
 

 

Apocalyptic Apocalypses: 

The Narrative Eschatology of  Buffy the Vampire Slayer  

 

Let's explore the world of our story, shall we? 

Andrew in “Storyteller” 

 

What can't we face if we're together? 

What's in this place that we can't weather? 

Apocalypse? 

We've all been there. 

The same old trips 

Why should we care? 

Buffy in “Once More with Feeling” 

 

Stop! Stop telling stories. Life isn't a story. 

Buffy in “Storyteller” 

 

(1 )  As  Frank  Kermode shows  in  The  Sense  o f  an  End ing:  S tud ies   in   the  Theory  

o f  F ic t ion ,  we “make  cons iderab le   imag inat ive   investments   in  coherent  patterns  

which ,  by   the  prov is ion  of  an  end,  make  poss ib le  a  sat i s fy ing  consonance  with   the  

or ig ins  and  with   the  midd le”   (17) .  Our   f i c t ions   record   these   investments ,  and   in  

every  end ing   these   f i c t ions  o f fer  us  g l impses  o f  our  end  and   the  end.  We st r ive ,  

a lways ,   to  convert  “chronos”—mere  “ ’pass ing   t ime’  or   ‘wa i t ing   t ime’—into  “ka i ros” :  

“ the  season ,  a  po int   in   t ime  f i l led  with  s ign i f i cance ,  charged  with  a  meaning  der ived  

f rom  i ts   re lat ion   to   the  end”   (my  i ta l i cs ;  47) .  As   I  hope   to  show,   that  amaz ing   f i c t ion  

known as  Buffy   the  Vampire  S layer  accompl ished   in   i t s   seven   te lev is ion  seasons  

( sure ly  Kermode d id  not   imag ine  h is  narrato logy  be ing  app l ied   to   te lev is ion) ,   seasons  

now come to  an  end,   th is  apoca lypt ic  convers ion  with   ingen ious  narrato log ica l  

prof ic iency .  

(2 )   In   the  144  ep isodes   (5760  minutes ,  96  hours )  o f  Buffy   the  Vampire  S layer ’s  

now completed   text ,   the  word  “apoca lypse”   (or   some var iant   thereof )  appears  scores  

o f   t imes   in  no   less   than   twenty  s ix  ep isodes .  F rom  i ts   f i r s t  appearance   in  “Never  K i l l  

a  Boy  on   the  F i rs t  Date”   (1005) ,   in  Buf fy ’s  c lass ic  Buf fyspeak  concess ion   to  G i les  

(who has   just  g iven  her  permiss ion   to  go  out  w ith  broody  “Emi ly  D ickens”   fan  

Owen)—“Thank  you,   thank  you,   thank  you!  And   look ,   I  won 't  go   far ,  okay?   I f   the  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apoca lypse  comes,  beep  me”—to the  Season  Seven  “apoca lypse”‐ intens ive  d ia logue  

of   the  meta‐narrato log ica l   “Storyte l ler”   (7016) ,   in  which  we  f ind  such  wonderfu l  

exchanges  as   th is  one  between would‐be  s toryte l ler ,  non‐masturbator ,  went‐over‐ to‐

the‐Dark  S ide‐ just ‐ to‐p ick ‐up‐a‐ few‐th ings ,  and  “Buf fy ,   the  S layer  o f   the  Vampyres”  

chron ic ler  Andrew and   thousand‐year‐o ld   former  vengeance  demon Anya:  

 

ANDREW: The  wor ld 's  gonna  want   to  know about  Buf fy .   I t ' s  a   s tory  o f  u l t imate  

t r iumph ta inted  with   the  b i t terness   for  what 's  been   lost   in   the  s t rugg le .  

I t ' s  a   legacy   for   future  generat ions .  

ANYA:   I f   there  are  any .  Buf fy  seems to   th ink   that   th is  apoca lypse   i s  go ing   to  

actua l ly  be ,  you  know,  apoca lypt ic .   I   th ink  your—your  s tory  seems pretty  

po int less .  

 

Our  sympathy   i s  w i th  R i ley  F inn   in  “A  New Man”   (4012) ,  as  we  f ind  ourse lves  

“need ing   to  know the  p lura l  o f   "apoca lypse ."  “Th is   i s  how many  apoca lypses   for  us  

now?”  Buf fy  asks  G i les   just  before   the   f ina l  confrontat ion  with  G lory ,   just  before  she  

wi l l ,  aga in ,  d ie ,  and  he   rep l ies  “Oh,  uh ,  wel l   .   .   .   s i x ,  a t   least .  Fee ls   l i ke  a  hundred”  

("The  G i f t , "  5022) .  

  (3 )  The  end  of   t ime,   the  end  of   th ings   i s  not ,  o f  course ,   the  on ly  end  Buffy  

offers  us .  As  a   te lev is ion  narrat ive ,  every  ep isode  of  Buffy  offers  us  a  var iety  o f  

“ l i t t le  deaths ,”  min i ‐apoca lypses  as  wel l :   the  d is t inct ly   te lev isua l  ends ,  a l lowing   for  

commerc ia l  breaks ,   that  come with in   the  narrat ive   i t se l f ;   the  end ing  of  each  ep isode  

(my pr imary  concern  here) ;   the  end ings  o f  narrat ive  arcs ;   the  end ing  of  each  season.  

And   f ina l ly ,  we  have   the   f ina l  narrat ive  eschato logy  of  Buffy   the  Vampire  S layer  

i t se l f .  Te lev is ion  ser ies  had  ended before .  F rom  I   Love  Lucy   (1951‐57)   to  The  

Honeymooners   (1952‐1957)   to  Mash  (1972‐1983)   to  Se infe ld   (1990‐1998) ,  comedies  

o f fered   the i r   las t   laughs ,   f ina l ly   send ing  characters  home  f rom a  TV  Korean  War   that  

las ted  e leven  years ,   sentenc ing   Jerry ,  George ,  E la ine ,  and  Kramer   to  pr i son   for  not  

be ing  good  Samar i tans ;  and  ep isod ic   ser ies   f rom Dal las   (1978‐1991)   (d id   J .  R .  k i l l  

h imse l f  or  not?)   to  Twin  Peaks   (1990‐1991)   (“Where ’s  Ann ie?”  asks  a   toothpaste‐

extrud ing  Agent  Cooper  as  he  s tares  at   the   face  of   the  supernatura l  ev i l  paras i te  BOB 

in   the  bathroom mirror )   to  The  X‐F i les   (1983‐2002)   (Mulder  and  Scu l ly   in  bed  

together?  The  C igarette  Smoking  Man dead  aga in?)  k inked   the i r  narrat ive  ske ins  and  

d isappointed   the i r  v iewers   for   seeming ly   the   last   t ime.  But  no  ser ies  end ing  had  ever  

been  so  much  about  end ing  as   the  a lways  apoca lypt ic  Buffy   the  Vampire  S layer  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(1997‐2003) .  And by   the  end  of  Buffy ’s  story ,  Buf fy  herse l f  had  a l ready  announced,   in  

the  s tory   i t se l f ,   the  end  of   s tory .  Why?  

(4 )   I  would   l ike   to  o f fer  a  comprehens ive  examinat ion  of  end ings  on  Buffy  

( inc lud ing   the  end  of   the   f ina l  ep isode)  and  propose  a  c lass i f i cat ion  scheme  for  

understand ing   the  narrat ive  apoca lypses ,   la rge  and  smal l ,  o f   ind iv idua l  ep isodes ,  

s tory  arcs ,   seasons ,  and   the  ser ies  as  a  whole .   In  her   in troduct ion   to  Michae l  Adams’  

recent ly  pub l i shed  S layer  Speak:  A  Buf fy   the  Vampire  S layer  Lex icon ,  Buffy  writer  

(and  res ident   l ingu is t )   Jane  Espenson  admits  her   temptat ion   to  cast  her   remarks  “ in  

f luent  Buf f inese ,”  but  “ for  your  sake  and  my own,   I   res i s t”   (Adams v i i ) .   I ,  however ,  

have  no  such  wi l l  power  and  have  cast  my category  schemes   in  Buf fyspeak .  

 

BtVS Endings 

C l i f fhangery .  Leav ing  some major ,   suspensefu l  narrat ive  deve lopment   to  be  

cont inued  at   some  indeterminate  po int   in   the   future .  

Closurey   (at   the   leve l  o f  act ion) .  Reso lut ion  of  major ,  mult ip le  p lot  

entang lements .  

Closurey   (at   the   leve l  o f  quest ions) .  Reso lut ion  of  major ,  mult ip le   themat ic  

and  or   subtextua l  prob lems posed  by   the  narrat ive .  

Part ia l  C losurey.  Reso lut ion   (or   seeming   reso lut ion)  o f  a   s ing le  s tory  arc  at  

the   leve l  o f  expectat ions ,   though  not  necessar i ly  a t   the   leve l  o f  quest ions .  

Foreshadowy.  Suggest ing  or  pref igur ing  a  deve lopment  before   i t   takes  p lace .  

See  a lso  Set‐Uppy .  

I ron icky .  A scene   in  which  humor   i s  caused  by  a  c lash  between appearance  

and  rea l i ty ,  expectat ion  and  actua l i zat ion .  

Metaphory .  Exh ib i t ing/enhanc ing  metaphor ic  narrat ive  ske ins .  

Not‐overy   .   .   .  Suggest ing   that   the  p lot   reso lut ion  brought  about   in   the  

ind iv idua l  ep isode   i s  on ly   temporary ;   that   there  cou ld  bee  more   to  come.  

Pay‐Offy .  Fu l f i l l ing/complet ing  a  set ‐uppy  end ing   in  an  ear l ier  ep isode.  

Set‐Uppy.  Del iberate ly  estab l i sh ing  a  narrat ive  deve lopment   for  major  or  

minor  pay‐of f   in  a   subsequent  ep isode.  

Surpr isey .   In t roduc ing  a  shock ing ,   though  not  necessar i ly   suspensefu l ,  p lot  

deve lopment .  

Tear‐ Jerkery .  Emot iona l ly  mov ing ,   romant ic ,   cathart ic .  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(5 )  Comment ing  on   the  pronounced   tendency  of  Buf fyspeak   to  c l ip  verb  phrases  

( turn ing  “wig  out”   in to  “wig ,”  “dea l  w i th”   in to  “dea l ,”   for  example) ,  Michae l  Adams 

has  noted  “someth ing  subt ly  d i f ferent”   in   the  psycho logy  of  users  o f   such   forms   (39) .  

In  my own s langy  categor izat ions  o f  Buffy  endings ,   I  hope  you,   too ,  w i l l  detect   f ine  

d is t inct ions :   I  mean  none  of   these  as  abso lutes ,  none  as   incompat ib le .  My  invent ion  

of  new ad ject ive   forms   i s   in tended to  suggest   the   tentat iveness ,   the  hypothet ica l  

nature ,  o f  my c lass i f i cat ion  scheme.1 

(6 )  Let  us  beg in  w ith  an  end ing  contemporary   te lev is ion  has  made  far   too  

common:   the  c l i f fhangery .   In   the  wake  of   the  “Who shot   JR?”  bonanza  of  1980,  

Amer ican  TV  has  become so  enraptured  with   the  c l i f fhanger   for   the   f ina l  ep isode  of  a  

season   that   i t  has  now become common even   in   the  s i tcom,  perhaps   the   last  genre   in  

which  we would  expect   to   f ind   i t  put   to  use .  

  (7 )  S ince   Joss  Whedon has  s tated  h is  bas ic  ant ipathy   for   the  c l i f fhanger  on  

severa l  occas ions ,   i t   shou ld  not  surpr ise  us   that   the  bas ic  pattern  of  a  Buffy  year—

estab l i shed   in   i t s   f i r s t  year ,   in  part  because  Whedon and  company  were  not  certa in  

they  would  be   renewed and  wanted   to   f in i sh   the  s tory  o f  Buf fy ’s  batt le  w ith   the  

Master  “wel l  w i th in  parameters ,”   in   the   twelve  ep isodes  ava i lab le  o f  a  part ia l  

season—has  been   to   te l l   the  whole  s tory  o f   the  Scooby  Gang’s  batt le  w ith  and  defeat  

o f  a  new B ig  Bad.  As  we wi l l   see ,   in  a  moment ,   the  c l i f fhangery  neverthe less  puts   in  

an  appearance .  

Set‐Uppy 

(8 )  Many,  many  ep isodes ,  as  many  as   th i r ty ,   though  not  qu i te  c l i f fhangery ,  

cou ld  certa in ly  be  descr ibed  as  set ‐uppy—a narrato log ica l   cous in ,  de l iberate ly  

estab l i sh ing  a  s tory  deve lopment   for  major  or  minor  pay‐of f   in  a   subsequent  ep isode.  

(Though  pay‐of fs   themselves ,  by   the i r  very  nature ,  do  not  genera l ly  appear  at   the  

c lose  of  ep isodes ,  Buffy  does  of fer  a t   least  a  coup le  o f  examples ,  as  we sha l l   la ter  

see ,  o f   the  pay‐of fy  end ing . )  

(9 )  The  end  of   the   f i r s t  ep isode  of  a lmost  a l l   two parters ,  not  surpr is ing ly ,   i s  

set ‐uppy,  complete  with  a  “To  be  cont inued”   t i t le .  The  end ing  of  “Welcome to   the  

He l lmouth”   (1001) ,   for  example ,  as  Luke  prepares   to  b i te  a  prone,  encof f ined  Buf fy ,  

or  o f  “What 's  My L ine ,”  Part  1   (2009) ,  as  Buf fy  asks  o f   the  woman who has  at tacked  

her   in  Ange l ’ s  apartment  “Who the  he l l  a re  you?”  and  rece ives   the  surpr isey   (and  

very  proud)   rep ly  “ I  am Kendra!  De  Vampire  S layer!”  are  set ‐uppy.  So ,   too ,   i s   the  

d isconcert ing   f ina le  o f  “Surpr ise”   (2013) ,  which  sets  up   the  coming  of  Ange lus .  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(10)  The  end ings  o f  “Becoming ,”  Part  1   (2021) ,  as  Whist ler   te l l s  us   in  vo ice‐

over   that  “No one  asks   for   the i r   l i fe   to  change,  not   rea l ly .  But   i t  does”  as  Buf fy   f inds  

Kendra ,   s lashed  by  Drus i l la ’ s  na i l s ,  and  has  a  woman cop  pu l l  a  gun  on  her ;  or  

“Graduat ion  Day ,”  Part  1   (3021) ,  w i th  a  gutted‐by‐Buf fy  Fa i th ’s  d ive  o f f  her  

apartment  ba lcony   into  a  pass ing   t ruck ,  or  “Th is  Year 's  G i r l ’ s”   (4015)  “ f ive‐by‐ f ive”  

Fa i th ‐ in ‐Buf fy/Buf fy ‐ in ‐Fa i th  end ing ;  or  “The  Yoko  Factor ’s”   surpr isey  appearance  of  

R i ley  F inn   in  Adam’s   la i r ;  or  “Barga in ing ,”  Part  1 ’s   (6001)  gr im return   f rom the  grave;  

or  “Two to  Go’s”   (6021)  G i les ‐ to‐ the‐rescue  aga inst   the  seeming ly  a l l ‐powerfu l  Dark  

Wi l low—al l   these  end ings  are  set ‐uppy.  Somet imes ,  we  might  add,  even   the  second 

part  o f  a   two‐parter  can  be  set ‐uppy,  as  we see   in  “What ’s  My L ine ,”  Part  2   (2010) ,  

w i th  Drus i l la  carry ing  a  ser ious ly   in jured  Sp ike  out  o f  a  burn ing  church .  

(11)   In  non‐of f ic ia l   two‐parters ,   the  set ‐uppy  keeps  us  hangy  as  wel l .  Cons ider  

the  end  of  “ I  Was  Made to  Love  You”   (5015) ,   in  which  Buf fy   ta lks   to  her  “ f lower‐

gett ing   lady”  mother ,  which  sets ‐up  “The  Body”   (5016) .   “Tough  Love”   (5019)  sets  up  

“Sp i ra l”   (5020)  as  G lory   rea l i zes ,   thanks   to  Tara ’s  d isc losure ,  who her  prec ious  Key   i s ;  

“Sp i ra l”   in   turn ,   leaves  Buf fy   in   the  coma state   in  which  she  wi l l   remain   throughout  

most  o f  “The  Weight  o f   the  Wor ld”   (5021) ;  and  “The  Weight  o f   the  Wor ld”  

estab l i shes   the  ground tone   for  “The  G i f t”   (5022) .  S imi lar ly ,   in  Season  S ix ,   the  death  

of  Tara ,   fe l led  by  Warren ’s  errant  bu l let   in  “See ing  Red”   (6019) ,   sets  up  “V i l la ins”  

(6020) ,  and  “V i l la ins ,”  w i th  Wi l low’s   f lay ing  o f  Warren ,   sets  up  “Two to  Go”   (6021) .  

At   the  end  of  Season  Seven   the  showdown between Buf fy  and  Ca leb   (w ith  an  ass i s t  

f rom a  crossover ing  Ange l )   that  ends  “End  of  Days”   (7021)  sets ‐up   the  ser ies   f ina le ,  

“Chosen”   (7022) .  

(12)  The  versat i le   set ‐uppy  can  estab l i sh   t rans i t ions   for  c rossover  ep isodes  as  

wel l .  The  end  of  “Pangs”   (4008) ,   for  example ,   in  which  Xander  sp i l l s   the  beans  about  

Ange l ’ s  Thanksg iv ing  v i s i t ,   i s   set ‐uppy  of  “ I  Wi l l  Remember  You”  on  Angel ;   “Who Are  

You?”   (4016)  prepares   the  way   for  AtS ’s  “Sanctuary”  as  we watch  a  c lear ly   lost  Fa i th  

r id ing   the   ra i l s .  

(13)  The  set ‐uppy  can  be  used  as  wel l   to   in troduce  us   to  a  new character .  

“The   ‘ I ’   in  Team”  (4013) ,   for  example ,  g ives  us  a   l i v ing ,  breath ing ,   le tha l  Adam;   In  

“Buf fy  vs .  Dracu la”   (5001)  we get  our   f i r s t  g l impse  of  Dawn  (“Mom!”) ;  and   in  “Never  

Leave  Me”   (7009)  we meet   the  übervamp.  

(14)  The  set ‐uppy  pro l i ferates   in  other ,  more  s tand‐a loney  ep isodes  as  wel l .  

In  “Fa i th ,  Hope &  Tr ick ’s”   (3003)   return  of  Ange l   f rom Hel l ;   in  “Band  Candy’s”   (3006)  

reminder   (pa id  o f f   in  “Earshot”   (3018)   twelve  ep isodes   la ter )   that  G i les  and   Joyce  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have  had  sex  and  are  embarrassed  by   i t ;   in  “Hush’s”   (4010)  estab l i shment  o f  a  new 

stage   in  Buf fy  and  R i ley ’s   re lat ionsh ip  now that   the i r   secret   ident i t ies  are  out .  

(15)  And  on  at   least  one  occas ion ,   in  “Lessons”   (7001) ,  what   i s   set ‐up   i s  an  

ent i re  season  as  The  F i rs t  morphs   f rom Warren,   to  G lory ,   to  Adam,   to  The  Mayor ,   to  

Drus i l la ,   to  The  Master ,  and   then   to  Buf fy ,   lectur ing  a  cower ing  Sp ike  on   the  nature  

of  power .  

 

Cliffhangery 

(16)  As   I   suggested  ear l ier ,   the  set ‐uppy  somet imes  comes   to  seem more   l ike   the  

c lass ic  c l i f fhangery .  The  end  of  “Becoming ,”  Part  2   (2022) ,   the   f ina le  o f  Buffy ’s  

second season,  cou ld   just i f iab ly  be   termed c l i f fhangery ,   though  admitted ly  not  

suspensefu l ,  as  Buf fy ,  dest inat ion  unknown,   leaves  Sunnyda le .   “Grave”   (6022) ,  a  

season‐ender  as  wel l ,   i s  even  more  c l i f fhangery ,  not   to  ment ion  surpr isey ,  as  Sp ike ’s  

sou l   i s   returned.  Certa in ly  “S leeper ’s”   (7008)  c l imax ,  w i th  a  Br inger ’s  ax  about   to  

decap i tate  G i les ,   i s   c l i f fhangery—so much  so   that   fan  specu lat ion   that  G i les  was  dead  

and  possessed  by  The  F i rs t  would   run   rampant .  The  dream‐v is ion   that  c loses  “Get   I t  

Done”   (7015)   i s   c l i f f ‐hangery ,  o f fer ing  as   i t  does ,  w i th   i t s  Lord  o f   the  R ings ish  cg i  o f  

thousands  of  übbervamps,  a  g l impse  of   the   rea l i ty  o f   the   f ina l  batt le   in  “Chosen”  

(7022) .  And  cou ld   the  end  of  “Touched”   (7020)  be  any  more  c l i f f ‐hangery  c l i chéd  

with   i t s   t i ck ing   t ime bomb f ina le?  

 

Pay‐offy 

(17)  On  at   least   two occas ions   the  end ings  o f  ep isodes  are  pay‐of fy ,  

fu l f i l l ing/complet ing  a  set ‐uppy  end ing   in  an  ear l ier  ep isode.   In  “Enemies”   (3017) ,  

w i th   i t s   repeated  Ange l/Buf fy  exchange   (“You  s t i l l  my  g i r l?”  “A lways .” ) ,  we  are  pa id  

o f f   ( in  a   tear ‐ jerkery  way)   for   the  same  l ines   in  “Beauty  and   the  Beasts”   (3004) .  And  

when Buf fy  chast i ses  G i les—“Sure .  We can  work  out  a f ter   school .  You  know,   i f  you 're  

not   too  busy  hav ing  sex  w ith  my MOTHER!”—“Earshot”   (3018)  pays  o f f ,   in  an  end ing  

that  cou ld  be  c lass i f ied  as   i ron icky  as  wel l ,   “Band  Candy”   (3006) .  

 

Foreshadowy 

(18)  The  end ings  o f  no   less   than  e ighteen  ep isodes  might  be  deemed   foreshadowy.  A  

c lose  cous in  o f   the  set ‐uppy,   the   foreshadowy suggests  or  pref igures ,   in   less  pa lpab le  

or  overt  ways ,  a  deve lopment  before   i t   takes  p lace .  “Never  K i l l  a  Boy  on   the  F i rs t  

Date”   (1005)  ends  on  a   foreshadowy note  as   the  Master  quotes  scr ipture  about  The  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Anointed  One  lead ing   the  S layer   in to  He l l  and  greets  h is  new d isc ip le ,  as  does   the  

lame “Bad  Eggs”   (2012)  w ith  Ange l  and  Buf fy  mak ing  with   the  smooch ies .   “Pass ion ’s”  

(2017)  c lose   i s   foreshadowy,  end ing  as   i t  does  w ith   Jenny  Ca lendar ’s  computer  d isc  

(conta in ing   the  spe l l   to   restore  Ange l ’ s   sou l )   fa l l ing  between a  desk  and  a   f i l ing  

cab inet .  So ,   too ,   i s   “ I  On ly  Have  Eyes   for  You”   (2019) ,   foreshadowing  Sp ike ’s   return  

to   the  game and   the  end  of  h is  “S i t  and  Sp in”  s tatus .  Fa i th ’s   journey   to   the  Dark  S ide  

i s   foreshadowed by  her   ind i f ference   to   the  murder  o f  A l len  F inch  at   the  end  of  both  

“Reve lat ions”   (3007)  and  “Bad  G ir l s”   (3014) .   In  “Cho ices”   (3019) ,   the  Mayor ’s  harsh  

words   in   the   l ibrary ,  even  cons ider ing   the  source—the “b ig ,   s tup id ,  ev i l  guy”  who 

runs  Sunnyda le—neverthe less   foreshadow Buf fy  and  Ange l ’ s  breakup.  The  ex is tence  

of  The   In i t ia t ive   i s   foreshadowed  in  “The  Freshman”   (4001)  as  myster ious  

commandos  capture  a  Sunday  min ion ,  and   the  ex is tence  of   someth ing  secret  w i th in  

The   In i t ia t ive   i s  h inted  at   in   the  end  of  “A  New Man”   (4012)  as  Magg ie  Walsh  enters  

the  very  “314”  Ethan  Rayne  had  spoken  of  ear l ier   in   the  ep isode.  And   the  myster ious  

f ina l   shot  o f   the  extraord inary  “Rest less”   (4022)—Buffy   look ing   into  her  bedroom 

with  Tara ’s  dream vo iceover   repet i t ion  of  “You   th ink  you  know  .   .   .  what 's   to  come  .   .  

.  what  you  are .  You  haven ' t  even  begun”—also   the   f ina l   shot  o f  Season  Four ,  

foreshadowed we knew not  what .  Now,   three  seasons   la ter ,  and   the  ser ies  over ,  we  

can  see  now what  was   foreseen   there :  Seasons  F ive ,  S ix ,  and  Seven,  noth ing   less  

than,  noth ing  more   than   the   rest  o f  Buffy   the  Vampire  S layer .  

(19)  “The  Rea l  Me”  ends  with  a   foreshadowing  of   reve lat ions   to  come 

concern ing  an  en igmat ic  brand  new s i s ter  and   inv i tes  us   to  be   ready  before  Dawn.  

The  end  of  “Out  o f  My Mind”   (5004)   i s   l i kewise   foreshadowy,  h int ing  at  Spuf fy  sex  

that  w i l l  not  be  consummated   for  another  year .  And at   the  end  of  “Barga in ing ,”  Part  

2   (6002)  we see  Buf fy ’s  Season  S ix  post ‐extract ion‐ f rom‐heaven   turmoi l  

foreshadowed  in  her   face .  

 

Not‐Overy 

(20)  Another  ha l f  dozen  end ings  might  be  des ignated  as  not ‐overy ,   suggest ing  as   they  

do   that   the  seeming  p lot   reso lut ion  brought  about   in  an   ind iv idua l  ep isode   i s  on ly  

temporary—that   there  cou ld  be  more   to  come.  The  end ing  of  “The  Witch”  1003) ,   for  

example ,   i s  not ‐overy   in   i t s   suggest ion   that  we may  not  have  seen   the   last  o f  Amy’s  

mother ,  now trapped  ins ide  a  cheer lead ing   t rophy   in  a  d isp lay  case  at  SHS.  The  

end ing  of  “Teacher ’s  Pet”   (1004)   i s   l i kewise  not ‐overy ,   showing  us  another  She‐

Mant is  egg  hatch ing ;  as   i s   the  suggest ion  at   the  c lose  of  “Out  o f  Mind,  Out  o f  S ight”  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(1011)   that  Marc ie  may  have   found her   t rue  ca l l ing   in  “assass inat ion  and  

in f i l t rat ion .”   In  “Ha l loween”   (2006)  a  note   f rom Ethan  Rayne   intended  for   the  eyes  o f  

G i les   (“Be  see ing  you”)   shouts  not ‐overy .   “Go  F ish ,”   too ,  h ints  o f   th ings   to  come as  

we watch   three  monsters   swim out   to  sea .  The  not‐overy  w i l l  not  appear  aga in   t i l l  

Season  Four ,   in   the   for ‐ laughs  end ing  of  “L iv ing  Condit ions”   (4002)   in  which  Buf fy ’s  

obsess ion  with  demon roommate  Kathy ’s   i r r i ta t ing  hab i ts   seems about   to  be  

t ransferred   to  Wi l low.  On ly  one  of   these  not‐over ies   i s  actua l ly  pa id‐of f—Ethan  

Rayne  wi l l   indeed  be  back   in  “Band  Candy”   (3006)  and  “A  New Man”   (4012) .   I s   i t  

mere ly  co inc idence   that ,  w i th   the  except ion  of  “Ha l loween”  and  perhaps  “L iv ing  

Condit ions ,”   the  not‐overy  ep isodes  are  Buffy  bottom feeders?  Ever  s ince  Br ian  

DePa lma’s  Carr ie   (1976) ,  after  a l l ,   the  not ‐overy  has  become an  anyth ing  but  

surpr isey  c l i ché .  

 

Ironicky 

(21)  G iven   the  centra l i ty  o f   tongue‐ in ‐cheek ,  mordant ,  and  sardonic  humor   to   the  

ser ies  as  a  whole ,  many  Buffy  endings—perhaps   forty—can be  character ized  as  

i ron icky ,  as   f in i sh ing  with  humor  caused  by  a  c lash  between appearance  and  rea l i ty ,  

expectat ion  and  actua l i zat ion .  

(22)  When,  a t   the  end  of  “The  Harvest”   (1002) ,  G i les  conc ludes ,  based  on   the  

i ron ic  banter  o f  h is  new charges ,   that  “ the  earth   i s  doomed”—a scene  evoked  142  

ep isodes   la ter   in   the  ser ies   f ina le—we are  exper ienc ing   the   i ron icky .  When  in  “ I  

Robot ,  You   Jane”   (1008) ,   the  Scoobies  grasp   for   the   f i r s t   t ime that   ( in  Buf fy ’s  words)  

“none  of  us  are  ever  gonna  have  a  happy,  normal   re lat ionsh ip” ;  or   in  “The  Puppet  

Show”  (1009)  we are  o f fered  a  doubly   i ron icky   f ina le   (a  confused  Pr inc ipa l  Snyder  

wonder ing   i f   the  a f termath  of   the  batt le  w ith   the  demon Marc—Wil low ho ld ing  a  

hatchet ,  Buf fy  carry ing   the  ventr i loqu is t  dummy S id—is  “avant‐garde”  and,  as  an  

ep i logue,   the  h i la r ious ly  awfu l  per formance  of  Oedipus  by   the  Scooby  Gang   in   the  

ta lent  show) ,  or   in  “N ightmares”   (1010)  Wi l low answers  Xander ’s  “ I 'm  s ick ,   I  need  

he lp”  w ith  “Don't   I  know  i t” ;  or  “Prophecy  G ir l”   (1012)  comes  down  f rom the   f ina l  

batt le  w ith  The  Master  w ith   ta lk  o f  party ing  and   formalwear ;  or  “When She  Was  Bad”  

(2001)  g ives   the   last  words—“I  hate   that  g i r l ”—to  “The  Annoy ing  One,”  we are  do ing  

the   i ron icky .  When the  c lose  of  “School  Hard”   (2003)—in  which  Sp ike  k i l l s  The  

Master ’s  protégé  and   then   te l l s  Drus i l la  “Let ' s   see  what 's  on  TV,”   s imultaneous ly  

endear ing  Sp ike   to  us  and  remind ing  us  o f   the   t rue  pr imal   scene  of   the  narrat ive   in  

which  we are   immersed—are  we not  at   the   i ron icky ’s  ep icenter?  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(23)  The  exchange  between Buf fy  and  G i les  which  ends  “L ie   to  Me”   (2007)— 

 

Gi les :  The  good guys  are  a lways  s ta lwart  and   t rue ,   the  bad  guys  are  eas i ly  

d is t ingu ished  by   the i r  po inty  horns  or  b lack  hats ,  and,  uh ,  we  a lways  

defeat   them and  save   the  day .  No  one  ever  d ies ,  and  everybody   l ives  

happ i ly  ever  a f ter .  

Buffy :   L ia r .  

 

—is  wonderfu l ly   i ron icky ,  as   i s  G i les ’   “Bay  C i ty  Ro l lers”  admiss ion   in  “The  Dark  Age’s”  

(2008)   f ina l  moment ,  and   the  Gang’s  gross ‐out   (at   see ing  G i les  and   Jenny  Ca lendar  

k i ss ing)  a t   the  end  of  “Ted”   (2011) .  The   i ron icky   i s  used   to  encourage  us   to  cont inue  

to   fa l l   for  “werewol f   in   love”  Oz   in  “Phases”   (2015) ,   to   fee l  Corde l ia ’s  pa in   in  s t ick ing  

up   for  Xander   in  “Bewitched,  Bothered  and  Bewi ldered”   (2016) ,   to  g l impse   Joyce ’s  

soon‐to‐be‐a l tered  c lue lessness   to  her  daughter ’s   secret  ca l l ing   in  “K i l led  by  Death”  

(2018)—her   response   to  a  p ic ture ,  done  by  one  of   the  ch i ldren  Buf fy  saved   in   the  

hosp i ta l ,  o f  Der  K indestod   ly ing  w ith   i t s  neck   r ipped  open  and  b lood  pour ing  out   i s  

“How  .   .   .  n ice .”  

(24)   In  “Dead  Man's  Party”   (3002)   the   i ron icky  o f fers  a  de l ight fu l  g l impse  of  

Wi l low and  Buf fy ’s  capab le‐of ‐sarcasm  i ron icky   f r iendsh ip  as   they  hur l  mock   insu l ts  

(“qu i t ter ,”  “whiner ,”  ba i ler ,”  “harpy ,”  “de l inquent ,”  “ t ramp,”  “witch”)  a t  each  other .  

In  “Homecoming”   (3005)  Corde l ia  and  Buf fy   f ina l ly  agree  on  someth ing—they’ve  been  

gypped out  o f  a   t i t le .   In  “Lovers  Walk”   (3008) ,  Sp ike   i s  a  very  punk,  very   i ron icky ,  

vampire‐ in ‐ love ,  do ing   i t  h i s  way ,  cover ing  O ldman/cover ing  S id  V ic ious/cover ing   the  

Cha i rman of   the  Board .  Af ter   the  supreme darkness  o f  “The  Wish”   (3009) ,  we  are  

returned   to   the  Sunnyda le  we know and   love  as  Corde l ia  cont inues   to  make  wishes  

Anyanka—now forever  Anya—cannot   fu l f i l l ,  and  Buf fy ,  Wi l low,  and  Xander ,  each  

k i l led  on ly  moments  before   in  an  a l ternate  un iverse ,  chat  amiab ly .   In  “He lp less”  

(3012)  we are   reminded of  Xander ’s  sch le imelness  as  he  at tempts   to  demonstrate  h is  

s t rength  before  a  s t i l l  power less  Buf fy  and  cannot  even  open  a  s tubborn   jar .   In  “The  

Zeppo”   (3013) ,  however ,  we  grasp  h is   ind ispensab leness  as   the  man who saved  

Sunnyda le  H igh   i r r i ta tes  a  caust ic  Corde l ia  w i th  an  en igmat ic ,  knowing  smi le .  At   the  

end  of  “G ingerbread”   (3011)  Buf fy  and  Wi l low contemplate  gett ing   the   rat  Amy “one  

of   those  wheel   th ing ies .”  “Doppelgäng land”  ends  as  Wi l low apprec iates  her  new,  

post ‐Vamp Wi l low status ,  w i th  Percy  now her  s lave   ( ready   to   report  on  both  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Rooseve l ts ) .  At   the  end  of  “Graduat ion  Day ,”  Part  2   (3022) ,  Oz ’s  coo lness  br ings  an  

ent i re  season,  and  h igh  school   i t se l f ,   to  an  end.   In   the  de l ight fu l  end  of  “Fear   I t se l f”  

(4004)   the  Scooby  Gang  rea l i zes   i t s   s tup id i ty  as  G i les  not ices   the  “actua l   s i ze”  

inscr ipt ion   in  Gae l ic  under   the   i l lust rat ion  of  Gachnar ,   the  min iscu le  Fear  Demon.   In  

“Doomed”   (4011) ,  a  ch ip ‐neutered  Sp ike  can ’ t  wa i t   to  make  use  of  h is  newly  

red iscovered  power   to  k i l l  demons.  

 

I   say  we go  out   there  and  k ick  a   l i t t le  demon ass!   .   .   .  Come on!  Vampires!  

Grrr !  Nasty!  Let ’s  ann ih i la te   them.  For   just ice   ‐  and   for   ‐   the  sa fety  o f  

puppies—and Chr is tmas ,   r ight?  Let ’s   f ight   that  ev i l !   ‐   Let ’s  k i l l   someth ing!  Oh,  

come on!”  

 

A l l  a re   i ron icky  end ings .  

(25)  The  dark ,  apoca lypt ic   i rony  of   the   f ina l   scene  of  “D ir ty  G i r l s”   (7018)   f ina l  

scene,  w i th  Ca leb ’s  vo ice‐over ,   spoken   to  The  F i rs t ,  accompany ing  a  montage  of  

Buf fy ’s  despa i r  a f ter  a  d isastrous   f i r s t  encounter  w ith   the  s in is ter ,   seeming ly  a l l ‐

powerfu l  preacher ,  o f fers  us  a   f ina l ,  very ,  very  dark  BtVS   i ron icky  end ing—an end ing ,  

recurs ive ly ,  about  end ings :  

 

Now,   i t ' s  a   s imple  s tory .  S top  me  i f  you 've  heard   i t .   I  have   found and   t ru ly  

be l ieve   that   there   i s  noth ing  so  bad   i t   cannot  be  made better  w i th  a  s tory .  

And   th is  one 's  got  a  happy  end ing .  There  once  was  a  woman,  and  she  was  

fou l ,   l i ke  a l l  women,   for  Adam's   r ib  was  d i r ty—just   l i ke  Adam h imse l f—for  

what  was  he ,  but  human.  But   th is  woman,  she  was   f i l led  with  darkness ,  

despa i r ,  and  why?  Because  she  d id  not  know.  She  cou ld  not  see .  She  d idn ' t  

know the  good news,   the  g lory   that  was  coming .  That 'd  be  you.  For   the  

k ingdom,   the  power ,  and   the  g lory  are  yours ,  now and   forever .  You  show up,  

they ' l l  get   in   l ine .  Cause   they   fo l lowed her .  And  a l l   they  have   to  do   i s   take  

one  more  s tep ,  and   I ' l l   k i l l   them a l l .  See?   I   to ld  you   i t  had  a  happy  end ing .  

 

Surprisey 

(26)  C lose ly   re lated   to   the  prev ious ly  d iscussed  set ‐uppy   i s  a   type  of  end ing ,  

occurr ing  on  at   least  e ight  occas ions ,  we  might  ca l l   surpr isey ,   in  which   the  c lose  of  

an  ep isode   introduces  a  shock ing ,   though  not  necessar i ly   suspensefu l ,  p lot  

deve lopment .  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(27)  The  c lose  of  “Consequences”   (3015)   i s   certa in ly   surpr isey ,  as  Fa i th ,   f resh  

f rom k i l l ing  h is  henchman Mr.  Tr ick ,  o f fers  her  serv ices   to   the  Mayor .  We witness   the  

surpr isey   in  p lay  as  wel l  a t   the  end  of  “Crush”   (5014)  as  a  c rushed  Sp ike  po ignant ly  

rea l i zes  h is  entrance  pr iv i leges  at  1630  Reve l lo  Dr ive  have  been  cance l led .  And,  o f  

course ,  we  are  deep ly  surpr ised  at   the  end  of  “Smashed”   (6009)  as  S layer/vampire  

sex  br ings  down the  house .  R i ley ’s   reve lat ion   to  Xander—that  he  knows Buf fy  does  

not   love  h im—at   the  end  of  “The  Rep lacement”   (5003) ,  Quent in  Travers ’  b lockbuster  

news—that  G lory   i s  a  god—in  “Checkpoint”   (5012)  are  c lear ly   surpr isey ,  and  “After  

L i fe ’s”   (6003)  conversat ion  between Buf fy  and  Sp ike  outs ide  The  Magic  Box ,   in  which  

Buf fy   revea ls   that  her   f r iends  have   rescued  her   f rom heaven,  not  a  he l l  d imens ion ,  

cou ldn ’t  be  more  so .  And   the   f ina l   scene  of  “Normal  Aga in”   (6017)  was  so  surpr isey   i t  

caused  many   to  wonder   (wrong ly  as   i t   turned  out )   i f  Buf fy   the  Sch izophren ic  was  not  

mere ly   the   resu l t  o f  a  demon’s  po ison—if  Whedon and  company  were  about   to  

subvert   the  or ig in  myth  and   foundat ion  of   the  ent i re  ser ies .  

 

Tear‐Jerkery 

(28)  One  need  not  be  a  Sh ipper   to  exper ience   the  great  appea l  o f  Buffy ’s  over   two 

dozen   tear ‐ jerkery   f ina les   ( the  est imate   i s  admitted ly  conservat ive) .  These  

emot iona l ly  mov ing ,   romant ic ,   cathart ic  end ings  are  abso lute ly  essent ia l   to   the  

ser ies ’   t remendous  emot iona l  appea l .  

(29)  Th ink  o f  “Beauty  &   the  Beasts" ’   (3004)   reconc i l ia t ion  scene—“You s t i l l  my  

g i r l?”  “A lways .”—between Buf fy  and   the   just ‐ returned‐ f rom‐Hel l ‐v ia ‐a ‐C laddagh  r ing‐

Ange l .  That ’s   tear jerkery ,  as  are   the   reun ion  of  Buf fy  and  her  mother  at   the  end  of  

“Anne”   (3001) ,   the  hanky‐demanding ,  word less  c lose  of  “Amends”   (3010)  and   the  

equa l ly   sat i s fy ing  c lose  of  “The  Prom”  (3020) .   “New Moon R is ing”   (4019)  o f fers  us  

perhaps   the   f i r s t   tear jerkery ,   “extra ‐ f lamey,”   lesb ian  moment   in   te lev is ion  h is tory  as  

Wi l low turns   to  Tara   in  order   to  be  with   the  one  she   loves  a f ter  Oz ’s  ex i t .  The  

po ignancy  of  “Goodbye   Iowa’s”   (4014)  goodbye—Ri ley  ho ld ing  on   for  dear   l i fe   to  a  

p iece  of  Buf fy—is   tear jerkerey   for  a l l  but   the  most   f ierce  R i ley‐haters .  And  end ings  

don’t  come much  more   tear ‐ jerkery   than   the  c lose  of   the   r ich  and  suggest ive  “Foo l  

for  Love”   (5007)   in  which  Sp ike ,  who has  come to  k i l l  Buf fy  w ith  a  shotgun,   instead  

jo ins  her  on   the  back  porch  of   the  Summers  home,  comfort ing  her ,   tentat ive ly  

patt ing  her  shou lder ,  as   she  dea ls  w i th  her  mother ’s  unsett l ing  hea l th  news.  

A l though  most  people   remember  “ Into   the  Woods”   (5010)  as  end ing  with  R i ley ’s   tear ‐
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je rkery  departure   in  a  he l icopter ,   the  ep isode  of fers  us  as  wel l  Xander  moving ly  

profess ing  h is  man‐making   love   to  Anya .  

(30)  Sp ikeahol ics  were  certa in   to  be  moved by   the  end ing  of  “ Intervent ion”  

(5018)  when Buf fy  comes   to  Sp ike ’s  c rypt   to   f ind  out  how much  he   to ld  G lory  about  

the   rea l   ident i ty  o f  The  Key .  And   i t  goes  w ithout  say ing   that  an  ep isode   l ike  “Dead  

Th ings”   (6013)—“Empty  P laces”   (7019)  would  be  another  example”—ending  on  a  

c ry ing  Buf fy   (as   she  confesses  her  a f fa i r  w i th  Sp ike   to  Tara)  would  be  counted  among 

the   tear ‐ jerkery .  

(31)  “Entropy”   (6018)  prov ides   the  best  Wi l low/Tara   tear ‐ jerkery ing  s ince  

“New Moon R is ing”   (4019) .  Tara ’s  “Can  you   just  be  k i ss ing  me now?”   i s  a l l   the  more  

po ignant   in   retrospect   s ince  she  wi l l  be  dead  by   the  end  of   the  subsequent  ep isode.  

And  “Showt ime”   (7011)  opens   the   tear  ducts  by  hav ing  Buf fy   rescue  Sp ike   f rom the  

F i rs t  Ev i l ’ s   la i r .   In  Season  Seven’s  “Potent ia l”   (7012) ,  Xander  aga in  gets   to  have  a  

tear ‐ jerkery  end ing  as  he   rea l i zes   in  h is  d ia logue  with  Dawn that  he   i s  not   just   the  

guy  who repa i rs   the  windows,  but   the  one  who sees  and  knows,  powers  perhaps  

worthy  of  a  cape.  

 

Metaphory 

(32)  Some  tear ‐ jerkery  end ings  might  a l so  be  deemed metaphory ,  o f fer ing  as   they  do  

some k ind  of   (usua l ly  v i sua l ,   somet imes  verba l )  metaphor  or   t rope,  which  exh ib i ts  

and/or  enhances  new or   in ‐progress  metaphor ic  narrat ive  ske ins .  Need less   to  say ,  no  

ser ies   in   te lev is ion  h is tory  has  been  more  consc ious ly  metaphor ic   than  Buffy   the  

Vampire  S layer ,   so   i t   shou ld  not  surpr ise  us   that   i t s  end ings  are  somet imes  

metaphory .  A l low me to   i so late  on ly   four .  

(33)  The  end ing  of  “Ange l”   (1007) ,  w i th  Buf fy ’s  c ruc i f ix   sear ing   i t s  mark   into  

Ange l ’ s   f lesh  a f ter  an  embrace ,   i s   certa in ly  metaphory ,  as   i s   the   touch ing  

denouement  o f  “ Innocence”   (2014) ,   in  which ,  a f ter  Buf fy  has  defeated  The   Judge  

with  a   rocket   launcher  and  been  unab le   to  k i l l  Ange lus   in   the i r   f i r s t  batt le ,   she  and  

her  mother  ce lebrate  her  b i r thday  and  watch  an  o ld  movie   together .  And  we  f ind   the  

metaphory ,  o f  course ,   in   the  grav i ty ‐defy ing   f ina l   scene  of  “Fami ly”   (5006) ,  Wi l low 

and  Tara  danc ing   in   the  a i r ,  and   in   the  memorab le   las t   shot  o f  “The  Body”   (5016)  as  

Dawn reaches  out   toward  her  mother ’s  co ld  corpse  but  does  not  connect   .   .   .  

 

Closurey 



The Collected Works of David Lavery 13 
 
 

 

(34)  Before  we cons ider  c losurey  Buffy  endings ,   f i r s t  a l low me to  o f fer  a  caut ion .   In  

The  Cambr idge   Introduct ion   to  Narrat ive ,  H.  Porter  Abbott  def ines  c losure  as  a  

narrat ive  which  “ends   in  such  a  way  as   to  sat i s fy   the  expectat ions  and  answer   the  

quest ions   that   i t  has   ra ised .”  “Expectat ions”  and  “answers ,”  Abbott  warns ,  must  not  

be  confused.  We expect  Lear   to  d ie  by   the  end  of   the  p lay—an end ing  assumed as  

soon  as  we recogn ize   the  p lay  as   t ragedy,  and  we are  not  d isappointed .  “But ,”  Abbott  

notes ,   “major  quest ions  are   ra ised  over   the  course  of   the  p lay   that   for  many  v iewers  

are  not  answered  by   the  conc lus ion”   (188) .  Hence,  King  Lear  offers  c losure  at   the  

leve l  o f  expectat ion  but  does  not  o f fer  us  c losure  at   the   leve l  o f  quest ions .  

 

Partial  Closurey 

(35)  The  end ings  o f  numerous  Buffy  episodes  might  be   thought  o f  as  part ia l ‐

c losurey   in   in tent ,  as   reso lv ing   (or   seeming ly   reso lv ing)  a   s ing le  s tory  arc  at   the   leve l  

o f  expectat ion ,   though  not  necessar i ly  a t   the   leve l  o f  quest ions .  With  one  except ion ,  

each  season‐end ing  ep isode  of fers  part ia l   c losurey  by  putt ing  an  end   to   that  year ’s  

B ig  Bad   (The  Master ,  Ange lus ,  The  Mayor ,  Adam,  G lory ,  Dark  Wi l low,  The  F i rs t  Ev i l ) .  

The  except ion   i s ,  o f  course ,  “Pr imeva l”   (4021)  which  c loses  down—“Burn   i t  down,  

and  sa l t   the  Earth”—not  on ly  The   In i t ia t ive  but  The   In i t ia t ive  s tory  arc  o f  Season  

Four   in   the  penul t imate  ep isode.  Other  ep isodes  o f fer ing  part ia l   c losurey   inc lude  

“Wi ld  at  Heart”   (4006) ,  which  seems to  say  goodbye   to  Oz  and   to   the  Oz/Wi l low 

re lat ionsh ip ,  “As  You  Were”   (6015) ,  which  puts  an  end   to  Buf fy  and  Sp ike ’s   sexua l  

re lat ionsh ip ,  and  “L ies  My Parents  To ld  Me”   (7017) ,  which  shuts   the  door   ( l i tera l ly )  

on  seven  years  o f  mentor ing  The  S layer  by  G i les .  

 

Closurey (at the level of expectation) 

(36)  On ly   two ep isodes  can   just i f iab ly  be  ca l led  c losurey   (at   the   leve l  o f  

expectat ion) ,   reso lv ing  major ,  mult ip le  p lot  entang lements .  The   f i r s t ,  o f  course ,   i s  

“The  G i f t”   (5022) ,  putt ing  an  end  s imultaneous ly   to  Buf fy  herse l f ,  Season  F ive ,  and  

BtVS’s   tenure  on   the  WB.  And   the  other ,  o f  course ,   i s   “Chosen”   (7022) ,   c losurey   (at  

the   leve l  o f  expectat ions)  o f   the  war  w ith  The  F i rs t ,  o f  Buf fy ’s  vocat ion  as  “ the  one  

g i r l   in  a l l   the  wor ld ,”  o f  Sunnyda le ,  Ca l i forn ia ,  and  of   seven  years  o f  narrat ive .  

 

Closurey (at the level of questions) 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(37)  No  s ing le  ep isode  of  Buffy   the  Vampire  S layer  can  be  

character ized  as  c losurey   (at   the   leve l  o f  quest ions) .   Indeed,  not  surpr is ing ly ,  

the   f ina l   l ine  o f   the  show,  spoken  by  Dawn,   i s   in   fact  a  quest ion .  

 

Conclusion 

(38)   In  The  Sense  o f  an  End ing  Kermode observes   that   there  are   rea l ly  on ly  

two sorts  o f   f i c t ions :   those  "which  sea l  o f f   the   long  perspect ives"  and   those  which  

"move   through   t ime to  an  end,  an  end,"  Kermode exp la ins ,   that  "we must  sense ,  even  

i f  we  cannot  know  i t . "  Now the  "sense"  w ith  which  we come to  exper ience  such  ends ,  

as  Kermode makes  c lear ,   i s  noth ing  e lse  but   the  generat ion  of   f i c t ions .  The   fate  o f  

the   former   i s   to  end  up ,   "When the  drug  wears  o f f , "   in  " the  dump with   the  other  

empty  bott les"   (170) .    

(39)  Most   f i c t ions ,   inc lud ing ,  o f  course ,  most   te lev is ion  programs,  are ,  

regrettab ly ,   f requent ly   just   such  empty  bott les .  But   those   f i c t ions  which  cont inue   to  

interest  us ,  which   through   the i r  very  sub ject  matter  and   form g ive   to  us  a  "sense  of  

an  end ing"  and   fac i l i ta te  our   imag inat ive  deconstruct ion  and  construct ion  of  our  

wor ld ,   inc lude  Buffy   the  Vampire  S layer ,  a   f i c t ion  which  wi l l   “cont inue   to   interest  us”  

because   i t   “move[d]   through   t ime to  an  end,  an  end  which  we must  sense  even   i f  we  

cannot  know  i t .”  

(40)  “Stop.  S top   te l l ing  s tor ies ,”  Buf fy  screams at  Andrew at   the  end  of  

“Storyte l ler ,”  as  part  o f  her  scheme to  e l i c i t  h i s   tears ,  which  are  needed to  c lose   the  

sea l  o f  Danza l thar .   “L i fe   i sn ’ t  a   s tory .”  Andrew seems to   take  her  admonit ion   to  

heart ,   for  a t   the  end  of  “Storyte l ler”  he  abrupt ly   turns  o f f  h is  v ideo  camera ,  po int ing  

h is   remote  at   the  camera  and  at  us .  

(41)  Now “L i fe   i sn ’ t  a   s tory”  would  be  a  s tart l ing ,   se l f ‐ re ferent ia l  assert ion   in  

any  ser ia l  narrat ive ,  but  coming  as   i t  does   in  a   ser ies  c reated  by  an  “angry  athe is t”  

who neverthe less  espouses  h is  cont inued  be l ie f   in  “a   re l ig ion   in  narrat ive”   ( see  

Lavery) ,   i t   seems espec ia l ly  prob lemat ic . [2 ]  

(42)  As  Rhonda  Wi lcox  argued   in  her   ta lk  a t  “Stak ing  a  C la im”   the  quest ion  

that  ends   the  ser ies—Dawn’s  “Yeah,  Buf fy .  What  are  we gonna  do  now.”—“means  

that  we get   to  answer   the  quest ion .”  Of fer ing  no  c losure  at   the   leve l  o f  quest ions ,  

forever  “ [b]oth  complete  and   incomplete ,”   the   text  o f  Buffy  “ invokes   the   imag inat ion  

of   the   reader   .   .   .   to   f in i sh   the  s tory   in   the i r  own  fash ions ,   .   .   .   to  wr i te ,  and   l ive ,  our  

own stor ies .”  For   l i fe   i sn ’ t   s tor ies ,   though   i t   cannot  be   l ived  without   them.  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(43)   I s   i t  poss ib le   to   imag ine  a  happ ier  end ing?  Contemplat ing   the  end  of  

Buffy   in   the  Toronto  G lobe  and  Mai l  back   in  May,  Car l  Wi lson  would  observe   that  

“Once  Buffy  was   invented,   i t   cou ldn ' t  be  unsa id .  The  end less ly  generat ive  Buf fyverse  

l ives   in  our  heads ,  a  h igh‐k ick ing  new vo ice   in   the  chorus  o f   imag inat ive  poss ib i l i ty .   .  

.   . ”  Wi l low’s  spe l l   in  “Chosen”  un iversa l i zes  Buf fy ’s  power .   Joss  Whedon’s   spe l l ,  

1997‐2003,   t ransferred  Buffy   the  Vampire  S layer ’ s  narrat ive  power   to  us  a l l .  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