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Gina Wisker  

Vampires and School Girls: High School Jinks on the 
Hellmouth  

   

Joyce:  "Wel l  i t  s tops now!"   

Buffy:  "No,  i t  doesn' t  s top.  I t  never  s tops.  Do you th ink I  chose to  be l ike  th is?  Do you 
have any idea how lone ly  i t  is?  How dangerous?  I  wou ld  love to  be upsta i rs  
watch ing TV or  goss ip ing about  boys or ,  god,  even s tudy ing!  But  I  have to save the 
wor ld .  Aga in.  ( “Becoming,”  Par t  I I ,  2022)   

  

I n t r o d u c t i o n  

(1)  Buf fy  The Vampire  S layer  t reads an enter ta in ing i f  uneasy course between conservat ism 
and contemporary  femin is t  g i r l  power .  On the one hand the week ly  successfu l  tack l ing o f  
monsters  emerg ing f rom the he l l  mouth denotes  a  conservat ive  underwr i t ing o f  the certa int ies  
o f  the Amer ican Dream's superheroes—that  wrong can be r ighted,  quests  can succeed:  ev i l  i s  
v is ib le ,  tang ib le  and destruct ib le .  On the other  hand,  Buf fy ,  ostens ib ly  phys ica l ly  more su i ted  
to  be a  prom queen or  a  cheer  leader ,  and a  b i t  o f  an Amer ican Beauty,  is  a  fe is ty  example  o f  
la te  twent ie th-century/ear ly  twenty- f i rs t  century  g i r l  power.  Buf fy  possesses  the energ ies  o f  
the New Woman, the mid-century  tomboy o f  g i r l s '  comics ,  “Superg ir l , ”  teen hero ines.  She is  a  
g i r l  w i th  a  miss ion,  and a manager/mentor  (G i les ,  who prov ides  the academic  re ferences) ,  a  
g i r l  w i th  a  team of  f r iends who support  her  on her  miss ions  to  sor t  th ings out ,  to  d ismember  
and d ismant le  the la test  monstrous emergent f rom the He l lmouth.   

  

(2)  But as a  s layer  she is  herse l f  on the edge,  “Other”  in  her  powers ,  i r r i ta ted at  the ir  
in t rus ion in to  teenage l i f e ,  ded icated to  her  miss ion,  yet  in  love with  a  vampire,  Ange l ,  who 
loses  h is  soul  when he s leeps with  her .  No monster ,  but  a  f r iend to  many who have h is tor ica l ly  
been const rued as monstrous,  a karate-k ick ing,  smal l - town,  female Van He ls ing (Dracu la)  in  
teen c lo thes,  Buf fy  in tervenes with  vampire  s layer  convent ions  as  the ser ies  in tervenes with  
vampire  f ic t ion formulae.  

  

(3)  That set  o f  descr ip t ions  in  i t se l f  pos i t ions  Buf fy  as a  new take on women in  
vampire  f ic t ions.  The representat ion o f  the fe is ty v i rg ina l  schoo lg i r l  in terweaves with  (b leeds 
in to?)  the image of  the female reca l led  f rom vampire  and other  horror  ta les .  Convent iona l  
vampire  ta les  and f i lms,  Dracu la  (1897,  f i lm 1997) ,  the whole  Hammer horror  Dracu la  re la ted 
f i lm ser ies ,  Tony Scott ' s  The Hunger  (1983) ,  and even ep isodes o f  The X-F i les  te lev is ion ser ies  
usua l ly  conf igure  women as  hap less  v ic t ims,  or ,  i f  vampires ,  as  vorac ious,  seduct ive,  and 
dead ly .  The ir  sexua l i ty ,  seen as  dangerous in  terms o f  a  patr iarcha l  s tatus  quo,  must be 
constra ined,  the ir  dev iant  energ ies  must  be dest royed and order  restored.  Contemporary  
rad ica l  femin is t  vampire  f ic t ions,  and f i lms,  on the other hand—“O Capta in  my Capta in ,”  a  
shor t  s tory by V ic tor ia  Forrest ,  The Gi lda Stor ies  (1992)  by Jewel le  Gomez,  and Anne Rice 's  
Vampire Chron ic les ,  (1977,  1985,  1988—)—var ious ly  re fuse such s impl is t i c  re ject ions.  
Recogn iz ing the vampire  in  ourse lves,  these contemporary Goth ic  texts  tend to  present a  more 
sympathet ic  f igure  whose subvers ive  act iv i t ies  are  both exc i t ing,  and in  the ir  de l iberate  
break ing o f  taboos and boundar ies ,  prov ide an opportun i ty  to  c r i t ique soc ia l  norms, whi le  
re fus ing to restore  a s tatus  quo which c lear ly  operated on l ies  and ar t i f i ce .  The contemporary 
femin is t  vampire  is  o f ten a  creature  with  a  mora l  c rusade too,  rather  than a  creature who 
must be k i l led  because o f  a  mora l  c rusade.  Lesb ian,  b i rac ia l ,  rock s tar ,  space capta in ,  
contemporary  femin is t  vampires  of fer  l i fe  beyond death to the dy ing,  love across  boundar ies  
o f  gender ,  t ime and morta l i ty .  The subvers ion is  ce lebratory  as  wel l  as  rather  mora l is t i c  in  a  
l iberated,  carn iva lesque ( i .e .  subvers ive  o f  restr ic t ive ru les)  sense.  Buf fy ’s  be loved Ange l ,  in  
terms o f  h is  l i te rary  ancest ry ,  is  easy to  ident i fy  (and to  ident i fy  w ith) .  He is  in  the mould  o f  
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Anne R ice 's  Lou is  ( Interv iew wi th the Vampire ,  1977)  the vampire  with  a  heart ,  a  sense of  
mora l i ty ,  prob lemat iz ing h is  g iven ro le  as  dead ly  outs ider  except  when,  h is  sou l  los t  
( “ Innocence,”  2014) ,  he embraces i ts  v io lent  dest ruct iveness  aga in .  

  

(4)  So where does Buf fy  f i t  in to  th is  economy of  vampire  exchanges? She is  uneas i ly  
pos i t ioned between convent iona l  vampire  f igures  and vampire  hunters ,  and rad ica l  femin is t  
rev is ions  o f  the myth,  wh ich inscr ibe  women's  power  as  pos i t ive ,  not  to  be condemned.  As  
such then,  Buf fy  su i ts  the la te  n ineteenth-  and ear ly  twent ie th-century  New woman,  the 
n ineteen- f i f t ies  tomboy hero,  and the contemporary  g i r l  power  mould.  Maybe that  is  long 
overdue, maybe that  is  why we l ike  her—she is  subvers ive enough, energet ic ,  not  too rad ica l ,  
and at  heart  an ord inary g i r l  (k ind o f) .  Some of  the very  d i f f icu l t ies  we have with  g i r l  power 
appear in  d i f f icu l t ies  we have with  Buf fy .  But the comic  book quest ing energet ic  s layer ,  a lmost  
too c lose to the ev i l  she has  to  dest roy,  is  a  f igure  for  our t imes.  

   
Buffy:  A History in  Gir ls ’  Fict ions 
(5)  Buf fy ,  as vampire  s layer ,  lover  o f  a  vampire ,  teen hero ine,  is  a lso  in  a  long,  in terrupted,  
l ine  o f  teenage f ic t iona l  hero ines.  Late  n ineteenth-  and twent ie th-century g i r ls ’  nove ls ,  and 
the annua ls/comics  o f  the n ineteen- f i f t ies  and s ix t ies  are  fu l l  o f  s tor ies  which feature  young 
g ir ls  w i th  energy and power  who use the tact ics  normal ly  found in  male  s leuths  to  t rack down 
cr ime,  r ight  wrongs,  and return order.  They are  mora l ly  dr iven  aveng ing ange ls ,  but  a lso  
subvers ive  schoo lg i r ls .  In  the ir  energet ic  act iv i t ies  these young women quest ion and t roub le  
the convent iona l  representat ions  o f  women’s  l ives  in  the movies  and magaz ine images o f  the 
per iod.  Popular  cu l tura l  forms such as  f i f t ies  and s ix t ies  f i lms,  and magaz ines  for  women 
cons is tent ly  concentrate  on woman as homemaker .  Women's  magaz ines  conta in  rec ipes,  
pat terns for  c lo thes  mak ing,  and ar t ic les  about  garden ing and how to  make your husband 
happy.  Younger  g i r ls ’  magaz ines  o f ten concentrate  on look ing pret ty ,  makeup,  how to  f ind the 
r ight  boyf r iend and keep h im.  Each pedd les  a  very conservat ive  vers ion of  womanhood. In the 
c inema we see an uneasy mixture  o f  f i lm no ir  femmes fa ta les  who are  pun ished for  the ir  
energy and dar ing,  and the l ight  romant ic  comedy female ro les:  a l l  Dor is  Day and s ing ing,  
Mom, g i r l  next  door and domest ic  b l i ss .  Such conservat ive  representat ions  o f  women were not  
surpr is ing g iven the a f termath of  a war  which needed to  return women to  the k i tchen so the 
men cou ld  rega in  the ir  ground in  the workp lace and the home,  in  the economy and in  the 
hear ts  o f  the ir  fami l ies .  But  the schoo lg i r l  nove ls ,  comics  and annua ls  deve loped a  very  
d i f fe rent  k ind of  vers ion o f  young womanhood, energet ic ,  adventurous p lucky,  imag inat ive—
boy- l ike  in  fact .  Sexua l i ty  was not  an issue here,  and the adventurous young women fought 
s ing ly  or  together  to  re-estab l ish  a  mora l  s tatus quo.  They d id  not  seek boyf r iends.  

  

(6)  The magaz ines  o f  the n ineteen-n inet ies  and ear ly  twenty- f i rs t  century converse ly  
are  much more l ike ly  to  concentrate on romance,  make-up and boyf r iends than these tomboy 
hero ines ’  power fu l  exp lo i ts .  Buf fy ,  however ,  o f fers  a  new var iant  of  the act ive  teenage g ir l .  
Buf fy  herse l f  is  both the fe is ty ,  tough drop-k ick ing,  mora l ly  vengefu l  character ,  d ispatch ing 
hordes o f  vampires  and monsters  with  wel l -a imed thrusts  o f  the nearest  ava i lab le  cruc i f ix- l ike  
or  s take- l ike  object ,  p ick ing up and track ing down and d ispatch ing ev i l  wherever  she meets  i t .  
She is  a  tomboy in  so  far  as  she acts  out  the s layer  ro le ,  tak ing on superhero character is t ics  
more convent iona l ly  assoc ia ted with  men—Superman, Batman,  Sp iderman—with the notab le  
except ion of  Superwoman and Wonderwoman,  who are a lso  her  foremothers  ( though she 
d i f fers  f rom Superwoman and Wonderwoman in  her  ab i l i ty  to  cr i t ique convent iona l  Amer ican 
soc iety ,  wh ich they a lways fa i l  to  i ron ise) .  

  

(7)  Buf fy  a lso  comes f rom a long l ine  o f  ch i ldren 's ’  and young adu l ts ’  f i c t ion  f rom the 
U.S.  wh ich spr ing f rom a vers ion of  the ‘Amer ican Dream’—pioneer ing sp ir i t ,  se l f - fu l f i l lment ,  
exp lorat ion and se l f -determinat ion,  a  mixture  o f  the sp ir i tua l  and the wor ld ly .  In  What  Katy 
Read ,  a  femin is t  re- read ing o f  ‘ c lass ic ’  s tor ies  for  g i r ls  (1995) ,  Sh ir ley  Foster  and Judy S imons 
note  that  U.S.  g i r ls ’  books—the L i t t le  Women nove ls ,  and What  Katy D id ,  in  par t icu lar ,  had 
great  in f luence on a  Br i t i sh  readersh ip  and Br i t ish  authors .  The ir  appea l  was:   
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Amer ican idea ls  o f  f reedom and independence,  greater  ambiva lence regard ing a c lear-
cut ,  gendered ident i ty ,  and the consequent emergence o f  the tomboy f igure.  (1995 19)  

  

Ange la  Braz i l ’ s  schoo l-exper ience-based g ir ls ’  s tor ies  (The Madcap o f  the Schoo l ,  1917) are  
Br i t ish  vers ions.  The twenty-s ix  pup i l s  a t  Mar lowe Grange Schoo l  have a  great  sense of  
so l idar i ty  and a  communal  e th ic .  These s tor ies  and others  l ike  them prov ided an open ing for  
d i f ferent ,  l ive ly ,  pos i t ive  vers ions  o f  l i fe  for  g i r ls :  

  

I f  w e  s e e  i d e o l o g i e s  o f  f e m i n i n i t y  i n  t e r m s  o f  a  u n i t a r y  i f  o v e r - d e t e r m i n e d ,  p r o g r e s s i o n  t o w a r d s  p a s s i v i t y ,  d o m e s t i c i t y  

a n d  a  r e p r o d u c t i v e  r o l e ,  t h e n  t h e  r e p r e s e n t a t i o n  o f  f e m i n i n i t y  w i t h i n  t h e  s c h o o l  s t o r y  c l e a r l y  s t a n d s  a s  a n  e x p r e s s i o n  o f  

r e s i s t a n c e  a n d  s u b v e r s i o n .  ( G i l l  F i r t h  i n  S t e a d m a n  e t  a l . ,  1 2 3 )  

  

G i r l s  a d o p t e d  a u t h o r i t y  p o s i t i o n s ,  s u f f e r e d  e m o t i o n a l  c r i s e s ,  j e a l o u s i e s  a n d  t e n s i o n s  a l l  w i t h i n  t h e  e d u c a t i o n a l  c o n t e x t .  

  

(8)  Tomboys deve loped f rom Amer ican n ineteenth-century  texts ,  a l though in  many 
Eng l ish  novels  they can be seen as “naughty”  and rather  dev iant .  Ange la  Braz i ls '  character  
Raymanda Armitage is  a  f igure  we can ident i fy  w ith  for  her  bel ie fs  that  ru les  are  there  to  be 
broken, order  to  be d is rupted and jud ic ia l  power  to  be estab l ished (see S imon & Foster  201) .  
Those books f ind a  readersh ip  in  post  F i rs t  Wor ld  War  soc ie ty  and then in f luence the 
readersh ip  of  post  Second Wor ld  War soc ie ty .  Buf fy  and her  f r iends generate  a  s imi lar  ru le-
break ing behav ior  for  u l t imate,  energet ic ,  pos i t ive,  good,  post-V ietnam War teenagers in  a  
per iod when we are  skept ica l  about  a l l  wars  but  cont inue to  f ight  them in  rea l i ty ,  and here  
through fantasy.  
  

(9)  Young g ir ls  o f  the UK-or ig inated ‘ f i f t ies  and ‘ s ix t ies  comics and annua ls—Gir l s  
Crysta l ,  Schoo l  Fr iend ,  Gir l—so lve cr imes,  rout  badd ies ,  d isp lay  feats of  in te l l igence  that  
wou ld  s tun a secret  agent  and are  never  sexua l ly  molested even i f  promised in  marr iage to  
some h is tor ica l  f igure.  A  1961 Gir l s  Crysta l  Annua l  s tory ,  “The Wedd ing Wreckers , ”  has  p lucky 
board ing schoo l  chums search out  the dastard ly  impostor who,  pretend ing to  be the ir  favor i te  
form mist ress ’  f iancé,  a t tempted to wreck the wedd ing.  The d isgu ised g i r ls  h ide on board sh ip ,  
and expose the v i l la in ,  a t tend ing the wedd ing as br idesmaids  as  a reward.  A i r  hostesses  f igure  
in  severa l  ta les  in  Gir l s  Crysta l ,  the Treasure Book for  G i r l s  (Co l l ins  1960) .  I f  we take one 
spec i f ic  example  o f  an annua l ,  G ir ls  Annua l  no 9 (Longacre 1961)  we f ind an in terest ing range 
o f  representat ions  o f  energet ic  young women f ight ing the good f ight .  In  “Ange la:  A ir  Hostess” 
in  Gir l s  Annua l ,  Ange la  is  brave and k ind.  The dog Ange la  h ides  saves the l ives  o f  a l l  on board 
by a ler t ing them to  a shor t -c i rcu i t .  A  semi-subvers ive  act  (h id ing a  dog on a p lane) leads  to  
rescue in  the sk ies .  An i l lus t rated ta le  o f  the explorer  and nurse in  Af r ica ,  Mary K ings ley,  s i ts  
a longs ide ta les  o f  how g ir ls  are  learn ing to  f ly  p lanes  or  behave with  ve lour  in  the sk ies ,  on 
h igh seas,  up mounta ins .  So,  in  another  shor t  s tory ,  a brave young g ir l  named Just ine  c l imbs 
h igh mounta ins  in  a  “snowbal l , ”  search ing for  an owl,  and rescues her  male  companion.  In  
“Porpo ise  to  the Rescue.”  Tessa takes the l i t t le  boat  out  on the roar ing seas  to save ch i ldren.  
In  the one book or  “annua l , ”  there  are  two tales  o f  rock-c l imb ing hero ines  and two of  sea-
rescu ing hero ines,  ins t ruct ions  on sa i l ing  and f ly ing  and two rea l- l i fe  hero ine ta les  a long with  
in format ion on cook ing,  spor t ,  nature and hobb ies  (“Add a  spark le  w ith  sequ ins ,”  “Make those 
t rave l ing s l ippers , ”  among them).  

  

(10)  The on ly  two mi ld ly  fantast ic  ta les  are  one about s tage superst i t ions  and another  
w ith  an act ress  whose house has a  secret  door  wh ich concea ls  costumes.  Fantasy adventures  
are  not  favored,  but  exc i t ing vers ions o f  g i r ls ’  l ives  produce end less  opportun i t ies  to  show 
both g i r ls  and boys how st rong, ab le ,  br ight  and success fu l  these young women can be.  The 
cha l lenge is  not  rea l ly  a  fu l ly  femin is t  one.  Doors are  opened, fa thers smi le  approv ing ly ,  
young men are  impressed.  However ,  they might  not  be femin is t ,  but  ne i ther  is  romance the 
on ly  or  the spec i f ic  des i red end. These young women,  l ike  Buf fy ,  are  energet ic  and 
determined,  but  a lso  at t ract ive  and in terest ing in  the convent iona l  mode o f  the per iod and 
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they so lve cr imes,  sor t  th ings  out  and br ing back order .  More conservat ive  in  the ir  vers ions  o f  
r ight  and wrong than Buf fy ,  they nonethe less  prov ide an ear l ie r  mode l  o f  the same k ind o f  
power fu l ,  everyday cr ime/ev i l -bust ing energet ic  young woman with  a  miss ion.  However 
outdated the ir  va lues  ( to  us  as  twenty  f irs t  century readers) ,  these ear l ier  hero ines  
nonethe less  o f fered a  power fu l  pos i t ive  ro le  model  for  g i r ls  and young women of  that  per iod 
and dramat ized for  such young women the a l ternat ives  to  boyf r iends,  romance, domest ic i ty ,  
c lo thes  and rec ipes  to  remove spots or  dye f rom your  ha ir .   

  

(11)  Br ing ing Buf fy  up to  date  in  terms o f  contemporary magaz ines  for  g i r ls ,  we f ind  
that  male  and female characters  in  the ser ies  both conform to def inab le  categor ies  found in  
these magaz ine f ic t ions.  One such magaz ine which has  rece ived cr i t ica l  scrut iny  as  typ ica l  o f  
i t s  k ind is  Jack ie  (a popular  g i r ls ’  magaz ine of  the  per iod) ,  a l though the f ic t ions  o f  th is  and 
subsequent  magaz ines  themse lves  tend increas ing ly  to  be dominated not  by fantasy wr i t ing 
but  by the k ind o f  photo-rea l ism which leaves  no space for  fantasy.  Ange la  McRobb ie 's  
ana lys is  o f  the four  categor ies  o f  boys  in  Jack ie  f i t s  the s tereotypes found in  severa l  soaps 
inc lud ing Neighbors ,  Heartbreak H igh  and Buf fy:  

  

F irs t ,  there is  the fun- lov ing,  gr inn ing,  f l i r ta t ious  boy who is  i r res is t ib le  to  a l l  g i r ls ;  
second the tous led,  scat terbra ined,  ' zany '  youth who insp ires  materna l  fee l ings  in  g i r ls ;  
th i rd ,  the emot iona l ,  shy,  sens i t ive  and even ar ty  type;  and fourth,  the juven i le  
de l inquent ,  v isua l ly  por trayed on h is  motorb ike look ing wi ld  and aggress ive  but  sexy,  
whom the g i r l  must  tame.  (McRobbie  99)  

  

Ange l  is  c lear ly  a  fantasy vers ion of  the four th  k ind o f  romant ic  hero,  wh i le  Oz the erstwhi le  
werewol f ,  is  both ar ty and tous led and rather mothered by Wi l low,  protected by f r iends for  h is  
own safety .  Ma le  f igures  in  magaz ines  are a lways idea l ized and romant ic ized.  Female f igures  
a lso  conform to  some extent ,  a l though the t rust ing b londe and the wi ld  brunet te  are  
d i f ferent ly  conf igured in  Buffy  as  the energet ic ,  k ick-box ing vampire  s ta lker  (Buf fy) ,  and the 
t ransparent  boyf r iend s tea ler  (Cordel ia) .  The f ina l  category McRobb ie  def ines  is  typ i f ied  by 
Wi l low,  computer- teach ing,  w itchcraf t - learn ing,  dependab le  f r iend (Buf fy  has  severa l  o f  these 
character is t i cs  a lso) .  McRobb ie  descr ibes  th is  character  as:  

  

The non-character ,  the f r iend ly ,  open,  fun- lov ing,  'o rd inary ' ,  g i r l ,  (who may perhaps be 
s l ight ly  scatty  or  absent-minded) .  She is  remarkab le  in  be ing normal  and th ings  tend to  
happen to her ,  ra ther  than at  her  inst igat ion.  Frequent ly  she f igures  in  s tor ies  focus ing 
on the supernatura l .  (McRobb ie  100)  

  

But  Wi l low and Buf fy  are both more complex and act ive  than th is  s tereotype (beh ind which 
they occas iona l ly  choose to  h ide- for  se l f -preservat ion)  suggests .  Wi l low’s  dabb l ing in  magic  
both t roub les  s i tuat ions  and saves the day,  and whi le  Buf fy ’s  t rack record for  locat ing 
unp leasant  act iv i t ies  and creatures is  very  h igh,  she hard ly  stumbles  upon them, but seeks 
them out act ive ly  to  rout  them and restore  some temporary order .  

  

(12)  Un l ike  the pat tern o f  p lo t  in  these la ter  magaz ines,  such as  Jack ie ,  i t  i s  poss ib le  in  
Buffy  to  have other  than romant ic  re la t ionsh ips  between males  and females .  The amus ing take 
o f f  o f  a  romant ic  idy l l  between Buf fy  and Sp ike ( “Someth ing B lue,”  4009)  exempl i f ies  the 
cr i t ique o f  the b l inkered l imitat ions  o f  romance convent ions .  Buf fy  and Spike p lann ing to  
marry and empty ing the ir  heads and l ives  o f  a l l  o ther  p lans  and act iv i t ies  is  a  bor ing spectac le  
and cou ld  only  be a  product  of  a  botched spe l l  by  Wi l low,  t ra inee witch,  cer ta in ly  not  a  
romant ic  denouement .  The Buf fy  vers ion o f  the schoo lg i r l / teenager  is  more act ive  and 
res is tant  to  convent ion.  Her  love for  Ange l  is  both unconvent iona l-  he is  a vampire  (a lbe i t  
re formed) and theoret ica l ly  ‘  the enemy’ ,  and convent iona l  in  terms of  p lay ing out  the 
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fantas ies  romant ic  love o f fers  as t ruths .  Buf fy  and Ange l  must  h ide the ir  love f rom po l i te  
soc ie ty ,  and i t  is  in  a  number  o f  ways ‘e terna l ’  and ‘unto  death ’ .  Unusua l ly  in  terms of  the 
usua l  c lash between romance and soc ia l  conformity ,  Ange l  is  the one who is  hur led in to 
ob l iv ion/out o f  h imse l f /out  of  shared soc ie ty  when he t ransgresses  and consummates h is  love 
for  Buf fy .  

  

(13)  But we must remember that  we are  dea l ing,  in  Buf fy  w i th a  postmodern horror  
read ing of  teen f ic t ions.  I t  be longs to the boundary cross ing genre o f  vampire  f ic t ions.  Buf fy  
i s  a  fantasy take on contemporary  magaz ines  and ear l ie r  comics  and f ic t ions  for  g i r ls .  Fantasy 
o f fers  space for  c r i t ique,  and vampires ,  aware o f  themse lves  as  per formers,  act ing out  some 
of  our  fears  and des i res ,  are  fantast ic ,  excess ive,  f igures  of  a  mixture  o f  contemporary 
fun/ fear .  Anne R ice  h igh l ights  the ir  imag inat ive  potent ia l ,  cons ider ing her  own l i fe  and the use 
o f  the vampire  f igure:   

  

The fantasy f rame a l lows me to  get  to  my rea l i ty .  I ’m te l l ing  a l l  I  know about everybody and 
everyth ing in  these books.  I t ’ s  an i rony that  as  I  s tep in to  th is  a lmost  cartoon wor ld ,  I ’m ab le  
to  touch what  I  cons ider  to  be rea l…. th is  gave me a doorway- a  vampire  who ’s  ab le  to  ta lk  
about  l i fe  and death,  and love and loss ,  and sorrow and misery,  and v ic iousness  and gr ie f .  
(R ice  in  R i ley  14)   
  

(14)  Un l ike  prev ious fantasy female f igures  (Samantha f rom the TV ser ies  Bewi tched  fo r  
example) ,  Buf fy ’s  every de l ight  is  not  to  produce a  good meal  and avo id/annoy her  
overpower ing mother ,  or  to  conform to  femin ine convent ions in  a  var ie ty  o f  o ther  ways,  
hav ing used supernatura l  powers to sor t  out  a few prob lems.  Domest icated idy l ls  are  not  
Buf fy ’ s  main a im.  Wi l low is  more l ike ly  to  produce at tempts  at  cookery whi le  Buf fy ,  w i th  her  
f r iends to support  her ,  (as  do the g i r l s  in  comics ,  magaz ines  and annua ls)  has  a smal l  town to  
save ( i f  not  the human race) .  Buffy  quer ies  convent iona l  ro les  for  women to  some extent ,  but  
a lso  enab les  us  as  readers/v iewers  to  buy in to the a l ternat ives  which contemporary fantasy,  
horror  and vampire  f ic t ions  represent:  the thr i l l  o f  someth ing a  l i t t le  more subvers ive than a 
comic  book hero ine rescu ing drowning dogs and c l imbing mounta ins .  

  
Women's Horror and Vampire Writ ing   
(15)  Vampires  are imag inat ive cu l tura l  constructs and as such they are  a lso  ind icat ive  o f  the 
fears  and des i res  o f  a  cu l ture .  In  n ineteenth-century  V ic tor ian Eng land, f rock-coated vampires  
s ta lked the st reets  and c lubs  (Dracu la ,  1897;  Po l idor i ’ s  Lord Ruthven ,  1819; Varney  The 
Vampire ,  1847) .  In  an age which thr ived on d ichotomies,  the vampire  was a  fore igner who 
dared to  buy up London proper ty  and turned normal ly  mora l  young lad ies  in to  vo luptuous 
femme fata le  seductresses  (Dracu la) .  Lat ter ly  we read back and recogn ize these 
contrad ic t ions,  a l though i t  is  cer ta in  they were not  so  wide ly  recogn ized in  the ir  day.  
E legant/h ideous,  god l ike/best ia l ,  vampires  were dest royed us ing Chr is t ian  icons,  a  move that  
re in forces  the sa fety of  convent iona l  be l ie f  and restores  order.  As  in  a l l  good horror  ta les ,  
boundar ies ,  tested and st ra ined,  are  re in forced.  The ev i l  i s  w i thout ,  order  re igns  aga in .  

  

(16)  In most convent iona l  vampire  ta les ,  women are the v ic t ims of  male  vampires .  They 
are  weak,  and eas i ly  seduced by these f rock-coated gent lemen.  C lear ly  o f  easy v i r tue,  once 
b i t ten,  they turn in to  fanged,  vo luptuous temptresses  who des ire  to  in fect  a l l  the  men who 
enter  the ir  l i ves .  They are  ev i l  vamps,  construct ions  of  male  fears  of  women’s  sexua l i ty ,  who, 
once so  constructed,  need to be pun ished.  Ma le sexua l  des i re  is  b lamed on i ts  object ,  that  
object  (women) turned in to  a focus o f  fear  and loath ing because of  the male  ter ror  o f  be ing 
d isempowered and overwhe lmed which sexua l  des i re  potent ia l ly  invo lves .  Hav ing been 
abjected,  the woman is  cast  as  a monster  (Medusa is  the favored f igure  here but  female 
vampires  and those who d isso lve as  wa i l ing hags are  a lso  popu lar) .  Women are then pun ished.  
In  the n ineteenth century,  fears of  female sexual i ty  rage throughout Bram Stoker 's  Dracu la  
(1897) ,  and the lesb ian love a f fa i r  o f  Sher idan Le Fanu 's  'Carmi l la '  (1872) .  Vampires  are  
usua l ly  por t rayed as  male,  the most famous be ing Dracu la ,  based on V lad the Impaler .  
However ,  women can a lso  be vampires ,  and not  mere ly  because they are b i t ten by Count  
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Dracu la .  E l izabeth Bathory,  the Sanguinary  Countess  and contemporary of  V lad,  was a  s ty le  
v ic t im o f  the cu l ture that  va lues  women for  the ir  youthfu lness.  She bathed in  the b lood o f  
over  600 v i rg ins  to  remain youthfu l .  In  other  cu l tures  vampires  a lso  ex is ted,  e .g .  in  Egypt ,  
the myths o f  wh ich are  the h is tor ica l  backgrounds to Anne R ice ’s  vampire  fami ly  sagas.  In 
Ind ia  vampir ic  female goddesses re ign,  exp lored in  Poppy Z.  Br i te ' s  shor t  story  “Ca lcut ta”  
(1986) .  The ir  roots  in  myth and legend,  these b loodth irs ty  h is tor ica l  f igures  are  the two-
d imens iona l  great-grandparents o f  cu l tura l ly  const ructed,  constant ly  metamorphos ing f ic t iona l  
vampires .  In both the n ineteenth and the twent ie th  century 's  more convent iona l  vampire  
f ic t ions ,  vampir ism is  a metaphor  for  sexua l  excess ,  par t icu lar ly  that  o f  women, and must be 
pun ished.  Death exorc ises  the sexua l  energ ies  they represent.  

  

Vampir ism i tse l f -dep ic ted as  uncontro l lab le  des i re  and as sensua l  swoon for  both v ic t im 
and vampire-s tands as  a euphemism for  sex,  forb idden by soc ia l  mores.  And the sex 
i tse l f  is  not  o f  a  normat ive nature.  (Brownworth,  1996:  x i)  

  

The cast rat r ix ,  fanged, vampir ic  woman is  seen as  dangerous ly  power fu l ,  sexua l ly  vorac ious  
and engu l f ing.  She is  equated with  the overwhe lming,  fecund Mother  who has the power  to  
procreate but  cannot  le t  the ch i ld  be i tse l f ,  cannot  le t  go.  Ju l ia  Kr is teva exp la ins  th is  
o f f load ing o f  fears o f  engu l fment ,  prevent ion of  ind iv idua l  ident i ty  format ion.  She labe ls  that  
re ject ion o f  the 'not  I ' ,  the body o f  the mother  ( then,  by extens ion a l l  women),  as a  move 
which debases women.  So:  

  

Fear  o f  the archa ic  mother  proves essent ia l ly  to be a  fear of  her  generat ive  power .  I t  is  
th is  power,  dreaded, that  patr i l inea l  f i l ia t ion is  charged with  subdu ing.  (Kr is teva 1982 
102)  

  

Disgust  and horror  at  the Mother/vampire 's  generat ive  and engu l f ing,  destroy ing powers  are  
ming led with  the erot ic .  Convent iona l ly:  

  

Vampir ism combines  a  number of  ab ject  ac t iv i t ies :  the mix ing o f  b lood and mi lk;  the 
threat  o f  cast rat ion;  the femin izat ion o f  the male  v ic t im.  (Creed 70)  

  

The female Dracu la  or  vampire  f igure is  mascu l in ized because she penetrates  her  v ic t im.  
She becomes an act ive  predatory seducer .  (Creed 70)  

  

( 1 7 )  T h e  f e m a l e  v a m p i r e  a l s o  r e p r e s e n t s  p o t e n t i a l  d a n g e r s  o f  s e x u a l  l i c e n s e .  T h e  t e r r o r  s h e  e v o k e s  p e a k s  w h e n  t h a t  

c h a l l e n g i n g l y  a b j e c t  r e l a t i o n s h i p  o f  w o m a n  a n d  w o m a n  i s  i n v o l v e d .  L e s b i a n  v a m p i r e s  a r e  e v e n  m o r e  o f  a  t r a n s g r e s s i v e  f o r c e  t h a n  

t h e i r  g a y  m a l e  c o u s i n s .  

  

The vampire ' s  in i t ia l  l iberat ion o f  excess  energ ies  and d is rupt ion o f  normal i ty  is  a  very  
temporary a f fa i r .  Soc ia l  order  is  qu ick ly  restored,  the cathar t ic  exper ience na i led down 
aga in  to  the re l ie f  o f  the conformist  aud ience/readersh ip .  Th is  has,  o f  course,  a lways 
been the ro le  o f  horror ,  and o f  much goth ic .  (Punter  1996)  

  

Fears  have to  be dramat ized,  made concrete  to  overcome.  Vampires  have to  be embodied to  be 
made Other .  Then they must be exorc ised,  leav ing peace and order  beh ind.  Of  course,  such 
exorc ism and defeat  depends on a  convent iona l  be l ie f  that  the Other ,  horror ,  fear  and i ts  
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f igure the vampire  is  “Out  there,”  rather  than a  soc ia l ly  constructed,  externa l ized par t  o f  
ourse lves,  as  N ina Auerbach ’s  Our Vampires ,  Ourse lves,  (1995)  makes c lear .  

  

(18)  Whi le  Kr is teva,  in  The Powers  o f  Horror  (1982) ,  c lar i f ies  the pos i t ion ing o f  woman 
and Mother  as  abject  a longs ide those other  e lements  which need re ject ing f rom the body to 
recogn ize the se l f ,  la ter ,  in  Strangers  to  Ourse lves  (1988) ,  she exp lores  how the f igure o f  
horror  ( for  the sake o f  our  argument,  the vampire)  dramat izes  end less  potent ia l  for  rad ica l  
a l ternat ive behav ior ,  fo r  ce lebrat ing  our  Otherness .  I t  enab les  us  to  recogn ize that  the Other  
is  par t  o f  ourse lves.  

  

(19)  The vampire  becomes a  f igure for  rad ica l  re-appropr ia t ion par t ly  because o f  th is  
recogn i t ion in  our more se l f -aware per iod.  In contemporary t imes,  vampires  prov ide an 
opportun i ty  for  the over t  exp lorat ion o f  cu l tura l  contrad ic t ion.  Poppy Z.  Br i te ' s  post  V ie tnam 
War Amer ican los t  youth,  abandoned in  mote ls  a t  roads ides,  or  by the ir  fami l ies  w ith in  
ostens ib ly  ord inary  homes,  f ind  energy in  vampire  pa irs  and groups.  They seek c loseness  to  
death because i t  enab les  them to face i t  out ,  contro l  i t ,  through becoming i t .  Anne R ice ’s  
vampires  in  Interv iew with  the Vampire  (1977)  are  more proper ly  in f luences on the k ind o f  
vampires  we f ind in  Buf fy .  Lou is  is  a re luctant  vampire,  feed ing f rom smal l  an imals ,  tor tured 
at  the idea of  k i l l ing  humans,  wh i le  he reve led in  the ir  pursu i t  in  h is  ear ly  w i lder  days in  New 
Or leans with  h is  vampire  in i t ia tor ,  Lestat .  In  h is  contrad ic tory  behav ior ,  Lou is  c lose ly  
resembles  Ange l:  a t t ract ive,  tormented about h is  vampire  s tate ,  aware o f  ro le-p lay,  
vu lnerab le ,  a lways wear ing recogn izab ly  b lack  vampire  c lo th ing.  The modern day vampire  with  
a  consc ience is  a  more acceptab le  f igure  for  our des i res .  He has  learned the ev i l  o f  h is  ways 
but  must l ive  with  the consequences o f  consc ience.  Ange l  ord inar i ly  does good,  po l ic ing the 
o ld  fash ioned vampires  who leap f rom beh ind gravestones dur ing n ight  patro ls ,  except  when,  
a f ter  s leep ing with  Buf fy ,  Ange l  loses  h is  sou l  and comes under demonic  possess ion.  
I ron ica l ly ,  the man loses  h is  sou l  through sex,  ra ther  than the woman, which would  be the 
norm in  convent iona l  vampire  f ic t ions .  

  

(20)  Much of  Buf fy  i s  s imi lar  to  contemporary women’s  vampire  f ic t ions,  a l though less  
rad ica l  in  terms o f  gender  p lay.  In  the ir  work,  contemporary women vampire  wr i ters  embrace 
the rad ica l  cha l lenge o f  the o f ten androgynous f igure  o f  the vampire  to  d ismant le  patr iarchy 's  
reduct ive  b inary  thought and behav iors .  The vampire  represents  the un ity  o f  oppos i tes ,  a  
boundary breaker:  male/ female ,  good/bad,  dead/a l ive;  they defy  the categor ies  and 
constra ints  o f  cu l ture .  They of fer  the potent ia l  fo r  a l im ina l  space,  in  which contrad ic t ions  and 
cr i t iques  can be worked through.  The He l lmouth is  a  threatened space but  i t  is  a  space for  
embody ing contrad ic t ions  embedded in  soc ie ty  and for  both recogn iz ing some and tack l ing 
some.  

  

(21)  Contemporary  rad ica l  femin is t  vampire  wr i ters  have found in  the f igure  o f  the 
vampire  marve lous potent ia l  for  rad ica l  re-appropr ia t ion.  In the ir  work the s tatus o f  vampires  
as  cu l tura l  ind ices  and metaphors has  been re-va lued,  a l ign ing them with  a  new femin is t  
carn iva lesque.  They in fuse the age-o ld  f igure  with  new l i fe .  Wr i ters  such as  Anne R ice,  Poppy 
Z.  Br i te ,  Jewel le  Gomez, Kather ine Forrest ,  Angela  Carter  and Sherry  Gott l ieb  have a l l  re-
appropr ia ted the f igure o f  the vampire  and use i t  to  quest ion l i fe  and death,  gender  ro les  and 
romant ic  myths.  Engag ing with  the cha l lenge that  convent iona l  horror  o f fers ,  o f  female v ic t ims 
and sexua l ly  vorac ious  monsters ,  they have rev ived and re interpreted the vampire  to  the ir  
own rad ica l  ends.  They re-va lue the Mother ,  in fuse the ir  work  with  the d is rupt ive  power  o f  the 
erot ic ,  and centre-s tage the vampire  in  a  var ie ty  o f  cha l leng ing forms: rock  s tar ,  f lâneur ,  
gay/ lesb ian/queer .  These f igures  prov ide soc ia l  c r i t ique,  h igh l ight ing and quest ion ing the 
enforced f ix i ty  of  ro les  and behav iors.  In The Vampire  Lestat ,  Lestat ’ s  ro le  as  rock s tar  a lmost  
endangers  h is  everyday l i fe  as a  vampire ,  a l though h is  end less  energ ies  exh i la rate  the readers  
as  they do the aud iences who reve l  in  h is  i ron ic  per formance as  vampire  / rock s tar .  Lestat  
rea l izes  what  Armand does in  Queen of  the Damned :  humans adore the f reedoms and energ ies  
vampires  seem to  represent ,  the way they act  the par t ,  act  out  the n ightmares and tease the 
aud ience with  the rea l/unrea l ,  dead/undead performance.  In  the Theatre de Vampires  in  
n ineteenth-century  Par is  ( Interv iew wi th  the Vampire) the k ick  for  the aud ience is  the 
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per formance,  enact ing the vampir ic  dra in ing to  death.  The k ick  for  the vampires  is  doub le  and 
i ron ic:  that  th is  i s  no performance-  they rea l ly  are  dra in ing someone’s  b lood.  Aud ience 
conscr ip ts  and hap less  one-n ight  per formers  leave in  co f f ins .  Ange la  Car ter ’ s  “Lady in  the 
House o f  Love”  Countess  fa l ls  v ic t im to  her  own be l ie fs  in  romant ic  l ies .  A  re luctant  vampire  
who feeds on nocturna l  an imals  and the odd wayward v is i tor ,  when she fa l ls  in  love with  the 
b icyc l ing F i rs t  Wor ld  War so ld ier ,  she d ies  upon a k iss ,  leav ing h im a wi l ted rose.  Romant ic  
f ic t ions  ce lebrate  the l ink  between love and death,  whi le  o f fer ing etern i ty .  Car ter  exposes 
the ir  l ies ,  wh i le  Sherry  Got t l ieb ’ s  photographer vampire  Rusty,  in  Love B i tes (1999 )  is  wor ld ly  
wise:  she o f fers  love and a  l i fe  f ree f rom d isease to  the dy ing cop who pursues her .  They 
set t le  happ i ly  ever  a f ter ,  ser ia l  mea ls  h idden in  the complex i ty  o f  act iv i t ies  o f  a  b ig  c i ty . 
  

(22)  One o f  the fundamenta l  cha l lenges which the vampire  enacts  is  to  phi losoph ica l  
const ruct ions  under ly ing soc ia l  re la t ions.  Whether  used as  the worst  k ind o f  ter ror  to  be 
exorc ised or,  in  i t s  contemporary form as  potent ia l  soc ia l/sexua l  t ransgressor  to  be 
ce lebrated,  the vampire  d is rupts  po lar ized systems o f  thought .  I t  undermines  Western log ica l  
tendenc ies  to  construct  d iv is ive,  h ie rarch ica l ,  oppos i t iona l  s t ructures .  In  rest r ic t ive ,  
repress ive  eras  the vampire 's  t ransgress ion o f  gender  boundar ies ,  l i fe/death,  day/n ight  
behav ior ,  i t s  invas ion o f  the sanct i ty  o f  body,  home and b lood are  e lements  of  i t s  ab ject ion.  
But  in  i t s  more rad ica l  contemporary form, i t  is no longer  ab ject ,  re jected with  d isgust  to  
ensure ident i ty .  And in  Buf fy  there  is  opportun i ty  for  vampires  and other  monster  f igures  to  
be s imi lar ly  recuperated (some of  them, at  least) .  Vampires ,  as  f igures ,  are  now be ing used to  
cha l lenge repress ive  behav iors  and of fer  a l ternat ive  wor ldv iews.  We might  we l l  ask  why i t  
seems that  vampires ,  and s layers ,  are par t  o f  a  vers ion o f  the imaginat ive  pro ject ions o f  
contemporary  youth cu l ture .  

  

V a m p i r e s  a n d  Y o u t h  C u l t u r e :  S e x ,  D r u g s ,  R o c k  a n d  R o l l ,  D e a t h  a n d  S u b v e r s i o n  

  

The vampire  is  the on ly  supernatura l  c reature  who has become a 
ro le  model .  

(Poppy Z.  Br i te  Love in  Ve in  1 ix )  

  

(23)  Vampires  are  potent ia l ly  exc i t ing  in  the ir  l ib id ina l  excess ,  the ir  cha l lenge to  everyth ing 
everyday.  They are  now an unavo idab le  par t  o f  our contemporary  cu l tura l  consc iousness.  
Some wr i ters  even t rack down “rea l”  vampires.  Caro l  Page,  seek ing those who ident i fy  as 
vampires ,  notes  o f  “bored-st ressed out  Amer icans”  that  they:  

  

g lad ly  escape in to  the fantasy o f  darkness,  where exqu is i te  men and women l ive  in  a  
wor ld  o f  power,  wea l th ,  and a r ich  yet  perverse knowledge that  comes f rom be ing very,  
very  o ld .  (8)  

  

Fasc inat ion with  vampires  is  f requent ly  more rad ica l  and more fun.  However ,  in  the new 
economy of  rad ica l  contemporary women's  vampire  f ic t ions ,  v io la t ions  o f  taboos are  seen as  a  
femin is t /  queer  cha l lenge and reva luat ion.  Vampire  f ic t ions  are potent ia l ly  imag inat ive ly  
l iberat ing and carn iva lesque.  In  accordance with  queer  theory and Bakht in ' s  work on carn iva l  
and the grotesque (1984) ,  we can see po l i t ica l/sexua l  mean ing in  the vampire ' s  body in  
re la t ion to  that  of  h is/her  par tner/v ic t im.  Vampires  res is t  tempora l  and spat ia l  f ix i ty .  They 
shape-sh i f t ,  d is rupt ing un i f ied  not ions  o f  character  (  in  Buffy  th is  is  la rge ly  ind icated by fac ia l  
d is tor t ions) .  They encourage and represent  excess o f  b lood and of  e terna l ,  devour ing hunger .  
When th is  sh i f t ing excess  is  not  pun ished,  a  rad ica l  cha l lenge is  issued to  the po lar ized 
thought  pat terns  and to  convent iona l  repress ions  and const ra ints .  

  

(24)  Vampire  communit ies  o f fer  eterna l  l i fe ,  a lbe i t  in  a  shape other  than the everyday 
morta l  one.  Th is  a lso  a l igns  i tse l f  w i th  the subvers ive,  seduct ive  promise o f  t ransgress ion 
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{and per format iv i ty}.  Armand in  Anne R ice ' s  Queen of  the Damned i s  descr ibed as  both 
demonic ,  a  fou l  h ideous predatory  insect ,  and ange l ic ,  perpetua l ly  youthfu l  and charming.  The 
combinat ion is  compel l ing,  d is turb ing the easy po lar i t ies  o f  Western log ic  and Chr is t ian i ty:  

  

Danie l  s tared hard  at  the creature  before  h im,  th is  th ing that  looked human and sounded 
human but  was not .  There was a horr id  sh i f t  in  h is  consc iousness;  he saw th is  be ing l ike  
a  great  insect ,  a  monstrous ev i l  predator who had devoured a  mi l l ion  human l ives .  And 
yet  he loved th is  th ing.  He loved i ts  smooth white  sk in ,  i t s  great  dark  brown eyes.  He 
loved i t  not  because i t  looked l ike  a  gent le ,  thought fu l  young man, but  because i t  was 
ghast ly  and awfu l  and loathsome,  and beaut i fu l  a l l  a t  the same t ime.  He loved i t  the way 
peop le  love ev i l ,  because i t  thr i l l s  them to  the core  o f  the ir  sou l .  (R ice  Queen  106)  

  

I t  is  h is  beauty  and h is  ev i l  wh ich at t ract  Dan ie l ,  who longs to  jo in  the vampire  company.  
Lestat ,  Armand,  those o f  the b lood re l ig ions  in  Anne R ice 's  Vampire  Chron ic les ,  and Poppy Z.  
Br i te ' s  w i ld  youths  are los t  sou ls  who somet imes p lay  with  the borders  o f  death,  defy ing i t  in  
the ir  search for  a l ternat ive  reasons for  ex is tence.  Transgress ive,  Poppy Z.  Br i te ' s  characters  
re fuse to  rep lace the t i red o ld  order at  the s tory ' s  c lose.  A lways,  in  even the ir  most  extreme 
act ions,  they remind us  o f  our  s imi lar i ty  to  them, and o f  our  shared humanity .  

  

(25)  Ange l  i s  just  th is  k ind o f  f igure.  In “Becoming,”  Par t  1 (2021)  we see h is  or ig ins  
in  1753 I re land,  when he is  a t t racted to  Dar la ,  whose o f fer  to  show h im the wor ld  in i t ia tes  
h im into  vampire  ex is tence.  Vampires ’  per format ive  nature  is  most  o f ten employed as  
“dress ing to  k i l l ”  as  a  vampire  (which the new vampire  Ange l  cer ta in ly  does) ,  fu l f i l l ing  
morta ls '  fantas ies  in  the i r  f rock-coated d isgu ises .  As  members o f  a  para l le l  wor ld  paras i t ic  
upon our own yet  longer  las t ing,  they enab le  us  to  scrut in ize  ourse lves ,  to  look c lose ly  at  our 
equat ion o f  des i re  and d isgust ,  love and death,  and to  recognize  the vampire  in  ourse lves.  
Vampires  constant ly  manage a complex masquerade of  be ing human.  

  

(26)  There are  a lso  o f ten not  mere ly  androgynous,  but  gay or  lesb ian,  c ross ing gender 
as  we l l  as  l i fe/death boundar ies .  A l l  gendered ro les  are  recogn ized as constructs  in  
postmodern ism (see Joan R iv iere ,  1989) ,  and vampires  are  a parad igm for  th is .  Sue E l len Case 
exp la ins  how the lesb ian vampire  can be read us ing queer  theory  which foregrounds same-sex 
des i re  w ithout  labe l ing the gender  of  those des i r ing and des i red.  Lesb ian vampires ,  
convent iona l ly  f igured as monsters ,  are  represented by contemporary women wr i ters  in  a  very  
pos i t ive  l ight .  Queer  theory/be l ie f  by  destab i l i z ing “ the borders  o f  l i fe  and death,”  re fus ing 
“ the organ ism which def ines  the l iv ing as the good”  (Case 3) ,  pos i t ions  the queer  as  “the 
taboo-breaker ,  the monstrous,  the uncanny”  (Case 3;  Ge lder  61) ,  very  much the ro le  p layed 
by the vampire.  Lesb ian vampires  in  the work o f  Kather ine Forrest ,  Jewel le  Gomez and others 
are  pos i t ive ,  nur tur ing f igures ,  boundary breakers  who need no pun ishment ,  power fu l ,  
sexua l ly  act ive women.  Ce lebrat ing,  dramat iz ing  and recogn iz ing the se l f  in  th is  “Other,”  th is  
s t range be ing,  is  enab l ing,  rad ica l ,  l iberat ing.  The f igure o f  the gay or  lesb ian vampire  is  the 
idea l  icon o f  a  ce lebratory  otherness .  In a  new take on vampire  f ic t ions ,  Gomez'  The Gi lda 
Stor ies  (1992)  engages with  t ransgress ion as  l iberat ion,  through an Af r ican Amer ican lesb ian 
vampire  focus.  Nite B i tes  (1996) ,  the f i rs t  co l lec t ion o f  vampire  s tor ies  by women, exp lores  a  
femin is t  perspect ive  on the genre located in  the domest ic .  Soc ia l ly  and ideo log ica l ly  engaged,  
many ta les ,  as  in  Poppy Br i te ' s  ed i ted  co l lec t ions  Love in  Ve in  1 and 2 dea l  w i th  lesb ian 
vampires  and rescr ip t  romance.  

  

(27)  Today,  then,  at  the end o f  the century,  the vampire  becomes the idea l  myth to  
exp lore and enact  imag inat ive,  rad ica l  c r i t ique o f  rest r ic t ive,  oppress ive cu l tura l  reg imes.  I t  
can be energet ica l ly  erot i c ,  c r i t ica l  o f  repress ion and hypocr isy ,  ce lebrat ing rather  than 
demoniz ing women's  sexua l i ty  and power .  Much o f  the rad ica l  energy expresses  i tse l f  through 
t ransgress ion o f  gender  boundar ies  and the va lor izat ion o f  homosexua l  and lesb ian re la t ions,  
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themse lves  most  f requent ly  seen as t ransgress ive  and marg ina l .  Vampire  f ic t ions  and the 
vampire  myth in  the hands o f  contemporary  women wr i ters  exp lore  and enact  the pract ice  
based in  queer  theory by defy ing a l l  boundar ies ,  re fus ing categor ies  and dest ruct ive ly  
or iented def in i t ions  o f  d i f ference,  express ing the carn iva lesque.  Vampires  have some rather  
nasty soc ia l  hab i ts ,  but  as  metaphors they o f fer  a fasc inat ing para l le l  and perspect ive  on our  
own l ives .  As  N ina Auerbach says “ the best  vampires  are  companions”  (Auerbach v i i . )  They are 
our  others ,  and ourse lves.  Th is  recuperat ion and ce lebratory  transgress ion fue ls  much o f  
Buffy ,  even though much e lse  such as  grade chas ing and {prom danc ing} is  less  cha l leng ing,  
qu i te  convent iona l .  Buf fy  occup ies  a  space between the more rad ica l  contemporary  women’s  
vampire  f ic t ions  and the condemnat ion o f  the vampire  and a l l  forms o f  Otherness,  or  
d i f ference.  In  do ing so,  i t  a t t racts  a w ider  aud ience,  more used to teen soaps,  and can cause 
them too to  th ink about  the nature o f  conformity  and t ransgress ion,  o f  hypocr isy  and power  
re la t ions,  o f  recogn iz ing the Other  we abject ,  in  our  se lves.  

  

U p d a t i n g  E v i l :  C o m p l e x i t y  a n d  P e r f o r m a t i v i t y  

(28)  One o f  the th ings  which is  fasc inat ing about the ser ies  and Buf fy ’ s  ro le  w ith in  i t  i s  the 
negot ia t ion between convent iona l  representat ions  o f  teenagers  in  such schoo l-  and co l lege-
based in ternat iona l  soaps as  Heartbreak H igh and Neighbors  (both Austra l ian)  Grange H i l l  
(Br i t ish) ,  Happy Days  (U.S.)  and the per format ive ro le  o f  not  just  the vampires ,  but  Buf fy  and 
her  f r iends.  In  updat ing f igures  f rom myth and legend,  the ser ies  h igh l igh ts  the ir  
const ructedness  in  cu l ture .  I t  a lso  re fuses  to pun ish.  Whi le  t ru ly  ev i l  vampires  d isso lve  in to  
dust  n ight ly  in  la rge numbers  at  a  s take in  the heart ,  o ther monster  c reatures  l ive  on happ i ly ,  
supported by the ir  f r iends,  g iven space with in  the f r iendsh ip  soc ie ty  o f  the schoo l .  In  th is  
scenar io ,  Buf fy  the  ser ies  a l igns  i tse l f  w i th  rad ica l  femin is t  or  post- femin is t  horror;  an 
in tervent ion on the genre s imi lar  to  femin is t  in tervent ions  in  women's  c r ime wr i t ing.  
Vampires ,  (Ange l ,  and even Sp ike)  witches (Wi l low)  and werewolves  (Oz)  can be 
accommodated with in  the soc ia l  c i rc le;  they do not  have to  be pun ished and dest royed.  They 
are  t ru ly  recogn ized as  the a l ter  egos o f  everyday teenagers .  The horror  “ turn”  is  avo ided:  the 
creature o f  horror ,  the Other ,  is  recogn ized as ourse lves ,  and does not  have to be pun ished 
and in terred.  Buf fy  does  have i t  both ways:  i t  is  both an enterta in ing and rather  typ ica l  teen 
ser ies ,  and a  rad ica l  femin is t  or  post- femin is t  horror  p iece.  Why i t  might more proper ly  be 
cons idered post- femin is t  is  just  because i t  does  have i t  both ways.  Buf fy herse l f  can be a  
convent iona l ly  at t ract ive  teenager ,  an Amer ican “Sp ice  G ir l ”  who through her  per formance 
h igh l ights  the constructedness  o f  th is  ro le ,  d isp lay ing i ts  appea l  and i ts  l im itat ions.  Whi le  her  
la rge ly  nocturna l  ro le  as  a  s layer  dominates  her  l i fe ,  she s t i l l  has  c lasses  to  at tend,  grades to  
t ry  to  keep up with ,  and f r iendsh ips  to  mainta in,  as  we l l  as  a  mother  to  p lacate .  L ike  the 
schoo lg i r ls  hero ines  o f  US and UK f ic t ion—novels  and comics—of  a  prev ious  age,  Buf fy  is  both 
in terested in  be ing a  “normal”  teenager ,  conforming to  some o f  the educat iona l  and soc ia l iz ing  
expectat ions o f  her  years,  and  a  subvers ive  hypocr isy-  and ev i l -dest roy ing avenger .  

  

(29)  There are  severa l  k inds  o f  ev i l  wh ich sur faces  in  peop le  exp lored in  Buf fy .  One k ind 
o f  ev i l  i s  convent iona l:  pure,  embodied,  pa lpab le ,  nasty ,  destroyed by the combined forces  of  
good ( teenagers  work ing together  with  G i les) .  Another  k ind o f  ev i l  i s  the everyday ev i l  o f  
those who oppress d i f ference:  Pr inc ipa l  Snyder ,  Buf fy ' s  mother  and the var ious ly  bewitched or  
s t ra ight forward ly  b igoted witch hunters .  Convent iona l  horror  re l ies  upon such convent iona l  
representat ions  o f  ev i l ,  and the ab i l i ty  o f  the genre to  pun ish them, restor ing a  sor t  o f  order .  

  

 .  .  .  the p leasure o f fered by the genre is  based on the process  o f  narrat ive  c losure in  
which the horr i fy ing or  monstrous is  dest royed or  conta ined .  .  .  .…the or ig ina l  order  is  
re-estab l ished.  

( Jancov i tch,  1992,  9)  

  

In  the ep isode “L ie  to  Me,”  Rupert  G i les  and Buf fy ' s  d iscuss ion i ron izes  the c losure o f  
convent iona l  horror ,  h igh l ight ing how b l inkered and inappropr ia te  i t  is .  
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Buf fy:  "Does i t  ever  get  easy?"  G i les :  "You mean l i fe?"  Buf fy:  "Yeah,  does i t  get  easy?"  
G i les:  "What do you want me to  say?" Buf fy:  "L ie  to  me."  G i les:  "Yes ,  i t ' s  ter r ib ly  
s imple.  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 ir  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 . "  Buf fy:  "L iar . "  

(L ie to  me)  

  

(30)  There is  a lso  a  th i rd  k ind o f  “ev i l ”  or  set  o f  f igures  who have convent iona l ly  been 
represented as  ev i l .  And i t  is  here  that  the text  becomes more post-modern.  The other  ha lves  
o f  Wi l low,  Oz,  and Ange l  are  a l l  f igures  o f  convent iona l  ev i l  who are in  fact  heroes with in  the 
show.  They are  sp l i t  se lves  whose Other  can be to lerated,  managed,  is  recogn ized as par t  o f  
ourse lves .  Buf fy  dest roys  Ange l  to  save the wor ld  f rom Acath la  (Becoming ,I I ) ,  but  he returns  
and is  recuperated desp i te  a  s tunn ing ly  extens ive set  o f  v ic t ims who suf fer  d i rect ly  at  h is  
hands when (as  Ange lus)  h is  sou l  has been los t .  Fans wr i t ing to  the Internet  s i tes  doubted the 
cred ib i l i ty  o f  a  potent ia l  recuperat ion.  But how cou ld  we lose Ange l?  And in  a  sense,  he is  not  
to  b lame. He has to  be recuperated.  To  a lesser  extent ,  to lerance and nurtur ing o f  the fu l l  
moon werewol f  Oz  is  s imi lar .  L ike a  wayward s ib l ing,  he is  locked up for  h is  own and everyone 
e lse 's  protect ion.  Here  Buf fy ’s  organ iz ing and nurtur ing character  appears.  Work ing with  
Wi l low and her  f r iends,  she ensures that  Oz  is  protected f rom h imse l f ,  as  others  are  protected 
f rom h im.  The cage in  the l ib rary  is  a  very  “normal”  kenne l  for  Oz the werewol f .  

  

(31)  Other  reversa ls  o f  the representat ion o f  women as  v ic t im or  ev i l  f igure  are  
fasc inat ing in  Buf fy .  Buf fy  herse l f  is  a  mora l  f igure;  she s tamps out/k ick-boxes or  s takes  out  
ev i l ,  exer t ing  her  power over  i t s  severa l  mani festat ions.  She is  a t t racted by an unconvent iona l  
vampire  who t r ies  to  curb  h is  feed ing hab i ts ,  but  her  at t ract ion to  and af f in i ty  w ith  vampires  
does not  turn her  in to  the vorac ious  femme fata le  usua l ly  assoc iated with ,  for  example,  the 
power  re la t ionsh ip  between Count Dracu la  and h is  chosen women.  And in  fact  the f i f th-season 
opener ,  w i th Dracu la ’ s  fa i led  at tempt to  convert  Buf fy ,  spec i f ica l ly  repud iates  such a  
re la t ionsh ip .  Even when bewitched enough to  se lect  Sp ike,  her  des i re  is  n ice ly ,  neat ly ,  
convent iona l ly ,  i ron ica l ly  d i rected at  want ing to  get  marr ied.  She took a great  dea l  o f  t ime 
before  she s lept  w ith  Ange l .  

  

(32)  But on the other hand,  Buf fy  does  not  buy in to  the convent iona l  sa fety  
const ruct ions  for  young women in  convent iona l  horror:  woman’s  pur i ty ,  need for  protect ion,  
vu lnerab i l i ty  to  t reacherous seduct ion which can leave them act ive ly  over-sexed,  mora l ly  
bad ly  behaved ( !)  and then sacr i f iced (as  a  soc ie ta l  pun ishment) .  Den is  Wheat ley ’s  Chr is t ina  
in  To the Dev i l  a  Daughter  (1953)  is  a  good example.  Chr is t ina ’ s  fa ther  so ld  her  to  the Dev i l  
a t  b i r th .  She turns in to  a seduct ive vamp (def in i te ly  seen as  demonic:  dr ink ing a lcohol ,  
smok ing,  t ry ing to  seduce young men)  on the eve o f  her  twenty- f i rs t  b i r thday.  Chr is t ina  is  
eventua l ly  is  rescued by her  future husband who l ies ,  say ing that  she is  no  longer  a  v i rg in—so 
her  worth to the dev i l  wou ld  have p lummeted.  Of  course,  she no longer  wants  to  dr ink,  smoke,  
seduce young men when her  sou l  is  no  longer  the dev i l ’ s  property .  Today,  Buf fy  herse l f  does 
not  bother with  the heathen myth ic  protect ion of  v i rg in i ty .  She is  a  modern young woman 
without  be ing e i ther  a  pure v i rg ina l  character  or  a  rampant  femme fata le .  Her  ro le  re fuses  th is  
d ichotomy of  a  past  age.  Instead,  i t  embraces  both Buf fy 's  mora l  ro le  as  s layer  superhero,  and 
her  normal  impulses  as  a teenager  in  love with  Ange l .  Aga in  we have i t  both ways.  

  

(33)  But th is  is  not  to  suggest  that  the h igh schoo l  community  is  r io tous,  
unconvent iona l ,  l iberated,  desp i te  some st range nocturna l  act iv i t ies .  For  example,  magic  for  
i t s  own sake is  to  be contro l led  rather  than le t  loose.  And no one in  Buf fy ’s  group on the 
He l lmouth th inks  to  use the supernatura l  to  further  the ir  own ends(or not  for  long) .Those who 
dabb le  in  spe l ls  for  w icked ends—even manipu lat ive  love pot ions—cause havoc.  There is  a  
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cer ta in  sense o f  order in  the h igh schoo l  community  perched precar ious ly on the leak ing he l l  
mouth.  Wi l low cast ing  a  love spe l l ,  ge ts  i t  a l l  wrong (Someth ing B lue) .  On ly  good spe l l s  rea l ly  
work ef fect ive ly  and are  not  pun ished.  Mag ic  is  f ine,  myth ica l  f igures  are  recuperated,  but  
bas ic  va lues o f  maintenance of  l i fe  must  be preserved.  Buf fy  and her  w itch,  werewol f  or  
vampire  f r iends are  very  aware o f  the ro les  they p lay,  and th is  he ightened sens ib i l i ty  i s  a lso  a 
feature o f  contemporary more rad ica l  horror .  

  

(34)  With  rad ica l  femin is t  vampire  wr i t ing,  o f  wh ich Buf fy  the Vampire S layer  i s  a  
spec ia l  case,  the t r ick  is  to  recogn ize the performat iv i ty:  the characters se l f -consc ious ly  act  
out  an o f ten hyped-up,  se l f -aware,  even parod ic  vers ion o f  be ing a  vampire  or  a monster ,  and 
the ir  a l ter  egos or  in  th is  case,  s layers .  Postmodern is t ,  se l f -aware magica l  horror  f igures  then 
at tack rea l  ev i l  themse lves,  and quest ion,  or  undermine,  the compl ic i t  complacency of  a  
repress ive  soc ie ty  ( represented by such characters  as  Pr inc ipa l  Snyder) .  They carry  on with  
the ir  good work aga inst  a  context ,  on the He l lmouth,  o f  a  co l lus ive  and repress ive  soc ie ty  
which cannot  i t se l f  see any of  i t s  own dark  s ides.  Mothers who would  hand the ir  daughters  
over  to  be burned as  w itches,  pr inc ipa ls  and mayors(p lann ing ascens ion as  demons) who lurk  
on the edge and enab le  the ev i l  to  be le t  loose,  and other  co l lus ive  power  f igures  a l l  remind 
us  of  the Sa lem witch hunts .  In  a re ference to  these witch hunts ,  Buf fy ’ s  own mother ,  Joyce 
fa i ls  to  recogn ize  rea l  ev i l ,  and v ic t imizes  her  own daughter as  a  consequence.  Joyce would,  i t  
seems,  see Buf fy  burned as  a  w itch when doubt ing her rea l  va lue (Gingerbread ,  2nd ser ies) .  
Yes ,  she is  bewitched herse l f  o f  course,  but  i t  says  a  great  dea l  about mothers!  In  
Gingerbread  the Babes in the Wood fa i ryta le  is  reread.  A Hanse l  and Grete l  demon dons the 
gu ise  o f  the two lost  ch i ldren.  The inhab i tants  o f  Sunnyda le ,  be l iev ing wit ches  sacr i f ice  young 
ch i ld ren (Wiccans such as  Wi l low don' t )  turn aga inst  the g i r ls  and drag them to  the s take.  Th is  
inc ident  rep l icates  the obsess ions  o f  the Sa lem witch hunt  and t r ia ls  (1692)  when 19 men and 
women, convic ted o f  w i tchcra f t ,  were hanged on Ga l lows H i l l ,  Sa lem v i l lage.  Ar thur  Mi l le r ' s  
p lay  The Cruc ib le  emphasized a  po l i t ica l  read ing o f  w i tch  hunt ing (s tamping out  what  seems to  
re fuse to  conform—his  ind ic tment  o f  the communis t  w i tch-hunt ing o f  the McCarthy era) .  I t  
a lso  f r ightening ly  dramat ized the obsess ive,  accompany ing madness.  Buf fy ’s  mother is  on a  
h igh o f  suburban domest ic  conformity  when she inc i tes  loca l  ac t iv ism.  The t reatment  o f  Buf fy ,  
Wi l low and teen witch Amy a lso  says a  great  dea l  about  convent iona l  soc ie t ies '  e th ica l  b l ips  
over  the punishment  o f  wi tches  as  scapegoats ,  the load ing o f  a l l  ev i l  onto  poor  
witches/marg ina l ized o ld  lad ies ,  in  order  to  t ry  to  embody and erase an ev i l  wh ich actua l ly  
res ides  in  a l l  o f  us .  

  

(35)  I f  convent iona l  soc ie ty  fa i ls  to  recogn ize  that  ev i l  i s  a  product  of  i t s  own r i f t s ,  
leaks  up through i ts  own everyday he l lmouths,  emerges f rom the cracks and f issures  in  what  
seems l ike  an everyday conformist  soc ie ty ,  then th is  b l inkered ignorance wi l l  l ead to  chaos.  
Buf fy  and her  se l f -aware ev i l -s lay ing f r iends know th is .  They po int  out  the hypocr isy  of  such 
pretence.  They act .  As  teenagers  in  an everyday conformist  smal l  town,  however ,  they are  a l l  
subject  to  the contro ls  o f  some of  the very  f igures whose hypocr isy  and b l inkeredness they 
po int  out .  
  

(36)  Graduat ion Day,  part  I I ,  i s  a  f ine  example  o f  Buf fy  and her  f r iends tak ing on the 
powers  o f  tang ib le  ev i l ,  head on.  The mayor  p lans  ascens ion as  a  demon and t imes h is  major 
moment o f  shape-chang ing to  co inc ide with  h is  speech to  the graduat ion c lass  o f  1999.  The 
scene is  set  for  one r i te  o f  passage,  graduat ion,  as  another ,  ascens ion,  bu i lds  up.  Rows of  
gowned,  ostens ib ly  demure teenagers  watch Pr inc ipa l  Snyder ’s  sycophant ic  in t roduct ion,  hear 
h is  sn ide remarks  about how they only  just  made i t  to  graduat ion.  Then they watch the mayor  
proceed through h is  cue cards about  matur ing and ascend ing to  a h igher  state .  He does not  
know they know what  he has  p lanned.  Every ambigu i ty  r ings  home to  a l l  the  s tudents .  An 
ec l ipse covers  Sunnyda le ,  the he l lmouth opens.  At  the moment  o f  h is  t ransmutat ion he turns  
in to  a  monstrous ly  fanged huge serpent ,  l ike  the sea beast  Perseus s lays  to  rescue Andromeda 
in  the legend,  l ike  Japanese horror  f i lm monsters,  l ike  “Mother”  in  the f i lm Al iens .  The 
darkness  enab les  h is  vampire  hordes  to encroach on the graduands,  f rom beh ind.  But  Buf fy  
and a l l  her  year  are  ready l ike  a  medieva l  army, shoot ing crossbows of  burn ing wooden 
s takes,  impal ing  vampires  with  swords  and short  s takes,  wh i le  in  the other  d i rect ion,  
twent ie th-century  f lame-throwers  engu l f  the monster ,  one o f  whose f i rs t  v ic t ims,  f i t t ing ly ,  is  
Snyder .  
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(37)  Though the embodied force  o f  ev i l  wr i thes  rap id ly  through the schoo l  i t s  fo l lowers  
have in fested,  Buf fy  is  more than a match.  She has switched gender  ro les .  She can taunt  the 
mayor/  monster  w ith  h is/ i ts  be loved Fa i th ’s  b lade and she can lead i t  to  i t s  death as the 
schoo l  is  detonated in to  a  huge ba l l  o f  c leans ing f lame.  The team are preserved,  the ev i l  i s  
gone,  the h igh schoo l  years  are  over,  but  they can a l l  car ry  on in to  a  new l i fe  in  co l lege.  
A l though Ange l  says  he must leave af ter  Buf fy  has  rev i ta l ized h im with  her  own b lood, h is  
t roub led appearance at  the edge o f  the burn ing schoo l ,  a t  a  d is tance f rom the jub i lant  Buf fy  
gang, promises  the v iewers  that  he wi l l  be  back.  Th is  ep isode pu l ls  together  a l l  the themes o f  
schoo l  chum energy and un i ty  aga inst  the hypocr isy  and ev i l  o f  the demonic  (and o f  loca l  
soc ie ty  embodied in  the demonic) .  Buf fy ’ s  own myth ic  gendered ro le  reversa ls  cast  her  as  
Perseus s lay ing the monster;  and here a lso  the post-modern is t ,  post- femin is t  take on the 
vampire-s layer  ro le  emerges.  The obv ious ly  demonic  ev i l  vampires  are  reduced to  ashes by the 
protectors  o f  good and innocence—the school  group.  Buf fy ,  however ,  has  proven her  
recogn i t ion that  not  a l l  vampires  are  ev i l :  they are  par ts  o f  us,  l ike  us .  Her  love for  Ange l  
a lmost  k i l l s  her .  The v io lent ly  erot ic  near-dra in ing of  Buf fy  by Ange l ,  dy ing,  de l iberate ly  
provoked to  at tack,  emphas izes  the techn ica l  equat ion o f  love and death in  vampire  f ic t ions ,  
but  th is  t ime de l iberate ly ,  consc ious ly  sought  and surv ived (helped by her  f r iends and modern 
med ic ine) .  
  

(38)  As an example  o f  rad ica l  contemporary  vampire  or  horror  f ic t ions,  Buf fy  and her  
f r iends o f fer  an a l ternat ive  way of  cop ing with  d i f ference.  That  they are  myth ica l  f igures  
(witches,  werewolves,  vampires)  does not  mean they need to  be pun ished with in  and by 
soc ie ty ,  cer ta in ly  not  in  the context  o f  the ir  own take on soc ie ty .  They don ' t  rea l ly  do any 
harm. In the economy of  th is  exchange the ir  pos i t ions  are  par t  o f  the harmonious ba lance o f  a  
more to lerant  and se l f -aware soc ie ty—these teenagers ’  vers ion o f  a  twent ie th/ twenty- f i rs t  
century  soc ie ty  which refuses  po lar izat ion o f  good,  bad,  b lack,  wh ite ,  male,  female,  dead,  
undead.  

  

(39)  Quite  apart  f rom being immensely  enter ta in ing,  then, Buf fy  the Vampire  S layer  
recogn izes  that  the construct ions  of  ev i l  a re  par t  o f  our soc ie ty ,  par t  o f  ourse lves ,  and must 
be brought  out  o f  the He l lmouth,  out  o f  the neat houses and pr inc ipa l ’ s  s tudy and in to  the 
open;  faced up to ,  managed,  not  mere ly  scapegoated.  

   
C o n c l u s i o n   
  

V a m p i r e s  w e r e  s u p p o s e d  t o  m e n a c e  w o m e n ,  b u t  t o  m e  a t  l e a s t ,  t h e y  p r o m i s e d  p r o t e c t i o n  a g a i n s t  a  

d e s t i n y  o f  g i r d l e s ,  s p i k e  h e e l s  a n d  a p p r o v a l .  
( A u e r b a c h ,  1 9 9 5 ,  p . 4 )  

  

(40)  Vampire  ta les ,  a  spec ia l  case of  fantasy for  young women,  have been embraced as  
o f fer ing a popu lar ,  dev iant  a l ternat ive  sense o f  youthfu l  energy,  and o f  teenage rebe l l ion.  
Young in  the 1950 ’s  when g ir ls ’  comics  were widespread and read by many young women,  N ina 
Auerbach reca l ls  vampire  f ic t ions ,  and I  reca l l  vorac ious  devour ing of  horror  f ic t ions  o f  a l l  
sor ts—comics ,  f i lms,  the lo t .  

  

(41)  Buf fy  maneuvers  on a  new crossroads of  genres—gir ls ’  adventures ,  Superwoman ,  
Sp ice  G ir ls ’  g i r l  power  (Sp ike:  “Oh,  not  w ith  the g i r l -power  b i t ”  Someth ing B lue 1999) and 
vampire  f ic t ions.  Buf fy ,  her  f r iends and her  adventures ,  operat ing in  the l imina l  space o f  the 
He l lmouth,  cha l lenge the symbol ic  order  ( ru les ,  conformity)  and enact  adventures  in  the 
imaginary  or  fantast ic  space,  wh i le  a lso  seek ing the sane everyday conformity  o f  teenage 
romance,  h igh schoo l  dances,  grade chas ing.  The fantasy escape wor ld  is  ours  as  much as  
the irs;  i t  enab les  us ,  the v iewers ,  to  s ide  with  a good which is  for  fun- lov ing,  aga inst  the 
mult ip le  ev i l s—tang ib le  nast iness  f rom e i ther  s ide o f  the He l lmouth,  whether  male  conformist  
power  reg imes or  monsters .  What  Buf fy  does matters  as  i t  d id  for  these ear l ier  young women. 
L ike  the wedd ing wreckers  in  the Gir ls  Crysta l  Annua l ,  Buf fy  exposes  hypocr isy ,  her  own 
per format iv i ty  h igh l ight ing that  o f  o thers  who are unreasonab le  and dest ruct ive—perhaps the 
more ef fect ive ly  because,  un l ike  the ear l ier  young women adventurers ,  hers  is  a  sexua l ized 
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ro le ,  not  rest r ic ted to  o lder ,  narrower  construct ions  of  female goodness] .  The va lues  Buf fy  
upho lds  are  eterna l  ones o f  loya l ty  to  f r iends and fami ly  and onese l f  and carry ing out  a  
miss ion you are  born to .  The on ly  l ives  she dest roys  are  those o f  monsters,  ghou ls ,  zombies  
and vampires—the mean ones,  not  the f l ip  s ides  o f  her  f r iends and lover .  When in  Bad G i r l s  
(1999)  Fa i th ,  the other  s layer ,  shrugs o f f  an acc identa l  murder ,  Buf fy  is  shocked.  Not def iant  
o f  a l l  human order and mora l i ty  herse l f ,  Buf fy  cannot  exp la in  or  to lerate  such immora l  
w i ldness,  even in  the cause o f  c lean ing up the town (or  the wor ld) .  Fa i th  i s  eventua l ly  
revea led as  mad, and bad.  

  

(42)  But what  is  good and what  ev i l  i s  more d i f f icu l t  to  negot ia te  and def ine  in  these 
more complex t imes when every  bad guy is  not  wear ing a  t rench coat  or  a  squ int  but  cou ld  
appear in  an at t ract ive  form,  at  least  a t  f i r s t .  Werewolves,  vampires  and witches  are  among 
Buf fy ’ s  f r iends,  but  they are  not  bent on ev i l  deeds ( though the odd acc ident  occurs) .  In  fac t ,  
they f ight  ev i l ;  the ir  s take is  sub l imina l ,  the boundary between the he l l i sh ,  the monstrous,  
and the everyday. They troub le  these neat  boundar ies ,  showing them to  be construct ions.  The 
monster  in  ourse lves  can be l ived with  in  Buf fy . .  But  what  cannot  be to lerated is  the 
const ructed hypocr isy  of  the Amer ican Dream: support  for  oppress ive  ev i l  f igures  in  ro les  o f  
power;  the condemnat ion o f  young women to  the stake (Sa lem) and those of  a  d i f ferent  
po l i t ica l  cast  to  ex i le  (McCarthy);  the nurtur ing o f  boy-next-door  ser ia l  k i l l e rs .  Monsters  
emerge f rom the locker  room, on the walk  home,  or  in  the l ibrary  In  Buf fy ,  appropr ia te ly ,  
what ’s  next  door and everyday is  about  t ransmute in to  someth ing nasty;  i t  is  o f ten a  
dangerous fake.  

  

(43)  The reasons for  Buf fy ’ s  w ide audience are  many.  Buf fy ’ s  message and formulae are  
s imi lar  to  rad ica l  femin is t  vampire  f ic t ions:  the t ransgress ion,  the carn iva l  and the excess ,  
and the i rony are  a l l  there.  She a lso  carr ies  on the t rad i t ion o f  the independent  schoo lg i r l  
adventurer .  F ina l ly ,  Buf fy ’s  own, complex,  a t t ract iveness  is  compel l ing and that  o f  the lover  
she engages,  the teenage th ink ing g i r l ’ s  vampire ,  Ange l ,  is  unavo idab le .  
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