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Introduction 

 

I .  F ight ing   the  Forces  

 

“ In  every  genera t ion   there   i s   a   chosen  one .   She  a lone  w i l l   s tand  

aga ins t   the  vampi res ,   the  demons ,   the   fo rces  o f  da rkness .   She   i s   the  

S layer . ”  

Open ing  vo i ceover  on  Buf fy   the  Vampi re  S layer  

 

“The  dead   rose .  We  shou ld ’ve  a t   l eas t  had  an  assembly . ”  

Xander  Har r i s ,   “The  Harves t , ”  1002
1
 

 

“ I  have  o f ten   sa id ,   ‘ There  w i l l   never  be  a   “Very  Spec ia l   Ep i sode”  o f  

Buf fy . ’ ”  

Joss  Whedon ,  q td .   in  Roch l in  19  

 

For  every   te lev is ion  ser ies ,   the  or ig ina l  v i s ion  grows  with in  a  press  o f   forces—both  

soc ia l  and  art i s t ic  expectat ions ,  convent ions  o f   the  bus iness  and   the  art .  Bad  

te lev is ion—pred ictab le ,  commerc ia l ,  exp lo i tat ive—simply  y ie lds   to   the   forces .  Good 

te lev is ion ,   l i ke   the  character  o f   the  Vampire  S layer  Buf fy ,   f ights   those   forces—even 

whi le   i t  partakes  o f   them as  part  o f   i t s  nature :  aga in ,   l i ke   the  S layer ,  whose  s t rength  

incorporates   the  Shadow.  

Joss  Whedon,  c reator  o f  Buffy   the  Vampire  S layer   (BtVS ) ,  has  o f ten  sa id   that  

the  or ig ina l  kerne l  o f  an   idea   for  BtVS   came with   the   reversa l  o f  an   image   f rom 

trad i t iona l  horror :  a   f rag i le ‐ look ing  young  woman walks   in to  a  dark  p lace ,   i s  

a t tacked—and then   turns  and  destroys  her  at tacker .  Thus   the  character  o f  Buf fy  was  

born   to   f ight   the   forces  o f  darkness—vampires ,  demons,  monsters  o f  a l l   var iet ies ,  as  

the   f i r s t  ep igraph  above  dec lares .  But   in   that   same kerne l ,  and   in   the  naming  of   the  

character ,  Whedon  impl ies  other   forces   to  be   fought :   soc ia l   forces  which   restr ic t  and  

constra in  us   (not   the   least  dangerous  o f  which   i s  humor lessness ) .  The  name “Buf fy”  

suggests   the   l ightest  o f   l ightweight  gir l s  o f   s tereotyp ica l   l im itat ion—thought less ,  

mater ia l i s t i c ,   superf ic ia l .  Yet   th is   i s   the  name of   the  hero ine  who wi l l ,  over   the  years  

                                            
1
 The episode numbering system we have used here and throughout indicates season and episode. Thus 

1002 = first season, second episode. 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of   the  ser ies ,   repeated ly   r i sk  her   l i fe  and   (perhaps  even  more   f r ighten ing)  her  soc ia l  

s tatus   to  do  what   i s   r ight .  

The  ser ies   thus  cha l lenges   the   forces  o f  gender  s tereotyp ing .  The  ser ies   thus  

cha l lenges   the   forces  o f  gender  s tereotyp ing .   (There   i s ,   in   fact ,  a  webs i te   t i t led  

"Buf fy   the  Patr iarchy  S layer"   [ht tp ://dar ing ivens .home.mindspr ing .com/btps .html] .  

As  ar t ic le  a f ter  ar t ic le  has  noted,  Buf fy  k icks  butt—and v iewers   re jo ice .  At   least ,  

many  do;  many  have  a lso  po inted  out   that  Buf fy  o f ten  batt les  ev i l   in   sk impy  at t i re  

(not   to  ment ion  ha i r   that  has  grown b londer  and  b londer)—admitted ly  good   for   the  

rat ings ,  but  does   i t  undermine   the  at tempt   to  present  a  s t rong   female?  Others  ask   i f  

BtVS   condones  v io lence;  or   i s   i t   contextua l i zed   to  emphas ize   the  cost?  And  does   the  

ser ies ’   t reatment  o f   those  who are  d i f ferent ,  monstrous ,  Other ,   suggest  an  e lement  

o f   rac ism or ,   in   some cases ,  a   repudiat ion  of   i t?  What  o f   the  cho ice   to   in troduce  a  

lesb ian   re lat ionsh ip?  The   l i s t   cou ld  go  on .  C lear ly ,  BtVS  engages   the  soc ia l   forces ,  

and   i t  deserves  carefu l  ana lys i s   f rom that  perspect ive .  

The  second ep igraph,   f rom one  of   the  Scooby  Gang   (Buf fy ’s   f r iends  and  

he lpers ) ,   ind icates  one  of   the   ru les  o f  engagement .  Hero ic  characters   in   th is   ser ies  

v iew the  wor ld  “with  hea l thy   i rony ,”   in   the  words  o f  Buf fy ’s  best   f r iend  Wi l low  (“The  

In i t ia t ive ,”  4007) .  A   fu l l  examinat ion  of   the  ser ies  demands  not   just   s t ructura l  

ana lys i s ,  but  a l so  a   recogn i t ion  of   the  p lay  and  power  of   language.   In   the   th i rd  

season  opener ,  w i th  Buf fy  miss ing ,  Wi l low po ints  out ,   “The  S layer  a lways  says  a  pun  

or  w it ty  p lay  on  words ,  and   I   th ink   i t   throws  of f   the  vampires ,”  and  Xander   responds ,  

“ I ’ve  a lways  been  amazed  with  how Buf fy   f ights ,  but   in  a  way   I   fee l   l i ke  we  took  her  

punning   for  granted”   (“Anne,”  3001) .  Buf fy   i s  not  a lone   in  her   fac i l i ty  w i th  words :  

magaz ine  art ic les  and  webs i tes  quote   the  wit ty  say ings  o f  BtVS   characters .  The  grace  

and  wit  o f   the   language  embody  one  e lement  o f   the  hero ism of   the  characters  

(Wi lcox ,  “There”) .  The   fact   that   the  scr ipts   for  BtVS  a re  now be ing  pub l i shed   in  book  

form  in   the  popular  press   ind icates   the   importance  of   language   in   the  ser ies .   In   fact ,  

l ingu is t ic  adeptness  might  be  cons idered  a  prerequ is i te   for  hero ic   s tatus   in   th is  

ser ies .   I t  marks ,   for  example ,  Forrest  Gates ,   the  Afr ican‐Amer ican  buddy  of  Buf fy ’s  

second s teady  boyfr iend,  R i ley  F inn:  When R i ley  demands  agreement   that  Buf fy   i s  

“coo l ,”   the  exasperated  Forrest   rep l ies ,   “She’s  coo l ;   she ’s  hot ;   she ’s   tep id ;   she ’s  a l l ‐

temperature  Buf fy”   (“Doomed,”  4011) .   (One   i s   thus   the  more  shocked  when Forrest ,  

severa l  ep isodes   la ter ,   i s  k i l led . )  These   i ron ic ,  h igh ly  se l f ‐consc ious  and  of ten  

cu l tura l ly  a l lus ive  comments  not  on ly  va l idate   the  characters  but  a l so  constant ly   sp in  

the   interpretat ion  of   the  ser ies ,  w i th   l ines   l ike  Buf fy ’s  “ I  need   to  go   f ind  someth ing  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s lut ty   to  wear   ton ight”   (“The   In i t ia t ive ,”  4007) ,  or   the  brave  but  non‐aggress ive  

Xander ’s  “ I   laugh   in   the   face  of  danger—then  I  h ide  unt i l   i t  goes  away”   (“The  Witch ,”  

1003) .  

“Buf fy ,   I  be l ieve   the  subtext  here   i s   rap id ly  becoming   text ,”   says  Buf fy ’s  

mentor ,   the  Watcher  Rupert  G i les ,   in   the  cemetery  one  even ing   (“Ted,”  2011) .  Never  

underest imate   the  power  of   the  subtext ;   certa in ly ,   Joss  Whedon does  not ,  as   the  

th i rd  ep igraph  above   ind icates .  With   that  comment ,  Whedon takes  a im at   those  

te lev is ion  ser ies   that  c la im redeeming  soc ia l  va lue  by   focus ing  ep isodes  on  

unmediated  soc ia l   top ics   such  as  A IDS  or  a lcoho l i sm.  Whedon spec i f i ca l ly  ment ions  

Bever ly  H i l l s  90210 ,  but  one  cou ld  add   the  names  of  many  ser ies—The  Wonder  Years ,  

Party  o f  F ive ,  Seventh  Heaven—to those   that ,  over   the  years ,  have  advert i sed   those  

“very  spec ia l”  ep isodes .   In   the  wor ld  o f  BtVS ,  by  contrast ,   the  prob lems  teenagers  

face  become  l i tera l  monsters .  A  mother   rea l ly  can   take  over  her  daughter ’s   l i fe   (“The  

Witch ,”  1003) ;  a   s t r ic t   s tepfather‐ to‐be   i s   indeed  a  heart less  mach ine   (“Ted,”  2011) ;  

a  young   lesb ian   fears   that  her  nature   i s  demonic   (“Goodbye   Iowa,”  4014;  “Fami ly ,”  

5006) ;  a  g i r l  who has  sex  w ith  even   the  n icest ‐seeming  guy  may  d iscover   that  he  

a f terwards  becomes  a  monster   (“ Innocence,”  2014) .  And   there  are  even   further  

leve ls  o f  meaning  beyond the  endemic  use  of  metaphor   in   the  s tory   l ines  per  se .   For  

instance ,   the  s t r ik ing  d i f ferent iat ion  of   teen  vs .  adu l t   language   in  BtVS  has  o f ten  

been  noted.  Th is   l ingu is t ic   separateness  emphas izes   the   lack  o f  communicat ion  

between the  generat ions ,  as  does   the  ser ies ’  use  o f   the  symbol i sm of  monsters   to  

represent  soc ia l  prob lems.  Parents ’   inab i l i ty   to  dea l  w i th   rea l ‐wor ld  horrors   i s  

suggested   through  Buf fy ’s  concerned  but  na ïve  mother ,  who throughout   two seasons  

never  sees   the  monsters  or  knows  that  her  daughter   i s   the  S layer .  The  symbol i sm 

recreates   the  need   to  br idge  generat iona l  d iv i s ion ,  which   i s   suggested  by   the  

language  pattern :   i t se l f   thus  a   la rger  symbol ,  a  macro‐symbol .  Or  one  might  note   the  

v i sua l  e lements—the semiot ics  o f   such  a  scene  as   the   f ight  between Buf fy  and   the  

rogue  S layer  Fa i th ,  w i th   the   interp lay  o f   red  and  b lack   in   the  c loth ing .  The  avenues  

to  meaning   in   th is   ser ies  are  many.  

Of  course ,  BtVS ’ s  use  o f   symbol i sm,  whi le   re lat ive ly  uncommon  in   te lev is ion ,  

i s  hard ly  new  in   the  wor ld  o f  narrat ive  ar t .  Whedon and  company  bu i ld  on   the  

t rad i t ions  o f  many  wel l ‐estab l i shed  patterns :   the  s tor ies  o f  vampires ,   the   lore  o f  

w i tches ,   the  phy la  o f   fa i ry   ta les .   In   lesser  hands   the   forces  o f   these   l i terary  

convent ions  would   resu l t   in  pred ictab le ,  bor ing  work .  But  Whedon and  company  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fo l low Ezra  Pound’s  d ic tum (and  some of  h is  a l lus ive ,  “sampl ing”  methods)   to  “make  

i t  new,”   resurrect ing  dead   forms  and  avo id ing   the  ha l f ‐ l i fe  o f   l i terary  vampir i sm.  

Whedon and  company’s  cho ice   to  use  symbol i sm (of  var ious  sorts  and   leve ls )  

inv i tes   the  v iewer   to   jo in   in   the  construct ion  of  meaning   for   the  ser ies .  Some v iewers  

do  so  whi le  watch ing ;  others  do  so   in   fan   re lat ionsh ips  o f  vary ing   intens i ty  and   form;  

more  and  more  are  do ing  so  as  do   the  scho lars   in   th is  vo lume.   In  some ways ,   l i ke  

Buf fy  herse l f ,   the  v iewer  must  s t rugg le   to   reach  meaning .  With   i t s  complex i ty  and  

carefu l  cont inu i ty ,   the  ser ies  encourages  act ive  v iewing .  Thus ,   in  a   sense ,   the  

mediat ion   i s   the  message.  Act ivated  v iewers   f ind   themselves   root ing   for  BtVS’  

protagonis ts  as   they   f ight   the   forces  o f  darkness  and  root ing   too   for   Joss  Whedon 

and  company  as   they   f ight   the   forces  o f  media  and  cu l ture   in  order   to  keep  Buffy  not  

on ly   t rue   to   i t s  or ig ina l  v i s ion  but  capab le  o f   the  sort  o f   regenerat ive   imag inat ion  

necessary   to   the  mult i ‐ season   l i fe  o f  a   te lev is ion  ser ies .  

 

I I .  Buffy   the  Vampire  S layer  as  Qual i ty  TV  

 

A qua l i t y   se r ies  en l i gh tens ,  enr i ches ,   cha l lenges ,   invo lves ,   and  

con f ronts .   I t  da res   to   take   r i sk s ,   i t ’ s  hones t  and   i l l um inat ing ,   i t  

appea l s   to   the   in te l lec t  and   touches   the  emot ions .   I t   requ i res  

concent ra t ion  and  a t tent ion  and   i t  p rovokes   thought .  

Dorothy  Swanson ,   founder  o f  V iewers   fo r  Qua l i t y  Te lev i s ion  

(quoted   in  Thompson ,  13 )  

 

In  2000  Buffy   the  Vampire  S layer  won the  V iewers   for  Qua l i ty  Te lev is ion  “Founders  

Award ,”  g iven  annua l ly   to  a  ser ies  which  “has  made a  s ign i f i cant  contr ibut ion   to  

qua l i ty   te lev is ion  without   rece iv ing  due  recogn i t ion .”  Buf fy  defenders ,  whether  

f rustrated   te lev is ion  cr i t i cs ,
2
 h igh  school  advocates   fac ing  skept ics ,

3
 or  co l lege  

professors   inv i t ing  ostrac ism,  know a l l  about   the  neg lect   the  VQT award  was  meant  

to   remedy.   In  “Demons,  A l iens ,  Teens  and  Te lev is ion ,”  pub l i shed   in  Te lev is ion  

Quarter ly ,  Richard  Campbel l   (who wrote   the  essay  with  h is  daughter  Ca i t l in )  o f fers  

                                            
2
 Joyce Millman, Salon.com’s television critic, has given up trying to convince doubters: “To those of you 

who've never seen Buffy the Vampire Slayer and Angel,” she write, “well, I'm sorry, but you are beyond my help.” 
3
Both Hannah Tucker (daughter of Entertainment Weekly critic Ken Tucker) and Caitlin Campbell (daughter 

of media scholar Richard Campbell—see above) have addressed in print the perils of the high school defender of 
BtVS. In “High School Confidential,” Tucker notes “I can never speak about Buffy the Vampire Slayer so passionately as 
when confronted with a skeptic. There are about four Buffy fans at my high school, so far as I can tell. So, by ‘skeptic’ I 
mean a large percentage of my peers. Typical response from a boy, eyes rolling: ‘C’mon, she’s a blond chick in a 
Wonderbra who fights vampires.’” 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the   fo l lowing  account ,   instant ly   recogn izab le   to  most  academics  who have  been  won 

over  by   the  ser ies ,  o f  h is  own Buffy  convers ion:  

I  have  my 16‐year‐o ld  daughter ,  Ca i t l in ,   to  b lame  for   th is .  An  honor  s tudent ,  

soccer  p layer ,  and  av id   reader ,   she   introduced  me to  Buffy  and   the  WB a  

coup le  o f  years  ago .  At   the   t ime,   I   just   thought   I  would  do  my  father ly/media  

cr i t i c  duty :  watch  a   few ep isodes  and  po int  out   the  error  o f  her  TV  ways .  But  

someth ing  e lse  happened.   I  got  hooked.   I   l i ked  Buffy .  The   improbable  s tory  o f  

a   teenage  vampire  s layer ,   set  aga inst   the  backdrop  of   l i fe  a t  Sunnyda le  H igh  

School   (Buf fy ’s  now moved on   to  co l lege) ,  kept  my  interest  w i th   i t s   s ly  humor,  

act ion  adventure ,  and  wide‐rang ing  portra i ts  o f   teens  and   teachers .  To  me,  

th is  was  not  on ly  a   sk i l l fu l ly  wr i t ten  show but  dead‐on   in  captur ing   the  

conversat iona l   rhythms of   teenagers  and  exp lor ing   i ssues   that  permeated  

the i r   l i ves—fr iendsh ip ,   jea lousy ,   se l f ‐esteem,   respons ib i l i ty ,   ru les ,   sex ,  good  

and  ev i l .  Watch ing  Buffy ,   I  got   ins ights  about   the  occas iona l  c lumsy  ways  o f  

adu l ts   in   turn ing   respons ib i l i ty  over   to   teens  so   they  can  make  dec is ions ,  

learn   the  consequences ,  and  grow up.  

The  case   for  BtVS  as  qua l i ty   te lev is ion—and concomitant ly   the   rat iona le   for  why   i t   i s  

worthy  of   ser ious  cr i t i ca l   invest igat ion—is ,  we  would  suggest ,  a  no‐bra iner .  

Accord ing   to  Robert   J .  Thompson,  “qua l i ty   te lev is ion”  exh ib i ts  a  number  o f  

d is t inct ive   tendenc ies  /  character i s t ics ,   touchstones  aga inst  which  we may   test  Buffy .  

1)  “Qual i ty  TV  usual ly  has  a  qual i ty  pedigree.”  Although   Joss  Whedon  i s  not  

Dav id  Lynch ,   the  co‐creator  o f  Twin  Peaks  and Thompson’s  pr ime example ,  as  a  movie  

auteur ,  o f  a  ped igree  Qua l i ty  TV   f igure ,  BtVS’s  creator  does  br ing  a  certa in  cachet .  A  

graduate  of  Wes leyan  Univers i ty  w i th  a  degree   in   f i lm  s tud ies ,   Joss  Whedon admits  

that  h is  or ig ina l  dream had   long  been   to  “head   toward   the  movie  wor ld”   ( Interv iew 

with  Dav id  B iancu l l i ) .  Though   i t  was   in   the  movies   that  he  made h is   f i r s t  

breakthrough,  when Fran  Rubel  Kuzu i  d i rected  h is   screenplay  o f  BtVS   in  1992,
4
 

though  he  has  contr ibuted,  o f ten  as  a  h igh ly  pa id—and somet imes  uncred i ted—

“scr ipt  doctor”   to  a  var iety  o f   f i lms  both  before   (Speed   [1994] ,  Toy  Story   [1995] ,  

Waterwor ld   [1995] ,  Twister   [1996] )  and a f ter   (Al ien  Resurrect ion   [1997] ,  X ‐Men 

[2000] ,  T i tan  A .E .   [2000] )  Buffy   the  Vampire  S layer   the   te lev is ion  ser ies  came on   the  

a i r   in  1997;   though  Anthony  Stewart  Head  has   remarked   that  “ I t ’ s  on ly  a  matter  o f  

t ime before  we  lose  h im to   the  c inema”   (BBC  Interv iew) ,  Whedon h imse l f   confesses  

                                            
4
 For an insightful discussion of the transformation of BtVS from movie into television series, see Gabrielle 

Moss’ “From the Valley to the Hellmouth: Buffy’s Transition from Film to Television.” 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that  “ I  have  a lways   fe l t  my  movie  career  was  an  abysmal   fa i lure”   (quoted   in  Tracy  

44) .  

Whedon can ,  however ,  c la im a  un ique  genea logy   in   the  medium  in  which  he  has  

exper ienced  h is  greatest   success .  A   th i rd  generat ion  contr ibutor   to   te lev is ion ,  both  

Whedon’s  grandfather  and   father  wrote   for  TV:  a f ter  a  career   in   rad io   (wr i t ing   for  

such  shows as  The  Great  G i lders leeve ) ,  h i s  grandfather  went  on   to  contr ibute   to  

Donna Reed ,  Mayberry  RFD ,  Dick  Van  Dyke  Show ,  Room 222.  Whedon’s   fa ther  wrote  

for  Capta in  Kangaroo,  The  D ick  Cavett  Show,  The  E lectr ic  Company,  A l i ce ,  Benson,  

Go lden  G i r l s ,  and   I t ’ s  a  L iv ing .   Joss  Whedon h imse l f   contr ibuted   to  both  Roseanne  

and  Parenthood  pr ior   to   the  mak ing  of   the  or ig ina l  BtVS   f i lm.   I f  Whedon does  s tay   in  

TV ,  he  cou ld  wel l  become,  a long  with   the   l ikes  Dav id  E .  Ke l ley   (Picket  Fences ,  The  

Pract ice ,  A l ly  McBeal ,  Boston  Pub l ic )  and  Aaron  Sork in   (Sports  N ight ,  West  Wing ) ,  a  

s ign i f i cant  c reat ive   force   in  network   te lev is ion .  

2)  “Des irab le  demographics  notwithstanding ,  qual i ty  shows must  often  undergo  

a  noble  s t rugg le  aga inst  prof i t ‐monger ing  networks  and  nonapprec iat ive  

audiences .”  BtVS’s  path   to  a  secure  home on   the  WB was ,  by  a l l  accounts ,  a   long ,  

s t range   t r ip .  Born  as  a  campy and   large ly  unsuccess fu l   feature   f i lm   in  1992,  wr i t ten  

by  Whedon but  d i rected  by  Fran  Rubel  Kuzu i ,  Buffy   the  Vampire  S layer  ended  up  on  

the  WB as   the   resu l t  o f   the  e f forts  o f  Ga i l  Berman,   the  product ion  execut ive  o f  

Sandol lar .  Whedon and  company’s   re lat ionsh ip  w ith   the  network  has  been  anyth ing  

but  adversar ia l ,  however .   In  an   interv iew on  NPR’s  Fresh  A i r ,  Whedon te l l s  Dav id  

B iancu l l i   that   the  WB never  sought   to  make   the  show  l ighter  and  even  encouraged  

exp lorat ion  of  “ the  dark  s ide .”  S t i l l ,   the  ser ies  has  never  garnered  h igh  N ie lsen  

numbers   (usua l ly   rank ing   in   the  bottom 25% among a l l  TV  ser ies )  and  has  been  

cons is tent ly  over looked   for  Emmy nominat ions .
5
 With   the  very   recent  news   that  BtVS  

wi l l  move   to  UPN beg inn ing  with   the  s ix th  season,   i t   remains   to  be  seen   i f   i t s  

demographics  w i l l   change  as   i t s  budget   increases .  

3 )  “Qual i ty  TV  tends   to  have  a   large  ensemble  cast .”  The  core  of  BtVS’s  

exce l lent  cast—Sarah  Miche l le  Ge l lar  as  Buf fy  Summers ,  a  h igh  school  and   la ter  

co l lege  s tudent   in  Sunnyda le ,  Ca l i forn ia ,  w i th   the  a f ter ‐school   job  of  Vampire  S layer ;  

A lyson  Hannigan  as  Buf fy ’s  best  bud  Wi l low Rosenberg ,  br i l l iant   s tudent ,  computer‐

gen ius ,  and  asp i r ing  w itch ;  N icho las  Brendon as  Xander  Harr i s ,   c lass ‐c lown,  

sch lemie l ,  and   loya l   f r iend;  and  Anthony  Stewart  Head  as  Rupert  G i les ,   school  

                                            
5
 As we write, Sarah Michelle Gellar has been nominated for a best actress in a dramatic series for the 2001 

Emmy Awards. 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l ib rar ian ,  qu intessent ia l  Eng l i shman,  and  Buf fy ’s  Watcher—has ,  o f  course ,  been  with  

the  show s ince   i t s   incept ion .  But  Buffy   the  Vampire  S layer ’ s  ensemble  has   inc luded  

many  other   important  p layers  as  wel l ,   inc lud ing  Kr i s t ine  Suther land  as  Buf fy ’s  

mother ,   Joyce;  Dav id  Boreanaz  as  Ange l ,  an  over   two‐centur ies  o ld  vampire ,  now 

cursed  with  a  sou l ,  who has  come to  Sunnyda le   to  be  Buf fy ’s  protector ;  Char isma 

Carpenter  as  Corde l ia  Chase ,   r i ch ,  b i tchy  Buf fy  adversary ,  who eventua l ly  becomes  a  

Scooby;  Seth  Green  as  Oz ,   sardon ic  mus ic ian   (gu i tar ‐p layer   for  D ingoes  Ate  My Baby) ,  

boyfr iend  of  Wi l low,  and  werewol f ;   James  Marsters  as  Sp ike ,  b leached‐b lond,  punk  

Br i t i sh  vampire ,   s i red  by  Drus i l la ;  Kendra ,   the  short ‐ l ived  second Vampire  S layer   to  

be  seen   in   the  ser ies ;  E l i za  Dushku  as  Fa i th ,  another  Vampire  S layer ,  who  in  Season  

Three  goes  over   to   the  dark  s ide ;  Emma Cau l f ie ld  as  Anya ,  a   former  vengeance  demon 

(Anyanka)  and  Xander ’s   lover ;  Marc  B lucas  as  R i ley  F inn ,  UC  Sunnyda le  graduate  

ass i s tant  who  i s   secret ly  a   leader  o f  The   In i t ia t ive   ( the  un ivers i ty ’s   secret  para‐

mi l i tary  ant i ‐demon  force)  and  Buf fy ’s  post ‐Ange l   lover ;  and  many  

occas iona l/ recurr ing  per formers :  Amber  Benson  as  Tara ,  an  asp i r ing  w itch  and  

Wi l low’s  new  love;  Rob ia  LaMorte  as   Jenny  Ca lendar ,   techno‐pagan,  computer  

teacher ,  and  G i les ’   love ;   Ju l ie t  Landau  as  Drus i l la ,  mad,  v i s ionary  Br i t i sh  vampire  

s i red  by  Ange l ;  Harry  Groener  as  Mayor  R ichard  Wi lk ins   I I I ,   century  o ld  demon who 

bu i l t  Sunnyda le  and  asp i res   to  ascend   to   immorta l i ty ;  A lex is  Den isof  as  Wes ley  

Wyndam‐Pryce ,  a   second,  more  pr igg ish  Watcher  who rep laces  G i les  when he   i s  

re l ieved  of  h is  dut ies ;  Armin  Sh imerman as  Pr inc ipa l  Snyder ,  Sunnyda le  H igh  School ’s  

ch ie f  admin is t rator  and  nemes is  o f   the  Scooby  Gang   (eaten  by  Mayor  Wi lk ins ) .  

4)  “Qual i ty  TV  has  a  memory.”   In  h is  “Fresh  A i r”   in terv iew Whedon has  

expressed  h is  d isappointment  w ith   the   lack  o f  memory  exh ib i ted  by   the  characters  on  

The  X‐F i les ,  espec ia l ly  Scu l ly ’ s   inab i l i ty   to  accept   the   rea l i ty  o f   the  supernatura l  

desp i te  week ly  proof .  On  BtVS ,  however ,  characters   remember  and  we remember  

with   them.   In  season   four ’s  a l l ‐dream‐sequence   f ina le  “Rest less ,”   for  example ,  Buf fy  

s t r ips  Wi l low of  her  “costume,”   return ing  her   to   the  same “softer   s ide  of  Sears”  

unfash ionab le  out f i t   she  had  worn  seventy  e ight  ep isodes  before   in  BtVS’   f i r s t  

ep isode,  “Welcome to   the  He l lmouth .“   In  season   f ive ’s  “Forever”   (5017)  we see  G i les  

l i s ten ing   to  Cream’s  “Ta les  o f  Brave  U lysses”  a f ter  a t tend ing   the   funera l  o f  Buf fy ’s  

mother ;  a t tent ive  v iewers   reca l l   that  he  had  p layed   the  same song   for   Joyce  Summers  

dur ing   the i r  drug‐ induced  revers ion   to   teenageness   in  “Band  Candy”   (3006)—a n ight  

he  and   Joyce  had  sex   together .  As  Ken  Tucker  observes ,   in  BtVS  “people  change :  They  

quake  with   fear   in  one  ep isode  and  muster  up  demon‐defy ing  courage   in   the  next .  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They  can  beg in  as  a l l ies  and  end  up  as  murderers   [ .   .   . ]  or  beg in  as  murderers  and  

end  up  as  nob le  heroes   [ .   .   . ] ”   (Tucker  23) .  Such  changes  can  happen because   the  

ser ies  has  a   rea l ,  a  pa lpab le  past .
6
 

5)  “Qual i ty  TV  creates  a  new genre  by  mix ing  o ld  ones .”   Joss  Whedon has  sa id  on  

severa l  occas ions   that  he  sees  Buffy   the  Vampire  S layer  as  My So  Ca l led  L i fe  meets  

The  X‐F i les ,  but  Buffy ,  only   the  second mult i ‐ season  vampire  ser ies  ever   to  a i r  on  

te lev is ion ,
7
 would  seem to  be   the   resu l t  o f   the   recombinant  DNA of   severa l  other  

k inds  o f   shows  as  wel l .  As   Joyce  Mi l lman has  observed,  BtVS   i s  dar ing  “because   i t  

def iant ly  and   lov ing ly   takes   i t s   tone  and  shape   f rom oft ‐d ismissed  genres   l ike  

dayt ime soaps ,  goth ic   romances ,  Grade‐B  horror   f l i cks  and  supernatura l   fantas ies ,  

and   i t  e levates—no,  ce lebrates—these  misunderstood  and  mistreated  pop  art   forms.”  

6)  “Qual i ty  TV  tends   to  be   l i terary  and  wr i ter ‐based.”  Whedon has  compared  

work ing  on  Buffy  as  a  cont inu ing  s tory   to   the  work  o f  a  nove l i s t  and  evokes  h is  own 

favor i te  wr i ter ,  Char les  D ickens ,  who pub l i shed  h is  nove ls   in   ser ia l i zed   form.  Aga in  

and  aga in ,  Whedon has  spoken  of  wr i t ing  as  h is  constant   f i r s t   love
  8
 and  pra ised  

wr i t ing   for   te lev is ion  over  wr i t ing   for   the  movies .
9
  In   f ive  years  o f  work  on  BtVS ,  he  

has  assembled  a  group  of  wr i ters—among them Mart i  Noxon,  Dav id  Fury ,   Jane  

Espenson,  Doug las  Petr ie—who are  ab le   to   th ink  very  much   l ike  h im.  

                                            
6
 In a wonderful essay on Salon.com, “Please Sir, May I Have a Mother?, Sarah Vowell observes that 

 
Series television, more than any other form, is pefect to explore family dynamics. Novels, even long ones, 
end. Movies are great moments—love at first sight, murder, that time Lassie came home. But family life 
unfolds over time. And the seeming monotony of TV is inherently equipped to deal with ongoing stories, not 
to mention ongoing quibbles—Frasier’s campaign against his father’s ugly chair, Lisa Simpson’s doomed 
attempted to enlighten her anarchic brood. To get the true story of a family, it has to be done over the long 
haul. 

 
The extended family of BtVS is, admittedly a bit unorthodox, but Vowell’s observation rings true for it as well. It is 
truly a “long haul” show. 

7
 The other, of course, was Forever Knight (1992‐1994) on CBS and in first‐run syndication. 
8
 “It’s easier to write an episode than direct it,” Whedon has explained. “Well, not easier, but scheduling‐

wise, I usually direct an episode when there is something I desperately want to say—where there’s a moment that I 
want to capture, an idea I want to try out. To create something, that means actually writing it. I may actually direct a 
couple of episodes that I don’t write next year, just because of my time being as it is. By and large, the only time I’ve 
done it is when I’ve co‐written with David Greenwalt. The bottom line is that I like to create. To me, the writing is the 
most important thing, and if I’m going to take the time to direct something and it really pulls a lot out of my schedule, 
usually I want it to be something of my own. At the same time, it would certainly be interesting to direct somebody 
else’s script. (http://www.fanforum.com/buffy/news/786.shtml) 

9
“Being a writer in Hollywood is not all it’s cracked up to be,” Whedon has admitted. “People blow their 

noses on you. When I went on the set of Alien [Resurrection], people are nice enough but I am standing in a corner. 
On Buffy, I’m telling these stories. Not only am I telling them, I’m telling them every eight days. [. . .] The movies I 
write, if they ever get made, take several thousand years. But television is a writer’s medium so there’s a better 
chance things will come out the way you originally envisioned them” (quoted in Tracy 24). 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7)  “Qual i ty  TV   is   se l f ‐consc ious .”  Off ic ia l  BtVS  publ icat ions   l ike   the   two vo lumes  

of  Watcher ’s  Gu ides ,  not   to  ment ion  numerous  webs i tes   ( for  example ,  

Buf fygu ide .com)  devote  s ign i f i cant  space  both   to  ser ies  cont inu i ty  and   to  popular  

cu l ture   re ferences  and  a l lus ion .  As  any  newcomer   to   the  ser ies  qu ick ly   rea l i zes ,  BtVS  

constant ly  and  pervas ive ly  draws  upon  i t s  own past  h is tory ,  but   i t   casts   i t s  nets  

w ide ly  beyond  i t s  own deve lop ing   text .   "Any   text   that  has  s lept  w ith  another   text ,”  

Robert  S tam has  noted,  extend ing  a  centra l   ins ight  o f  STD prevent ion   into   the   rea lm 

of   f i lm  theory ,   "has  necessar i ly   s lept  w ith  a l l   the   texts   the  other   text  has  s lept  w ith"  

(202) .  Whether   i t   i s  Xander  about   to  have  sex   for   the   f i r s t   t ime with  Fa i th   (“The  

Zeppo,”  3013)  admitt ing  he ’s  “never  been  up  with  people   .   .   .  before ,”  G i les  

admitt ing   to  O l iv ia   (“Hush,”  4010)   that  he  “wasn’t  actua l ly  one  of   the  or ig ina l  

members  o f  P ink  F loyd ,”  Wi l low’s  quest ion ing   lament   ( in  “Ha l loween”  2006)   that  

Buf fy  “cou ldn ’t  have  dressed  up   l ike  Xena?”  or  Buf fy   tw ice  mangl ing   the  name of   the  

demon Acath la  as  “A l  F ranken”  and  “A l fa l fa”   (“Becoming”  Part   I ,  2021) ,   the  ser ies  

o f fers  us  humor   that  on ly   the   textua l ly  promiscuous  are   l ike ly   to  get .  

8)  “The  subject  matter  of  qual i ty  TV  tends   toward  the  controvers ia l .”  As  

Whedon concedes   in  h is  Fresh  A i r   in terv iew ,  d rawing  compar ison   to  Star  Trek   three  

decades  ago ,
10
  the  genre  of  Buffy   the  Vampire  S layer ,  a l ready  marg ina l i zed ,  has  

probab ly  enab led   i t   to  get  away  with   th ings   that  would  have  seemed more  

controvers ia l  on  mainstream shows.  Wi l low’s   turn   toward   lesb ian ism  in  Season  4 ,   for  

example ,  caused  very   l i t t le  buzz   in   the  media .  Neverthe less ,   three  Season  3  ep isodes  

“Earshot”  and  “Graduat ion  Day ,”  Parts  One  and  Two  (2021  and  2022)  were  not  

a l lowed to  a i r  as   scheduled  because   the i r   sub ject  matter  was  seen  as   too  

controvers ia l   in   the  wake  of   the  Co lumbine  massacre .
11
 

9)  “Qual i ty  TV  asp ires   toward   ‘ rea l i sm. ’”  David  B iancu l l i  has  ca l led  Buffy   the  

Vampire  S layer   “a   fantasy  show that   r ings   t ruer   than  most  shows on  TV,”  and  Ken  

Tucker  has  sa id  “ for  a l l   the  show’s   fantasy   t rapp ings ,   [Buf fy ’s ]  more   rea l i s t ica l ly  

drawn than  any  other   teenager  on  TV”   (22) .   “Emot iona l   rea l i sm”   i s  what   Joss  Whedon 

i s   in terested   in .  Everyth ing   i s  g rounded  in   the  aud ience ’s   ident i f i cat ion  with  what  

they  are  go ing   through.  Whedon te l l s  B iancu l l i  about  appear ing   in  a  chatroom after  

                                            
10
 It is nothing new for the science fiction and fantasy category of television series to symbolically represent 

teen difficulties: Harvey Greenberg's essay "In Search of Spock" explains how in the 1960s Star Trek represented 
teens' alienation in the famous half‐Vulcan character. Buffy is especially successful at that symbolic representation. 

11
 For an excellent (and highly critical) consideration of the issues involved in the WB decision, see Charles 

Taylor’s “The WB's Big Daddy Condescension” on salon.com 
(http://www.salon.com/ent/log/1999/05/26/buffy_rant/index.html. 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“ Innocence”   (2014) ,  an  ep isode   in  which  Ange l  breaks   the  curse  which  had  g iven  h im 

a  sou l  by  hav ing  sex  w ith  Buf fy ,  becoming  aga in   the   f iend ish ly  ev i l  Ange lus .  When a  

young  woman responded on   l ine  by  confess ing   to  Whedon that  “ th is  exact   same th ing  

happened to  me,”  Whedon exp la ins ,  he  knew he  was  accompl ish ing  prec ise ly  what  he  

had  hoped  for  w i th   the  ser ies .
12
 

“The  Body”   (5016) ,  a   f i f th  season  ep isode  concern ing   the  unexpected  death  of  

Buf fy ’s  mother  and   i t s  d i f f i cu l t  a f termath ,  perhaps  exempl i f ies  best   th is  commitment  

to  emot iona l   rea l i sm.  Wr i t ten  and  d i rected  by  Buffy ’s  creator ,   “The  Body”   i s  a lmost  

w ithout  monsters   (on ly   the   token  appearance  of  a   s ing le  vampire   in   the  morgue   in   i t s  

c los ing  scene  reminds  us   that  we are  watch ing  a  show about   the  batt le  aga inst  

supernatura l  ev i l ) .   In  “The  Body,”  an  a lmost  certa in  Emmy nominee,   the  Scooby  Gang  

must  batt le  equa l ly  d i f f i cu l t  enemies   l ike  gr ie f ,   regret ,   loss ,  anger ,  and   immatur i ty .  

An art ic le   in  Enterta inment  Weekly  a   few years  back  made  the  argument   that  

te lev is ion  at   the  end  of   the  century  may  wel l  be  better   than   the  movies .  The  

propos i t ion  at   f i r s t  g lance  seems preposterous—how cou ld  a  medium that  had  

produced  so  many  masterp ieces ,   so  many  great  auteurs ,   f rom Chap l in   to  Scorsese ,  be  

thought   in fer ior   to  a   r iva l  household  app l iance?  EW ’ s   case  was  neverthe less  

compel l ing :   the  very  best   ser ies  TV—the pr ime examples  o f  what  has  come to  be  

ca l led  Qua l i ty  TV—it   ins i s ted ,   takes  more   r i sks ,   tack les  more   re levant   i ssues  more  

provocat ive ly ,  does  more  with  character ,  g ives  women  ju ic ier   ro les ,  and  goes  deeper  

than   the  movies  do ,   la rge ly  because  of   the  generous  amount  o f   t ime ava i lab le   thanks  

to   twenty   two ep isodes  a  year  and  mult i ‐year  durat ions .  Buffy   the  Vampire  S layer ,  

for  example ,  a   ser ies  now  in   i t s   f i f th  year  on   the  a i r ,  w i l l  have  had   (at   season’s  end)  

approx imate ly  4 ,000  minutes/or  67  hours  o f  narrat ive   t ime  in  which   to  become  i tse l f ,  

rough ly  equ iva lent   to  33   feature   f i lms .  

 

I I I .  About  Th is  Book  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“I can't write a character if I don't at some level understand where they're coming from and how they feel 

about the world.,” Whedon has explained. 
 

That even includes Principal Snyder, who is probably one of our most cardboard cut out villainous 
characters. In Band Candy we got a glimpse into what he was like in high school, and it became very clear 
that he was the kid that everybody was constantly trying to ditch. He was the nerd who was eager to be 
friends with everybody and was constantly snubbed. And that made it clear how he became the child‐hating 
martinet that we had so much fun with. So I feel that if you don't love a character, then you have no 
business writing them. I hate stock villains, I hate people who are just there to be cannon fodder. And it's 
not like that never happens on the shows—it's not like I'm gonna go write the history of the second thug 
from the left—but when I read a script, I have to at least believe that the second thug from the left is acting 
as he sees fit, and as he would in the given situation. (Whedon, ET Online) 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“ I ’ve  been   index ing   the  Watcher  D iar ies  cover ing   the   last  

coup le  o f  centur ies .  You’d  be  amazed  at  how numbing ly  

pompous  and   long‐winded  some of   these  Watchers  were .”  

G i les   in  “What ’s  My L ine ,”  Part   I   (2009)  

 

Th is  book  began   in   the  Spr ing  o f  2000  when Dav id  Lavery ,  a  newcomer   to  BtVS,  

in t roduced   to   the  Buf fyverse  by  h is   s tudents  at  Midd le  Tennessee  State  Un ivers i ty   in  

the  Fa l l  o f  1999,  approached  Rhonda  Wi lcox ,  author  o f  one  of   the   f i r s t   scho lar ly  

s tud ies  o f   the  show (“There  Wi l l  Never  Be  A   ‘Very  Spec ia l ’  Buffy :  Buffy  and   the  

Monsters  o f  Teen  L i fe .”   Journa l  o f  Popu lar  F i lm  and  Te lev is ion  27 .2   [1999] :  16‐23) ,
13
 

about  co l laborat ing  on  a  co l lect ion  of  c r i t i ca l  essays  on   the  ser ies .  Many  e‐mai l s  and  

an   internat iona l ly ‐c i rcu lated  ca l l   for  papers   resu l ted   in  a lmost  a  gross  o f  proposa ls  

by  scho lars  and   fans   f rom the  Uni ted  States ,  Canada,  Scot land,  Eng land,  and  

Austra l ia  hop ing   to  contr ibute .  

The  wea l th  o f  mater ia l   insp i red   the  ed i tors   to   launch  an  e‐ journa l  devoted   to  

BtVS  as  wel l :  S layage:  The  Onl ine   Internat iona l   Journa l  o f  Buf fy  S tud ies  

(ht tp ://www.s layage. tv )  which ,   in  add i t ion   to  pub l i sh ing  many  va luab le  essays  

proposed   for   the  present  book  but  unab le   to  be   inc luded  due   to   lack  o f   space ,  w i l l   in  

the  years  ahead  make  ava i lab le  new cr i t i ca l  essays  on  BtVS.  S layage  wi l l  a l so  prov ide  

a  d iscuss ion   forum for   readers  o f   th is  book   to  address  quest ions   to   i t s  ed i tors  and  

authors  and  an  opportun i ty   for  each  of   the  book’s  contr ibutors   to  post  on l ine ,   in  

l ight  o f   recent  deve lopments   in   the  ser ies ,  updates/addenda   to  h is  or  her  essay .   (The  

reader  shou ld  bear   in  mind   that   the  essays   in  F ight ing   the  Forces  were  wr i t ten  at   the  

end  of   the   fourth  season  and  ref lect  on ly   in  pass ing  season   f ive  deve lopments ,  which  

had  not  yet  been  completed  as  we went   to  press . )  

The  many  meanings  o f  BtVS  a re   re f lected   in   the  var ious  vo ices  o f   the  

interpreters  assembled   in   th is  vo lume.  Scho lars   f rom Eng l i sh ,  communicat ions ,  

women's   s tud ies ,   soc io logy ,   re l ig ion ,  and  other   f ie lds ,  a l l  wr i t ing  w ith  at   least   the  

f i r s t   four  seasons  o f   the  ser ies   in  mind,  present   the i r  d i f ferent  perspect ives ,  

somet imes  ana lyz ing   the  same scenes  and   l ines   in   rad ica l ly  d i f ferent   fash ion ,   f rom 

cu l tura l   s tud ies   to   Jung ian  ana lys i s ,   f rom prob lemat iz ing   to  pra ise .  The  ed i tors  have  

chosen  such  a  var ious  group  with  a  purpose:   the i r  mult ip l i c i ty   re f lects   the  po lysemic  

var iety  o f   th is   r i ch   text .  We have  d iv ided   i t   in to   two parts :  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This essay is republished in Slayage (http://www.middleenglish.org/slayage/essays/slayage2/wilcox.htm). 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I .  Forces  of  Soc iety :  Gender ,  Generat ions ,  V io lence ,  C lass ,  Race ,  Re l ig ion  and 

Culture :  Many  of   these  essays  cons ider  more   than  one  of   these  categor ies .  Rhonda  V .  

Wi lcox  argues   that   the  under ly ing  narrat ive  s t ructures  o f  death   in   the  ser ies  

success fu l ly  confront   i ssues  o f  gender  and  v io lence .  E lyce  Rae  He l ford  d iscusses   the  

conta inment  o f  g i r l s '  anger  as  an   ind icator  o f  cu l tura l  oppress ion ,  and  examines   the  

impl icat ions  o f  c lass  and  race   in   the   representat ions  o f   three  S layers :  Buf fy ,  Kendra ,  

and  Fa i th .  Patr ic ia  Pender ,   survey ing  cr i t i c i sm of  BtVS ,   contends   that  much  of   i t   takes  

an  e i ther/or  v iew of   the  ser ies '   femin ism,  whi le   instead  BtVS  avo ids  overs impl i fy ing  

po lar i t ies  and  cha l lenges  v iewers   through   femin is t  camp.  Farah  Mendlesohn suggests  

that  a  potent ia l  queer   read ing  of   the  Buf fy/Wi l low re lat ionsh ip   i s  den ied   in  erot ic  

terms,  but   favored   in  po l i t i ca l   terms   through   the   increas ing  s t rength  of   the  qu ieter  

character ,  Wi l low.   J .  P .  Wi l l iams  ana lyzes   the   f lawed mother‐daughter   re lat ionsh ips  

in   the  ser ies  and   the  prob lemat ic   search   for   s t rong  subst i tutes ,   f rom Gwendolyn  Post  

to  Magg ie  Walsh   to   Jenny  Ca lendar .  Karen  E i leen  Overbey  and  Lahney  Preston‐Matto  

ce lebrate   the  speech‐act  as   the  most  pos i t ive  weapon  in  BtVS ,  exp lor ing   i t s   spoken  

and   textua l  express ions   through  Buf fy ,  Xander ,  Wi l low,  and  G i les .   Lynne  Edwards  

invest igates   the  B lack  S layer  Kendra  as  a  modern  vers ion  of   the   t rag ic  mulatto  myth ,  

whose   fa i led  quest   for   leg i t imacy  suggests   that  ass imi lat ion  equa ls  death   for  B lacks .  

Mary  A l ice  Money  exp lores   the  metaphor ic   impl icat ions  o f   the   rehab i l i ta t ion  of  

characters   ( such  as  Sp ike)  who represent  cu l tura l  or   rac ia l  Others—with  BtVS ' s  own 

vers ion  of  Huck  F inn  confront ing   the  metaphor ic   rac ism.  Deny ing   the  "otherness"  o f  

BtVS   vampires ,  Gregory  Er ickson  d iscusses   the  paradox ica l  ep is temology  of  be l ie f  and  

d isbe l ie f   in  Amer ican  cu l ture   in  genera l  and  BtVS   in  part icu lar :  where   i s  God,  and  

how does  BtVS   in form our  understand ing  of  Amer ican  sp i r i tua l i ty?  Cather ine  S iemann 

juxtaposes   two archetypa l  Ca l i forn ia  g i r l s ,  po int ing  out   the  para l le l s  between G idget  

w ith   the  mid‐V ictor ians  and  Buf fy 's  darker  wor ld  w ith   the  n ineteenth‐century   f in ‐de‐

s ièc le ,   in  part icu lar   three   l i terary  movements :   the  New Woman,  Decadence,  and   the  

Goth ic ,  a l l   in   the  context  o f   the   increas ing  complex i ty  o f   the   teenager 's  mora l  

un iverse .  Severa l  o f   these  essays  might  a l so   f i t  under   the  second part :  

I I .  Forces  of  Art  and   Imaginat ion ,  wh ich   i s   in   turn  d iv ided   into   two separate  sect ions :  

Emerg ing   f rom the  Past :  Vampires ,  Magic ,  Monsters  beg ins  w ith  Buf fy 's  

vers ion  of  F rankenste in .  An i ta  Rose  exp la ins   that ,   through   i t s   re imag in ing  of  Mary  

She l ley 's  work ,  BtVS  employs  Romant ic   ideo logy   in  contemporary  contexts  and   terms,  

mov ing   f rom the  so l i tary  Romant ic  hero   to   the  community  o f   the  Scooby  Gang.  D iane  

DeKelb‐R i t tenhouse  surveys   the   l i terary   t rad i t ion  of   the  vampire  Lothar io  as   i t  makes  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i t s  way   f rom the  dhampire  o f   fo lk lore   to   the  Byron ic  Lord  Ruthven   to  BtVS ' s  modern  

var iants ,  Ange l  and  Sp ike .  E l i sabeth  Kr immer  and  Sh i lpa  Rava l  cons ider   the  

re lat ionsh ip  o f  Ange l  and  Buf fy   in   the  context  o f   l iebestod   ( love‐death)   s tor ies  such  

as  Romeo and   Ju l ie t  and  Tr is tan  and   I so lde ,   compar ing   the   themat ic   imposs ib i l i ty  o f  

love 's   fu l f i l lment  w ith   the  s t ructura l  deferra l  o f   ser ia l   te lev is ion .  Dona ld  G .  Ke l ler  

examines   the  somet imes  supernatura l  dreams of  Buf fy  and  her  shadow‐se l f  Fa i th  

through   the   lens  o f   Jung  and  Freud   (w ith  a  s ide‐v iew of   imagery   f rom E l iot ' s  The  

Waste  Land ) .  Tanya  Krzywinska   invest igates  w itchcraf t ,  mag ic ,  and   the  Manichaean   in  

popular  cu l ture   in  genera l  and  BtVS   in  part icu lar ,  a rgu ing   that  a   se l f ‐consc ious  

mixture  of   s i tcom,   fantasy ,  and  horror  a l lows   the  ser ies   to  negot iate  between 

abso lute  categor ies  o f  good  and  ev i l  and  a  more   re lat iv i s t ic  approach   (espec ia l ly  

through   the  witchcraf t  o f  Wi l low)—al l  based  on  a   foundat iona l  myth   reca l l ing  H .  P .  

Lovecraf t .  Sarah  E .  Skwire  moves  beyond Bette lhe im to  po int  out   that  BtVS ,  as   i t  

does  w ith  near ly  every  other  convent ion ,   turns   the  d idact ic  nature  of   the   fa i ry   ta le  

on   i t s  head,   so   that   the   instructors  become the   instructed ,  and  Buf fy 's  own 

re lat ionsh ip   to   the  category  o f   "adu l t"  or  "ch i ld"  can  be  gauged.   In  Creat ing  with in  

the  Present :  Fan  Re lat ionships ,  Metaphor ic  and  Real ,  K r i s t ina  Busse  d iscusses   the  

Buf fyverse   fanf ic t ion   in   terms  of   fami ly  dynamics  and   the  contested  ro le  o f  women,  

as   th is   f i c t ion   invokes   the  ambiguous  emot iona l  demands  of  motherhood,  w i th   i t s  

contrad ictory   ro les  o f  mother/careg iver  as  wel l  as  partner/ lover .  S .  Renee  Dechert  

argues   that  BtVS ' s  mus ic  works   to   re in force   the  communal   ident i ty  between the  

program and   i t s   fans ,  because   the  mus ic ians  are  o f ten   re lat ive  outs iders  yet   the   fans  

must  have  " ins ide"  knowledge   (o f ten   internet ‐der ived)   to   recogn ize   them.   Just ine  

Larba lest ier  po ints  out   that   some BtVS  ep isodes  acknowledge   the   fun   that   fans  have  

p lay ing  with   fanf ic t ion  by  putt ing  seeming ly   imposs ib le  scenar ios   ( "What   i f  Buf fy  and  

Sp ike  were  engaged?")  on   the  screen  whi le  at   the  same t ime reassert ing  contro l  by  

mak ing   those  scenar ios  part  o f   the  of f ic ia l  BtVS  un iverse :  one  ep isode  even  serves  as  

a  metaphor   for  a   fan‐contro l led  a l ternate  wor ld .  F ina l ly ,  Amanda Zweer ink  and  Sarah  

N.  Gatson  descr ibe   the   fan  wor ld  o f  The  Bronze ,  named af ter   the   teen  hangout  on  

BtVS ,  as  a  chang ing   internet  community  which   in  some ways   rep l icates   (a l though  

imperfect ly )   the   idea  of  community  so   important   to   the  ser ies ,  w i th   i t s  Post ing  Board  

Party   i l lust rat ing  prob lems of  c lass   s t ructure  which   the  ser ies  confronts .  

An  Afterword  examin ing  Buf fy ’s  c reator   Joss  Whedon,  an  ep isode  gu ide ,  and  a  

compos i te  b ib l iography  complete   the  vo lume.  


