-like cards.
 
            [11] Eliot took his original epigraph for The Waste Land from Joseph Conrad's novella Heart of 
Darkness (Brooker and Bentley 34), and Heart of Darkness in the cinematic form of Apocalypse Now is the 
guiding allusion for Xander's dream. In the opening envelope section, Xander asks the friends at this vid-
fest to choose to view the "feel-good romp" of Apocalypse Now, though Will asks for something "less Heart-
of-Darknessy." Both Eliot and Whedon chose Heart of Darkness in part, of course, because it is a story of a 
soul's descent into the underworld of darkness. Though the kindly Xander, the "heart" of the group, does 
not seem a candidate for darkness, and indeed his dream (like the entire series) has touches of revealing 
humor, it is still true that he grapples here with his own hidden problems. While Buffy and Willow have 
gone off to college, the academic underachiever Xander has not, and in the fourth season he searches 
fruitlessly for good work and is forced to live in the basement of his parents' home, a dark place from which 
he is unable to emerge. Metaphorically, he is unable to emerge from his parents' kind of life and from the 
darker sides of their natures. As the repeated line for Willow's dream is "they're going to find out about 
you," the repeated line for Xander (said by both Buffy and Willow) is "I'm way ahead of you." Near the 
beginning of Xander's segment, as they watch a purposefully bad dream representation of Apocalypse Now, 
" Giles says, "I'm beginning to understand. It's all about the journey," and on the journey of life Xander 
feels his friends are ahead of him. He is still in the dark place, as a seriocomic interlude with Sunnydale 
Principal Snyder in the role of Mr. Kurtz makes clear.
 
[12] David Lavery points out that in this dream sequence, the character/actor, in moving from one dream 
moment to another, is literally moving from one connected series set to another (253-54). In effect, the 
dark space we need to explore is not only the parental basement but also the backstage of the series (a 
continuation of the stage metaphor in Willow's segment)--and the subconscious of our minds. Xander tells 
Snyder, "I'm just trying to get away"; he tells Buffy, "You gotta be always moving forward." He addresses 
her as she plays in a sandbox which is film-cut to be revealed as a desert--the desert Willow saw out her 
window. When he warns Buffy that "it's a pretty big sandbox," she answers, "I'm way ahead of you, big 
brother." But every time he tries to move forward, he finds himself back in the basement. Time and again 
he looks up the stairs towards the place his parents live--parents that Buffy-readers know to be drunken, 
argumentative, and neglectful--and Xander says, "That's not the way out." (It is no wonder that two years 
later, the sight of his arguing parents decides him against going through with his own wedding ceremony.) 
In the last scene of his segment, he confronts the dream version of his father, who berates him for not 
coming upstairs, saying Xander cannot change things: "You haven't got the heart." Then we see a blurry 
image of the face of Sineya as she rips his heart from his chest. Xander may be trying to acknowledge his 
dark side, as represented by his failed familial relationships, his sexual desires, the qualities in himself he 
sees as like his parents, and his own self-doubts--but he is not yet truly ready to move forward.
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            [13] While Xander carries forth the desert motif, Giles moves forward more overtly with the 
dramatic motif. In his segment he takes a childlike Buffy and his overseas girlfriend Olivia, pushing an 
empty baby stroller, to a carnival in a cemetery, where the punk vampire Spike has hired himself out as a 
sideshow attraction. Like Willow, Giles is faced with performing in this segment, though he--the most 
mature member of the group--is not troubled by being on the stage of life, and sings quite comfortably at 
the local hangout, The Bronze (where Xander's girlfriend Anya also tells jokes in Giles's dreams). But like 
the others, he feels something is missing in life; both Buffy, as they enter the carnival, and Spike, as Giles 
turns from Spike's crypt, tell the Watcher, "You're gonna miss all the good stuff" (Spike says "miss 
everything"). Olivia reappears weeping by the overturned baby stroller, clearly suggesting some unfulfilled 
elements of Giles's life (and, in fact, of Buffy's life: a normal marriage with children seems unlikely for 
either). And Spike, as he vamps for tourist's photographs, admonishes Giles: "You gotta make up your 
mind, Rupes. What are you wasting time for? Haven't you figured it all out yet with your enormous squishy 
frontal lobes?" The power of the mind is not adequate to solve all problems, as Spike, the ultimate id-
character (Wilcox, "'Every Night'"), well knows. The source of Giles's problem is indicated by an 
extratextual allusion. When Olivia tells him to "go easy on [Buffy] the girl," he answers, "This is my 
business--blood of the Lamb and all that." The blood of the Lamb, of course, is the sacrifice of the innocent, 
specifically Jesus; and, as more than one Buffy reader has noted, especially since her sixth season 
sacrificial death and rebirth, Buffy is often a Christ-figure. Giles's life is absorbed by guiding the savior of 
the world--to the point that he has perhaps lost perspective on life. In the opening and closing scenes of his 
dream, he refers directly to his job as Watcher. In the latter, he recognizes the first Slayer and declares, "I 
can defeat you with my intellect"; but we next see thick blood pouring down as Sineya, the Primitive, slices 
his head: sophus. No matter how noble your purpose, enormous squishy frontal lobes are not enough.
 
            [14] In the last dream, the longest and farthest sojourn in the desert is made: by Buffy. There she 
sees a spirit guide in the form of Tara, who, like Eliot's Tiresias, is a character who has crossed sexual 
boundaries and now acts as a wise observer in strange places. On her way there, Buffy confronts her 
current boyfriend, an officer in The Initiative, and she meets the never-before-seen human version of The 
Initiative's Frankensteinian creature, who is himself an extratextual allusion, and not just to Mary Shelley. 
The creature is called Adam. Riley tells her, "Buffy, we've got important work to do. Lot of filing, giving 
things names." Buffy then asks of Adam, "What was yours?" And he answers, "Before Adam? Not a man 
among us can remember." After he says the name Adam, blue emergency lights come on and an intercom 
voice says, "The demons have escaped--run for your lives." When Adam says no one can remember the 
name he owned before he became changed by the military-industrial complex, he is referring to his loss of 
human identity. Also, though, given that he has worn the name of the Biblical first man, the namer of all 
creatures, it can be suggested that he refers to a prehistoric, pre-patriarchal age; and Zoe-Jane Playden 
connects Buffy to pre-biblical, female-centered mythology. Now in her dream Buffy goes forth to the place 
of testing in the desert (cf. Jesus) and meets the first Slayer, whom she is able to resist. She holds a stack 
of the Tarot-sized picture cards, and we see for the first time on the cards not a single still, drawn image, 
but the moving picture of the four friends, seated in Buffy's living room. With this talisman, visually 
representing the communal spirit of the four friends, Buffy is able to resist; and when told, "The Slayer 
does not walk in this world," she answers with an assertion combining the love of the simple and everyday 
with the voice of heroism and the saved Fisher King's prediction of the flood of redemption: "I walk. I talk. I 
shop. I sneeze. I'm going to be a fireman when the floods roll back. There's trees [cf. the tree of life] in the 
desert since you moved out. And I don't sleep on a bed of bones. Now give me back my friends!"
 
            [15] Given this essay's limits, I cannot finish here, but I will briefly conclude. ("Hurry up, please, 
it's time.") It is not possible to fully understand "Restless" without having viewed the other 120+ hours of 
the Buffy series: it both reflects the past and predicts the future of the series. To give just one example: 
Don Keller points out that in Buffy's dream in the third season episode "Graduation Day" (part two), a 
second Slayer, Faith, refers prophetically to "Little Miss Muffet counting down from seven-three-o," and 
thus adumbrates the arrival of Buffy's heretofore nonexistent sister Dawn two years later, with 730 
equalling two times 365 days, or two years (167; cf. Kaveney 24). Now, in "Restless," Buffy says, "Faith 
and I just made that bed," explicitly recalling the third-season dream (through the intermediate reminder of 
a dream in the fourth season's "This Year's Girl," [4015]) before we hear from another prophetic voice, 
Tara's. Buffy says that her friends need her to find them, and notes, "It's so late" (Xander and Willow have 
said the same). She looks at a clock which says 7:30 a.m.--showing the numeral seven-three-o, again; but 
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now spirit guide Tara says, "That clock's completely wrong," because, in fact, Dawn will appear in the next 
episode, the first of season five; she is no longer 730 days away. And as Buffy leaves, Tara quietly tells 
her, "Be back before dawn," referring to a time of day and naming a character not yet in existence, but 
prepared for two years earlier. In the depth of his intratextual references to over six seasons of material, 
Whedon explores untraveled territory. In this respect more than any other, perhaps, "Restless" needs to be 
re-read, not just read.
 
[16] But for now it is worth noting that in his extratextual allusions, dream logic, mythic explorations, and 
unity beyond fragmentation, Whedon follows the path of T. S. Eliot. This essay has only touched the deep 
waters of the desert dreams of "Restless." I'll close with the last words of the episode, spoken in the 
prophetic voice of Tara: they apply most directly to the nineteen-year-old Buffy, but also, as the episode's 
structure shows us, to the whole series (Lavery 254), to its authors, and to us the readers: "You think you 
know what's to come--what you are. You haven't even begun."
 

 Notes
             1Having studied Greek a bit myself, I used the pause button (repeatedly) to verify that it is, 
indeed (as various internet lists noted), Sappho's Aphrodite Ode written on Tara's back. The presentation is 
a bit confusing because the words are not separated; hence, on Tara's back, the second line begins 
"tAphrodite" (to use our alphabet).
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David Lavery
“A Religion in Narrative”: Joss Whedon and Television Creativity 

 
This paper was first given at the Blood, Text and Fears conference in Norwich, England, October 

2002.

I’m a very hard-line, angry 
atheist. . . . Yet I am fascinated 
by the concept of devotion. 

Joss Whedon

(1) At the end of the first episode of the new season of Buffy the Vampire Slayer, now beginning its 
seventh, and possibly last, season, an episode written by series’ creator Joss Whedon, all the Big Bads from 
the first six seasons reappear. Warren morphs into Glory into Adam into Mayor Wilkins into Drusilla and 
finally into The Master, each picking up in turn, an oration delivered to the newly ensoulled, newly returned 
to Sunnydale, mentally disturbed Spike. 
 

SPIKE: The thing is . . . I had a speech. I learned it all. Oh, God. She won't understand, she 
won't understand. 
WARREN: Of course she won't understand, Sparky. I'm beyond her understanding. She's a 
girl. Sugar and spice and everything...useless unless you're baking. I'm more than that. More 
than flesh . . . 
GLORY: . . . more than blood. I'm . . . you know, I honestly don't think there's a human word 
fabulous enough for me. Oh, my name will be on everyone's lips, assuming their lips haven't 
been torn off. But not just yet. That's alright, though . . . 
ADAM: . . . I can be patient. Everything is well within parameters. She's exactly where I want 
her to be. And so are you, Number 17. You're right where you belong . . . 
THE MAYOR: . . . So what'd you think? You'd get your soul back and everything'd be Jim 
Dandy? Soul's slipperier than a greased weasel. Why do you think I sold mine? (laughs) Well, 
you probably thought that you'd be your own man, and I respect that, but . . . 
DRUSILLA: . . . you never will. You'll always be mine. You'll always be in the dark with me, 
singing our little songs. You like our little songs, don't you? You've always liked them, right 
from the beginning. And that's where we're going . . . 
THE MASTER: . . . right back to the beginning. Not the Bang . . . not the Word . . . the true 
beginning. The next few months are going to be quite a ride. And I think we're all going to 
learn something about ourselves in the process. You'll learn you're a pathetic schmuck, if it 
hasn't sunk in already. Look at you. Trying to do what's right, just like her. You still don't get 
it. It's not about right, not about wrong . . . 
BUFFY: . . . it's about power. 

“Back to the beginning.” “In our end is our beginning,” as we know from Eliot, and if “the last of earth left 
to discover is that which was the beginning,” as “Little Gidding” tells us, then it shouldn’t surprise us that 
Whedon might seek there the narrative secret of his creation as it begins its possible end. Nor should it 
surprise us that the morphing finally reveals not a Big Bad but Buffy herself. For is it not Sarah Michelle 
Gellar’s possible departure from Buffy that inspired all this talk of beginnings? (That the show just might go 
on without either its star or creator is both “the beauty and horror of it” [Longworth 218].) And was it not 
concerning Gellar’s character that we heard (spoken by Tara, ventriloquized by the First Slayer) the 

http://www.slayage.tv/essays/slayage7/Lavery.htm (1 of 8)6/18/2004 12:34:28 AM



Slayage Number 7: Lavery 

admonition, “You think you know . . . what’s to come . . . what you are. You haven’t even begun,” Janus-
words which this critic has always taken to be a meta-commentary—about the series itself, about its 
narrative potential as much as they are about its eponymous hero. “It’s about power,” she announces to 
Spike. Though we will no doubt need to follow the trajectory of Season 7’s arc to its end before we know 
for certain what the “it” refers to, we have already met the “power.” “You could never hope to know the 
source of our power,” Über-Buffy scolds Adam before ripping out his uranium power core in Season Four’s 
penultimate “Primeval.” Adam might not know, but we have glimpsed its essence: Buffy’s power source is 
narrative. 
 
(2) Emily Nussbaum reports in a recent profile of Joss Whedon in the The New York Times that she 
witnessed “a dewy young woman” who “leaned forward and gripped [Whedon’s] hand between hers, pulling 
him in for enforced eye contact: ‘I just want you to know—we trust you. We know you know what you’re 
doing. We know it will be great’.” Asked in an interview about such fan idolization of his series and himself, 
Whedon modestly deflects the question, insisting that such adulation is not really personal. 
 

It's about the show, and I feel the same way about it. I get the same way. It's not like being a rock 
star. It doesn't feel like they're reacting to me. It's really sweet when people react like that, and I 
love the praise, but to me, what they're getting emotional about is the show. And that's the best 
feeling in the world. There's nothing creepy about it. I feel like there's a religion in narrative, and I 
feel the same way they do. I feel like we're both paying homage to something else; they're not 
paying homage to me. (Onion AV Club Interview; my italics) 

 
“They” may not be but I am—continuing a process I began in the Afterword to Fighting the Forces, a brief 
essay I called “The Genius of Joss Whedon” and which I hope to continue in a book comparing and 
contrasting the creative processes of thirty-something Whedon and fifty-something David Chase, the 
television lifer who created The Sopranos. All I can offer here is a preliminary intelligence report on the 
avatar of this narrative religion. As John Briggs and Jonathan Gray have just admirably demonstrated, it is 
wise, after all, before reality and myth begin to blur, to establish whatever truth we can about the founder 
of a new faith. 
  
(3) Of course such attention to the creator of a television series was, until recently, extremely rare. 
Since television arose in a time in which the "death of the author" was proclaimed by such important 
intellectual figures as Roland Barthes and Michel Foucault, and even the "death of the auteur," that 
supposed movie creator—first promulgated by French cineastes like François Truffaut and American critics 
like Andrew Sarris—capable of giving individual, even autobiographical, shape and substance to the highly 
collaborative process of cinematic creation, was likewise proclaimed, serious consideration of authorship in 
the often anonymous medium of television has been suspect from the beginning.
 
(4) But literary authors, oblivious to their extinction, continue to publish, cash in royalty checks (as William 
Gass once quipped), and appear on talk shows, movie directors continue to attract a good deal of attention, 
and now even television auteurs have become prominent in the way we think and write about the medium. 
The major figures at century’s end—Steven Bochco (L.A. Law, Hill Street Blues, NYPD Blue), Joshua Brand 
and John Falsey (St. Elsewhere, Northern Exposure)—began to yield prominence to emerging new talents. 
Indeed, at the beginning of a new millennium we seem to be witnessing in the US the emergence of a 
number of significant, and sometimes prolific, television auteurs: David E. Kelley (Picket Fences, The 
Practice, Ally McBeal, Boston Public), J. J. Abrams (Felicity, Alias), Aaron Sorkin (Sports Night, West Wing), 
David Chase (The Sopranos), and Joss Whedon, spoken of, in a recent Entertainment Weekly piece, as the 
next new Bochco (Jensen).
  
(5) We know quite a lot about Whedon’s influences. A graduate of Wesleyan University with a degree 
in film studies, Whedon, we know, loves Dickens. We know that he is the “world’s biggest Sondheim 
fan” (and once dreamed, long before authoring the fabulous “Once More with Feeling,” of creating a musical 
based on the Oliver North hearings). We know that Edward Gorey, Marvel Comics, especially early 
Spiderman and John Byrne-era X-Men, Frank Miller and Alan Moore are all major inspirations. That he 
greatly admires Steven Soderberg and Ang Lee and the Wachowski brothers (he speaks of wishing to eat 
their brains in order to acquire their genius). That he has watched admiringly The Simpsons, Twin Peaks, 
West Wing, The Sopranos, Party of Five (“a brilliant show,” according to Whedon, which often “made me 
cry uncontrollably,” but “suffered ultimately from a lack of rocket launchers”), and My So-Called Life (he 
has called Buffy a genetic splicing of it and The X-Files, and in a satellite seminar on “Writing for Teens on 
Television” Whedon bows down, literally, before My So-Called’s creator Winnie Holzman). But we know, 
too, that he was a “PBS kid,” “into the highbrow British stuff that my mother [Lee Stearns] watched,” who 
wasn’t really raised on American television (Longworth 207-208).
 
(6) We know he loves movies—that in his college days he’d “go out and see three classic films, stagger 
home at 2 a.m. and then watch whatever was on HBO” (Nussbaum), and, thanks to his commentary on the 

http://www.slayage.tv/essays/slayage7/Lavery.htm (2 of 8)6/18/2004 12:34:28 AM



Slayage Number 7: Lavery 

Buffy DVDs, where he mentions Hitchcock, DePalma, Lynch, Leone, Abel Ferrara, Luc Besson, Sam 
Peckinpah, Tim Burton, Marcel Ophuls, Woody Allen, we know something about the directors whose work 
he remembers (not always favorably) and sometimes emulates. 
 
(7) We know that he counts Wesleyan University scholar Richard Slotkin, author of books like Gunfighter 
Nation, Fatal Environment, and Regeneration Through Violence which examine the deep cultural roots of 
American “mythogenesis,” “the creation, ‘in both maker and audience, [of tales that are] mystical and 
religious, drawing heavily on the unconscious and the deepest levels of the psyche, defining relationships 
between human and divine things, between temporalities and ultimates” [Slotkin, quoted by Tucker] and 
that he once greatly admired Sartre’s Nausea. We can be fairly certain that a man who is convinced that 
 

ultimately, stories come from violence, they come from sex. They come from death. They 
come from the dark places that everybody has to go to. . . . If you raise a kid to think 
everything is sunshine and flowers, they’re going to get into the real world and die. . . . 
That’s the reason fairy tales are so creepy, because we need to encapsulate these things, to 
inoculate ourselves against them, so that when we’re confronted by the genuine horror that 
is day-to-day life we don’t go insane [Longworth 213) . . .

has read Bettelheim’s The Uses of Enchantment. We can assume that someone who refers routinely to the 
“baroque” stage in the evolution of genre has absorbed Thomas Schatz’ Hollywood Genres: Formulas, 
Filmmaking, and the Studio System and who speaks of understanding “the motivation of the man with the 
murderous gaze, . . . of the terrible objectifying male” (Longworth 215) has mastered the ideas of Laura 
Mulvey. The great directors of the 1970s and 80s often were film school grads. Tarantino established the 
1990’s video store auteur tradition. Though himself a former video store employee and cognizant of the 
new auteurhood trajectory—he has quipped that “Actors wait tables, directors work at video stores” (Onion 
AV Club Interview)—Whedon may well represent yet a new career path: the film studies auteur, just as 
likely to be familiar with critical schools and narratological theory as with lenses and filters and aspect 
ratios. Perhaps this is why Buffy scholars feel so strong an attraction to the show. 
 
(8) We know that Buffy the Vampire Slayer was a recombinant hybrid of his obsessions: "We wanted to 
make that sort of short-attention-span, The Simpsons, cull-from-every genre all the time thing. You know, 
if we take this moment from Nosferatu, and this moment from Pretty in Pink, that’ll make this possible. A 
little Jane Eyre in there, and then a little Lethal Weapon 4. Not 3, but 4. And I think this’ll work" (Onion AV 
Club Interview).
 
(9) We know that, in addition to being executive producer extraordinaire, Whedon has written/co-written 
twenty+ episodes of Buffy and directed nineteen, in addition to several episodes of Angel and of his new 
series Firefly as well. Though by his own admission he knew very little about directing and virtually nothing 
about creating a television show prior to helming BtVS, Whedon, we know, has turned out some of the 
series’—and contemporary television’s—most memorable, and most innovative, episodes, including 
“Innocence,” in which Angel loses his soul and becomes the evil boyfriend from Hell Angelus after having 
sex with Buffy; “Becoming” (I and II), which was the first time the series shot on a soundstage and used 
historical settings and costumes; “Hush,” a marvelous experiment, which broke him, he admits, out of a 
devolution into a “sort of a hack TV director” (Longworth 220), in which almost half the episode transpires 
in silence after fairy tale monsters The Gentlemen steal the voices of Sunnydale; “Restless,” an all-dream 
episode, “basically a forty-minute poem” (as Whedon describes it [Longworth 220]), which I have described 
as a kind of television 8½ and Rhonda Wilcox has compared to Eliot’s “The Wasteland”; “The Body,” an 
emotionally-wrenching depiction of the aftermath of Buffy’s mother’s death; and “Once More with Feeling,” 
an ingenious all-singing, all-dancing musical, the fulfillment of a long-time Whedon ambition. Whedon 
written and/or directed episodes exhibit stylistic and verbal signatures too complex to explore here.
 
(10) And we know that it is not just his own episodes that show his influence. “I have control over all the 
shows,” Whedon explained to ET Online two years ago.
 

I'm responsible for all the shows. That means that I break the stories. I often come up with 
the ideas and I certainly break the stories with the writers so that we all know what's going 
to happen. Then once the writers are done, I rewrite every script. . . . Then I oversee 
production and edit every show, work with the composers and sound mixers. Inevitably 
every single show has my name on it somewhere and it is my responsibility to make it 
good. . . . Every week that show is on, I'm standing in the back row, biting my nails, hoping 
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people like it, so I feel a great responsibility. The good thing is that I'm surrounded by 
people who are much smarter than I am. So gradually I have been able to let certain things 
take care of themselves, because my crew, my writers, my post-production crew, everybody 
is so competent, that I don't have to run around quite as much as I used to. 

Now again masterminding not only Buffy (due to Marti Noxon’s maternity leave) and Angel (due to David 
Greenwalt’s departure for ABC), not to mention his own new series, the sci-fi/western Firefly, the new 
spinoff Ripper (for British television), and a still-in-production Buffy cartoon series—all as part of his plans 
for “total world domination” (Adalian) by his Mutant Enemy production company, it would seem that 
Whedon’s dream of peace and quiet will not be coming true any time soon. 
 
(11) We know, too, that, though now deeply entangled in television, Whedon, like Sopranos creator Chase, 
really wants to make movies. He admits that his original dream after college had long been to “head toward 
the movie world” (Interview with David Bianculli). Though it was in the movies that he made his first 
breakthrough, when Fran Rubel Kuzui butchered his screenplay of BtVS in 1992, though he has contributed, 
often as a highly paid—and sometimes uncredited—“script doctor” to a variety of films both before (Speed 
[1994], Toy Story [1995], Waterworld [1995], Twister [1996]) and after (Alien Resurrection [1997], X-Men 
[2000], Titan A.E. [2000]), Buffy the Vampire Slayer the television series came on the air in 1997; though 
Anthony Stewart Head has remarked that “It’s only a matter of time before we lose him to the 
cinema” (BBC Interview), Whedon himself confesses that “I have always felt my movie career was an 
abysmal failure” (quoted in Tracy 44). According to The Internet Movie Data Base, Whedon once directed 
an episode of the television sitcom Boy Meets World. Though Whedon denies having done so, he does insist 
that he is far prouder of the Boy Meets World episode he never directed than he is of his work on Alien: 
Resurrection. 
 
(12) In the medium in which he has experienced his greatest success, we know that Whedon can claim a 
unique genealogy. A third generation contributor to television, perhaps the only one in existence—both 
Whedon’s grandfather and father wrote for TV[1]—he speaks warmly of an important parental admonition: 
“The best advice [my father] every gave me . . . was, ‘If you have a good story, you don’t need jokes. If 
you don’t have a good story, no amount of jokes can save you.’ I’m not really that interested in jokes. I like 
the more dramatic stuff. But that tenet of ‘the story is god’ is the most important thing I could have 
learned” (Onion AV Club interview). Whedon himself, we know, would contribute to both Roseanne and 
Parenthood prior to the making of the original BtVS film. 
 
(13) But he dreamed of directing, as he confessed to The Onion: 
 

I’m sure a lot of writers want to direct because they’re bitter, which is not a reason to direct. I want 
to speak visually, and writing is just a way of communicating visually. That’s what it’s all about. But 
nobody would even consider me to direct. So I said, “I’ll create a television show, and I’ll use it as a 
film school, and I’ll teach myself to direct on TV.”[2] 
 

We possess at least a preliminary understanding of Whedon’s basic television aesthetics.
 
(14) We know that he expects the medium to be smart. “I hate it when people talk about Buffy as being 
campy . . ,” he tells Nussbaum. “I hate camp. I don’t enjoy dumb TV. I believe Aaron Spelling has single-
handedly lowered SAT scores.” We know that, in concurrence with the Gene Youngblood axiom that 
entertainment gives the audience what it wants while art contributes what it never dreamed it needed, he 
does not want his narrative religion to be merely entertainment. “Don’t give people what they want,” he 
tells The Onion, 
 

give them what they need. What they want is for Sam and Diane to get together. Don’t give it to 
them. Trust me. . . . People want the easy path, a happy resolution, but in the end, they’re more 
interested in . . . No one’s going to go see the story of Othello going to get a peaceful divorce. 
People want the tragedy. They need things to go wrong, they need the tension. In my characters 
there’s a core of trust and love that I’m very committed to. These guys would die for each other, and 
it’s very beautiful. But at the same time, you can’t keep that safety. Things have to go wrong, bad 
things have to happen. 
 

 
(15) “One of the things TV is about,” Whedon tells James Longworth (211), “is comfort, is knowing exactly 
where you are. I know they’re going to invite Jessica Fletcher over, one of them is going to get killed, she 
very politely is going to solve it. I know what's going to happen when I tune in to a particular show.” But 
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Whedon’s narrative style takes a different approach: 
 

With Buffy we'll do French farce one week and Medea the next week. We try very hard structurally 
not to fall into a pattern either, so there's not a shoot-out in a warehouse every episode. I’m very 
much committed to keeping the audience off their feet. It's sort of antithetical to what TV is devised 
to do. (Longworth 211) 

 
But we know too that Whedon’s religion must entertain if it is to have adherents: “It’s better to be a spy in 
the house of love, you know? . . . If I made ‘Buffy the Lesbian Separatist,’ a series of lectures on PBS on 
why there should be feminism, no one would be coming to the party, and it would be boring. The idea of 
changing culture is important to me, and it can only be done in a popular medium” (Nussbaum).
  
(16) In The Stuff Our Dreams Are Made Of: How Science Fiction Conquered Reality, the always 
irreverant Thomas Disch, contemplating the follies of Scientology, wonders out loud why it is that the only 
science fiction writer ever to found a religion had to be such an awful one. Why, oh why, could it not have 
been, say, Philip K. Dick whose theologizing found disciples and not the reprehensible L. Ron Hubbard? The 
“religion in narrative” now gestating—the magazine The Door, we should take note, recently named Buffy 
the Vampire Slayer its “theologian of the year” and the series has attracted a great deal of attention from 
CESNUR, as the presence of such scholars as Gordon Melton and Massimo Introvigne at this conference 
testifies—should produce no such qualms. It’s difficult to imagine it in better hands than those of the “very 
hard-line, angry atheist” Joss Whedon. 
 

Notes
[1] After a career in radio (writing for such shows as The Great Gildersleeve), Whedon's grandfather went 
on to contribute to Donna Reed, Mayberry RFD, Dick Van Dyke Show, Room 222. His father wrote for 
Captain Kangaroo, The Dick Cavett Show, The Electric Company, Alice, Benson, Golden Girls, and It’s a 
Living.

[2]] In a recent article in Slayage, I have summarized and commented upon Whedon’s DVD revelations 
about his education as a maker of television, 
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JOSS WHEDON WRITTEN EPISODES

Air Date Episode # Title Director

03/10/97 1.01 Welcome to the Hellmouth Charles Martin Smith

03/10/97 1.02 The Harvest John T. Kretschmer

06/02/97 1.12 Prophecy Girl Joss Whedon

09/15/97 2.01 When She Was Bad Joss Whedon

11/03/97 2.07 Lie to Me Joss Whedon

01/20/98 2.14 Innocence Joss Whedon

05/12/98 2.21 Becoming (Part I) Joss Whedon

05/19/98 2.22 Becoming (Part 2) Joss Whedon

09/29/98 3.01 Anne Joss Whedon

12/15/98 3.10 Amends Joss Whedon

02/23/99 3.16 Doppelgängland Joss Whedon

03/18/99 3.21 Graduation Day Part 1 Joss Whedon

07/13/99 3.22 Graduation Day Part 2 Joss Whedon

10/05/99 4.01 The Freshman Joss Whedon

11/03/99 4.10 Hush Joss Whedon

02/29/00 4.16 Who Are You? Joss Whedon

05/23/00 4.22 Restless Joss Whedon

11/07/00 5.06 Family Joss Whedon

02/27/01 5.16 The Body Joss Whedon

05/22/01 5.22 The Gift Joss Whedon

11/06/01 6.07 Once More, with Feeling Joss Whedon

9/24/02 7.01 Lessons David Solomon

 

JOSS WHEDON DIRECTED EPISODES
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Air Date Episode # Title Writer

06/02/97 1.12 Prophecy Girl Joss Whedon

09/15/97 2.01 When She Was Bad Joss Whedon

11/03/97 2.07 Lie to Me Joss Whedon

01/20/98 2.14 Innocence Joss Whedon

05/12/98 2.21 Becoming (Part I) Joss Whedon

05/19/98 2.22 Becoming (Part 2) Joss Whedon

09/29/98 3.01 Anne Joss Whedon

12/15/98 3.10 Amends Joss Whedon

02/23/99 3.16 Doppelgängland Joss Whedon

03/18/99 3.21 Graduation Day Part 1 Joss Whedon

07/13/99 3.22 Graduation Day Part 2 Joss Whedon

10/05/99 4.01 The Freshman Joss Whedon

11/03/99 4.10 Hush Joss Whedon

02/29/00 4.16 Who Are You? Joss Whedon

05/23/00 4.22 Restless Joss Whedon

11/07/00 5.06 Family Joss Whedon

02/27/01 5.16 The Body Joss Whedon

05/22/01 5.22 The Gift Joss Whedon

11/06/01 6.07 Once More, with Feeling Joss Whedon
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The following essay by Massimo Introvigne, founder of CESNUR, 
provides superb "deep background" on the historical context of 
vampire narratives. We include it here, with Dr. Introvigne's 
permission, because of its obvious interest to readers of Slayage.

-- David Lavery and Rhonda Wilcox

Massimo Introvigne

Brainwashing the Working Class: Vampire Comics
 and Criticism from Dr. Occult to Buffy

A paper presented at the conference Blood, Text, and Fears: Reading Around “Buffy the Vampire Slayer” – 

University of East Anglia, Norwich, 19-20 October 2002 

“She [Buffy] spots a bunch of obscenely sexy 
Vampirella-type action figures, frowns at them.” 

(Script of “Seeing Red”, Buffy the Vampire 
Slayer, Season 6)

 
(1) In the 1959 novel The Manchurian Candidate by Richard Thomas Condon (1915-1996), the sinister Dr. 
Yen Lo subjects an American patrol captured during the Korean War to brainwashing, and explains how it 
all works to an audience of Chinese and Soviet generals. Brainwashing is not so uncommon, Dr. Yen Lo 
explains: as a certain Dr. Wertham recently proved, even Americans routinely brainwash their working 
class children through horror comics featuring vampires and other monsters[1]. Condon’s fictional 
character, by quoting the non-fictional Dr. Wertham within the context of the most famous literary 
depiction of brainwashing, reminds us of a connection between brainwashing and comics, particularly 
vampire comics, which has haunted popular culture studies for decades.
 
(2) The academic study of popular culture (including dime novels, pulps, comics, detective and Western 
novels, and later popular movies) was born under a cloud. The first question which led some left-wing 
scholars to seriously consider popular culture was why the masses, rather than enthusiastically embrace 
liberal political causes, largely supported conservative and reactionary movements. Around 1920, three 
members of the innermost circle of Sigmund Freud’s students, all Socialist sympathizers, extended their 
teacher’s critique of religious indoctrination methods to conservative politics and schools of thought hostile 
to Socialism. Paul Federn (1871-1950) was the first to define the concept of «authoritarianism» in 1919.[2] 
According to Federn (whose ideas on the subject were later explicitly accepted by Freud) authoritarianism is 
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a personality trait whereby individuals who cannot make decisions case by case, typically prefer to rely on 
absolute-type ideologies, either political or religious. It was Federn who introduced his student Wilhelm 
Reich (1897-1957) to psychoanalytic theory. In the 1920s, Federn also collaborated with Erich Fromm 
(1900-1980) at the Psychoanalytic Institute in Frankfurt.
 
(3) With Freud’s support and approval, Federn, Reich and Fromm further developed the concept of the 
authoritarian personality. They traced its origins primarily to sexual repression and an authoritarian 
childhood education that fixated the individual at the anal and oral stage of the Freudian model of 
development. Such a situation could give rise to masochism (towards people who are believed to be in 
authority) and sadism (with respect to people of a lower station). This situation prevents the individual 
from reaching a higher, mature stage, variously defined as «genital» but also as «revolutionary» (Federn 
and Fromm), «liberal» and even «democratic.» We see in these reflections the first sketch of a theory that 
belief in an authoritarian worldview is the product of a combination of a character predisposition or 
tendency that was formed in childhood and of a cunning ideological indoctrination that relies on the sado-
masochistic results of a failed childhood development, manipulating them for its own purposes.
 
(4) Beginning in 1929, under the National-Socialist regime, Federn, Reich and Fromm applied the 
authoritarian personality model to explain why Germans embraced or «converted» to Hitler’s ideology. 
Particularly, Fromm’s wide-ranging interests—from psychology and psychoanalysis to the social sciences—
led him to Frankfurt’s Institute for Social Research. Founded in 1923, the Institute gave birth to the 
«Frankfurt School,» a fusion of psychoanalysis and Marxism. The concept of the authoritarian personality, 
and the description of how Fascist regimes exploit the tendency to authoritarianism of some individuals by 
indoctrinating them, played a major role in the development of the Frankfurt School's body of theory, under 
the leadership of Max Horkheimer (1895-1973) and Theodor Wiesegrund Adorno (1903-1969).
 
(5) In the years from 1929 to 1932, under the sponsorship of the Frankfurt Institute for Social Research, 
Fromm conducted a qualitative and quantitative study of authoritarian trends in Germany. At the time, 
Fromm still firmly believed in Freud's developmental stages of childhood theory (he would later reject it) 
and came to the conclusion that an authoritarian education was more prevalent in the middle-lower classes, 
including the proletariat, predicting that these social classes would not fundamentally oppose Nazism. From 
a historical point of view, Fromm was right. However, his mistrust about the revolutionary potential of the 
proletariat was not well received in the ideologically prejudiced climate that prevailed among his Frankfurt 
colleagues in the early 1930s. As a matter of fact, Fromm’s empirical study of the German working class 
would be published only half a century later.[3] 
 
(6) The «authoritarian personality» and indoctrination theory became a widely accepted explanation of the 
broad popularity of Fascist and Nazi ideologies. As noted, it held that unscrupulous ideologues and 
reactionary regimes could easily indoctrinate individuals who had been so predisposed by the education 
they had received in childhood. Indoctrination, the Frankfurt school argued, took advantage of three 
principal means: religion, popular culture (Western pulps and cheap novels, popular in Germany, were 
particularly singled out), and political ideology reduced to simple, black-and-white slogan.
 
(7) The Nazi regime persecuted the leaders of the Frankfurt School both because they were political 
antagonists and because they were Jews; most of them migrated to the United States. In 1934, Frankfurt’s 
Institute for Social Research was reorganized under the aegis of Columbia University in New York and took 
the name of International Institute for Social Research. The Institute collaborated with the University of 
California at Berkeley in the « Berkeley Authoritarianism Project,»[4] an important study of the 
authoritarian personality and its indoctrination. The « Berkeley Authoritarianism Project», whose results 
were published in 1950, measured the level of intolerance (that predisposes the individual to manipulation 
by authoritarian ideologies) by using four psychological scales, indicated by the letters F (Fascism), PEC 
(political and economical conservatism), A-S (anti-Semitism) and E («ethnocentrism,» i.e. an intolerance 
for ethnic and religious minorities, a concept born specifically out of the Berkeley study)[5]. The research 
was successful among academics, but was also criticized for its political bias. While the authors measured 
«conservatisms» of various kinds, they were less concerned about the type of personality or totalitarian 
manipulation that brought so many to embrace Communism.
 
(8) As a matter of fact, the «Berkeley Authoritarianism Project» results were published only after the end of 
World War II, after the United States had replaced its anti-Nazi alliance with the Soviet Union with the Cold 
War. Culturally speaking, the research done by the Frankfurt School on right-wing authoritarianism was 
integrated into a more general theory of totalitarianism developed in Hannah Arendt’s (1906-1975) work. 
Arendt collaborated with Carl Joachim Friedrich (1901-1984) in organizing the 1953 Boston Conference, 
sponsored by the American Academy of Arts and Sciences.[6] Psychoanalist Erik Homburger Erikson (1902-
1994), a member of the Vienna Institute of Psychoanalysis who had migrated to the United States in 1934, 
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played an important role both at the conference and in the subsequent discussions on indoctrination. After 
the Boston conference, the group of post-Frankfurt theorists of totalitarian influence became divided 
between those who remained faithful to their left-wing politics, and others who accepted to focus their 
attention on indoctrination leading not to reactionary or conservative ideologies but to Communism. Most of 
the latter worked in projects sponsored by several U.S. government agencies.
 
(9) The Frankfurt theory, as re-elaborated in the United States, argued that vulnerable members of the 
society, including children in general and members of the working classes with limited education, are at 
first implicitly prepared and later subtly indoctrinated into totalitarian and authoritarian worldviews through 
the triple agency of authoritarian, “cultic” religion (that Fromm finally distinguished from the type of 
religion he called “humanistic”), popular culture, and black-and-white political slogans. To some extent in 
this criticism medium and message coincided: authoritarian (later called “cultic”) religion, the simple 
ideology of popular culture, and Communism (or Fascism) were both the medium and the aim of 
totalitarian influence. It is also the case that, in traveling from continental Europe to the U.S., the Frankfurt 
theory of totalitarian influence was somewhat reduced in scope. Not all religion was believed to predispose 
to totalitarianism, only the “cultic” variety. Not all political black-and-white slogans were evidence of 
totalitarianism, only Communist (and Nazi, but the latter were no longer an actual danger). Not all popular 
culture was bad: the powerful American movie industry was largely left alone. The U.S. version of the 
Frankfurt theory became the theoretical support for a struggle against what one may call the three Cs: 
cults, Communism, and comics.
 
 (10) To the oppositional counter-movements which opposed, for a variety of reasons, the allegedly 
damaging influence of “cultic” religion, popular culture, and Communism, the late-Frankfurt theory offered 
a secular explanation of how the weaker members of society were indoctrinated into totalitarian ideologies. 
As far as Communism was concerned, Cold War propaganda offered a simplified reduction of totalitarian 
influence theory under the name of “brainwashing”, a word coined by Edward Hunter (1902-1978), an OSS 
and later CIA agent whose cover job was that of reporter, first with English-language publications in China 
and later at the Miami Daily News. Hunter expounded the theory of brainwashing in several books, starting 
from Brain-Washing in Red China,[7] first published in 1951. As used by CIA propaganda, the brainwashing 
theory was a caricature of the complex, Frankfurt-style scholarly analysis of totalitarian influence. In a 
1953 speech Allen Welsh Dulles (1893-1969), then the CIA director, explained that Communists «wash the 
brain clean of the thoughts and mental processes of the past and, possibly through the use of some “lie 
serum,” create new brain processes and new thoughts which the victim, parrotlike, repeats.»[8] In effect, 
«the brain under these circumstances becomes a phonograph playing a disc put on its spindle by an outside 
genius over which it has no control.»[9] 
 
(11) Secular opposition to totalitarian indoctrination based on brainwashing both concurred and competed 
with religious opposition to the same groups perceived as totalitarian. Thus, the secular anti-cult movement 
which accused certain religious “cults” of brainwashing converts both co-operated and competed with a 
sectarian counter-cult movement which criticized “cults” because their “heretical” teachings were opposed 
to traditional Christianity. Whilst the distinction between “anti-cult” and “counter-cult” movements is 
common[10], a similar distinction can be established between a “secular” anti-Communism using the 
brainwashing argument and a religious counter-Communism opposing Communist atheism; and between a 
secular and a religious critic of popular culture.
 
(12) For a number of reasons, criticism of popular culture as a way of brainwashing both children and the 
working classes into a black-and-white totalitarian worldview focused on comics. Frankfurt theorists did 
notice comics at a quite early stage, and focused their criticism on the two most popular genres in the 
1930s and 1940s: superhero and horror comics. After the early “platinum age” (a prehistory of sort for 
comics), modern comics were born in the 1930s with the predecessors of the companies still dominating 
the market today. Superheroes and vampire comics were born almost at the same time. Issue no. 6 of New 
Fun Comics (October 1935) by National Periodical Publications (the predecessor of contemporary DC) 
featured the first instalment of a story known as “Dr. Occult, the Ghost Detective”. The story is famous for 
several reasons. It is the first story published in a comic book by Jerome "Jerry" Siegel (1914-1996) and 
Joseph Shuster (1914-1992) (disguised here under the pseudonyms of Leger and Reuths), the world-
famous creators of Superman. As the reader will learn in subsequent instalments, Dr. Occult has special 
powers of his own, and he is in fact the first comic book superhero of the Siegel-Shuster duo. Last but not 
least, the first villain he meets is a vampire. From issue 7 (Jan. 1936) New Fun Comics will be renamed 
More Fun Comics and it will take two more issues, 8 (Feb. 1936) and 9 (Mar. 1936), for Dr. Occult to 
dispose of the vampire (and go on to deal with werewolves). Three years later, Batman himself in its fifth 
Detective Comics story (issues 31, Oct. 1939, and 32, Nov. 1939) had to deal with a vampire, The Monk, 
and his female assistant Darla in order to save his girlfriend Julie Madison.  Batman did indeed have a 
girlfriend at that time, and as late as May 1997, in no. 94 of Batman: Legends of the Dark Knight,  
“Stories” by Michael Gilbert shows us the same Julie Madison, now an old lady, trapped in an elevator by 
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terrorists and remembering the events of 1939, when Batman saved her from the vampire. In the end, she 
is rescued again by Batman, confirming that The Monk, long gone, had not been really forgotten in the 
Batman universe. For whatever reason, vampires were very successful in comics. A bibliography I, Gordon 
Melton and Robert Eighteen-Bisang plan to publish next year includes more than 8,000 English-language 
comic books with at least one appearance by a vampire, making the vampire the second most featured 
character in comics history, although a distant second to the superhero. 
 
(13) Frankfurt-style comics critics disliked both superheroes and vampires. Superheroes were criticized as 
quintessential icons of an omnipotent father, playing the same role authoritarian religion, in Freud’s and 
Fromm’s view, attributed to God. Readers of superhero comics were indoctrinated into the ultimately 
totalitarian idea that a benevolent supreme power (symbolized by the superhero, but being in the real 
world the State, the ruling class, or organized religion) will ultimately take care of the job, if only the 
common folks would learn to leave it to him (more rarely, as in the case of Wonder Woman, to her). Horror 
comics, in the late Frankfurt theory combining class sociology and psychoanalysis, perpetuated the fixation 
of both children and child-like illiterate working classes into the anal and oral stage of development, with 
their attending (or at least alleged) masochism and sadism predisposing those thus indoctrinated both to 
obey unconditionally the powers that be and to put their potential for violence at the disposal of the same 
powers.
 
(14) Late Frankfurt theorists, thus, developed the core arguments of an anti-comics theory, based on 
secular arguments. At the same time, both Roman Catholic and Protestant morality watchdogs (including 
the Catholic Legion of Decency, originally created in 1933 to lobby against immorality in motion pictures)
[11] also focused on comics as pernicious elements of popular culture, for different reasons, branding them 
as immoral, not respecting the traditional taboos about sexuality and marriage, and conductive to juvenile 
delinquency (the latter a point of serious concern for secular critics, too)[12]. Both forms of criticism of 
comics are found in the 1930s and in the 1940s both in the U.S. and in Europe. However, as in the case of 
oppositional coalitions against Communism and “cultic” religion, political success could be achieved only 
through some degree of co-operation between the secular anti-comic movement and the religious counter-
comic movement. They made strange bedfellows, since their original aims were not the same. Religious 
crusaders against comics were normally politically conservative, focused on sex and violence and targeted 
primarily horror comics. The politics of those influenced by the Frankfurt-style criticism were more often of 
the left-wing s type; and the allegedly “fascist” superhero comic was seen as a vehicle for brainwashing the 
masses into totalitarianism at least as dangerous as the horror comic. Coalitions, however, were built in 
several countries. In France, conservative Catholic criticism of comics , whose pioneer before World War II 
had been Father Louis Bethléem (1869-1940)[13], was substantially translated in their own languages by 
secular humanists and communists after 1945, leading to one of the largest hostile campaigns in comics 
history[14]. The situation in Europe (and in some Canadian provinces) was, however, different from the 
United States. Critics of comics outside the U.S. denounced them as a vehicle of postwar American cultural 
imperialism, a criticism that conservative religious and political left-wing activists may share[15]. In the U.
S., of course, anti-Americanism could not be a factor, but populist opposition to “immoral big business” 
plaid very much the same role in building coalitions between religious and secular opponents of popular 
culture.
 
(15) How this strange alliance worked is described in Amy Kiste Nyberg’ revisionist interpretation of 
Seduction of the Innocent,[16] a well-known book published in 1954 by the American psychiatrist Fredric 
Wertham (1895-1981)[17]. By 1954, the superhero genre had somewhat declined, and horror titles were 
booming, most of them including a substantial proportion of stories featuring vampires. According to 
Wertham, most comic books induce a sort of «negative conditioning» in America’s youth leading to juvenile 
delinquency, totalitarian politics, and sexual problems (including homosexuality). Wertham’s book and his 
testimony before Congress led to the signing in 1954 of the Comics Code that included a ban on 
representing horror themes and characters in American comic books. Similar or more draconian results 
were achieved in the U.K. through the passage of the Children and Young persons [Harmful Publications] 
Act and in France by the strict enforcement of the law of July 16, 1949 (which had introduced a censorship 
on all juvenile publications)[18], whilst in Italy an earlier anti-comic offensive led by Catholic politicians 
generated a draft law which was defeated in Parliament after some prominent Catholic intellectuals, 
including conservative novelist Giovanni Guareschi [1908-1968, who happened to be a comic fan himself], 
came out in favor of comics[19].  Whilst Wertham has been normally depicted by scholars of comics as the 
ultimate champion of censorship and bigotry, Nyberg shows how the New York psychiatrist was a politically 
liberal doctor who based his anti-comic crusade on the Frankfurt-style criticism of popular culture. Both 
superheroes and horror characters, Wertham concluded, were brainwashing children into different forms of 
violence and totalitarianism. Nyberg, however, is no unconditional admirer of Wertham. In fact, she notes 
that in order to (partially) achieve his aims the liberal, left-wing Wertham deliberately presented his anti-
comic criticism in a form divorced from its political premises, and allied itself with the religious critics of 
comics. When, with the Comics Code, his campaign led to an almost total ban on horror comics, Wertham 
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was not satisfied, since his criticism also included superhero comics, which returned to the dominant 
position they had enjoyed before World War II once the horror competition was eliminated. However, since 
in order to carry its campaign to a larger public, Wertham had to downplay its philosophical roots in the 
Frankfurt criticism of popular culture, he ended up focusing on horror comics more than he had originally 
intended (although he always maintained that superheroes were harmful, too).
 
(16) Contrary to earlier opinions, recent scholars of comics no longer think that Wertham and the Comics 
Code administered a fatal blow to the U.S. comic industry. Sales did decline immediately after the Code 
came into effect, but started growing again in the late 1950s, with the return of the superheroes and the 
beginning of what was called the Silver Age. While other genres not affected by the Code (primarily funny 
animals and teen comics such as Archie) remained in business as usual, the pendulum simply switched 
back from horror-vampires to superheroes as the dominant presence in the market. Vampires were entirely 
forbidden by the Comics Code and disappeared from mainstream comics, although they occasionally 
showed up in humorous forms as opponents of Jerry Lewis or Bob Hope and became a significant presence 
in comics sold in magazine format, ostensibly intended for adults and, unlike comic books, escaping the 
limitations of the Comics Code[20]. Publisher Jim Warren launched the horror comic magazine with Creepy 
in 1964 (the very first issue featuring two vampire stories) and followed with Eerie (1965) and Vampirella 
(1969). The stories of Vampirella, a female vampire from Planet Drakulon who tries not to harm the 
innocent and to fight evil as best as she can, continue to this date (through a new publisher, Harris). Gold 
Key, a company not subscribing to the comics code (and protected by its fame of publisher of educational, 
quality comics) also capitalized on the success of the TV series Dark Shadows by introducing the 
corresponding comic, whose first issue was published in March 1969. 
 
            (17) These developments eventually led to the revision of the Comics Code: as of 1971, vampires 
were permitted again in comic books guaranteed by the code seal. A company called Charlton Comics was 
the most prolific producer of vampire comics, but the main product of the Code revision was Marvel’s The 
Tomb of Dracula, launched in April 1972 and continuing through August 1980, with a revival in 1991-1992 
and further spin-offs focusing on one of its most popular character, the African American vampire hunter 
Blade, extending to the present day thanks to the two recent Blade movies. It has been argued that, 
although acclaimed by critics, The Tomb of Dracula failed to attract the youngest readers and for this 
reason never became a best seller able to compete with the superhero titles. The problem, however, was 
much broader. Starting with antitrust lawsuits launched in the 1950s against the largest U.S. newsstand 
distributors of comics, distribution problems continuously plagued the industry, until in the 1980s direct 
sales to specialty stores selling only comics and related articles and (unlike newsstand and supermarkets) 
buying on a non-return basis largely replaced newsstand distribution. By 1990 U.S. comic stores had raised 
from 25 in 1975 to around 5,000, and direct sales accounted for three quarters of the distribution[21]. 
Direct sales also helped independent companies to compete with the two giants DC and Marvel. The latter, 
however, maintained their predominance through the usual superheroes in the 1980s (although not without 
some financial problems, which became worse in the early 1990s), a decade where the vampire genre went 
into a state of crisis in the U.S., perhaps for lack of new ideas (whilst in the U.K. vampire characters such 
as Durham Red did maintain a significant following among the readers of 2000 A.D. and parallel 
publications, and humorous vampires such as Dracula’s daughter Draculass, who firstly appeared in 
Monster Fun on June 14, 1975, continued to figure prominently in the juvenile comics). 
 
            (18)  Dr. Wertham did not kill the comics, nor was he the only responsible for decades of financial 
problems. Distribution problems and the competition of the TV for teen attention were at least as important 
as the Comics Code in creating difficulties, which were however not fatal. What Dr. Wertham did was to 
create (unwittingly) an unbalance, in favor of superheroes, in the competition between the two most 
popular comics character, the vampire and the superhero. After the Comics Code the vampire did manage 
to survive in comics, particularly after the 1971 revision, but its chance, perhaps real in the early 1950s, to 
compete with the superhero was lost forever. Also, the post-Code developments created a certain 
separation between comic books and the youngest teenagers (most affected by the parents’ reactions to 
the anti-comics campaigns). 
 
            (19) Then, Buffy happened. The impact of the movie was immediately felt in comics. In January 
1993 DC launched a comic featuring a female, Buffy-like vampire slayer, Scarlett, which however had but a 
limited success and was cancelled after issue no. 14. Although Scarlett was not a bad comic, as far as the 
average DC miniseries go, the impact of the real article was of a completely different scale of magnitude. 
Buffy the Vampire Slayer first appeared in comics in September 1998 in Dark Horse Presents Annual 1988. 
A comic called Buffy the Vampire Slayer followed suit in the same month, and reached issue 50 in October 
2002. Stories from the U.S. comic are reprinted in the official U.K. magazine, and translated in French, 
German, and Spanish (whilst the Italian edition was short-lived and cancelled after four issues). There have 
also been three subsequent series of Angel comics, several miniseries, and some thirty trade paperbacks 
collecting story arcs featuring Buffy and/or Angel. Finally, in June 2001 Joss Whedon launched Fray, a 
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comic book about a slayer in a remote future, although the enormous success of the first issue was not 
replicated by subsequent installments. 
 
            (20) In comic format, Buffy has not pleased all the critics, but his success has been phenomenal. 
Exact figures are difficult to come by, but Buffy is surpassed only by Dracula and Vampirella as the most 
published vampire-related character in comics (if one includes the trade paperbacks and the miniseries), 
and may well be the most well sold in vampire comics history. Publisher Dark Horse spokespersons have 
indicated that the Buffy and Angel comics have a significant following among young teens and even pre-
teens. If confirmed, this is indeed very significant and may show that the Buffy comics play a significant 
role in winning back a younger sector for comics (particularly non-superhero comics, and more specifically 
vampire comics), not by competing with TV but by concluding a strategic alliance with a successful TV saga 
and its makers. In the TV show Buffy herself seems to mark the divide between her approach to vampire 
entertainment and the old horror comics featuring scantily-clad female vampires. In the episode Seeing Red 
(Season 6) Buffy visits the evil trio’s lair and, according the script, “spots a bunch of obscenely sexy 
Vampirella-type action figures, frowns at them”. Given the trio’s accomplishments, and the fact that what is 
shown is indeed a Vampirella action figure, Buffy seems paradoxically here to be in agreement with Dr. 
Wertham: memorabilia of characters from horror comics, particularly of curvaceous female characters in 
various states and grades of nudity, are indeed found in the rooms of juvenile delinquents. The (visual) 
statement can also be read as marking a border: we are not this, Buffy (and Buffy comics) offer a honest 
show about vampires suitable for all ages (almost), where good girls are attractive for their bravery rather 
than for their exposed curves. No matter how unfair to Vampirella (which always included more than 
curves), and even to Vampirella action figures (only a Taliban would call them today “obscenely sexy”), the 
message is easy to catch.
 
            (21) Vituperations against comics in general are however, in the meantime, declining. In 1964, ten 
years after Dr. Wertham’s Seduction of the Innocent, Umberto Eco published one of its most famous 
nonfiction work, Apocalittici e Integrati[22]. The book, largely devoted to comics, settled Eco’s cultural 
accounts with the Frankfurt approach to popular culture. Eco criticized the “apocalyptic” approach to 
comics, and denied that they were capable of causing a left-wing apocalypse, brainwashing the working 
classes into reactionary ideologies. Eco’s aesthetic taste (which influenced the academic study of comics in 
several European countries for decades) was not particularly attracted to either superheroes or vampires 
(he very much preferred The Peanuts or Pogo): but he was not persuaded that Superman or Dracula may 
cause a cultural disaster among the working classes. Eco also criticized the American scholars of comic art 
who were themselves comics fans (as such, too much “integrated” in the comics consumers community to 
keep the necessary critical distance) and focused only on aesthetics, dismissing early cultural studies as 
irrelevant. According to Eco, a genuinely social scientific approach to comics should be neither “apocalyptic” 
nor “integrated” and discuss the comics’ very real aesthetic values within an appropriate sociological and 
political context. 
 
            (22) Just as he had insisted that comics did not brainwash working classes into slave-like 
allegiance to capitalism, in the late 1960s Eco led a campaign against the Italian statute regarding 
brainwashing (under the old Italian name of “plagio”) as a criminal offense, when the statute was used 
against holders of minority or fringe opinions in matter religious, political, or sexual[23]. Eventually, efforts 
by Eco and other intellectuals (together with different arguments advanced from other quarters) influenced 
the decision by the Italian Constitutional Court of June 8, 1981 which declared the Italian statute against 
“plagio” as unconstitutional[24]. Although developments were partially different in the English-speaking 
world, by the early 1990s a majority of scholars maintained that brainwashing was a pseudo-scientific 
concept used as a political tool against unpopular groups or cultural forms, utterly incapable of explaining 
complicate social processes. Just as very few scholars would maintain today that new religious movements 
or radical political parties “brainwash” unwitting “victims” into conversion, the idea that comics, particularly 
horror comics, “brainwash” weaker members of our societies (including children and poorly literate blue 
collar workers) into compliance with authoritarian powers should also be largely regarded as a myth.    
 
            (23)  In the last section of Apocalittici e integrati, Eco expressed his personal dislike of vampire 
comics, some of them he quoted as egregious examples of bad taste. In 1964, however, vampire comics 
known to Eco were mostly cheap magazines. He did know some of the pre-Code stories, however, but at 
that time their revival was far in the future – or perhaps the genre was simply remote from Eco’s personal 
preferences. De gustibus non est disputandum. On the other hand, Eco’s insights about both the 
importance of comics as indicators of broader social phenomena, and the necessity of a critical assessments 
of them, remain valid to this date. The scholarly study of comics has evolved into a recognized academic 
discipline, and the scholarly study of vampire comics is producing significant results. Once considered 
against this background, the contribution of Buffy the TV show to the world of comics, and the role of the 
comics featuring Buffy, may be re-assessed not only in terms of aesthetics but as part of the industry’s 
answer to its crisis and of its attempts to reassert itself as a relevant part of the entertainment scene in a 
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world dominated by TV and the Internet. Perhaps not all Buffy comics are aesthetically successful. But, in 
contributing to the comics industry’s revival (which is currently overcoming what may have been its worst 
crisis) and in keeping alive the key role of the vampire genre, Buffy has left her mark in the world of 
comics, too. Buffy has clearly influenced several other characters, including Sarah Bloodstone, a new 
member of the Marvel universe introduced in December 2001. Although her father, monster hunter Ulysses 
Bloodstone was well-known to Marvel readers from many years, Sarah is a combination of Buffy and of 
Tomb Raider’s Lara Croft. In the very different world of Italian comics, whose readership is much younger 
and where Disney still largely dominates the market, the greatest success story of the last few years, W.I.T.
C.H., the story of five teenage witches attending an American high school, clearly combines features of the 
early seasons of Buffy and of the TV serial Charmed (which in Italy has been more successful than Buffy 
and, unlike Buffy, has been upgraded to prime time by the largest Italian TV network). W.I.T.C.H., like 
other recent titles produced by the Italian subsidiary of Disney (including PK, where a superhero Donald 
Duck fights extra-terrestrial psychic vampires from planet Evron; and X-Mickey, where Mickey Mouse is led 
by a Goofy-like friendly werewolf into a parallel world where he explores the paranormal and the occult), is 
aimed at keeping within the Disney fold the older pre-teens and teenagers who regards themselves as too 
old for staying with a regular diet of Mickey Mouse and Uncle Scrooge. Both PK and W.I.T.C.H.  (originally 
introduced as PK’s counterpart for young girls, with an obvious allusion to the “girlie power” popularized by 
both Buffy and Charmed) are now published by the respective branches of Disney in most European 
languages (not including English, mostly because they are typical newsstand publications and would not 
fare well in countries where direct market prevails). Buffy, thus, continues to influence the evolution of 
comics in several countries.  It is also easy to predict that, as it happened for Dark Shadows, Buffy comics 
will remain in print for years even after the TV show will be gone. 
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[4] For the history of the Project, see M. Jay, op. cit.; and D. L. Anthony, op. cit., pp. 178-190. 
[5] See Theodor Adorno - Else Frenkel-Brunswick - Daniel J. Levinson - Nevitt Sanford, The Authoritarian 
Personality, New York: Norton & Co., 1950. 
[6] See D. L. Anthony, op. cit., pp. 156-159. 
[7] See Edward Hunter, Brain-Washing in Red China. The Calculated Destruction of Men’s Minds, New York: 
The Vanguard Press, 1951; 2nd expanded ed.: New York: The Vanguard Press, 1953. 
[8] Cit. in A. Scheflin - E. Opton, The Mind Manipulators. A Non-Fiction Account, New York – London: 
Paddington, 1978., p. 437. 
[9] Ibidem. 
[10] See my "The Secular Anti-Cult and the Religious Counter-Cult Movement: Strange Bedfellows or 
Future Enemies?", in Eric Towler (ed.), New Religions and the New Europe, Aaarhus - Oxford - Oakville 
(Connecticut): Aarhus University Press, 1995, pp. 32-54. 
[11] See Paul W. Facey, The Legion of Decency: A Sociological Analysis of the Emergence and Development 
of a Social Pressure Group, New York: Arno Press, 1974. 
[12] See James Gilbert, Cycle of Outrage: America’s Reaction to the Juvenile Delinquent in the 1950s, New 
York: Oxford University Press, 1986. 
[13] See Violaine Pellerin, “L’Abbé Béthléem, 1869-1940. Un pionnier de la lecture catholique”, M.A. Diss., 
Université de Versailles Saint-Quentin-en-Yvelines 1994.  
[14] See Thierry Crépin, “Haro sur le gangster!”. La moralisation de la presse enfantine : 1934-1954, Paris: 
Éditions du CNRS, 2001. 
[15] For comparative perspectives, see John A. Lent (ed.), Pulp Demons: International Dimensions of the 
Postwar Anti-Comics Campaign, Madison – Teaneck: Farleigh Dickinson University Press, and London: 
Associated University Presses, 1999. 
[16] Fredric Wertham, Seduction of the Innocent, New York – Toronto: Rinehart & Co., 1954. 
[17] Amy Kiste Nyberg, Seal of Approval: The History of the Comics Code, Jackson: University Press of 
Mississippi, 1998. 
[18] See Thierry Crépin – Thierry Groensteen (eds.), “On tue à chaque page!”: La loi de 1949 sur les 
publications destinées à la jeunesse, Paris: Éditions du Temps, 1999. 
[19] See Juri Meda, “Vietato ai minori. Censura e fumetto nel secondo dopoguerra fra il 1949 e il 1953”, 
Schizzo Idee 10 [Schizzo 72], June 2002, pp. 73-88.
[20] J. Gordon Melton’s general introduction to the bibliography of vampire comics we plan to publish will 
include a comprehensive overview of English-language vampire comics. In the meantime, information 
about the history of vampire comics is available in Mike Benton, Horror Comics: The Illustrated History, 
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Dallas: Taylor, 1992, while several monographic studies cover the main publishers and titles such as EC, 
Warren, and others. 
[21] A. K. Nyberg, op. cit., p. 144. 
[22] Umberto Eco, Apocalittici e integrati. Comunicazioni di massa e teorie della cultura di massa, Milan: 
Bompiani, 1964.
[23] See Alberto Moravia - Umberto Eco - Adolfo Gatti - Mario Gozzano - Cesare Luigi Musatti - Ginevra 
Bompiani, Sotto il nome di plagio, Milan: Bompiani, 1969.
[24] Corte Costituzionale, Grasso judgment of June 8, 1981, No. 96, in Giurisprudenza Costituzionale, 1, 
1981, pp. 806-834.
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Camille Bacon-Smith

The Color of the Dark

An earlier version of this essay appeared as a foreword to

  Fighting the Forces: What's at Stake in Buffy the Vampire Slayer.

  

(1) We cannot really begin talking about television images without first laying certain old-think presuppositions to 
rest. Outside of the rare “landmark” broadcast, cultural interpreters of television narratives have often imputed to 
the creators of television drama a raw avarice that results in technically slick production values supporting only the 
most basic content for the television screen. Art is seen to occur by accident, if at all, in the otherwise calculated 
search for mesmerizing images to hypnotize the audience between sales pitches. Meaning, in this formulation, is the 
outcome of cultural biases filling out a skeletal narrative structure that conforms to the generic expectations of a 
pleasure-seeking audience. 

(2) The cultural critic argues that the “false consciousness” shared by the viewer and the creator obscure the 
cultural biases and unconscious drives which fuel the “true” message uncovered by the scholar in a display of 
superior sensibility.

(3) Most critics locate the source of the essentialist message of film in the script. This is patently untrue in cinema, 
of course, as becomes evident when one contrasts the two defining statements of film production: designers claim 
that their design is in support of the narrative of the script, and yet the scriptwriter is recognizably the least 
important member of a film (Tashiro 1998). Even popular cinema belongs to the auteur director such as Stephen 
Spielberg. Many popular action films targeted to an international audience provide minimal dialogue or plot and 
aspire only to top their last effort in pyrotechnic visual display. Only in the limited number of producer-director-
writer talents like M. Night Shyamalan does one find the script taking even second place in film. Ignoring the 
contradiction, however, scholars continue to ascribe intentional meaning to the visual image only as it serves the 
development of character and plot. Critics who complain that the image serves only to forward the narrative 
continue to ascribe non-narrative pleasure of the image to the unintentional. Tashiro, for example, goes to great 
lengths to demonstrate how non-narrative images occurring in narrative film actually obstruct or damage 
interpretation of the narrative intention.

(4) Ironically, of course, what is not true for film is even more an error when looking at television, where “producer” 
is the title for a senior writer and/or the creator and head writer of the television movie or series. The entire 
television production serves the intentions of the person in control of the television script, often in conflict with the 
network executive who may prefer a more homogenized product. That does not mean, however, that the script 
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encompasses the meaning of the finished production. Rather, the writer of depth can depend on a meshing of the 
visual and verbal to create both a narrative message and a metaphoric one, as well as metanarrative commentary.

(5) Few scholars until now would credit television writers with the vision to understand the complexity of their own 
products. By imputing to television drama only a naively defined narrative purpose focused on the lowest common 
denominator viewer, scholars have served their own agenda. If a scholar denies that a television producer has 
created meaning beyond the most simplistic level of mimesis, then he can also dismiss the objections of the creator 
who disagrees with the analysis. The claim of “false consciousness,” as described above, strips the creator of his 
authority to speak on behalf of his own creation.

(6) This interpretation is so pervasive in film and television criticism that some young writers, trained in the film 
schools where the criticism is taught, skitter schizophrenically between their own love of their medium and the 
cynical reminder that entertainment television is a “sausage factory,” producing lowest common denominator 
material digestible by the largest number of potential viewers (Sloan; Kindler).

(7) The model is most damaging, of course, because it is partly true. No one scorns their own audience more than 
some network executives. A newcomer to the industry who has been indoctrinated into the belief that her art is a 
matter of creating empty intellectual calories for the insatiable maw of a mindless consumer-audience may produce 
ground-network-product until she either becomes an executive or breaks out of the box the critics and accountants 
have put her in. Or she may spite the critics and struggle against an industry culture of cynicism and mediocrity to 
spin television gold from narrative straw.

(8) In studying the scholarship at UCLA or NYU or wherever they trained in their craft, however, the producers, 
directors, actors, designers, cinematographers in the creative arts, including television, have learned how to apply 
theory to their work. While some television creators may justify their own lack of talent by adopting the cynicism of 
the critics, their more gifted (and usually more successful) competitors are perfectly able to construct polyvalent, 
laminated meanings on purpose. Nowhere is this more obvious than in the television gold Joss Whedon has spun 
out of vampire straw: Buffy the Vampire Slayer.

(9) In choosing the extended form of narrative--arc television drama--Whedon has improved upon his movie 
creation, Buffy the Vampire Slayer, as the vehicle for his message about the emotional and psychological morass of 
high school. In Sarah Michelle Gellar’s Buffy, he has created the positive heroic role-model for girls which has been 
lacking in network television.

 

FANTASY AS DISTANCE

(10) The history of television demonstrates that even with the best of skill and goodwill, approaching the subject of 
adolescent pain from a realistic point of view won’t draw the mass audience required by advertisers. Excellent, 
critically acclaimed efforts like ABC’s My So-Called Life (1994) and more recently, NBC’s Freaks and Geeks (1999) 
did not even complete a full season on network television.

(11) Introducing a level of abstraction to the drama, one which distances the pain of the audience through the 
metaphor of the genres of the fantastic--science fiction, fantasy, horror--gives the creator some freedom from the 
stress of direct confrontation, but sets him a new problem. Such a step begins the process of abstracting the 
meaning from the plot; the metaphor may turn the audience away because it cannot process the abstraction 
(Bacon-Smith). For this reason, the genres have experienced not much more success than the adolescent angst 
drama itself. The original Star Trek and, later, Beauty and the Beast stayed on the air for several seasons because 
of persuasive campaigns waged by fans in defiance of low ratings. Later shows, including American Gothic and Now 
and Again did not survive a single season on network television. At this writing, there is currently no fantasy or 
science fiction programming on the three major broadcast networks. Fox, which has used "reality television" to 
boost itself into the ranks of the major players, has done so in part by jettisoning most of its fantasy and science 
fiction as well.
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(12) Syndication, cable, and netlets such as the WB and UPN, however, offer success by niche fulfillment. A series 
like BtVS can attract its target audience by virtue of its surface narrative, which uses the fantastic as a form of 
distancing. The audience drawn to that niche may choose to remain at the level of the fantasy, or the viewer may 
find herself drawn at her own pace into the deeper truths the creator wishes to impart--the lightly veiled message.

(13) While film critics may define cinema by its efforts to achieve a sort of hyper-realism, the fantasist is faced with 
the truth that the closer he comes to a convincing visual representation of the fantastic, the more difficult it will be 
for the audience to look past the recreation to the text. Unlike science fiction, which bridges the unreal with what 
we know to be technically and scientifically real, fantasy bridges the real with what we know to be unreal. A style 
that seeks realism in fantasy only heightens the sense of discord in the viewer. For that reason, science fiction has 
succeeded as a visual form much more often than fantasy.

(14) Theater audiences, however, have been trained over the millennia to willingly suspend disbelief about the 
missing walls and the plywood trees and create meaning in active collaboration with the text and the actors and the 
props and sets may give. By virtue of its artful dialogue, fantastical plotlines, magicality in the character 
development, and the striking color saturation of the visual images, BtVS sets itself firmly in the realm of the 
unreal. Its special effects are adequate, as not to be a distraction, but sufficiently schematic that, in combination 
with the artfulness of the text, they mark the drama, which just happens to be on weekly television, as more suited 
to a theatrical interpretation than a filmic one. References to theater in the text support the audience’s inclination to 
this reading.

(15) The narrative arc of the series over time allows for the deliberate creation of multiple levels of meaning around 
the text, in this case used literally to refer to the script. Already hard at work cooperatively with the creators to 
suspend disbelief of the theatrical screen, the audience is prepared by this work to uncover those symbolic 
meanings that would remain unquestioned in a realistic production. Armed with this insight, the balance of this 
essay will consider two ways in which the high school years of BtVS used color and lighting symbolically, working 
both with and against the text.

(16) The fourth year marked both a shift in the underlying themes and in the character dynamics. The characters 
graduated, leaving high school angst behind them, and Angel left for a spin-off series. When this happened, for 
many viewers the series seemed to lose much of its focus, and we can see the grasping after a new direction in an 
increasingly diffused palette. In this essay, however, we will concentrate primarily on the high school years, with 
reference to later use of color only for contrast.

 

SIGN VALUE IN IMAGE AND COLOR: THE IMPORTANCE OF THE PALETTE

(17) More than traditional narrative, the high school years of BtVS relied upon the use of its palette of color and 
light not only to carry the mood of the series, but to represent its complex message by means of signs and symbols 
as well. When we talk about the palette used in television or film, we are already talking in metaphor. Since the mid-
renaissance, the palette has come to represent the range of colors to be used in a project and their ordering based 
on theories of light and color and meaning (Gage 1993). When one talks about the palette, therefore, one 
references a whole range of choices defined not only by laws of contrast and complementarity, but by symbolic 
value, and sign value as well.

(18) The sign value of a color represents in an abstract form a more concrete object by means of an arbitrarily 
constructed cultural system (Arnheim). Pink is for girls and blue for boys because we have assigned the gender-
specific meanings to those colors. The assignment is arbitrary. When Buffy wears pink, therefore, she expresses her 
femininity with the sign-value of the color. When the pink she wears is a scanty tank top, she claims feminine 
sexuality. And when she kicks vampire butt in a scanty pink tank top, she oversets expectations of what feminine 
sexuality means in the cultural construct of womanhood which is signified by the color pink.

(19) In one sense, the pink tank top forwards the narrative and the character development: Buffy wants to be a 
cheerleader (“The Witch,” 1003) and go on dates like a regular girl (“Never Kill a Boy on the First Date,” 1005). But 
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Buffy asserts her right to be both a feminine teenager and a superhero in a way that usurps the irony within the 
text as a defense against her outrageous fortunes. The audience is invited to share with Buffy’s creator the 
metatextual irony implicit in the overturning of the gender expectation the designer sets up when Buffy wears pink. 
Girls who admire Buffy’s tank top can identify with her anguished desire to be both competent and normal in a 
society that considers maleness normal and femaleness defective and dangerous.

(20) Whedon’s designers do not limit the visual field to one image of gender, of course. Willow, the faithful Wiccan 
companion, has shown dramatic shift in dress and color to mark her movement from the child-savant techno-wiccan 
of high school to the earthy witch of college. The shift has not come easily to her. From the first we have known 
that Willow has body issues, preferring disguises that hide rather than heighten her femininity ("Inca Mummy Girl,” 
2004; “Halloween,” 2006). In a confrontation with a rival for the affections of the supercool musician-werewolf, Oz, 
however, she comes to realize that she must begin to relinquish her hold on childhood and move forward in her life 
(“Wild at Heart,” 4006). Gone are the childlike references of episodes as late as "Graduation Day" (3021) in which 
Willow dresses in nursery colors--a fluffy pink sweater and carries, alternately, a handbag in the shape of a shaggy 
blue stuffed toy and a round backpack in yellow plush with a smiley face on it--that mark her immaturity. By the 
time of "Initiative" (4007) the first hints of the later peasant-style have started to emerge. As Willow uncovers new 
complexities in her sexuality and magical practices, her clothes take on earthy colors. Loose, feminine lines 
reminiscent of the sixties “flower children” signal both her spirituality and her sexuality, which are less flamboyant 
than Buffy’s sensuality but earthier and more centered at the same time. [Editor's Note]

(21) Xander, the poor relation of the Scooby Gang, signals both his material lack and his insecurity in the clashing, 
muddy colors of the patterned retro shirts he wears. As time has passed, Xander signals his resistance to growth in 
his increasingly discordant fashion; we see the social separation from his more comfortably middle-class 
companions in the uniforms of the working underclass he wears. And just in case we have become so accustomed 
to seeing Xander in his mufti that we fail to read the signs, we are given leather-boy vampire Spike transformed, to 
his horror, by the loan of Xander’s clothing ("Doomed," 4011).

(22) Rupert Giles, the watcher turned magic shopkeeper seems, on first glance, to be the most stereotypical of the 
characters in the series. His tweed jackets and pin-striped vests in masculine browns and grays, his pressed white 
shirts and spectacles, combine with his hesitant, uppercrust British accent to offer us the perfect repressed English 
librarian. The gradual revelation of the character’s history and context, however, undermine our image of Giles as 
the restrained authoritarian. We discover that in his youth Giles wore the black leather that acts as a complex sign 
of violent rebellion and dark sensuality in BtVS (“Halloween"; “The Dark Age,” 2008). In “Band Candy” (3006) we 
see yet another Giles, a young man of contrasts: faded and torn jeans and a white tee shirt send the contradictory 
message of purity and danger. Giles was a bad boy; even his speech has lost its high polish, but we know the 
rebellious youth will give rise to the honorable watcher.

(23) Homes likewise act as important signs both to further the narrative and to undermine it. BtVS speaks directly 
to the suburban experience of adolescence. Most characters live in houses, not apartments, with all the outward 
signs of normative middle class. Beneath the surface, however, nothing is at it seems. Buffy’s house is a typical 
bright and sunny suburban home, but her mother is divorced and works to support her daughter and her suburban 
dream. Buffy’s bedroom is decorated in a froth of white flounces: innocence. Like the pink lipstick, the frilly, girlish 
bedroom is at odds with the beat-up chest of well-used weapons in the closet (“Welcome to the Hellmouth,” 1001 
and others). When Buffy visits home from college looking for sanctuary and the symbolic return to the innocence of 
childhood, the audience, like Buffy, is shocked and unnerved to discover Buffy’s bedroom full of angular brown--
masculine--crates (“The Freshman,” 4001). The world of her mother’s work has supplanted Buffy, and the straw 
that lines the crates visually recreate the real nest from which Buffy must learn to fly.

(24) Xander’s house, and his relation to it, establish visually the estrangement of the character from home and 
family which the audience may only guess from the passing jokes the character makes. In “Amends” (3010) it is 
Christmas. Everyone else is with someone--Willow with Oz, Faith with mother-figure Joyce, Buffy with Angel. 
Xander is lying alone in the dark, in a sleeping bag in a backyard. As it begins to snow, he pulls the sleeping bag 
more tightly around himself, protection from the cold. In season four, Xander’s friends have gone to college, but we 
find Xander working odd jobs in various garish uniforms and paying rent to live in the dingy gray basement of his 
parents’ house.

(25) Giles lives in a contradictorily sensuous Spanish style apartment with an elaborate heavy door and rich 
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yellowy, warm earth tones on the walls. “Passion” (2017) leaves the audience in no doubt as to the sensuous side 
of Giles‘s nature. Returning home, Giles finds roses in a vase and champagne cooling in an ice bucket, and candle 
flames soften all the colors and suffuse the room with gold. Giles follows a trail of glowing candles up the staircase, 
where he knows his recently estranged lover must await a romantic reunion.

(26) In the context of a Whedon text, of course, the audience knows that the pleasure promised by the scene must 
quickly be overturned. With horror the viewer discovers, as Giles does, the body of his dead lover arranged amid 
rose petals scattered on his bed. Desire, opened up and beckoning in the heat of the yellows and reds--candle glow 
and roses, champagne and staircase--ends in death, poetically displayed for maximum pain.

 

LIGHT: ABSTRACTION AS COMMENTARY

(27) “Passion” demonstrates more sharply than any other episode the complex meaningfulness of light and shadow 
in Buffy the Vampire Slayer. While BtVS often uses color for its sign value, color can also function symbolically. 
Rudolf Arnheim adopts the definitions of semiotics to describe the difference between a sign and a symbol. As we 
have seen above, a sign is an arbitrary construct meant to convey in a higher level of abstraction, something that is 
less abstract than its sign (pink=girl). A symbol, on the other hand, conveys in more concrete terms a higher level 
of abstraction. Unlike the mostly denotative sign value of color and design to enhance character and context 
development described above, light and its absence act symbolically in BtVS, to connote higher complexities of 
conflict in the multivalent meaning. That is, unlike Tashiro’s construction of visual images that act as roadblocks by 
throwing one out of the narrative, light and its absence in BtVS often act deliberately to remove the audience from 
the narrative and reestablish the voyeuristic point of view. From this position, the viewer may contemplate the 
contradictions that are a part of the message, intentional, and not a failure of transmission of meaning. In fact, the 
symbolic construction of light and dark in BtVS conforms to the Kandinsky model of the spiritual meaning of color. 

(28) Influenced by Goethe’s Theory of Colours, the artist and theoretician Wassily Kandinsky posited that colors 
have their own intrinsic values. By a set of binary polarities (antitheses) Kandinsky shows that colors not only 
trigger a subjective response that is the visual perception of the color, but themselves carry a weight that lends 
meaning to their use in art. In a scholarly world that regularly denies agency in the arts, in which theory has 
become a dead thing as separated from the art it studies as the tombstone from the life it celebrates, one might 
pause here to consider that I write this particular bit of scholarship as a novelist using the theory of a painter 
influenced by a poet, each reaching across dead centuries with living understanding.

(29) Kandinsky sets colors in opposition based on their relative warmth or cold, and their relative darkness or light. 
The oppositions work to explain the effect colors have on each other in terms of the palette and how they lend their 
meaning to the works of art in which they are thoughtfully used. Of most interest to the viewer of BtVS, an 
inclination to yellow, according to Kandinsky, gives the viewer a sense of warmth. Yellow reaches out to the viewer, 
in the sense that it seems to expand beyond the space of its shape. An inclination to blue, on the other hand, draws 
a color in on itself in a cool way. Kandinsky ascribes to yellow the weight of the physical, while blue has a more 
spiritual level. Yellow approaches white, which is light, while blue approaches black, which is dark. The closer yellow 
approaches white, the more it represents discordant possibility, femaleness, birth, life; the closer blue approaches 
black the more it represents discord as well, but descended into maleness, immobility and death. Blue and yellow, 
when joined, create green, which is peaceful, having brought life to death but calmed the aggressive outreaching of 
yellow. But green cannot exist for long without producing irritation by reason of its absence of movement.

(30) Color, at its most perceptually subjective, evokes responses which the mind must read symbolically in order to 
process the response. An artist uses colors not only to replicate the natural environment, therefore, but to tap into 
the primal meanings that resonate to the warmth or cold, the light or darkness that those colors evoke. In this 
sense, the concrete symbol of color is used to represent to the viewer something that is both more abstract and 
less so: the emotional, even limbic response the artist covets for his more cerebral message.

(31) From the very beginning it is clear that Joss Whedon is using light and darkness, yellow and blue, for both 
their traditional resonances and, symbol-like, for their opposites. Buffy, a pale young blond, moves to a new town, 
a clean small city suffused with California sunshine--bright, almost white yellow light. With frequent repetition, Joss 
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Whedon signals the viewer to pay attention to the light: Buffy’s context has a name, Sunnydale, California, which 
Whedon uses as a sign. “Warning: symbolic sunshine ahead." So, immediately the viewer knows that the light 
suffusing the frame in Buffy’s daytime has more than its transparent, or “reality” function.

(32) But Sunnydale sits on a Hellmouth, and horrors ascend upon the town after dark. Vampires, which are the very 
symbol of death, creep in disguise among the unwary who do not heed the warning to turn away from the dark. 
Teenagers, of course, never heed warnings, and Sunnydale’s teens spill into the dark, dancing, with only their 
golden heroine to protect them from the predators that circle just beyond the light (“The Harvest,” 1002).

(33) To this point, no expectations are overset; symbols function at their simplest level. Then, bad things begin to 
happen in the daytime. A mother magically supplants her daughter to relive her own youth as a cheerleader (“The 
Witch,” 1003), a predatory teacher entices male students to her home to seduce and kill them (“Teacher’s Pet," 
1004), a pack of students eat their principal (“The Pack," 1006). The apparent and the deeper meanings are thus 
set in opposition. The clean and bright high school in the golden town of Sunnydale are set in ironic counterpoint to 
the darkness that preys within: Buffy goes to her death in a literal pit of darkness, dressed in white like the 
sacrificial virgin she is. ("Prophecy Girl," 1012) She is the heroine, so she returns to her life, of course, but the point 
has been made. Adolescence is, in a way, a painful but necessary symbolic death of the child so that the adult can 
be born.

(34) In all its seasons BtVS makes its point about the emotional danger of high school so effectively that, in the 
wake of the massacre at an equally sunny and clean Columbine High School, a wary Warner Brothers seemed finally 
to recognize the metaphor for what it was. They pulled two episodes from the schedule (“Earshot," 3018; 
"Graduation Day," Part 2, 3022). Real deaths in high schools had been going on for years, of course, but only 
Columbine caught the national attention enough to make it recognize what shows like BtVS had been trying to tell 
them for years. While many faithful viewers criticized the delay in airing the episodes, and went to extraordinary 
lengths to obtain the banned material, artistically this censorship makes a sort of grim sense. It was too late for 
warnings, and metaphors that allowed a resistant public to hide in the artificial light from the real message had 
become pointless. Chillingly, this culmination in the real world of a warning given in art came at the same time that 
BtVS had come to the natural end of its examination of high school. Buffy was going to college, leaving behind the 
wreckage of Sunnydale High and the wreckage of our own illusions about safe suburban schools.

 

THE DARK

(35) It is important to note that the world of Buffy and Angel never really deals in shades of gray which, Kandinsky 
reminds us, is the frozen point, neither light nor dark. In their world light is very bright, darkness is very dark; in 
both the viewer finds opposition, conflict, surrender, but never compromise. Buffy sees the world in black and 
white--or, rather, in yellow and blue. Light is goodness, and Buffy is the physical embodiment of all that brilliant 
yellow-white light, so blond that, as she passes through the dark on her nightly rounds, she seems to walk in a 
nimbus of light she creates around her. But light can blind as well as illuminate. BtVS offers life in the bright light of 
Sunnydale and then takes it away again in stories that subvert the visual message. At the same time, however, it 
offers the danger of darkness, and then subverts the coldness and death of night with Angel, the vampire with a 
soul, who carries within him no compromise, but only the contradiction Whedon wants his audience to recognize in 
the name (“Angel,” 1007).

(36) Vampires, the evil dark to Buffy’s innocent light, inhabit the blue-black world of night. While all vampires are 
by definition evil, Whedon’s vampires show their audience the monster in the mirror. Stupid, cloddish vampires are 
despised and dispatched with little concern. Smart vampires present more of a challenge, but Buffy and the Scooby 
Gang must ultimately assert their control over the dark by defeating their intelligent foes as well. Even children, the 
very symbol of innocence, can be evil vampires, undermining our sense of security in the symbols we know 
("Nightmares," 1010, "School Hard," 2003). Young, hip vampires in black leather (Spike) and white lace (Drusilla) 
play with the viewer’s own moral sense. Clearly Spike and Drusilla are evil. Drusilla likes to dine on small children 
and offers Spike a fluffy puppy for a snack.

(37) The playfulness with which they taunt their victims sets up a cognitive discord; even the symbols are mixed. 
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Spike wears the black leather that, as mentioned above, marks a dark and rebellious sensuousness: the attraction 
of the dark side of Sunnydale. Drusilla, by contrast, wears the white of innocence by reason of her insanity. With 
their arch dialogue and their hip fashion sense, and their love for each other, Spike and Drusilla are the dark side of 
Buffy and Angel: even the color of their hair turns the pairing around, with Spike's brazenly peroxided blond 
exaggerating Buffy's glowing light and Drusilla's dark hair darker by far than Angel's well-moussed brown hair. No 
matter how terrible the vampire duo are, we do not want them to meet the dusty fate of other Sunnydale vampires. 
Even at their worst, we are too aware of how close the dark is to the light. In the episode “What’s My Line?" Part 1 
(2009), images of Buffy and Angel in a loving relationship are juxtaposed with Spike and Dru sharing their own 
bond of domesticity. Just in case the viewer might forget that, “The Wish” (3009) shows Cordelia (and the viewer) 
an alternative Sunnydale, where the dark has overwhelmed the light: the Slayer never came to Sunnydale, and 
Willow and Xander, vampires themselves, have become their own leather-clad Spike and Drusilla.

(38) While Spike and Drusilla confront the viewer with his own attraction to the dark, Angel represents the greatest 
danger to the light in Sunnydale. As Angelus he has a long history of particularly terrible murders committed 
artistically to create the greatest level of anguish not only to the immediate victim, but those around them as well. 
We learn that he turned Drusilla into a vampire after first murdering all her family in acts so terrible they drove her 
to her present madness (“What’s My Line," Parts 1 and 2,  2009, 2010).

(39) While the characters who serve good travel in the light and usually visit the dark night only in their battles, 
Angel alone is condemned to the darkest of blue shadows. We first see him appearing out of the shadows, and 
when his message is delivered, he disappears mysteriously into the shadows again. However close he comes to the 
forces of good that gather around the Slayer, he can never join them in the light, because he remains marked with 
the evil he has done. Angel is the core of what blue, approaching black, means in the Kandinsky model: inwardly 
directed and cold, a male force, a symbol of discord and death. Angel’s remorse does not result from a pure and 
repentant heart--the heart of a vampire is dead, after all--but from a curse. Angel must suffer for all the evil he has 
done, the death he has caused. If he experiences true happiness, he will lose his soul and return to the evil that 
now horrifies him as an ensouled being. Once again expectations are overturned. The character looming in the 
shadows is a guardian Angel, watching over his beloved, who is fated by her very nature--the light she carries 
around her--to slay him as a creature of the dark. Cursed to do good, he loses his soul at the moment of greatest 
joy--the moment, as well, when the virgin heroine gives up her innocence to the pleasure of the dark flaunted by 
that other loving couple, Spike and Drusilla.

(40) Light and dark, locked in love and combat, battle and die and will not stay dead--not either of them. Which is, 
after all, the cycle of the day and the seasons from which the symbolic resonances of light and dark arise. The day 
dies, the night follows and dies in turn, but each comes back in its time. And which brings comfort and which 
danger depends on the part of the brain you ask. The limbic brain of sex and danger still hides from the great 
predators that stalk the light. (Slayers, too, are predators, after all, with a great many kills to their existence.) The 
higher brain, tied to duller vision and a calculating mind, fears the vampire dark of mystery and death and desire.

(41) Buffy the Vampire Slayer symbolically presents the struggle of good and evil, desire and duty in the playing 
out of battles between the champion of light and the murky shadow self of the dark. When Buffy and her 
companions play out the struggle between the light and dark of human nature, the viewer grows to understand that 
neither side can ever completely win or lose, because each is a part of the whole they make between them.

Notes

*Editors' Note. In “The Body" (5016), as Willow dresses for the aftermath of the death of Buffy's mother, rejecting 
outfit after outfit, she remarks in disgust, "Why do so many of my shirts have stupid things on them? Can't I dress 
like a grown up, can't I be . . . be a grown up. . . ."
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Tanya Krzywinska

Playing Buffy: Remediation, Occulted Meta-game-physics and the Dynamics 
of Agency in the Videogame Version of Buffy the Vampire Slayer

“There’s nothing like a spot of 
demon slaughter to make a girl’s 
night.” 

[1] Alongside other high profile 
fictional fantasy figures, such as 
James Bond, Harry Potter and Frodo 
Baggins, Buffy Summers has entered 
the virtual arena of the videogame. 
Key to the attractions of many film 
and television tie-in videogames is 
that they extend a pre-existing 
fictional world into a 3D interactive 
environment, which can be explored 
by controlling a predefined character 
that links the player to that world. The 
active navigation of an interactive 
environment, achieved by pressing 
keypad combinations appropriately in 
response to events that occur in the 

game-world, is combined with the game-challenge of developing the skills needed to live up to the heroic status of the 
avatar. In the case of the Buffy game, the challenge for the player is to hone their virtually mediated combat and movement 
skills so that threats can be defeated in an accomplished "slayer" fashion. The player is therefore directly implicated in 
ensuring that the Buffy avatar acts in accordance with character and that, through the defeat of enemies and the 
overcoming of obstacles, the game-story is uncovered. While the Buffy game uses many characteristics found in the 
television show, the particular attributes of videogame form bring additional dimensions and significant differences to the 
established Buffy-verse.

[2] With developments in videogaming technologies most PC and console based games allow players to travel in real time 
through a given game world. Videogames are constructed to motivate the player to respond physically and actively to a 
game’s environment and the events that occur there. The types of actions that a player can perform in a game are 
structured by a game’s design and programming infrastructure. This includes the look, sounds and spatial organization of a 
game world as well as the physical rules that dictate how objects operate and what a player can do within that world. 
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Videogames are designed to engage the player in periods of intensive activity, marking a crucial distinction to the way that 
other screen-based media such as cinema and television are engaged with. As Espen Aarseth argues, games are “ergodic” 
because “nontrivial effort is required to allow the reader to traverse the text” (1997:1). While we are spectators of the 
television show, we are players of the game; a difference that has an important effect on the way that a text is experienced 
and negotiated. In analyzing how the Buffy game generates patterns of emotional and physical engagement, I identify the 
ways in which themes, particularly that of exercising agency, and textual strategies present in the television series, translate 
or are remediated into the media-specific attributes of videogame format.

The game-world of Buffy the Vampire Slayer

[3] There are currently two videogame versions of the show on the market, one for the Nintendo’s GameBoy Color released 
in 2000, and a more recent offering for Microsoft’s X-Box, developed by The Collective for EA games and Fox, released in 
2002. The X-Box version was originally slated for the PlayStation, but was abandoned in favor of the more sophisticated X-
Box platform. Building the game on the new platform enabled sharper and more nuanced graphics, subtler character 
movements, such as facial expressions, as well as extending the scope for event-related dialogue, dynamic lighting, and 
game event related sound effects and music. These attributes are expressly deployed to minimize some of the media-
specific distinctions between the game and its televisual counterpart. The use of voice talent provided by many of the 
show’s actors provides an important touchstone with the show. As does the participation of two writers that have authored 
well-received franchised Buffy novellas (Christopher Golden and Tom Sniegoski) to construct the storyline and write 
dialogue, thereby ensuring that the game carries the type of language and storyline that characterizes the show. Another 
element that reinforces the connection between the game to the show is the use of “motion-captured” movements from two 
of the stunt people used on season three of the television show. Each of these factors deepen the game’s relative realism 
and authenticity, and help blur the differences between the live-action format of the TV show and the digital mediation of the 
game. In lessening the gap between the two the game guards itself against failing to live up to expectations set by the 
show. The game version of Xena: Warrior Princess (1999), for example, presented blocky unrealistic representations of the 
show’s characters that failed to capture the appeal and defining characteristics of its televisual referent. The success of the 
Buffy game’s “remediation” of the television show relies on it being both true to the spirit of the show and exploiting the 
interactive game media to extend players' engagement with the predefined Buffy universe. Remediation is a term coined by 
Jay David Bolter and Richard Grusin to characterize the reuse of one medium within another, which they claim is a “defining 
characteristic of new media” (2000: 45). Importantly for this paper, they claim that this process may “refashion the older 
medium . . . while still marking the presence of the older media" (46) or try “to absorb the older medium entirely” (47). In the 
case of the Buffy game the presence of aspects of the TV show interacts and exchanges with the newer elements of 
interactive game media.

[4] Third person action adventure formats are more commonly used than the first person mode in film/TV tie-in games as 
they enable the franchised character to be seen (Xena and Harry Potter games are other examples). Locations, music, 
characters, and themes present in the TV show connect the game to the Buffyverse, but it is the fact that we, as players, 
can do things within that space that creates the game’s media specific and marketable “value-added.” You can of course 
play the game without having watched the show, but knowledge of the show provides greater meaning and gives context to 
the actions performed in the gameworld. The Buffy game exploits and rewards such knowledge by actively inviting player’s 
to read the game events against those that have taken place in the show. Such intertextual maneuvers aid a player’s 
immersion in the game world and enable the Buffy ur-text to transcend its various media contexts and formations.

[5] One of the distinctive features of the game is that it combines two established and popular game genres. This creates 
greater diversity in the types of challenges offered as well as linking the game to the multi-generic nature of the show. 
Action-adventure style puzzle solving and exploring, similar to the Tomb Raider series (1996-present), are mixed with the 
“beat-em-up” format, similar in kind to that of the Tekken series (1996-present). Action-adventure games involve exploring 
spaces, gathering various objects and avoiding or defeating potential threats. The format is strongly dependent on the way 
that 3D videogame technology allows the player to roam around in the game world. Within this format the game-story is 
uncovered through the player’s actions: finding an object may facilitate access to another space in the game or trigger a cut 
scene. In the “beat-em-up” game genre a player controls an onscreen character who is in combat with either another 
player’s character or one controlled by the game engine itself. Games within the beat-em-up genre are composed of a 
number of skirmishes that usually take place in a fairly limited arena and use motion captured movements of martial arts 
specialists mapped onto the game’s characters. Players must produce combinations (combos) of movements, controlled by 
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pushing button sequences, to defeat enemies. Within the Buffy game, all enemies are controlled by the game engine rather 
than in the two-player mode available in most other beat-em-ups. Unlike most beat-em-ups the Buffy game has a complex 
storyline that is in many ways reflective of the narrative formations used in the show (although the way that the storyline is 
accessed and its temporal delivery are dissimilar). Players are also engaged in a wider diversity of activities than in most 
standard beat-em-ups and the combination of genres help to broaden the target market for the game. Within the game 
action-adventure style exploring dovetails with combat sequences, calling on a number of different skills and creating a rich 
and varied game experience, that reflects, in some respects, the rhythm and generic mix of the show.

[6] Like the generic hybridity that characterizes the show, the game too draws on a number of game types and genres to 
create a sense of textual richness and mythic resonance. The third person format follows that used by the Tomb Raider 
series, and many of the moves virtual Buffy performs are similar to Lara’s: including the jumping elements and the "shimmy” 
to propel herself along ledges. Lara and Buffy are mostly seen in rear view mode, and both move and respond to controls 
beautifully, providing a key gameplay pleasure. Game Buffy is, however, far more human than “femme-bot” Lara (Carr, 
2002: 178) . Unlike cold, silent and doggedly metronomic Lara, who defeats her enemies from a distance with her iconic 
guns, Buffy’s weapons are far more domestic (brooms shovels etc), her movements are more flexible and diverse, and she 
is very vocal during fights (this is also the case in the show with Buffy’s bot-doppelganger who is combat evolved and 
emotionally quirky). In most cases it’s hands on punches and kicks that allow her to get close up and personal with the 
enemy (the subtextual sexual dimension of this is noted reflexively by Spike at one stage in the game). In making the 
fighting more “hands-on,” accompanied by smart retorts and Buffy’s characteristic soprano grunt, and less reliant on 
specialist equipment, a crucial sense of immediacy and presence is heightened, which operates in some way to mask out 
the markers of remediation. There are other notable references to other games: in particular Resident Evil (1996-present) 
and Blood Omen 2 (2002): a third person action adventure vampire game, where you play a vampire who stays healthy by 
drinking the blood of hapless mortals (similar to how game Buffy stays healthy). The topsy-turvy “dreamer” world, 
encountered in the game’s last level, is stylistically close to the alternative realities that appear in both American McGee’s 
Alice (2000) and Clive Barker’s Undying (2001). Throughout the game, as with the show, witty one-liners are constantly 
present. These are frequently referential and make a strong connection between gameplay and our knowledge of the show 
and its family tree. Far from seeing these intertextual references as simply derivative, such borrowings lend textual 
richness. They draw on a player's cultural capital and supply a crucial connection between the show and the game. A 
further effect of the plethora of inter and intratextual referents is to minimize the markers of remediation, helping to make 
the Buffyverse seem more than simply the sum of its media-specific articulations.

Navigating Remediation

[7] The game uses spaces, places and characters from the show and offers a virtual experience of life in Sunnydale, 
although no live action footage appears. All cut scenes are generated digitally by the game engine, so that there is little 
difference in terms of quality between interactive and non-interactive sequences (something that has been the case in other 
games and which can inadvertently disrupt the sense of a seamless game world). While the game’s cut scenes use all the 
features of editing and omniscient camera we would expect from the television show, during the game’s interactive sections 
what we see on screen is welded to the position of the Buffy avatar, whom we play. The anchored third person mode 
enables Tomb Raider like moves to be made (particularly the jumping feature that provides the central challenge in some of 
the levels where knowing the avatar’s exact spatial position is key to making a successfully timed and co-ordinated jump). 
The anchored third person view means you can see Buffy during all interactive sequences. During gameplay the 
“camera” (not a physical lens-based artifact but an effect of the game engine and its coding) keeps Buffy more or less in the 
center of the screen. The anchored third person point of view constitutes a key enunciative and narrational difference to 
that of the show, entailing an important distinction between the way the two media handle the orientation of space and time. 
This has an impact on the way that tension and suspense is constructed. Third person anchoring means that no parallel 
activities can be shown that are not within the frame of Buffy’s view. It is because of this that cut scenes are regularly 
punctuated throughout the game, proving important in forwarding the game’s storyline (based on the return of The Master) 
and in some cases they are used to solve or set up narrative enigmas. They also provide a rounding effect by introducing 
another point of view or act as a kind of cross-cut by showing an event occurring simultaneously but in another space, 
thereby aiding the development of both dramatic tension and story.

[8] The anchored third person characteristic, as an effect of the game’s remediation of the show, has an impact on the role 
played by the scooby gang. In general they are peripheral to the fight action, which has become increasingly less the case 
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in the show. At the end of each level Buffy visits the library and the gang gives her various gifts and information. Interaction 
with the gang therefore represents a reward for the effort of getting through a level. The gang is rarely directly involved in 
solving puzzles or in the beat-em-up style fights with various demons and vamps, yet they do perform collective spells to 
help augment Buffy’s powers (cued from the end of season four [“Primeval” 4.21] in which the gang performs a spell to 
increase Buffy’s slayer power). The game therefore draws more on the action-adventure aspect of the show than the more 
‘soap” style interactions (although these are alluded to). This distinction is related specifically to the videogame context, 
which, particularly with action-adventure games, operates on a challenge basis. Current videogames, with their emphasis 
on doing rather than talking, lend themselves to the action format rather than personal interaction (although some online 
RPG games do allow players to converse with each other). What we are seeing here is to some extent related to the 
limitations of current gaming technologies and the fact that games have settled into a fairly small number of generic 
patternings. For some potential players the generic alignment with fight-based action adventure, designed as it 
conventionally is to attract a male rather than female audience, may prove a step too far from the innovative generic 
hybridity of the show that expressly sets out to overturn the gendering of genre. This is particularly apparent when 
measured against the show’s increasing focus on the interpersonal sphere rather than fight action. Acting perhaps as form 
of compensation for the partial exclusion of the interpersonal dimension of the show there are, however, other forms of 
emotional engagement solicited by the media specific form and organization of the game that are not available so directly in 
the show.

Temporal Rhythms

[9] Each episode of the show is designed around a 45-minute time slot, appropriate to television scheduling. While the 
player has more control over when the game is played than when a televised episode is shown, the 22 week season is 
comparable to the time it takes to complete the game (so far I have been playing the Buffy game on and off for 3 months). 
Levels give the game an episode-like format, again working to link the game to the format of the show. The time spent on 
any level depends on a player’s gaming skills, but most take at least a couple of sittings to get through when played in 
“normal” mode. This rhythm represents a clear formal departure from that used in the show, however. In the game the 
narrative unfolds commensurate to progress made in the game, as such narrative is actively striven for rather than being 
simply present, as it is in the show. The experience of gameplay and the speed that narrative is uncovered therefore 
depends on a player’s mode of “interaction.” The greater your fighting skills the more fluid and less repetitious the game 
experience will be.

The game levels are also organized around a number of points where the game is saved – approximately 4-6 in each level 
(less towards the end of the game). If you “die” in the game you will be “resurrected” at the last save point. Because saving 
the game can’t be done at will (as with some games), it can take a long and frustrating time to reach a new save point. This 
means that each level is often replayed many times, and repetition is largely alien to the show’s form. There is a one 
significant exception: “Life Serial” [6.5] has a game-like repetitious form. The game form reference is to some extent 
supported because the cycle of repetitions undergone by Buffy is the result of a spell cast by game-playing “nerds.” But this 
is not a simple to one-to-one correspondence as the episode also references the film Groundhog Day [1993] and echoes 
the repeating format that has also been occasionally used in other fantasy/SF TV shows, in which genre alignment allows 
the rules of linear time to be played with.

[10] The inevitability of repetition during gameplay means that some strategies used to solicit tension and suspense are 
rather different to those used in the show. The game uses many horror film conventions to create suspense, however – 
such as sound effects to create atmosphere and indicate threat, yet repetition in itself carries its own often quite unbearable 
emotional tension and suspense. Will I get through the onslaught this time? Will I manage to perform that particular move, 
will I manage to avoid this or that obstacle. As a level is played over and over you can come to know the terrain, and the 
threats that lurk there, very well. You pace out the virtual space with no ellipses or elimination of “dead” time. The 
adrenaline and frustration produced by trying to get it right and the intimate knowledge of the space promotes rather 
different types of emotions and physical responses than those solicited by the show. When stuck in a chain of repetitions, 
you are in some sense “punished” by that stuckness with all its mythic and therapeutic resonances, rather like the paralysis 
Buffy suffers in the penultimate episode of season five (“The Weight of the World” 5.21). Importantly, for the game, the next 
installment of the story is withheld – no story before bedtime. Yet stuckness and repetition are very powerful things, 
soliciting a gamut of emotional responses that are produced by the occulted orchestrations of the game’s design.
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The “moral occult,” manicheanism and regimes of control

[11] Within a game context it’s important to note that you can only play as Buffy. Role-Playing Games, such as Neverwinter 
Nights (2002), by contrast, offer the scope to build your own avatar character (with multiple choices that include the look of 
the character, ethical alignment, “race” etc ). The Collective – the game’s developers - chose action adventure over RPG 
form. As the game’s VP of Production has said it "suited the material and there is a larger and more general market for 
action adventure style games” (Douglas Hare, 2002). Importantly, as we can only play Buffy we are therefore on the side of 
“good.” The game is set up so that we defeat vamp canon fodder and fight key enemy characters, such as Spike (who can’t 
be killed because he’s still a “live” character in the show) and the Master, newly resurrected in spirit form, all in the name of 
protecting the innocent and keeping the forces of evil at bay. Unlike most First Person Shooters and Role Playing Games, 
the Buffy game is organized in a substantially linear way. While the player must explore the game environment to pick up 
clues and artifacts, there’s often little time to just poke about in virtual Sunnydale, something that as a Buffy fan initially 
attracted me to the game. With the use of locked doors and mystical barriers to channel the path taken through the game, 
your gaming destiny, is quite profoundly predetermined by the game’s infrastructure. This is something I want now to 
explore in greater depth.

[12] In alignment with the moral premise that underlies most other horror-based videogames such as the Resident Evil 
cycle (1997 - present) or Clive Barker’s Undying (2001), the game Buffy has to restore balance to a world corrupted by evil 
forces that threaten love, human values and the unfolding of the storyline. The aim of the game is to defeat the 
manifestation of such forces to restore order and to reveal the game narrative. The game itself is structured and 
programmed to aid in the attainment of these aims (although you may have to work at it). The game deploys a surface story 
line and concomitant aesthetic strategies that reference the good-versus-evil format of many horror films; however, this 
dualism is more deeply embedded in the infrastructure that shapes the dynamic nature of the game’s interactivity. This 
infrastructure operates as kind of "moral occult" (Krzywinska, 2002a). The occulted level of programming, and its inherent 
ordering, simulates a fixed metaphysical and manichean virtual duality in which events are designated as positive/good or 
negative/evil. Players can interact with aspects of the surface dimension and the space of the game, but cannot interfere 
with its determining manichean infrastructure. Because you play Buffy, you are fixed into being an avatar of good. As a 
predetermined transcendent, metaphysical and extrinsic force, the game’s moral occult is at work in the way it channels the 
player through its predesignated challenges. The game world is entirely geared around the restriction or promotion of a 
player’s agency. These include physical barriers, life giving power-ups and handy weapons. Similarly the act of killing 
vamps and demons restores Buffy’s life and power (enabling the player to progress through a level). The governing moral 
occult is also evident in other types of help offered to the player, such as Giles' combat lessons, clues as to where to go or 
what to do next, and in the series of rewards given for overcoming obstacles. Buffy herself is also programmed to help the 
player. Throughout the game the presence of a higher power – mirroring the role of “The Powers That Be” (a guise enacted 
by The Collective) - is always in evidence. Programming based pre-determination, which lies outside the player’s sphere of 
agency, is therefore linked to the metaphysical dimension in which manicheanism operates in the show. In using a common 
transcendent and apparently extrinsic moral system to marry together disparate forms, the media specific differences 
become absorbed within the overarching mythical and moral fabric of the buffyverse. This is an effect of remediation but 
operates as if it were an effect of the Buffyverse’s manichean metaphysics.

 Fig 2 In Control – for the moment
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[13] The shared mythology does not 
mean however that all markers of 
formal difference are totally erased. 
The interactive form of the game 
affords players an immediate and 
tactile experience of a dynamic 
between states of being in control and 
out of control. This is, of course, a key 
theme of the show, with its focus on 
the experience of growing up, which 
involves the characters in a process 
of learning what they can and can’t 
control (Willow’s use of magic is a 
good example). The game, by virtue 
of its interactive form, offers players 
an active and immediate, hands on / 
hands off experience of agency and 
determination. The operation of the 
game’s programmed infrastructure 
invokes an experience of being 
subject to a pre-determined, extrinsic, 
and thereby, Othered force (in the full 

Lacanian sense), provided by the tacit alliance between The Powers That Be and the game designers. This works in 
productive tension with the promise of player autonomy offered by the game’s interactive dimension. It also reflects Buffy’s 
own ambivalent and tense relationship with the authors (The Powers That Be) of her Slayer destiny, an aspect that derives 
from the world of Greek myth where heroes often struggle against the fates and the meddlings of gods.

[14] While the game possesses a deeply manichean structure, there are some incursions to the clear binary division 
between good and evil at work, which, to some extent, draws on a player’s experience real-life moral ambiguities. One such 
incursion is related to the way the game organizes power ups: Buffy’s life force is sustained mainly by her kills. Seen within 
the context of the show, this aspect of the game’s design ties into an ongoing enigma around what Buffy is, something that 
is raised for the player as much as for Buffy herself. As yet the question whether Buffy is more demon than human is 
unresolved by the show. Her ambivalent relationship with her supernatural status seems to drive her attraction to Angel and 
Spike (vampires struggling with morality and redemption in different ways). That she is sustained by violent action in the 
game has an effect on her firm location as an avatar of “good”: the more she kills – which she does with pleasure, 
expressed in her response “I feel like a new slayer” when an enemy’s power passes to her – the stronger and more 
powerful she becomes. While this is broadly conceptualized morally as the fight for right and good it is nonetheless the case 
that the both avatar and player benefit from violence; the player is fully implicated in the ambiguously joyful practice of 
slaying. As Buffy often says during a bout of successful slaying “There’s nothing like a spot of demon slaughter to make a 
girl’s night.” 

Restriction-Autonomy

[15] Tension and suspense in the show is often intrinsically dependent on the fact that the viewer cannot intervene in the 
trajectory of events. We might watch and empathize as Dawn tries to resurrect her dead mother but we cannot help or 
hinder her. This aspect underlies many of the show’s tensions, surprises and thrills. The pleasures entailed in this process 
are founded on an awareness of the inevitability of the events that will unfold without our intervention. Character’s actions 
ultimately remain isolated from the sphere of the viewer, regardless of the extent to which he or she might "identify" or 
empathize with them. In this sense, I endorse Steve Shaviro’s argument that horror suspense trades on an economy of 
delicious passivity, visceral affect and expectation. But the game offers more than this. A dynamic is set up between the 
experience of actively, sadistically, staking the vamps in the name of good (aided by sound effects and “real” physical 
action that make such dispatches feel “good” and satisfying), and a sense of being acted on by the game’s infrastructure. 
This is channeled precisely by the pre-defined contours of the game’s structure (with all its metaphysical resonances). The 
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juxtaposition of the two enhances relatively the experience of both states. This is something not available in such a direct 
and “hands on” way in televisual or cinematic texts, even if the show itself has a thematic investment in such dynamics.

[16] The metaphysical implications arise in a special relation to the technological context of the game. Potentially, 
interactivity presents a problem to horror genre suspense, which often relies on managing what the viewer sees and when 
he or she sees it. As Steven Poole states: “for a game to surprise and move the player with its story line, it must necessarily 
still keep certain plot developments out of the player’s control” (121). Full interactivity would negate the authorial shaping of 
interaction and, with it, the possibility for a directed storyline, which is crucial to the development of the horror experience in 
film or TV. It is for this reason that the game mixes interactivity with predetermined boundaries and intrusive interventions 
that channel the player’s engagement. The pleasure-suspense dynamics of the game is very much dependent on this 
combination. The game allows the player to act on events, but only in a manner determined by the game’s internal 
structure. The game creates scenarios in which the pleasures and frustrations of being acted upon can be experienced: the 
dialectical on/off dynamics of interactivity create and heighten this. As such it seems mistaken to call games “promethean” 
as Poole does: there is no real transgression of higher powers; players remain, by and large, dependent on the tips and 
functionality bestowed on them. Like the show-Buffy, who can never escape her Slayer destiny, during gameplay a player is 
dutifully, sublimely, in the service of The Powers That Be. The pay-off is, precisely, the experiential gain of suspense and 
dramatic tension. Yet this is always balanced against the sphere of interaction that promises self-directed agency (with the 
crunch caveat that it is cast within certain parameters). The game therefore augments what is already present thematically 
in the show (as noted by various Buffy academics such as Rhonda Wilcox and Roz Kaveney).

[17] The experience of a restrictive inability to act on situations resonates with Buffy’s struggle with her destiny and other 
comparable themes and tropes. Zombification, various types of possession and bodily invasion are typical horror genre 
scenarios used in the show that represent a loss of autonomy and self-determination (for example Oz’s monthly werewolf 
transformation and Willow’s uncontrollable addiction to magic in season six). The thematic interest in restriction reflects 
reception dynamics, the viewer - like the often beset characters on screen—is also helpless, unable to alter the trajectory of 
on-screen action. As such the show is less able than the game to provide a formal structure that creates a concrete and 
immediate experience of restriction and autonomy. While we manically button mash to prevent the vampires from leeching 
out Buffy’s life, once it happens you can do nothing but watch her groan and die …and it was your actions (or fumbled 
inactions) that caused her to die, doomed by the game’s Powers That Be to return to the last save point.

[18] The interactive dimension of the game enables a more acute experience of losing autonomous control than that 
achieved by the show. This is achieved partly because, at times, the player does have a sense of active self-determination 
(which can only be represented in the shows). When autonomy is lost the sense of pre-determination is enhanced by virtue 
of the relative difference: something experienced very concretely by the player. As I have shown, game events and the path 
taken through the game are often imposed on the player, a stratagem that allows access to pleasures closer to those 
conventionally used by the show (and which derive from both emotion-inducing modes of melodrama and horror). While 
interactivity promises control and autonomous action it does not mean therefore that the player occupies an unassailable 
position of mastery (reflecting Buffy’s ambivalent experience of mastery). It is sharply apparent that the game’s virtual 
world, like that of the show, is a closed system: the authored aspect of narration governs the fabric of the game, channeling 
the way we negotiate and experience it. The metaphysical framework operates as a bridge between the game and the 
show. As Andrew Darley notes, and I build on this to underpin my argument about the game’s inherent moral occult, there 
are points in most video games at which their pre-programmed nature means that the “element of control and choice…is 
revealed as illusory” (157). I do not see this as a “formulaic” game flaw, as he does. Instead this works in close unity with 
the guiding restriction / autonomy thematic present in the show. The game and show are working with similar thematic 
logics, which to some extent diminishes the particularities of the two media forms, but the game raises the stakes by 
implicating the player directly in a rhythmic cycle of predetermination and autonomy.

[19] The pleasure of horror, in a general sense, is that it seduces through the arousal of anxiety, yet this is often combined 
with the containment of that anxiety provided by a pre-determined "good will prevail" narrative form. In the game this safety-
net is provided by the forces of “good,” with which the player is aligned, that ensure that evil can, potentially, be defeated. 
At times play is experienced as fluid, smooth and continuous (the occulted metaphysical force is literally with you), your 
movements flow and you stake the vamp with ease: you ARE Buffy at these times. This is “good” interaction, a player’s 
movements perfectly co-ordinate with the demands of the game. At other times frustration and stasis prevail, yet the player 
nonetheless knows that a way out is always provided – even if it means doggedly repeating the level. When things go badly 
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the experience of playing the Buffy game is often rather like the nightmare scenario of moving yet not moving, swimming, 
as it were, against the inexorable metaphysical current. And when you perform badly the distinction between superhero 
Buffy and you as player becomes acutely apparent. However, the frustration (and concomitant anxiety) accrued in not 
overcoming an obstacle is a positive factor since it motivates the player to improve their skills and work harder to gain the 
sense of relief that follows from mastering a taxing sequence. Yet, the game is designed to help the player to acquire skills 
in a progressive way so that the Buffy myth can be lived up to, and the subject/object disjunction minimized.

[20] There are times when the game Buffy does things independently form the player, most of these are in non-interactive 
cut scenes, but occasionally during game-play Buffy will look in a certain direction to warn the player of an impending 
problems. Such independently avatar-motivated action solicits, for me at least, something of a small identity crisis because 
it reminds me of the distinction between her as “other” and myself as player (something I am apt to forget in the thick of 
successful play, which is more “immersive” precisely because of sustained and progressive play). These exceptional 
incidents do serve to uncover one the game’s guiding logics, however. As with the process of remediation, the game’s 
underlying trajectory is towards unification rather than differentiation at a number of levels. When play is going badly, the 
player is thrown off this path and, unless the game is abandoned, is motivated to work harder to return to that predestined 
path (wherein the markers of remediation are diminished). This meta-logic guides the rhythm of game-play: a player 
oscillates between movement and stasis, achievement and non-achievement, self-determination and pre-determination. 
Thematically this dovetails with the experiences of key characters in the show, each of whom has struggled with various 
blocks on desire and achievement (which of course drives both the show’s and the game’s dramatic structure and tension).

[21] The magics of technological remediation at work in the fabric of the game operate to crystallize the Buffyverse as a 
meta-textual phenomenon. The show and the game both draw on the curious pleasures and dangers of the ambiguous and 
fragile status of identity, whether it is personal, generic, or in terms of form and narrative. However, there are some notable 
differences that are in some ways masked through the process of remediating the Buffyverse into the videogame arena. 
While the interpersonal is diminished in terms of Buffy’s relationship with the scooby gang, other, perhaps compensatory, 
interpersonal relations are foregrounded between the player and the Buffy character, and the player and the authored 
gameworld. Yet while various ambiguities of emotion and category might be experienced, and some moral ambiguities are 
present, ultimately the game consolidates fixed notions of good and evil as discrete transcendent categories. This provides 
a moral safety valve that provides narrative structure as well as sanctioning stake-em-up mayhem. The backdrop of the 
supernatural, with its dream dimensions that warp reality and which, in the closing levels of the game, split the slayer into 
dark and light versions, touch base with very conventional moral binaries. And as such the game sidelines some of the 
more subtle incursions to the coding of good and evil present in the show: Rhonda J Wilcox (2002), for example, has 
argued that light, traditionally used to signify good (particularly in vampire-texts), represents pain for Buffy after her 
resurrection in season five.

[22] Other ambiguities appear to be present in the game, however, particularly in relation to the player’s interaction with the 
way the game constructs its version of the virtual Buffyverse and how death operates there. In the show, death is treated in 
different ways, vampires are the living dead but can be killed, Buffy has twice been resurrected by her friends, yet some 
deaths are very final. In the game, the player and the Buffy avatar dies, yet do not die, which is certainly ambiguous, but 
while this might look to be a different logic of death than the show, this too operates within the terms of a manichean 
structure. Like Christ the Buffy avatar never dies in a decisive sense, because she is in the service of good (she is, as the 
game states, “resurrected,” with the easy push of button rather than through Willow’s dark magics). Most enemies stay 
dead when properly killed (unless they have something of the human about them, Spike, Dru, and Angel – The Master is an 
exception). This difference in death-types links to the way the game and the show express a transcendent moral order at 
both surface and deep levels. Such a dynamic allows death to be pleasurable because the real finality of death is 
disavowed (something markedly overturned in the show with the definitive deaths of key characters Joyce and Tara), plus it 
also defends against the lack of an immanent and incontrovertible moral order. Within the gamespace, you have killed and 
yet not killed, been killed and not, the order of which is managed and conceptualized by the virtual and occulted mechanics 
of the game, and this connects to some extent with the game-style resurrections of Buffy in the show.

Nerds, Gaming, and the Rhetorics of "Mastery"

[23] While the Buffyverse has to some extent transcended its various media articulations, it is the case that the game is a 
remediation of the show, rather than vice-versa. The show remains the prime authoritative source material of the 
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Buffyverse. However gaming in general, in both its social and formal aspects, can be identified as one of the show’s 
important referents. Many Buffy fans are likely to be gamers or have played games more “casually” and the show often 
exploits the types of cultural experiences that its audience are likely to have encountered. I have already mentioned the 
resurrection of the Slayer and the form of “Life Serial” as examples of tacit references to game form, I might also include, as 
a Quake player, Buffy’s use of the Quake-style Rocket Launcher to kill the Judge in “Becoming II” (2.22) [fig 3]. The 
introduction of the “nerds” saw a bolder step in this direction. The first time Buffy does direct battle with them collectively – 
they are invisible - is in a games arcade (“Gone” 6.11). In “Flooded” (6.4) the nerds have a game playing in looped mode on 
their newly acquired widescreen TV (it looks as if it may be Max Payne [2001]). Gaming is also referenced in “Never Leave 
Me” (7.9) where Willow uses Dungeons and Dragons style jargon, commonly used in multiplayer RPG online games, to 
facilitate an effective communication with Andrew. These examples indicate the way that the nerds more generally frame 
their bid for world domination and battle with Buffy in terms of both gaming and the type of camp villainy often present in 
popular culture. 

 

Fig 3 Buffy does Quake

[24] The three nerds seem to represent different degrees of “geek-dom.” Of each 
Jonathan has the clearest notion of the difference between “play” and reality, but 
is seduced by the power of magic to compensate for ineffectuality, signified in 
part through his short stature. Andrew is in many ways Warren’s catspaw, a 
result of nascent homosexuality that finds expression through role-play style 
engagement with his friends. Unlike Warren, Andrew is opposed to killing people, 
but is roped in through his need to be part of the gang. Warren, however, exhibits 
the strongest pathological amorality guided by a thirst of power. Jonathan and 
Andrew’s shock at learning that Warren murdered his ex-friend indicates a key 
difference between them. Warren is most closely identified with evil, he’s lost a 
sense of a division between fantasy and reality and his level of “play” is deeply 
pathological. A graphic indication of this can be seen in the way he slides from 
the use of the fantasy-coded magic to the use of a real gun (an artifact never 
previously seen on the show) to shoot Buffy in “Grave” (6.21). A clear reference 
to the game-to-gun debate, exemplified by certain press reactions to the 
Columbine massacre for example, that looms over the episode. As is typical of 
the show’s complex and relativist take on personal morality (which contrasts with 
the presence of a transcendent manichean order) there is no simple equation 
between virtual gaming and real murder. Tellingly, only Warren is intent on 
murder, as an overblown form of compensation for the humiliations visited on him 
by Buffy, rather than playful antagonism. The three nerds each turn to a potent 
mix of gaming, magic and technological wizardry to compensate for their social 
impotency. By virtue of her supernaturally charged powers Buffy stands as an 
emblem of what they do not have, and further presents a challenge to Jonathan 
and Warren’s media-derived idealized notions of masculine identity. As a result 
they attempt to become her nemesis, in the mode of Bond or Batman style 
villains. Partly due to this rhetoric of camp villainy, their attempts at mastery are 
generally a source of comedy and even, at times, pathos. Nonetheless their 
quest for control is part of a more generalized theme around the limits of 
autonomy and has strong ties with the way in which the game version of the 
show orchestrates interactivity. In some sense I often feel rather like one of the 
nerds when playing the game, in my attempts to control Buffy and master her 
movements through the remote device of the game handset. Perhaps this is why 
the nerds are absent from the game: if they were present then such negative 
geeky connections would be too uncomfortably overt for both players and game 
designers.

Game Over

[25] The interactive form of the Buffy game creates a complex interaction between bounded choice and predetermination 
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that resonates with the way in which individuals, including the main Buffy characters, interact with the order of things. This 
occurs in the "safe” context of modally marked fantasy and its concomitant moral occult. The metaphysicalized determinism 
of the game accrues for the player a direct and heightened experience of being acted upon. As such the game is carefully 
designed and authored to exploit the frustrations and pleasures around living up to the Buffy myth as well as lending the act 
of playing the game greater meaning and resonance.

[26] Players are offered the challenge to defeat the technologically-based big bad (aided by the game's occulted 
infrastructure); if achieved a pleasurable sense of mastery may be accrued that reinforces the illusion of personal 
autonomy. Yet this can only be achieved by following the set pathway and fulfilling the quests designated by the game (the 
game’s linear nature gives little scope for so-called emergent gameplay that would transgress the intentions of the game 
designers). The contract drawn up between hands-on interaction of playing Buffy and hands-off pre-determinism inherent 
within the game’s infrastructure, operates, therefore, with the emotional economics of being acted upon, as much as with 
the drive to act, colonize, and take charge of the Slayer and her power. The dialectical switching between the two intensifies 
the experience of both restriction and autonomy, a strategy that neatly dovetails with and augments one of the show’s 
primary themes. The remediation of Buffy into game form adds a media-specific interactive dimension, but the game’s 
inherent moral occult operates to meld the world created by the game into the broader meta-textual Buffverse, which, 
despite being a hi-tech media phenomenon, has many of the transcendent attributes of the creation myth.
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Claire Fossey
 Never Hurt the Feelings of a Brutal Killer:

Spike and the Underground Man 
  

Buffy (to Spike):  Look at you, you idiot. Poor Spikey. Can’t be a human, can’t be a vampire. 
Where the hell do you fit in? (“Smashed” 6009) 

(1) The psychological embodiment of a schism: dreaming turned sour and strong will without direction, 
resulting in an anti-hero who suffers greatly from an inability to properly define himself and the role he is 
meant to play. It is not difficult to think of describing the popular Buffy the Vampire Slayer character of 
Spike in this manner. As the sensitive and introspective William he is alienated from human society and so 
turns to the demonic realm where at least the inhuman parts of his nature can find proper expression. 
Later, a microchip-shackled Spike finds himself prevented from acting as a monster and thus from taking 
on the role of a villain. Despite the subsequent reemergence of some of the more human parts of his 
nature, however, he is little more accepted as a real hero than he had come to be as a serious villain. Can’t 
be a true force of good, can’t be a true force of evil, just where does Spike fit in?
 
(2) In terms of Buffy scholarship, a place as been found for “poor Spikey” readily enough. To Freudian 
theory, for example, the vampire Spike represents the id and the human William its repression by the 
superego, while according to Jung he may be seen as both the shadow self which reflects Buffy’s dark side 
and as her animus (she functioning as his anima in turn).[1] Excellent arguments have been put forward 
for reading Spike in this way (see Wilcox for example). What this essay will do is draw the psychoanalytic 
reading back a step, tying the character in with the literary work which did much to inspire Freud’s 
theories, that is to say, with the writing of Dostoevsky. In particular, Spike will be likened to Dostoevsky’s 
Underground Man, the alienated and dual-natured anti-hero first encountered in Notes from Underground 
(1864) and continued in Crime and Punishment (1866). 
 
(3) The actual term “Underground Man” comes from the unnamed protagonist of Notes from Underground, 
but it applies equally well to various versions of the sick, spiteful, lonely hero found in Dostoevsky’s works. 
In an introduction to Notes from Underground, Jessie Coulson describes the Underground Man as “a man 
turned in upon himself, a man of heightened awareness and self-consciousness, whose sensitivity to slights 
drives him alternately to retreat into his corner, his underground, and to revenge himself for his 
humiliations in humiliating others.” The underground in this context is a metaphor for a psychological or 
spiritual state rather than a physical setting. In Buffy, the underground is also given concrete and literal 
form as Spike’s crypt. Though the practical aspect of subterranean living for the vampire is obvious, the 
manner in which the space is presented to the viewer suggests that it is more than just a retreat from the 
killing rays of the sun. It is the place he chooses as his haven when his inability to feed on humans and his 
newfound pleasure in killing demons result in his rejection by the demon world; a place where he practices 
speeches to a mannequin clad in Buffy’s stolen clothing; and in general a place for sulking, ranting, pacing, 
kinky sex and the occasional ill-planned black market demon egg scheme. Even when Buffy enters the 
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crypt, there is an unspoken acknowledgment that she is entering his world. In essence, “My house, my 
rules.” (“Crush” 5014). The Underground Man finds such refuge essential, for he is convinced that all of the 
world outside is against him and exists primarily to thwart his designs (Preben 32-3).
 
(4) Rejection and alienation are central to the character of the Underground Man. He feels separated from 
his peers and from society in general, and so he seeks out a state of isolation which renders this separation 
even more real and literal. He is at once scornful of others and hurt that they care as little for him as he 
professes to care for them. In Notes from Underground this leads to feverish and more than a little 
ridiculous plots to take revenge on an officer who has offended him by purposely colliding with the man in 
the street or to snub old school friends who respond with genuine and unfeigned indifference. In Crime and 
Punishment the protagonist, Raskolnikov, reasons that he is not simply isolated from but actually above 
society and sets out to prove this through the brutal yet (according to his rationale) justifiable murder of an 
old pawnbroker, simply “one of those acts which one must commit to be sure of escaping the limits of 
ordinary humanity” (Madaule 43).
 
(5) This facet of the Underground Man is most applicable to Spike as he appears throughout the second half 
of Season Four of Buffy. After the implanting of the chip which prevents him from harming humans in “The 
Initiative” (4007) he can neither participate in vampire society nor can he join human society. There is 
some suggestion that the Scoobies might be willing to accept him, but Spike is scornful of the idea: 

GILES:  Thinking about your affliction -- as well as your newly discovered 
ability to fight only demons. It occurs to me - and I realize it’s against your 
nature - but have you considered there may be a higher purpose-- 

SPIKE:  Aagh. Made me lose count. What are you still doing here? 

GILES:  Talking to myself, apparently. (“The I in Team” 4013) 

Spike is contemptuous of the Scoobies and vehement about his desire to have nothing further to do when 
them. At the same time, he refuses to leave Sunnydale, citing plans to take revenge on the Initiative for 
what they have done to him. These great plans come to little more than attempting to stir up trouble 
between Buffy and Riley by trying to implicate Riley in Professor Walsh’s foiled plan to kill the Slayer 
(“Goodbye Iowa” 4014). And, despite his ongoing variations in the key of “I can’t stand the lot of 
you.” (“Entropy” 6018), it is clear quite early on that Spike’s assertions of his disregard for the Scoobies 
belie, if not always a need for their unconditional acceptance, a need for their recognition and respect. If he 
truly did not care what Xander or Giles thought of him, then he would not be continually be drawn into 
“trading jabs” with them, particularly when they (at least initially) are much more authentic in their 
disregard. Xander’s response in “Crush” to the observation that he might have hurt Spike’s feelings with his 
dismissive “Hey, Evil Dead, you’re in my seat.” is at first meant as a joke. “You should never hurt the 
feelings of a brutal killer” indeed.
 
(6) Rejected by those whom he at once looks down upon and requires the regard of, the Underground Man 
retreats to his hole in the ground. His time is spent “resenting his situation, hatching elaborate revenge 
plots but never acting upon them” (Johnston). For all his seething about those who have wittingly or 
unwittingly humiliated and offended him, though, there is a part of the Underground Man which is plagued 
by inaction. This may seem the antithesis of Spike, and indeed by Season Six Buffy and Dawn have come 
to rely on him as an active fighting force. However, by that point his regard for Buffy has inspired the 
beginnings of an emergence from the underground and a desire to manifest within himself some measure 
of the good she embodies. More on this later. The Underground Man fails to be a man of action because he 
is too preoccupied with his own struggle with alienation, with “the abyss into which he sank of his own 
will” (Madaule 44).
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(7) The inaction of the Underground Man is not total, rather it tends simply to be a function of erratic and 
often ineffectual action. Though the chipped Spike of Season Four is furious about his “little trip to the vet” 
and dearly hopes that some harm will come to the Scoobies, his efforts to either be rid of the chip or find 
some way of hurting Buffy and her friends that will not result in a migraine are not nearly as serious as one 
would expect from someone Riley later characterizes as “deadly, amoral and opportunistic” (“As You Were” 
6015). Given Spike’s understandable humiliation and rage at having been rendered vampirically impotent, 
one would think he would make the chip’s removal more of a priority than the two occasions in which he 
has made an actual attempt to be rid of it (“New Moon Rising” 4019 – “Primeval” 4021, in which Adam 
makes a deal with and double-crosses him; “Out of My Mind” 5004, in which he and Harmony kidnap Riley’s 
military doctor who fakes the removal procedure) [2]. Though the problem is attacked with gusto at the 
end of Season Four, when we next see Spike in “Buffy vs. Dracula” (5001), it appears to have left his mind 
entirely. Instead, he is busy disparaging Dracula and acting offended that the count came to Sunnydale in 
search of Buffy and not him. As for “Out of My Mind,” the episode which begins with Spike looking forward 
to being able to at long last kill and eat Buffy ends with him realizing that he is hopelessly in love with her. 
The issue of dealing with the chip is promptly forgotten. Likewise, his efforts to hurt the Scoobies in ways 
which do not rely solely on sarcasm and character assassination tend to be impulsive and fleeting. 
 
(8) This trend of sporadically attempted, often abortive action is distinctly at odds with Angel’s assertion 
when we first meet Spike in Season Two: “Once he starts something he doesn’t stop until everything in his 
path is dead.” (“School Hard” 2003). The statement would presumably have been true for that time period, 
when Spike was motivated by a desire to please and to protect his sire and paramour Drusilla. After her 
rejection of him, he retains his strength of will he possessed before, but it has become a will lacking in 
direction. He now oscillates seemingly at random between rash, violent action and equally violent self-pity, 
something which is apparent even as early as “Lover’s Walk” (3008). Drusilla having just left him at this 
point, he comes storming back to Sunnydale to take his revenge of Angel and Buffy, who he blames 
entirely for his misfortune. Then he decides that it is Drusilla who needs to be punished -- “I’m going to get 
what’s mine... Teach her to walk out on me.” -- and forces Willow to undertake a love spell which will 
compel his ex to come crawling back to him. From a rather effectively frightening menacing of the novice 
witch, Spike is next found drinking cocoa in the Summers’ kitchen and whining about his love life to a 
sympathetic Joyce. One good fight later and he has remembered his mantra of violence as fun and 
excitedly heads off back from whence he came. Of course the viewer knows from “The Harsh Light of 
Day” (4003) that Drusilla soon leaves him again, inspiring him to come back to Sunnydale and make 
another abortive attempt on Buffy’s life. 
 
(9) Just why is the Underground Man’s will so chaotic? Spike’s answer to this regarding himself would be 
immediate and indignant: “It’s the chip. Steel and wires and silicon. It won’t let me be a monster. And I 
can’t be a man.” (“Seeing Red” 6019). He cannot accept that it is his own nature and not his “little 
handicap” which makes him such a tangled web of psychological traits. As should be apparent from the 
above paragraph, however, Spike was having difficulty deciding upon and attaining a means of self-
fulfillment long before the Initiative got hold of him. Though certainly magnified by it, the conflict does not 
stem from the chip but from his latent humanity, something which the demon in “Villains” (6020) seems to 
sense: 
 

VOICE:  Look what she’s reduced you to. 
SPIKE:  It’s this bloody chip, not- 
VOICE:  You were a legendary dark warrior - and you let yourself be castrated. 

The “she” here is Buffy and the demon’s mention of castration refers not to the chip but to the effect her 
goodness has had on Spike in inspiring very human feelings of love. There always was some measure of 
humanity in Spike, embodied by his devotion to Drusilla[3], but she herself was a creature of darkness and 
thus desired from him darker expressions of love -- sentimental presents of jewelry might please her for a 
moment, but the gift of a fresh human heart would bring her far greater pleasure -- and so everyone 
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(viewers, the demon world and the vampire himself) found little cause to doubt that his nature remained 
primarily evil. 
  

THE JUDGE (of Spike and Drusilla):  You two stink of humanity. You share affection and 
jealousy. 
SPIKE:  Yeah, what of it? (“Surprise” 2013) 

At this point, his humanity functions as what Christopher Golden aptly describes in his novel about Spike 
and Dru’s pre-Sunnydale days as “a phantom limb”: a small presence, as annoying as it is disturbing, which 
can be easily shrugged off. By Season Six, this minorly troubling and ultimately ignorable phantom limb 
has grown into a whole other self, a double. It is the resulting duality, the “diametric contrast of his 
humanity with his evilness” (Spah) which leads to the character’s sense of inner chaos, a sense which 
increases in strength as the questions increase in scope.
 
(10) No longer is it sufficient for Spike to question whether it would be better to kill the Slayer today or 
Saturday, to drag Dru back or simply mope because she is gone. By the end of Season Four he has come to 
question whether he is defined by action or inaction (though he still blames the latter on the chip). At the 
end of Season Five and throughout Season Six he has arrived at the truly big questions: is he evil or good, 
psychologically inhuman or human, monster or man? Furthermore, he has lost all certainty of which of 
these he wants to be. As Victoria Spah points out, the “I know that I’m a monster. But you treat me like a 
man.” line in “The Gift” (5022) demonstrates that at this moment, Spike is humbly grateful at having been 
thus elevated in her estimation. Later, after Buffy has kissed and then rejected him anew, Spike decides 
that he would rather be a monster, even if this requires a bit of a self-pep-talk to make himself believe this 
is indeed his true nature: 
 

Creature of the night, here yeah? Some people forget that. [...] Just because she’s confused 
about where she fits in, I’m supposed to be too? ‘Cause I’m not. I know what I am. I’m 
dangerous. I’m evil. (“Smashed”) 

The fact of the matter is that he is at least as confused as Buffy when it comes to matters of identity. After 
his attempted rape of Buffy in “Seeing Red”[4] -- an act which shows he still could indeed be dangerous, 
albeit in the most disastrously human of ways -- we find him having retreated to the underground of his 
crypt, asking himself back to back questions: “What have I done?” and “Why didn’t I do it?” As with 
Raskolnikov, even in the face of a violent act he has not lost the ability to see the difference between good 
and evil.[5] He is certain that someone who would do such a thing cannot be good, yet a truly evil being 
would have felt none of the remorse which torments him. At what the shooting script for the episode 
describes as an all time low for Spike’s self-loathing (just as Raskolnikov was at a similar point in the 
narrative of Crime and Punishment “reduced ... to the level of the most humble and despised” (Madaule 
45), he realizes he cannot be wholly a monster or a man.
 
(11) In his inability to align himself with one pole or the other or to simply accept the paradox that two 
opposite impulses might exist in the same space, he comes to embody the schism which often appears in 
the writing of Dostoevsky. This duality occurs even in the rare case in which the writer creates a good 
character, such as Prince Leo Myshkin from The Idiot whose name means “lion mouse”. The symbolism of 
the name Raskolnikov as far more abrupt and violent, for a raskol in Russian literally means “split” or 
“schism” and is also a term used to refer to the sharp end of an ax or hatchet, which happens to be 
Raskolnikov’s murder weapon of choice. Although Rhonda Wilcox is quite right in her assertion that Spike 
as a name is clearly phallic and functions as a reflection of the highly masculinized persona he has created 
for himself, I would argue that it can also be taken as a variation of the raskol. In the case of both 

http://www.slayage.tv/essays/slayage8/Fossey.htm (4 of 11)6/18/2004 1:02:27 AM



Slayage, Number 8: Fossey 

Raskolnikov and Spike, the name is derived from a standard work implement which has been transformed 
by the context of use into a horrific weapon. Although a railroad spike is not in itself quite so obviously 
conducive to the notion of splitting or being split in two as the cutting blade of an ax, the sharp end of the 
spike is flat like a chisel and could be used in a similar manner, as a means of widening and ultimately 
splitting an object along a fault line or point of weakness. To apply this symbolism to Spike, we could say 
that humanity has always been present in him in the form of a hairline crack which with time and events 
has grown in size until it could no longer be shrugged off with a flippant “Yeah, what of it?”. The original 
point of weakness came from his very human love for Drusilla, something which Buffy capitalized on in “Lie 
to Me” (2007), threatening to kill her as a means of forcing Spike to call off a small massacre.[6] When his 
love later comes to be directed towards the Slayer herself, by definition a force for good, the hairline crack 
becomes a great rift.  
 
(12) For the protagonist of Notes from Underground, love is ultimately impossible due to a failure of 
courage which leaves him unable to venture far enough out of his underground to properly engage life and 
form meaningful connections with others. This is appropriate for a novel which deals with themes of 
rejection and rebellion. For the protagonist of Crime and Punishment, love is not only possible but 
presented as a key means of redemption. This is not to say that the character arc of either Raskolnikov or 
Spike follows the cardinal rule of romance novels which states that love is the answer and never the 
problem, far from it, for love here at once brings great suffering and offers a chance for renewal and 
regeneration. Indeed, Anthony Khrapovitsky writes that “Regeneration is what Dostoevsky wrote about in 
all his novels: repentance and regeneration, falling into sin, and correction. . . .” Love is both an inspiration 
and a prize, but it is not without cost.[7] 
 
(13) The idea that love involves the hero’s inner struggle with the less positive aspects of his own nature 
and has the power “to elevate him to a higher moral plane” is not unique to Dostoevsky and should indeed 
be well-known to those familiar with the mythos of Courtly Love (Spah). It is still of interest to take note of 
Dostoevsky’s version, though, for the Underground Man shares some of the darker and more destructive 
qualities which are a part of Spike’s nature and which Courtly Love tradition cannot so easily subsume. 
Although both the courtly lover and the Underground Man exhibit similar symptoms of their emotionally 
disturbed state: the insomnia, the weeping, and the self-questioning, the Underground Man invariably takes 
his responses that much lower in terms of self-debasement and general depravity. The opening line of 
Notes from Underground reads: “I am a sick man. . . . I am an angry man.” By the end of the first page, he 
has confessed to his great capacity for spite and the delight he takes in hurting peoples’ feelings. Though 
the writer gives him flashes of perceptiveness which may make him appear momentarily heroic, the 
Underground Man is an antihero.[8] Observed through the filter of Courtly Love, the viewer may find some 
discomfort in watching the enamored lover quickly descend from rehearsing his declaration of love to 
symbolically assaulting his beloved by angrily beating his Buffy mannequin with the box of chocolates he 
intended to give to the real Buffy (“Triangle” 5011), or in the funny yet disturbing John Cleese-style yelling 
fit from “Crush” in which he blames his torment on his past and future loves whom he has tied up and 
decides that the rational thing to do would be to kill them both. The literal assault upon the beloved in 
“Seeing Red” struck many as deeply disturbing and led to a spate of internet forum postings in the spring 
of 2002 in which fans argued over whether or not there is any apology which could be made for his actions 
and thus whether or not it is socially acceptable to remain a fan of the character. While one would have to 
offer a great deal of explanation as to why a courtly lover would commit such an act, for the Underground 
Man it is par for the course. 
 
(14) It could be said that Spike’s attempted rape is born of the same instincts and serves the same 
narrative function as Raskolnikov’s murder of the old pawnbroker. The simple destructive urge which acts 
as a foil for the Underground Man’s impulse to do good is partly to blame. Another motivating factor is the 
desire for existential freedom. Raskolnikov murders to assert his individuality and to prove that he is a free 
agent who is not bound by the rules of society. It is implied in “Fool for Love” (5007) that Spike got any 
major quarrels he might have had with society’s rules out of his system over the course of his first years as 
a vampire when, as he later tells Buffy, he decided to make a few rules of his own. The lack of freedom he 
experiences comes from his attachment to the woman he loves.
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You think I like having you here?! Destroying everything that was me until all that’s left is 
you in a dead shell. You say you hate it but you won’t leave. (“Crush”) 

This is Spike’s first real rebellion against the “invasive Buffy-force” which is slowly but surely undermining 
his once prized sense of evilness and turning him into a mirror for her goodness. While the Courtly Love 
model requires qualifiers to deal with such clear rebellion against the good influence of the lady, for the 
Underground Man rebellion for the sake of personal freedom (and indeed simply for the sake of rebellion) is 
a hallmark of the character. 
  

Where did all the sages get the idea that a man’s desires must be noble and virtuous? Why 
do they imagine that he must inevitably will what is reasonable and profitable? What a man 
needs is simply and solely independent volition, whatever that independence may cost and 
wherever it may lead. Notes from Underground 

In this light, Spike’s base and violent act in “Seeing Red” is the ultimate rebellion against the ennobling 
force of the lady. It also functions as a means of asserting his right to existential choice regardless of how 
damaging that choice might be.[9] Through making bad choices, however, he may be brought to the 

realization that total freedom can only lead to chaos, something he has decided he does not desire. 
 
(15) Nicholas Berdyaev writes of human freedom as an ordeal in that it obliges individuals to face and to 
question its moral limits. For him, the evil encountered in the writings of Dostoevsky can be viewed as “the 
path of man, his tragic path, the fate of one who is free, an experience which can also enrich man, raise 
him to a higher plane.”[10] In Crime and Punishment, the committing of murder is a necessary step in the 
process of Raskolnikov’s coming to recognize within himself the potential for goodness and to set himself 
on the path to salvation. In Buffy, Spike’s action results in feelings of tremendous remorse which spur him 
on to taking a definite step towards redemption by having his soul returned to him.[11] Part of 
Dostoevsky’s aim when he writes Raskolnikov is to take a young nihilist and man of action such as his 
contemporary Turgenev created in his novel Fathers and Sons and to break him. This functions both as an 
exercise in psychology and to create a low point from which the character will be given the opportunity to 
rebuild as something better than he was before. The parallel to Spike’s treatment by Buffy’s writers is 
obvious: the threatening villain we first meet in “School Hard” is rendered merely a “comic buffoon” by the 
episode “Pangs” (4008) in Season Four (Boyette). Again, this is done both because it is interesting to see 
what will happen and as a means of allowing the character to begin making a slow transition from Evil to 
Good. 
 
(16) The redemption of Spike has proven a popular topic for internet discussion (the Bloody Awful Poet 
Society web-site actually takes this as its mission statement and has a section dedicated to essays on the 
topic).[12] Although at the time of writing it looks very much as though he will indeed be redeemed, the 
specific form this takes and whether it occurs onscreen or beyond the scope of the series is as of yet 
unclear. One thing that has already become clear, though, is that any eventual redemption of the character 
will be tied to love. Given that Spike has always been characterized as a “fool for love,” how could it be any 
other way? Love for the Underground Man is a struggle between the warring parts of his nature: it is a 
struggle between the part of him which desires absolute freedom and the part which desires the moral 
goodness which the beloved represents, between the part which resents his alienation and the part which 
dares not leave the stronghold of the underground for the uncertainty of the world above. Guided by the 
positive influence of his lady (here not an actual Lady but a woman ennobled by her goodness), he begins a 
process of spiritual regeneration.[13] Love eventually forces him to realize that the steady stream of 
explanations he arrives at by way of critiquing his past behavior have not after all led him to a level of self-
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understanding far superior to that of the poor, deluded souls around him.[14] 

  

And he had come back to life, and he knew it, and felt it with every fiber of his renewed 
being...

He could not think of anything long or continuously that evening or concentrate on anything. 
Besides, now he would hardly have been able to solve any of his problems consciously; he 
could only feel. Life had taken the place of dialectics, and something quite different had to 
work itself out in his mind.

Crime and Punishment
(17) Instead of always engaging in a futile effort to find a rational explanation to his own paradox and then 
concluding it is everyone else who is crazy -- “Nothing wrong with me, something’s wrong with 
her.” (“Smashed”) -- the Underground Man who has “come back to life” also comes to accept that basic 
human (or perhaps more accurately in this case, “humanoid”) nature is irresolvable and that he, like 
everyone else, must balance and navigate between the two polar extremes as best he can.
 
(18) The redeeming power of love is in its ability to inspire in the Underground Man a desire to strive to 
come out on the side of good. Dostoevsky does not require that this goodness take on saintly proportions, 
indeed in his estimation a person who is wholly and exclusively made of good impulses can only be an idiot.
[15] As with the courtly lover, the Underground Man who allows himself to be redeemed by love “evolves, 
becomes something better [...] while staying true to character” (Spah). He will, no doubt, continue to 
falter, continue to on occasion say and do quite the wrong thing, for he is only just beginning to consider 
the possibility of a new life above and beyond the underground and still possesses (though he is learning to 
curb) the irrational and destructive parts of his nature. It is more important to Dostoevsky that the 
character decides to set out on the journey rather than it is to present conclusive proof of his arrival at the 
other end. In fact, in the closing passages of Crime and Punishment he tells us that Raskolnikov has much 
farther to go than he realizes, and that trials which he has undergone in the past are not the only ones 
which will be required of him before he can reach true expiation for his sins.
(19) And this is where, for the present, we leave Spike. In his effort to come as close to the light (where 
Buffy is) as his nature (both dualistic and vampiric) allows,[16] he has endured punishing and dangerous 
trials such as withstanding torture by a hellgod and surviving combat with demon opponents. Though the 
first won him Buffy’s respect and the second his soul, Spike clearly has a long way to go before he can look 
forward to an existence filled with “hugs and puppies”. The underground is not behind us just yet. As with 
Raskolnikov, we can expect any process of rebirth or regeneration to be a gradual one. Even at the end of 
it, Spike will never be “God’s gift” (“Wrecked” 6010) in terms of virtue and perfect goodness, but then as 
he says himself, that “wouldn’t be nearly as interesting, would it?”
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[1] See Wilcox. “‘Every Night I Save You’" and Nurss. “Spike as Shadow.”

[2] Though viewers were initially led to view Spike’s encounter with the demon in “Villains” – 
“Grave” (6020-6022) as a third unsuccessful attempt at a chipectomy, the episodes “Beneath You” (7002) 
and “Never Leave Me” (7009) leave no doubt that he sought only his soul.
[3] Victoria Spah discusses at length the elevating and humanizing effects of love on Spike’s character in 
her essay “‘Ain’t Love Grand?’ Spike and Courtly Love.”
[4] It has been pointed out in recent entries to a number of fan forums that referring to The Incident as an 
attempted rape is problematic given Buffy’s past pattern of sparring with Spike and saying ‘no’ but not 
really meaning it. I am using the word rape here because it is the one Buffy herself uses in “Beneath You” 
and which Spike acknowledges as an appropriate description of his actions. As with Raskolnikov’s actions in 
Crime and Punishment, in this context “crime will be understood only as the awareness by the subject 
himself of some moral norm which he has violated, quite apart from whether this violation has been 
recognized externally, morally, as a real crime.”
Alfred L. Bem. “The Problem of Guilt” in Robert Louis Jackson ed., Twentieth Century Interpretations of 
Crime and Punishment. Englewood Cliffs, NJ, Prentice-Hall, Inc., 1974, p. 77.
[5] Jacques Madaule. “Raskolnikov,” p. 45. “Although he had committed a double murder ...  Raskolnikov 
has not committed the absolute evil. The notion of the distinction between good and evil remains alive in 
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him even when he contemplated his crime.” This is presented in contrast with the more absolute evil 
embodied by the character of Svidrigailov, who would think nothing of inflicting suffering on even the most 
innocent of people. A similar contrast might be seen with regards to Spike in the character of Angelus, 
whom the Judge deemed in “Innocence” as being utterly without humanity and who would likely have had 
no hesitation following through where Spike pulled back.
[6] It is peculiar that Buffy would think this a workable plan given her many later claims that Spike’s lack of 
a soul means he is incapable of love. A likely explanation is that she senses the same thing that the Judge 
does later in the same season: that Drusilla matters to Spike rather more than is usual among vampires. 
This explanation is further supported by her later use of verbal attacks on the subject -- “What’s the matter 
Spike? Dru dump you again?” (“Harsh Light of Day”) -- as a conscious means of hurting him. As for Buffy’s 
claim that any love a soulless Spike might profess cannot be real, it is clearly an out which allows her not to 
deal with his love... or the moral implications of the fact that the creatures she nightly kills may possess 
some very human traits.
[7] Khrapovitsky goes on to say that “The life of all his heroes revolves solely around those moods”. This 
observation applies equally well to Spike’s many missteps in his quest to win Buffy and the considerable 
energy he spends making up for them.
[8] Jackson. “Freedom in Notes from Underground” in Dostoevsky Notes from Underground. trans and ed. 
by Michael R. Katz 180. Similarly, even when he is presented as a largely malevolent force, it is Spike who 
is not fooled by Buffy and Angel’s claims that they are “just friends” (“Lovers’ Walk”), who alone can see 
how broken Willow is in the wake of Oz’s departure (“Something Blue”) and who predicts that Buffy will 
eventually succumb to a death wish (“Fool for Love”).
[9] Jackson writes that “The Underground Man recognizes that in ‘certain circumstances’ man may insist on 
the ‘right to desire even the very stupid.’ He may, indeed, deliberately desire something that is harmful and 
stupid” (Jackson, “Freedom”  181).
[10] Though with the final season yet to reach its conclusion at the time of writing it cannot yet be said 
what will ultimately become of this first step, the comparison to the conclusion of Dostoevsky’s novel is still 
illuminating for he leaves us at a similar point in the narrative, with Raskolnikov having taken a first step 
towards redemption but facing the prospect of many trials ahead of him yet before he might hope to reach 
this goal. Some critics of Crime and Punishment (Konstantin Mochulsky, for one) have suggested that 
Raskolnikov will not change after all, the uplifting ending being purely the result of censorship 
considerations. However, the theme of redemption and expiation through suffering was a favorite of 
Dostoevsky, and so it is in fact quite logical that he would wish to offer his hero the promise of spiritual 
regeneration.
[11] It could be argued that this is the point at which Spike has the strongest affinity with the protagonist 
of Notes from Underground in that like Dostoevsky’s character, he is himself as serous as ever and yet is 
not seen by others as one to be taken very seriously  (Lord 38-9).
[12] The statement reads as follows: “The Bloody Awful Poet Society continues to champion the redemption 
of the character ‘Spike’ on the television series ‘Buffy the Vampire Slayer’. We believe that Spike’s 
humanity eventually will triumph” (http://bloodyawfulpoet.com/index.html).
[13] Raskolnikov’s love, Sonia, is actually a prostitute, forced into the streets as a means of supporting her 
family because her dissipated father and terminally ill mother. Her spiritual goodness and sense of morality 
elevate her and she is intended to be read as a force for good who can inspire goodness in the hero. 
Though the relationship of leading to supporting character is reversed in Buffy, a similarity can still be 
drawn in that Buffy, whose demeaning Season Six Doublemeat Palace job places her in a position of low 
social status, still represents a force for good and can thus be an inspiration Spike.
[14] This, of course, only works if the character is able to accepts such a realization; Raskolnikov was in 
the end able to do so, whereas the protagonist of Notes from Underground was not. Fortunately for the 
sake of happy endings (although ‘happy’ is as relative and as strange in the worlds created Russian 
literature as it is in the Buffyverse), Spike’s affinity seems to lie more with the former in that he has 
demonstrated on a number of occasions an ability to love an accept love in return.
[15] Dostoevsky deals with the problems of a character who possesses a Christ-like goodness in his novel 
The Idiot. 
[16] In her essay “‘Every Night I Save You’: Buffy, Spike, Sex and Redemption,” Rhonda Wilcox further 
examines Spike’s relationship to the light as a metaphor for his growing aspiration to be where Buffy is: in 
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the light, a force for good. In full sunlight “he is still unable to reach her, but he has tried -- and it seems 
that he is closer than he once would have been.” As with Dostoevsky’s model, there is an suggestion that 
the attempt is in itself a worthy thing.
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Vivien Burr
Buffy vs the BBC: Moral Questions and How to Avoid Them

 
 
[1] Buffy viewers will not be surprised that the BBC has regularly edited the show for its 6.45pm transmission in the UK. 
Cuts have routinely been made to scary, gruesome, sexual or violent material, reflecting a variety of concerns about the 
potential impact of such material on the audience. This editing has been of understandable interest to regular viewers and 
fans, who have been vociferous in their complaints that editing disrupts the narrative, affects character development and 
generally does not respect the artistic intentions of the writers. On the positive side, as pointed out in their essay "Vampire 
Hunters: the scheduling and reception of Buffy the Vampire Slayer and Angel in the UK" by Annette Hill and Ian Calcutt 
(2001), such complaints eventually led to a Friday late night unedited repeat broadcast of Buffy. Of course Buffy is not the 
only show to suffer in this way nor is the BBC the only culprit.. It may be argued that the potential popularity of Angel was 
limited by the cuts made by Channel 4 when this show was transmitted at 6pm, and both Buffy and Angel have been cut, 
although not as severely, by Sky.
 
[2] In this paper I will focus on the editing of sexual and violent material in Season 6, and in particular on the extensively 
edited "Dead Things" (6013). I am not going to discus the reasons why such cuts are made; public opinion, censorship 
laws, and their interpretation all play a part. Cuts to different episodes are, in any case, often inconsistent, so that material 
that is allowed in one is excised from another. It would be difficult, therefore, to try to discern a consistent pattern that might 
suggest a clear position on what is seen as acceptable and unacceptable even in the eyes of the BBC. Instead, my concern 
will be with the implications of such editing for the moral agency of the viewer. The portrayal of sex and sexuality in Buffy 
has of course already received a great deal of attention from fans, particularly with respect to the handling of the lesbian 
relationship between Willow and Tara, and to the BBC’s cuts to scenes between them or that refer to the sexual nature of 
their relationship. Although I will not directly address the portrayal of the Willow/Tara relationship here, the argument I will 
make can also be applied to this.
 
[3] From "Once More With Feeling" (6007) through to "As You Were" (6015) we see the development and decline of a 
sexual relationship between Buffy and Spike. From the outset, in the final scene of "Once More With Feeling", this is a 
relationship initiated by Buffy (though desired by Spike since early in season 5). In "Smashed" (6009) their relationship is 
unromantically consummated in a derelict building at the culmination of a vicious fight between them. Elsewhere (Burr, 
2003) I have analysed the relationship between sexuality, love and hatred exemplified here, but for the purposes of this 
paper I want to focus on Buffy’s sexual agency. In the edited final scene of this episode, Buffy throws Spike against a wall 
and kisses him. As she lifts herself up onto his body, we fade to the credits. What we do not see is Buffy quite clearly 
initiating sex in a very direct way, unzipping Spike’s pants (this is heard rather than seen) and lowering herself onto him. 
The act of sex that follows is brief, almost brutally physical, and without joy. Viewers of the edited version, while they may 
guess that sex took place, are not faced with some potentially uncomfortable questions. Buffy is in our minds a "good" girl—
do good girls take the lead in sexual encounters? How do we feel about her unashamedly direct approach? We cannot tell 
ourselves that things later "went a bit too far," that Buffy got carried away on a tide of passion. Sex with Spike appears more 
like a commodity she needs and takes. Is that ok? Do we have to love someone to have sex with them? These are 
questions that have no easy answers and have been given a good deal of airing on discussion lists by people fortunate 
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enough to have seen the unedited version.
 
[4] The sexual relationship between Buffy and Spike is developed in the next few episodes. At the beginning of 
"Wrecked" (6010) we find them waking, naked, the morning after their encounter in "Smashed." Although the fact of their 
sexual encounter will now be clear to even a young audience, the nature of this sexuality continues to be subtly concealed. 
Buffy, bewildered, asks "Wh-when did the building fall down?" Spike replies "I dunno—sometime between the first time and 
the…," but this is cut. It is not the fact of their having sex at all, which is quite evident from the beginning of the scene, that 
is concealed here; rather, it is the fact that they apparently did it several times. The sense of neediness and of sexual 
appetite that this brief dialogue represents is denied. Moments later, further evidence of the nature of this sexuality is cut. 
Buffy bridles at Spike’s addressing her as "love." "Don’t call me love," she says, to which Spike replies "You didn’t seem to 
take issue with that last night" but the rest of his line is cut: "…or any of the other little nasties we whispered." His words 
endorse what has already been suggested in "Smashed": that their sexual relationship entails conflictual feelings, and that 
their attraction to each other is infused with a desire to hurt.
 
[5] In "Gone" (6011) we are again denied access to a brief moment of Buffy’s sexual agency. Xander enters Spike’s 
basement, to find him naked in bed and (the viewer realises) having sex with the invisible Buffy. This more explicit material 
is, not surprisingly, cut. But the final moments of this scene are also edited out. Buffy, reluctant to give up the power that 
her invisibility has lent her, attempts to arouse Spike once more as he looks down at her (out of frame) saying "Hey, that’s 
cheating." The scene is played for laughs, a way of gently leading us to the conclusion that invisible Buffy is performing 
fellatio.
 
[6] The brute physicality and "wantonness" of their relationship, briefly featured in "Doublemeat Palace" (6012) and is of 
course cut, opens the next episode, "Dead Things." In the teaser, the camera pans across the downstairs of Spike’s crypt. 
We hear the sounds of what could be a fight—furniture being smashed, gasps and groans. In the unedited version, the 
camera finds Buffy and Spike immediately post coitus. They appear exhausted from their activity, which seems to have left 
them lying on the floor among a disorderly pile of rugs. Buffy endorses our assumption: "We missed the bed again." "Lucky 
for the bed" Spike replies. Our imagination immediately conjures a vision of super-powered sex between Buffy and Spike in 
this love-hate relationship: animated, spontaneous, violent, lusty and enjoyed with abandon. However, the edited version 
takes us from the "noises off" directly to the next part of the scene. In a much more cosy, reflective moment, Buffy 
comments upon Spike’s efforts to make his crypt more comfortable, and a comment now rather more inexplicably delivered 
from her position, naked, beneath the rugs. All but the youngest members of the audience must conclude that Buffy and 
Spike have been having sex again. But the nature of this sexuality is concealed, and this concealment continues through 
further extensive cuts to the dialogue:
 
[7] CUT

Spike: You were amazing…the things you do, the way you make it hurt in all the wrong places.
Buffy: You got the job done yourself.
Spike: I was just trying to keep up. I’ve never been with such an animal.
Buffy: I’m not an animal.
Spike: You wanna see the bite marks?
END CUT
And a few moments later:
Spike: Do you even like me?
Buffy: Sometimes
CUT
Spike: But you like what I do to you? HOLDS OUT A PAIR OF HANDCUFFS Do you trust me?
Buffy: Never.
END CUT

 
[8] This exchange tells us a lot: that Buffy is, sexually, giving Spike a run for his money, that she is open to and adept in the 
art of combining pleasure with pain, and that she regards his sexual attentions as a "service" to her. Again, this material 
poses difficult questions for the viewer. Is it ok, especially for a woman, to enjoy sex for its own sake, to avoid embedding it 
within a relationship with a broader compass? Is it ok for her to be sexually demanding, to be adventurous? Is it ok to enjoy 
hurting and being hurt during sex? The fact that it is Buffy doing these things, a character for whom we otherwise have 
immense respect and sympathy, makes our answer to these questions into a dilemma rather than a forgone conclusion. We 
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are forced to wrestle with questions that make us uneasy. "Dead Things" concludes with Buffy confessing to Tara: "Why do 
I let Spike do these things to me?" Tara responds with "Oh" then a second later, with some discomfort, "Oh, really" as she 
fully realises Buffy’s meaning. This latter part of Tara’s response is cut, lest the audience should realise too.
 
[9] The editing of violence in "Dead Things" is perhaps of even more concern. This applies to two scenes in particular, and 
the first of these is the death of Katrina. I say "death" and not "murder" since the cuts make the manner of her demise 
ambiguous. The editing begins at the point when Katrina, under the influence of Warren’s "cerebral dampener," 
accompanies him into the bedroom, kissing him and professing her love for him. It is clear from the previous dialogue 
between Warren, Jonathan, and Andrew that their plan is to use Katrina as a sex toy, each taking his turn with her. As 
Warren says "On your knees, baby," Katrina luckily emerges from the influence and she lays into him, angrily pointing out to 
the trio, and the audience, that this is no game; it is attempted rape. Until this point in the season, the antics of the Troika 
can be regarded as rather lame but humour-worthy attempts to be the Big Bad. But Katrina’s speech arrests our laughter. 
The routine and invisible violation of women’s bodies and personal space by men who are only "having a bit of fun" 
becomes suddenly available for our consideration—and it appears abhorrent. However, Katrina’s accusation of rape is cut, 
and the power of this scene to question our assumptions is lost. Katrina is simply cross that she has been duped by her ex-
boyfriend into playing embarrassing games.
 
[10] As Katrina tries to leave, Warren pulls her back. She scratches him in the face, and in his determination to restrain her 
he reaches for an empty bottle and brings it down on her head, killing her. But Warren’s murder of Katrina is cut, creating 
the appearance that she has somehow accidentally died during the struggle. However, this is not just the editing of a scene 
the violence of which, it could be argued, might be too visually shocking. Later in the episode, after Jonathan has 
successfully convinced Buffy that she is the one who has killed Katrina, he rejoins Warren and Andrew. They talk about 
what to do with the rest of the evening and Jonathan, who is visibly disturbed by what they have jointly done, says with 
irony unnoticed by the others "The night is young—there must be some more girls we can kill." These words are cut. When 
Warren discovers that Katrina’s death has been recorded as a suicide, Andrew says "We really got away with murder—
that’s kinda cool." His words are cut too. The murder itself is therefore effectively excised from the script. Season 6 
presents a complex moral picture with plenty of grey areas. We are posed some difficult questions. If a human being with a 
soul is a better person than a vampire without one, what if the vampire commits good acts and the human evil ones? Is 
being evil about what you are or what you do? If vampires and demons deserve to die because of their evil deeds, does this 
apply to humans who commit equally evil acts? Are the acts of Warren and Willow comparable? Once again, the erasing of 
Katrina’s murder leaves us a little more cosy, without the need to seriously address these questions.
 
[11] The second scene of violence is Buffy’s merciless beating of Spike as he tries to stop her from turning herself in to the 
police. In the full version of this scene, Buffy becomes incensed by Spike’s defence of her and she fights him off, 
determined to "do the right thing." But as the powerful dream sequence in the middle of the episode (also cut) testifies, 
Buffy cannot distinguish herself from other "dead things"—Katrina’s body and the undead Spike. As Spike shows up the 
moral grey areas even further, by arguing that "one dead girl doesn’t tip the balance," Buffy tears into him, relentlessly 
beating him and crying "You don’t have a soul. There is nothing good or clean in you. You can’t feel anything real." We see 
that she is really expressing her own self-loathing and that her torrent of blows upon Spike is a punishment she feels she 
deserves (for an extended discussion of Buffy’s self-loathing, see Rhonda V. Wilcox "’Every Night I SaveYou’: Buffy, Spike, 
Sex and Redemption").This is a disturbing scene which in no way glorifies violence; rather, we are repulsed by its savagery. 
But the cuts to this scene (all but the final blow of Spike’s beating, and its accompanying dialogue) take away the possibility 
of drawing this meaning. We see only that Buffy will not listen to Spike’s pleas, and that she puts a stop to them by 
apparently hitting him so hard that he cannot get up. We see only one physically powerful person silencing another through 
the use of force.
 
[12] My argument is not simply that this editing is wrong because it fails, for example, to positively represent the diversity of 
common sexual practices (and of course it does), or denies women’s sexual agency (it does this too) but that it robs us of a 
precious opportunity to engage in a dialogue with ourselves about what we think is right and wrong, acceptable and 
unacceptable. It is part of our moral education. TV is as important as real experience in this respect; perhaps more so since 
many of us will never experience at first hand some of the life events that raise ethical and moral issues upon which a 
person should take a view. Contemporary soaps (for example Eastenders in the UK) have recognised this, and have 
perhaps done more than any advertising campaign to raise awareness and encourage discussion of a range of issues such 
as HIV, alcoholism and domestic violence (and they have also drawn fire from moral crusaders for this). One of the things 
that is of great value in Buffy’s storylines is that they engage people in debate, and this is especially so where those 
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storylines can be seen as controversial. If we are presented with sexual and violent material in a manner that allows us to 
respond to it with our habitual assumptions, if we are given no dilemmas or hard questions with which to wrestle, we cannot 
develop our own values. More importantly, we cannot question them.
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Jes Battis
"She’s Not All Grown Yet": Willow As Hybrid/Hero 

in Buffy the Vampire Slayer 
 
[1] Buffy, ultimately, is a program that teases, explores, and sometimes violates the liminal space between social ideals that 
are themselves  themselves constructions. It needs to be addressed as a complex and ambiguous work of fiction that 
explores the decay of ’normal’ as it intersects with the fantastic and the grotesque—specifically the Bakhtinian grotesque, 
representing a form “not separated from the rest of the world…[but rather] unfinished…transgressing its own limits” (Bakhtin 
26). For monstrous bodies in Buffy are those which hold the most ambiguity, the most danger; and when the principle 
characters (some of whom are ‘monsters’) collide with this erratic and subversive positionality, the veracity of ‘normal’ 
becomes as untenable as that of ‘monstrous.’ I employ Bakhtin here not to align Buffy’s characters with his much-
remediated notion of the grotesque body—which can be read as anything from a performance meant to resignify cultural 
norms and release social tension, to a display of anarchic physicality that disrupts fields of safe, conventional viewing—but 
to reveal these characters’ status as incomplete, becoming, and through their physical incommensurability, subjects 
capable of wild transgression. 
 
[2] To interrogate the show’s ambivalence, this article aims not at deconstructing Buffy herself—the archetypal figure who 
embodies every televisual feminine caricature from Bridget Jones (cinematic, admittedly) to Xena—but rather Willow, who 
has been overshadowed by Buffy, but who has also shadowed her, and at times, eclipsed her. Throughout the course of 
seven seasons, Willow has occupied many personas: shy academic; computer expert; budding witch (‘budding’ being a 
signifier commonly ascribed to Willow’s magical studies, which holds all kinds of double-voiced meaning when connected to 
her name)[i][1]; ingénue; agent of the apocalypse; and, finally, a guilt-stricken ’reformed’ addict, whose self-imposed 
embargo on magic is all that prevents her from reverting to primal destruction once again. Unlike Buffy, who is the satellite 
around which her surrogate family of ’Scoobies’ revolve, Willow has lingered on the outer edges, and proven herself to be a 
chaotic force more powerful than the Slayer, the Watchers, or any other instrument of authority within the show’s diegesis. 
The title of this article was taken from the episode Restless, wherein Willow describes the nameless kitten (referred to only 
as ’miss kitty,’ or ’kitty fantastico’) that she and Tara have adopted as being “not all grown yet” (Buffy 4022). Willow, like all 
of Buffy’s characters, is still very much in a state of evolution. But her growing pains are of particular importance, for they 
identify her as a hybrid site upon which several of the show’s most resounding ambivalences converge, overlap and 
shadow each other. 
 
[3] Let us begin at the end: or rather, the end of season 6, as Willow is about to invoke apocalypse. “On the first day of 
kindergarten,” Xander reminds her in Grave, the season finale, “you cried because you broke the yellow crayon, and you 
were too afraid to tell anyone” (Buffy 6022). This childhood Willow (further described by Xander, the ironic communicator, 
as “crayon-breaky Willow”) bears little resemblance to the black-eyed figure of violent energy that he is addressing. Their 
confrontation ends not with an epic battle, but with a speech act—a declaration of love—that forces Willow to re-access her 
own humanity, and sees her crumpled against Xander’s uncertain body, weeping, as her black hair reverts to its previous 
shade of orange. This is not, as it may seem, the safe containment of the Gothic, or the triumph of normativity over the 
abject ’other.’ Willow must still learn how “not to be evil,” as Anya calls it, and her insecurities, like those of Xander and 

http://www.slayage.tv/essays/slayage8/Battis.htm (1 of 10)6/18/2004 1:08:38 AM

http://www.slayage.tv/Numbers/slayage8.htm


Slayage, Number 8: Battis 

Buffy, remain very much in the foreground of the show’s narrative (Buffy 7003). Like Season 4, which ended with a dream 
rather than a battle (as well as a battle within a dream), and Season 5, wherein the defeat of Glory was overshadowed by 
Buffy’s death, Season 6 ends with a question: who is Willow, and what shall become of her? How can she reconcile the 
oppositional binaries of her character, which Xander so aptly terms as “crayon-breaky Willow” and “scary-veiny Willow?” Is 
there any space left for her between these poles, and if so, is it a space that she wants to occupy? 
 
[4] Willow’s transition from the show’s passive ‘information system[ii][2],’ to an instrument of chaos who seeks to vitiate the 
bonds that join her own family together, can be traced from the end of Season 2. In Becoming Pt II, the audience sees a 
weak, bedridden Willow suddenly snap into a trance, and begin chanting a powerful spell in ancient Romanian (Buffy 2022). 
Injured after an attack which was supposed to kill her, Willow instead experiences a moment of naked and frightening 
power, during which a voice—not her own, but one that the audience will come to know much better as the story progresses
—intones Angel’s curse with the ease and facility of an expert linguist. It is she who reunites Angel with his soul, thereby 
making Buffy’s task of killing him all the more difficult, and shadowing her apparent victory—the world, after all is saved—
with the clear expression of betrayal on Angel’s face as he disappears into the void. The enormity of this destructive act is 
never fully articulated until an episode five seasons later, when Buffy is forced to remind Xander of the impossible choice 
that, more than anything, propelled her from childhood to adolescence (Buffy 7006).[iii][3] 
 
[5] It is valid to observe that a character’s shift from good to evil (usually rounded out by a return to good) on the show is 
sometimes clearly marked. As Krzywinska notes, “’bad’ Willow’s black lipstick and leather, or Angel’s smoking and cruel 
laughter, indicate their changed personas” (181). This of course refers to Willow’s transformation in the episode 
Dopplegangland, when the ’good’ Willow meets her other-dimensional shadow, an emboldened, violent and pan-sexual 
vampire (Buffy 3016). The ’bad’ Willow, as Krzywinska suggests, is negatively coded by her sultry appearance. She is 
nothing like the impish Darla, whose vampirism is subverted by her blonde hair, wispy voice and hyper-feminine clothes 
(one outfit, that of a preparatory schoolgirl, being probably the most disturbing when aligned with Buffy’s own age and 
status as a high-school student). When Willow is at the height of her destructive powers, she is similarly re-coded, given 
black hair, black eyes and a kind of dark power-suit that makes her appear strangely business-like. 
 
[6] But the audience does not have to look too deeply in order to see the gaps in this binaristic transformation, for Willow’s 
outer ’darkness,’ like Angel’s vampire-face, still contains remnants of the physical beauty that preceded it. Angel is still very 
much attractive as a vampire—not a loathsome creature like the Count Orlock of Murnau’s film Nosferatu—and Willow is 
simply Willow with black hair and different clothes. Xander recognizes this easily, and thus addresses not the black-eyed 
Willow, but the old Willow whose face is still visible underneath. It must also be remembered that both of these characters 
perpetrated significant cruelties while still appearing very human. Angel’s speech to Buffy after they have sex for the first 
time—a callous dismissal of her as a lover—is made more disturbing because he retains his human face, just as Willow’s 
multiple betrayals and violations of her relationship with Tara happen long before her physical metamorphosis. The shift 
between good and evil is not so smooth, and for Willow, finding normalcy after her brush with apocalypse merely re-
emphasizes the exile status that she has struggled with since the show’s first episode. 
 
[7] Like all serial shows, Buffy relies upon the concept of sameness. Unlike most serials, it constantly calls this sameness 
into question, challenging its own programmed structure as a media vehicle that must obey certain popular themes—it may 
obey them, but not transparently, and not without visual and narrative resistance. Umberto Eco’s description of the serial as 
a constant narrative that gives the illusion of change, and within which “the secondary characters must give the impression 
that [their] new story is different from the preceding ones, while in fact the narrative scheme does not change" (Eco, Limits 
86), is both applicable to and resisted by Buffy. Repetition gives a show emotional currency with its audience, for by 
rehashing the same scenarios, it “consoles us (the consumer), because it rewards our ability to foresee: we are happy 
because we discover our own ability to guess what will happen” (86). And in this sense Buffy conforms to Eco’s model, for 
every season presents us with the same core group of characters (Buffy, Willow and Xander) who are visited by alternating 
supporters (Anya, Oz, Riley) detractors (Adam, Glory, and most recently the First Evil) and ambivalent characters like 
Spike, who straddle the line between protagonist/antagonist in ways that continually disrupt the audience’s perceptions. 
 
[8] Every season culminates in a new disaster, which is averted by some means, thereby saving the world (or the universe). 
The core group changes, both mentally and physically, but the characteristics that they first brought to the show—Willow’s 
childlike and insecure grasp of the world, Buffy’s protectiveness and defiance of authority, and Xander’s wisecracking which 
masks his powerful sense of loyalty and optimism—all remain untouched. The audience loves these characters because 
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they are the same, they are predictable, they are ’their’ people. Like the safe spaces within Buffy’s diagesis—the Bronze, 
the Magic Shop (before its destruction), and above all, Buffy’s massive three-story house with its warm decor and bright, 
cheery kitchen—the characters themselves represent security to the audience. Their static lives seem superior to the 
reversals and exigencies of the ’real’ world. 
 
[9] However, Buffy’s narrative also demonstrates marked changes that derail story arcs and surprise audiences—changes 
that are not overwhelmingly positive. When Angel talks about leaving Sunnydale (and thus, the show) he really does leave. 
The formative, heterosexual romance upon which the show was originally built is suddenly absent, and Angel’s replacement
—Riley—is coded as a failed love-choice almost from the beginning of his courtship with Buffy. Similarly, the death of Tara 
is cruel and permanent—Willow can never see her again, never contact her through some mystical proxy, and Amber 
Benson (the actor who plays Tara) will not make another appearance on the show. In lieu of these events, Eco’s claim that 
all serials depend upon this principle of monotony, and that "the era of electronics . . . [has produced] a return to the 
continuum . . . the Regular" (Eco, Apocalypse 96), does not address Buffy’s willingness to sever relationships, eliminate 
characters, and frustrate its viewing audience with new story arcs that they may not be so easy to digest.
 
 [10] Buffy’s characters do change, evolve, and most often, flow between varying identities. The audience sees, for 
example, Xander’s retreat into the useful, effective ’handyman’ persona after leaving Anya; they see Willow’s struggle to 
negotiate a life without reckless magic, and without Tara; they see these transformations, like wrinkled skin, waning beauty, 
and are sometimes horrified, sometimes pleased, by the mutability of their beloved characters. And this suggests that there 
is no clear distinction between Eco’s “critical spectator,” his experienced reader, and his naieve or semantic reader (93-94). 
An academic, despite her ability to locate and articulate this phenomenon, is no better equipped to subvert or avoid it than 
the casual viewer. Every audience member, regardless of their critical interest in a given program, desires the 
unchangeable, and is simultaneously repulsed by it. That is the paradox of the viewer. They cannot be happy unless a 
program is both static and dynamic.
 
[11] And if Buffy’s characters are looking back, returning the gaze of the audience with a frustrating gaze of their own, then 
it is Willow’s black eyes that disarm onlookers the most. For, as Giles admonishes her after she capriciously describes 
Buffy’s resurrection, “of everyone here . . . you were the one I trusted most to respect the forces of nature" (Buffy 6004). 
Shy Willow, outsider Willow—even sexualized Willow—is the character that the audience finds most easily recognizable, for 
she is the character most clearly ‘named’ and positioned by her friends and family. Unlike Buffy’s tryst with Spike, which is 
but one more perverse development in her ongoing flirtation with the dark powers that she allegedly subverts, Willow’s 
abuse of magic challenges the audience to renegotiate their perceptions of “Willow…she of the level head,” as Buffy calls 
her (Buffy 6009). Her awkwardness, paired with her great erudition and technological efficiency, makes her a delightfully 
stable character whose subsuquent slide into deviancy (that is, a deviation from viewing expectations) thus becomes all the 
more pronounced.  
 
[12] Because she serves as both an information system, and as a repository of mystical power, her transition from ally to 
adversary is all the more threatening. It is Willow’s magic that enables Buffy to fight cybernetic Adam via the enjoining spell; 
and the result of this spell, most fittingly, is a hybrid—Buffy united with the spirit of every Slayer, as well as the spirit of her 
family—whose power comes from a “source” that Adam “cannot grasp” because he is a cybernetic (metal/flesh) rather than 
a psychic (body/mind) hybrid.[iv][4] That same magic is the only weapon capable of weakening Glory, and the only power 
against which Buffy’s own strength cannot contend. Willow has proven herself to be Buffy’s surrogate sister, the twin to 
Xander’s “big brother” identity that Buffy herself hints at in Restless (Buffy 4022). Yet she is also the sole force capable of 
defeating the Slayer—capable, as well, of annihilating her family, and with them the world.
 
[13] To find the ‘real’ Willow, which may or may not be “like a tragedy,” as Anya suggests, is to collide with a hybrid identity 
that deforms the text of Buffy itself. For Willow is still growing, and waiting for her redemptive moment. Buffy has her dive; 
Xander can say proudly that “I saved the world with my mouth” (Buffy 7003); even Spike chose to be ensouled, although 
recent episodes have deconstructed this act as one of profound ambiguity and negative consequences. But Willow has yet 
to make a sacrifice. She has lost a great deal, but not yet given anything away—save for choosing to stay in Sunnydale for 
‘Buffy’s sake’ rather than attending a major university, although this may very well be to fulfill her need for definition through 
the Slayer. Willow, unlike Buffy and Xander—who, despite their occasionally rash choices, still remain legible as ‘the Slayer’ 
and ‘the Loyal’ to the audience—is involved in a more complex negotiation of identity. She is the middle-child of the 
Scoobies, vacillating between Xander’s immaturity and Buffy’s hyper-responsibility.
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[14] Her vast power allows her to act out the Slayer’s darkest fantasies of violence and immolation—rather than saving the 
world, she can literally destroy it—and her childlike petulance allows her to become totally infatuated with a love object 
(Tara), while at the same time manipulating and controlling her in order to sustain the most pleasurable and anxiety-free 
scenario. She can, in effect, do what Xander and Buffy long to do, knowing that their affection for her will remain 
unchanged. Even when she is poised to extinguish all life on earth, Xander simply tells her that “I know you're about to do 
something apocalyptically evil and stupid, and hey—I still want to hang. You're Willow” (Buffy 6022).
 
[15] She is ‘Willow’ not because she, or the audience, knows precisely who Willow is, but because Xander and Buffy have 
told her who she is. They have constructed a ‘Willow’ who is always available, always ready with an innovative solution: the 
same Willow that Xander addresses, in Becoming Pt I, when he asks “how am I gonna pass trig, you know? And who am I 
gonna call every night . . . and talk about everything we did all day? You're my best friend” (Buffy 2021). She is Xander’s 
best friend, and Buffy’s best friend, and “she of the level head.” But beneath that amicable façade lies an ambivalent, 
dangerous character, given form and em(bodied) purely by the perceptions of others, whose pain, confusion and psychic 
turmoil allow her to access what Giles calls “a place of rage and power” (Buffy 6022).
 
[16] Her body—metamorphosing from healthy, to addicted, to destructive, and then back again—becomes a living signifier 
for the anguish that she feels. She is the archive of Buffy’s doubt, of Xander’s foolishness, and she can hold all of this 
because she lacks corporeality. Or rather, she is inscribed with it to the point of excess—given a sexy doppelganger who 
actually licks her (thus, Willow licks ‘herself’)—but fails to maintain her own body without making the radical foreclosures 
needed to satisfy her friends’ expectations. Nearly every significant event in the show involving Willow suggests this, 
making her body less and less clear, until all that’s left is the “costume” that Buffy summarily rips away.[v][[vi]5] And, as this 
paper is bent upon the interrogation of Willow as an incomplete—and, therefore, potentially transgressive—subject, I will 
now address more specific scenes which illustrate Willow’s lack of em(bodiment). I will further discuss her positioning (or de/
positioning) as an exile, and her ability to destabilize not just the familial unit of the Scoobies, but the discursive fabric of the 
program itself.
 
[17] Let us return, for a moment, to Eco, who suggests that "there are serial works that establish an explicit agreement with 
the critical reader and thus . . . challenge him to acknowledge the innovative aspects of the text" (Eco, Apocalypse 92). In 
accordance with this theory, Buffy ‘double-codes’ many of its scenes, using a combination of foreshadowing and subtextual 
references that the more discerning reader can access. Such is the case with Willow, whose conflicts are explored as early 
as Season 3, when she comes face to face with her doppelganger. Upon meeting this simulation of herself, Willow is 
horrified to observe that “I'm so evil and . . . skanky! And I think I'm kinda gay" (Buffy 3016). When Buffy assures her that 
one’s ‘vampire self’ has nothing to do with one’s ‘real’ identity, Angel interrupts her containment of this evil with a highly 
ambiguous: “Well, actually . . .” It is thus made clear that ‘bad’ Willow is shaped and informed by ‘good’ Willow, and vice 
versa. Fittingly, then, Willow is not a static body, but rather a system of good and evil, capable of being dominated by either 
force. Like the double-voiced “death is your gift,” which the first Slayer pronounces to Buffy, Willow’s engagement with her 
dark self is neither helpful nor oppositional, but needs to be decoded.
 
[18] This decoding occurs most prominently in dreams, which are powerful and didactic within Buffy. The two Slayers who 
exist in a kind of intimate opposition with each other—Buffy and Faith—can communicate peacefully, and meaningfully, only 
through dreams. Buffy’s dreams are often prophetic, and in the episode Restless, any demarcation that may have 
previously existed between the ‘real’ world and the dream world is smudged away. If, as McLuhan says, "the movie camera 
is a means of rolling up the daylight world on a spool . . . [and] the movie projector unrolls the spool and recreates the 
daylight world as a dark dream world" (290), then dreaming in Buffy’s televisual universe is a deepening of shadow, a more 
subterranean layer beneath the already simulated "real." The dream is the equivalent of the dark cinema for these 
characters, where their fears move and whisper just outside the light, and all that they considered stable suddenly takes on 
a new reflection.
 
[19] Restless begins with Willow’s dream, and the audience is at first not sure why. But it soon becomes clear that the 
disorienting imagery, tinged with violence, in Willow’s dream world will influence and inform the content that follows. Unlike 
Xander, Buffy and Giles’ dreams, which begin weirdly or comically, Willow’s dream begins with a scene of physical intimacy
—Willow is painting Greek characters on Tara’s naked back, as she lies with her head down, looking pensive. The Greek is 
an invocation to Aphrodite, translated in part as "I beg you, don't overcome my spirit with pain and care, mistress" (Bowman 
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2; Lattimore, trans. 515). This is an oracular statement, since Willow’s love for Tara, juxtaposed against her love for magic, 
will drive the conflict that precipitates her addiction and subsequent flight from reality. Tara expresses worry over not having 
found "her name," and Willow’s interruption—"miss kitty?"—provides only one possible subject. It is still unclear just whose 
"name" Tara is talking about, but as the episode progresses, it becomes more evident that the character who fears being 
seen— being named—the most is Willow herself. 
 
[20] And Willow’s answer to Tara’s fear, "she’s not all grown yet," only further emphasizes her lack of positioning. Willow, 
unlike Tara, is not all grown yet. Her corporeality is as fluid as her dream world, and thus, the only talismanic character 
traits that she brings to her own dream—asking questions, doing homework, and transmitting information (via the Greek 
characters)—are the ones with which she has been most keenly inscribed by her friends. Buffy, Xander and Giles each 
have moments, however slight, during which they recognize that they are in a dream, but Willow tries to enforce order upon 
each scene—"this drama class is just . . . I think they're really not doing things in the proper way, and now I'm in a play and 
my whole family's out there" (Buffy 4022)—even after Tara observes that "you don’t understand yet, do you?" 
 
[21] What Willow does not understand is that she is not simply hiding from the first Slayer, but from the fear that her 
constructed identity may have no substance beneath it. With the kind of disorienting meta-criticism that Buffy is famous for, 
Willow, a character in a TV show, fears that she may be nothing more than a character in a play, and that her costume will 
not protect her from the scrying gaze of her friends. And, although she tries to contain this fear, pressing on with a sense of 
normalcy by delivering a book report on that staple of high-school curricula—The Lion, the Witch and the Wardrobe—the 
phantasmal figure of the first Slayer still attacks her. 
 
[22] Willow’s death at the hands of the First Slayer is far more visually exotic, and symbolically charged, than the other 
Scoobies. Xander’s heart is ripped out, and Giles is scalped—both grisly demises—but the attack itself is a clear act of 
violence and organic invasion, since both characters have body parts forcibly removed. Willow, as she is mauled by the 
Slayer, actually transforms. Her skin becomes yellowish, almost reptilian, and her eyes change. She becomes not herself, 
and not the first Slayer, but a strange hybrid of the two—a demonic entity whose birth leaves the ‘real’ Willow gasping on 
the couch, as if being strangled. Buffy—now a character in Xander’s dream—upon seeing this, calls her a "big faker" (Buffy 
4022), but it’s unclear exactly what she’s faking, or rather, which ‘Willow’ is the fake. 
 
[23] What the audience expects from Willow is the slightly awkward, hyper-intelligent and intrinsically loyal friend that they 
have come to know. But her choices—and they are distinct choices, not the maneuverings of fate—within the last three 
seasons of the show have seriously displaced and disrupted these expectations. Her relationship with Tara, and 
consequent abandonment of Oz as a romantic interest, is probably the most dramatic character shift experienced by any of 
the Scoobies. Surprisingly, this relationship has received a great deal of popular discussion and criticism among fansites 
and magazines, but little academic attention. The most prevalent critical reading of the Willow/Tara relationship is one 
wherein magic and lesbian sexuality are conflated. ‘Lesbian’ may just as easily stand in for ‘witch,’ since both are socially 
othered identities, and Willow’s sexual experiences are closely linked, and at times synonymous, with her magical ones 
(Winslade). 
 
[24] But, despite the fact that magic is coded as feminine within the show, Willow is not intentionally accessing a grand, 
feminine spiritus mundi. On the contrary, her scathing description of UC Sunnydale’s Wiccan Group—"Blah blah Gaia. Blah 
blah moon…menstrual life force power thingy" (Buffy 4010)—leads the audience to believe that she has no particular desire 
for feminine empowerment through Wicca. Unlike Tara, who holds intricate and reverent knowledge of the variegated 
mythologies which underpin the show’s pseudo-Gardnerian type of magic, Willow’s relationship with her power is visceral 
and emotional. Magic brings her closer to Tara, and closer to what she believes is an authentic identity. It becomes for her 
not, as Krzywinska suggests, a "witchcraft [that] is practical and not linked to any environmental issues or spiritual 
matters" (Krzywinska 188), but rather a unity of sexual and elemental power that is every bit as primal as the Slayer’s 
strength. And just as Buffy uses this preternatural strength to engage in a mutually masochistic relationship with Spike, so 
does Willow use magic to experience heightened forms of physical intimacy with Tara. Magic is not merely conflated with 
sexuality in the show, but contiguous with it, emerging from the same organic drives. 
 
[25] Willow’s relationship with Tara, like her relationship with Oz, only further demonstrates her dis(embodiment) as a 
subject whose mentality and materiality is fragmented. She begins by desiring Xander, whose physical and emotional 
proximity to her—as a primary member of her support system—combined with his romantic disinterest for her, makes him 
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an object charged with true eros, or lack. In calling eros a "verb," Anne Carson states that "the symbol of eros . . . [is] in the 
space across which desire reaches"—that space being what necessarily separates lovers (Carson 25). Absence itself, then, 
is what creates specifically erotic love in the classical sense—and, given the Greek characters being gently inscribed upon 
Tara’s back in Restless, it is clear that certain classical conceptions of love and sexuality are important to this story arc. 
 
[26] As with Buffy’s later intense attachment to Riley, which Xander describes as being "right in front of my Xander face," 
Willow’s desirability swoops beneath his cognitive radar, never made apparent until the possibility of reciprocating it 
becomes hopelessly complex (Buffy 5010). After their brief physical liaison, Willow forcefully tells Xander that she must 
choose Oz over him—just as, in the future, she will have to choose Tara over Oz. In her words: "If I want to make things 
right with Oz, my hands, my—all my stuff—has to be for him only" (Buffy 3009). 
 
[27] Love is verbalized and actualized by these characters in unique, specific ways. Spike name’s himself "love’s bitch"; 
Anya’s love makes Xander "feel like a man"; and for Buffy, love and pain are perversely conflated, twined and warped 
together in a symbiotic embrace from which neither can be separated. But Willow is the only character who describes love 
as deficit, as lack. It is disembodying for her—she must become not abject, like Spike, but object. She must belong to Tara, 
to Oz, to Xander, in order to be inscribed by meaning, by the validity that others place in her. But what, then, to make of 
Tara’s enigmatic comment? "I am, you know—yours" (Buffy 4019). Mendlesohn describes Willow’s role in the relationship 
as a dominant one, stating that "Willow takes [her] gained confidence and employs it in the attraction of the painfully shy 
Tara, in which she repeats, in reverse, the primary dynamic of her relationship with Buffy" (Mendlesohn 59)—that is, the 
dynamic of submission/control that several critics have identified between Buffy and Willow, leading to a queer reading of 
their relationship. That aside, in regards to Tara’s sentiment, it does seem as if Willow is doing most of the taking, not Tara. 
It is she who already belongs, and Tara who is looking for belonging. 
 
[28] Yet, it is Tara who confronts Willow about her addiction to magic, and Tara who effectively ends their relationship.[6] 
Long after Tara has readjusted herself to life without Willow—helping Buffy research the particulars of her resurrection, and 
offering her emotional support—Willow herself continues to fall deeper into a state of emotional wreckage and sensory 
oblivion (Buffy 6009). Magic becomes not merely a form of sublimation for Willow, but a radical embodiment, as 
demonstrated when she mystically imbues one of Tara’s old dresses with corporeality (6009). The dress physically 
embraces her, a shadow figure—born of cloth, air and intent—and for the first time Willow is ‘real,’ while Tara is just a 
magical construct; a memory. 
 
[29] Magic is not a power that Willow manipulates here in order to invoke Tara, like a flicked switch or a pushed button. The 
power itself is what makes her real. By allowing it to embody her, she positions herself within a core of physical and social 
interstices—erotic desire, comfort, authority, selfhood—and is thus part of a Foucauldian system of interplay and difference 
where "power is immanent…to [all] other types of relationships" (Foucault 94). And, as further episodes illustrate, she 
cannot separate herself from the simultaneity of magic/body. Willow herself observes that "I am the magic"—a statement 
then reaffirmed by the image of a hundred magical books pouring their printed knowledge into her body, bringing her role as 
‘information system’ to a new level by making her the living intersection of flesh and text (Buffy 6022). Willow’s body, and 
Willow’s magic, intersect upon a field of power that makes both subjects radically interchangeable. They are caught up in a 
power that, as defined by Judith Butler (who revises and recasts Foucauldian conceptions of power dispersal), "forms, 
maintains, sustains, and regulates bodies at once, so that, strictly speaking, power is not a subject who acts on bodies as 
its distinct objects" (Butler 34). Willow is thus no longer "distinct" from her power, her magic, because she has allowed it to 
embody her. 
 
[30] It is Tara’s subsequent death, abrupt and shocking, that pushes this Willow/magic relationship into crisis. Hit by a stray 
bullet meant for Buffy, Tara has time merely to look at Willow in confusion, and ask "your shirt?"—it is covered in a fine 
spray of her own blood—before collapsing (Buffy 6019). This radical and almost perfunctory silencing of Tara, who is 
denied a glorious swan-dive like Buffy, or a long, protracted moment of pain like Angel, has been the source of much 
audience outcry and criticism. Tara’s death is further complicated by the fact the she and Willow begin the episode in bed 
together, after a night during which "there was plenty of magic," as Tara herself states wryly (6019). This violent 
juxtaposition—from sex to death in one episode—has invited criticism that "whether viewers are aware of [it] or not, 
murdering a lesbian just minutes after she has sex suggests a causality between lesbian sex and death" (Mangels 1). 
 
[31] In all fairness, it does not happen minutes after the two have sex. But the observation is still valid, and it cannot simply 
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be sidestepped that, by removing the Tara/Willow relationship, Joss Whedon has removed one of the few positive and 
‘graphic’ (perhaps a better term is ‘visualized’) lesbian relationships on a television. And, although this ‘gap’ has allegedly 
been filled by the arrival of Kennedy—Willow’s new love interest, who attempts to inject a bit of ease and frivolity into her 
sex life—the shadow of Tara remains. When Willow temporarily ‘becomes’ Warren—a spell of atonement engineered by 
Amy to punish Willow for her efficacy, her specialness—she blames the transformation on Kennedy’s kiss. For, in that brief 
moment of physical satisfaction, Willow admits that "I killer her. I let her be dead," speaking of Tara (7013). This moment of 
loss, of foreclosure, results in Willow pointing a gun at Kennedy’s head: case in point that Tara’s death still haunts her, and 
will continue to delimit what she allows herself to feel, and who she lets into her life. Also, of course, her death precipitates 
what at first seems to be a clichéd narrative convention (scorned lover becomes grief-fueled killing machine) which 
repositions the Tara/Willow relationship (formerly unique and layered) within a realm of televisual kitsch. Perhaps. 
 
[32] But it must also be remembered that the happiness and well-being of these characters is constantly being frustrated by 
powers seemingly beyond their control. Angel and Buffy are held in romantic abeyance due to a magical curse; Xander 
cannot marry Anya for fear of repeating the scenario of mindless conflict that his parents have presented him with; Giles 
finds romantic satisfaction with Jenny Calender, only to learn that she has been killed (in an equally swift and appalling 
manner) by ‘evil’ Angel (Buffy 2018; 2022; 6017). These characters gain verisimilitude—and thus audience appeal—
through their suffering, reversals, mistakes, and attempts to negotiate a thoroughly obscured ideal of humanity. Willow and 
Tara are no different, and thus should not be treated differently by the show’s narrative. 
 
[33] Extra-textual ramifications aside, it is Tara’s death that fragments Willow’s already-compromised identity beyond repair, 
causing her to become wholly subsumed and embodied by magic. At first her goal is simple—kill Warren, who is directly 
responsible for the shooting, and also his friends Jonathan and Andrew, who are guilty by association. But after her first kill
—a gruesome act of disembodiment, in which Warren is actually flayed—Willow’s plans grow more abstract. While 
supposedly pursuing Andrew and Jonathan, she spends most of her time challenging and subverting her surrogate family—
the Scoobies—by excavating their fears and undermining their accomplishments. (6019; 21; 22). Willow does not need 
magic to do this. Magic gives her the voice, the confidence, but it is through ordinary speech acts that she violates and 
tears down her friends. This psychic battle culminates in a physical one with Giles—whom she accuses of being "under the 
delusion that you [are] still relevant here"—wherein she brings him close to death, and extracts the magical power that he 
has ‘borrowed’ from a Coven; the power allegedly meant to contain her (Buffy 6022). This confrontation will ironically be 
recast as a teacher/student relationship in Lessons (7001), as Giles attempts to teach Willow focus and control over her 
power. The rhetoric that he employs, however, is merely a positive, slightly Gaian spin on what Willow has already 
enunciated: "I am the magic." Giles can never truly teach her what this ambivalent relationship means, how it must be 
maintained, or how it will transform her. 
 
[34] Still—returning to Grave—it is the Coven’s stolen power that taps into Willow’s "spark of humanity," allowing Xander’s 
own speech act to penetrate her. What might seem terribly hackneyed (good triumphs over the corrupted soul) is made 
interesting by the profound ambivalence of the situation. For Willow attempts to destroy the world not out of villainous, 
moustache-twisting ire—or because she feels betrayed by a world that falsely imagines her and renders her an outcast—
but because she wants to annihilate human suffering. Her connection to the source of all magic allows her to experience a 
terrifying collectivity of earthly pain, anger and despair, the depth of which she cannot withstand. And she could not 
experience this without Giles’s ‘gift’ of the Coven’s power. Thus, the emotional event that drives her to extinguish all human 
life is the same event that allows Xander to reach her, and foster her dying "spark" of individuality. And that notion of the 
"spark" is made entirely more ambiguous by Spike’s later speech to Buffy ("they put the spark back in me, and now all it 
does is burn" [7002]), leading the audience to question just how this soul-concept truly influences Buffy’s characters (7002). 
 
[35] This syncretism of interdependent forces—not the binary life/death, but rather life in death, monstrosity in humanity, 
informed and embodied by each other—creates a wildly subversive and critically fascinating vision of the ‘real’ social 
architecture that exists outside of the show, not just that which drives conflict within the show. If, as Baudrillard suggests, "it 
is the TV that renders true," then the exigencies of these characters are shared and simulated by their audience 
(Baudrillard 29). The fact that the world must be brought to the brink of apocalypse in order to save one human life—
Willow’s—is not lost upon the consciousness of the viewer. What is being said here may not be a master-narrative that 
guides Buffy’s moral universe, but it is still a suggestion that these characters are not separate from the monsters that they 
fight—just as the prototypical construction of ‘evil’ within the show lingers on the borders of good, and is given form within 
that liminal space. Willow is the magic, and as Xander observes, there is no real demarcation between "crayon-breaky 
Willow" and "scary-veiny Willow," because both are reflections of a continually evolving source. 
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[36] This investigation, then, must begin and end with the same question: who is Willow? And, perhaps more accurately, 
why does she matter? As has been discussed, it is Willow’s ambiguity that makes her interesting as a character—her lack 
of positioning that makes her the object of theoretical debate. She is Buffy’s twilight sister and confidante, yet has the 
mystical power to destroy the Slayer. She is dismissive of Xander’s friendship and foibles, yet all of her rage, grief and 
desire for vengeance cannot withstand his brilliant, calm declaration of unconditional love. She is the academic equal—and 
mystical superior—to Giles, yet it is Giles who ‘teaches’ her to reaccess her lost humanity by reminding her that she is part 
of a vast, organic system. In short, Willow resents her surrogate family, yet is informed by them, and desperately needs to 
anchor her free-floating subject to what she assumes are their ‘solid’ identities. 
 
[37] Willow reflects all that her friends imagine her to be. She is Xander’s kindergarten playmate, and the awkward, foolishly 
dressed ‘nerd’ who gives a boring report on C. S. Lewis in the episode Restless. She is the "rank, arrogant amateur" that 
Giles supposes her to be when she naively brings Buffy back from the dead, and also the computer-whiz who can 
effortlessly control what he terms "that infernal machine." She is Buffy’s font of relationship advice, and also the black-eyed 
witch whose magically-induced strength allows her to match the Slayer blow-for blow, and summarily defeat her. 
 
[38] Willow inhabits all of these subjectivities, and none of them make her as legible as the other characters in the show, 
because she can move so quickly and seamlessly between them. Willow—alone among the Scoobies—has the power to 
choose between redemptive and destructive behavior. She is not bound by prophecy (like Buffy), or mediocrity (like Xander) 
or logic and propriety (like Giles). She is free, and thus, completely dislocated, bewildered and confused. For no identity 
satisfies her, no power can ever truly embody her, and after losing herself in ‘dark’ magic, no amount of atonement can 
erase the memory of what she inflicted on others through word and deed. Her hybridity, her ability to choose, comes with 
the loss of any meaningful sense of belonging, intimacy or certainty. Like Buffy, she is faced with the knowledge that she 
doesn’t know "how to live in this world if these are the choices. If everything just gets stripped away. I just don’t see the 
point" (Buffy 5022). But, also like Buffy, she knows that the illusion of safety, of a morally-governed universe, of a destiny 
not eclipsed by suffering and most likely death, is her only comfort. And it is, after all, the maintenance and defense of any 
human certainty, however small, that drives these characters to avert apocalypse season after season: not the assumption 
that there is any one suitable ‘way’ to live in the world, but rather the continual realization that the world itself is worth 
saving, that causes them to fight, even against themselves. 
 
[39] Willow’s role within the program is as ambiguous as the program itself. She is not a model heroine, nor is Buffy, since 
neither can ever fully juxtapose themselves against negative powers—whose meaning is forever deterred by signifiers like 
“darkness,” “the First,” or Spike’s “big bad”—without violating the gossamer-thin line that separates them from those 
powers. Willow, more than anyone, knows how easily these lines can be transgressed. Again, like the program itself—
which the viewer expects to be what Jacques Derrida might call a text with an “edge,” but is instead an open-ended system
—Willow’s negotiation with the monstrous is a journey through dark, open terrain rather than a carefully defined block of 
cells (Derrida 256). She is engaged in a process of becoming, and is, in her own words, “not all grown yet.”
 
[40] As the program nears its conclusion (there are, as I write this, only six much-hyped episodes left), it becomes 
increasingly clear that Willow’s power and influence will be one of the strongest determinants of the final narrative. But she 
has driven that narrative from the beginning, and it is the rich history of her character—all of the awkward moments, turned 
phrases, and bursts of emotional intensity—which in itself composes the material of that narrative. The genealogy of these 
characters is the genealogy of the narrative itself, for Buffy is read by the audience not as a plot-driven system—an endless 
recession of soporific story-echoes, returns and repetitions), but as an evolving dialogue between its characters. Willow 
does not, then, have to arrive at a final transformation or defining moment, because—like the other Scoobies—she is the 
story. And she will continue to tell, (un)tell, and retell herself, pushing against the very limits of what can be said, of what 
might be embodied, in her search for existence without foreclosure. She must be crayon-breaky Willow/scary-veiny Willow 
at the same time, and find both loveable, both inhabitable—because it is not, as Buffy suggests, being “finished” (6003) that 
is most important, but rather the dark and seductive expanse of the story itself, with its critical gaps, eager to be reimagined.
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[1] Names and naming are significant within the serie. “Buffy” with its immature and “Californian” associations; “Xander” as 
a diminutive of the more appropriate “Alexander,” further shortened to “Xan”; and of course “Willow,” with its ties to the 
natural world.The materiality of Willow’s name is interesting:Willows are supple, bending but seldom breaking.
 
[2] She is the only character capable of using a computer, which, in Sunnydale, can effortlessly decrypt all manner of civic 
and governmental databases.
  
[3] “I killed Angel,” she tells Xander.“Do you even remember that?”And, indeed, this reality is rarely touched upon after the 
third season.
  
[4] It is also worth noting that Buffy’s transformation into the hybrid-Slayer is similarly coded to (but visually the opposite of) 
Willow’s transformation into dark or “Uber-Willow.”Buffy’s eyes become golden and radiant, whereas Willow’s become black 
and devouring.Buffy transforms bullets into doves, whereas Willow freezes them—both actions most keenly representing 
the containment and displacement of technology by mystical power.
  
[5] The notion of the “costume” is further explored in the The Body (5016), when Willow interrogates her own dependence 
on childish dress:“Why can’t I just dress like a grown-up?Can’t I be a grownup?”At this point her language dissolves, and 
she must turn to Tara, whose kiss—both comforting and traced with erotic power—serves here as a silencing technique 
(Willow stops talking) and as a force of embodiment (she is then strengthened, and supported, by Tara’s presence).
Interestingly enough, this entire scene is touched off by Willow’s search for “the blue,” a sweater that Joyce (who is now 
herself “the body”) always liked.Willow’s vacillations regarding what to wear to the hospital (an uncertainty usually reserved 
for social events) underscores her slippage between identities:purple is too “royal,” yellow too “happy, lala, look at me,” and 
every article of clothing thus becomes unsatisfactory.
  
[6] Willow’s attempt to magically alter Tara’s memory—the “tabula rasa” spell—is the ultimate repositioning of identity.In 
order to maintain her lover’s (and her family’s) expectations, Willow feels that she must eradicate any hint of transgression 
and start anew.As illustrated in the episode itself (6008), this “new” position is entirely illegible.
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