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Crossing the Final Taboo

Family, Sexuality, and Incest in
Buffyverse Fan Fiction

Kristina Busse

One of the most fascinating and creative facets of the fan culture of Buffy
the Vampire Slayer is fan fiction, the creative works of predominantly fe-
male fans who “poach” characters from television shows in order to tell
stories that television cannot or will not tell, to explore subplots and sub-
texts, to expand minor characters, or simply to offer the avid fans more of
their favorite show.! Buffy is a popular series for fan fiction writers because
its suggestive subtext offers an especially apt source for the fictional cre-
ations of its fans. Generating their own version of the Buffyverse, these fans
use fiction to emotionally respond to the show, comment on its plot and
character development, and, most important, interpret and analyze the se-
ties, thereby teasing out its subtext. Many of the shorter fan pieces have the
sole purpose of filling in the blanks, usually providing us with the charac-
ters’ inner thoughts and emotions; many of the longer ones develop uncon-
ventional relationships that may be hinted at on the show but are never
stated explicitly. Willow’s relationship with Tara, for example, was long
outed in dozens of stories before the show got bold enough to make its les-
bian subtext visible. In fact, many of the insights found in fan fiction alse
apply to the show itself, as Buffy’s fan fiction writers are not only some of
the series’ most devoted fans but also some of its most careful readers.

At the same time, fan fiction points us toward those emotional aspects of the
show that resonate most strongly with these viewers/writers, thus offering the
viewer a creative outlet to contemplate the issues of the show that she responds
to most emotionally. In so doing, fan fiction brings out some of the appeals of
the series as it externalizes and openly displays the more repressed aspects
of the show and the unconscious desires it evokes. Consequently, a discussion
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of fan fiction must look at the relationship berween the show and the stories
as well as at the meaning of the stories beyond the show. This chapter thus
considers both the parts of fan fiction that explore the unconscious facets of
the show and those that go beyond the show, itself to reveal the wnconscious
desires of both readers and writers. Since fan fiction is concerned mostly with
the emotional state of and the personal interaction between the chazacters, 1
have chosen to concentrate on the central but particularly volatile constellation
of the family—both natural and surrogate. Particulazly, I focus on the subgenre
of fan fiction called “hurt-comfort,” which is a particular type of story featur-
ing a protagonist who is ill, injured, or tortured, only to be nursed back to
health by one of the other characters. The intimacy achieved during the con-
valescence usually reveals romantic ties, often leading to sexual relations.
This chapter focuses first on the show by looking at the representation of
family in order to illustrate how vampiric relations are set up as a substi-
tute for the dysfunctional natural families. Within the Buffyverse, vampires
are presented as infantilized yet highly sexyalized beings whose incestuous
desires suggest a pre-Oedipal existence with its lack of ighibitions and poly-
morphous sexuality. These incestuous concepts are most particularly mani-
fested in vampiric hurt-comfort and its conjunction of sex and nurture with
its emphasis on familial relations. Hurt-comfort addresses many of the is-
sues that are already implicit in the show as the viewer is confronted with
the characters’ contradictory emotional responses to such jssues as familial
intimacy, sexual relations, and incestuous desires. In so doing, hurt-comfort
tenuously balances the sexual and violent with the nurruring and maternal.
Collapsing the role of parent and loves, the vampire explores the duality of
both positions and challenges the most fundamental prohibition that de-
fines culture at its very core: the incest taboo. Moreaver, as it merges fa-
milial and sexual love, vampiric hurt-comfort epitomizes two competing
and somehow incompatible moments in fan fiction in general: the maternal
care that is usually ascribed to the structure of fanfic communities and the
often extremely pornographic contents we find in its writings. Emphasizing
the particular fantasy formations involved in hurt-comfort, the role of the
vampire and the use of hurt-comfort are emblemaric not only for this par-
ticular genre or mediaverse but for the contested role of women in general.
One of the main reasons fan fiction can pick up easily on incesruous fa-
milial relations is that throughout Buffy the family motif is extremely impor-
tant. Traditional nuclear families in the Buffyverse are mostly corrupt, and
among the humans the healthiest relations occur in substitute families. The
three principal characters come from more or less dysfunctional homes.
Buffy’s parents are divorced with her father absent and uninterested; he ig-
nores Buffy’s birthday {“Helpless,” 3012) and prefers a European vacation
with his secretary to supporting his daughters duzing their mother’s illness
(“Family,” 5006). Buffy’s mother, while obviously concerned and caring, is
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utterly oblivious to her daughter’s nocturnal activities; in fact, when she fi-
nally does learn of Buffy’s secret, in “Becoming,” part 2 {2022), she refuses
to accept it and shortly thereafter throws her out of the house. Xander’s
home life is characterized by his parents’ drinking and fighting and suggests
neglect if not abuse (“Amends,” 3010; “Restless,” 4022; and “The Replace-
ment,” 5003). Willow’s parents, on the other hand, simply take no interest in
their daughter. During “Gingerbread” (3011), for example, Sheila Rosenberg
is depicted as a detached intellectual who cannot be bothered to remember
the names of Willow’s friends, does not notice for almost half a year that Wil-
fow has cut her hai, and generally fail$ to interact with her daughter.

In its place, the teenagers create their own family structure with Buffy’s
watcher, Rupert Giles, as surrogate father. Throughout, Giles’s loving care for
the teenagers stands in glaring opposition to their biological parents’ lack
of concern; in fact, Buffy realizes this as she asks Giles ro stand in for her fa-
ther at her wedding because, she explains, “this day is about family—my real
family—and I would like you to be the one to give me away” (“Something
Blue,” 4009). Likewise, when confronting Tara’s violent and manipulative fa-
ther, Buffy answers his “We are her blood kin! Who the hell are you?” with a
simple “We’re family” (“Family™). Moseover, we observe the group acting like
a family not only with the celebration of holidays (“Pangs,” 4008, and “The
Body,” 5016) but also in times of crisis: both during Joyce’s surgery and after
her death, it is Buffy’s friends who are there to help and to mourn with her
{“Listening to Fear,” 5009, and “The Body™). Buffy’s spin-off Angel also em-
phasizes the value of friends as surrogate family as Cordelia, Wesley, and An-
gel stowly develop familial attachmenes. In “To Shanshu in 1.A.” (Angel,
1022), Cordelia, in fact, acknowledges this development as she reproaches An-
gel when he tries to hide his feeding: “Don’t be embarrassed. We’re family.”

Similarly, Buffy emphasizes the alternative family structure of vampires.? In
the first two seasons, for example, the word “family” appears more often in
connection with vampiric relations than it does with human ones: both the
Master and Darla repeatedly refer to their clan as family (“Welcome to
the Hellmouth,” 1001, and “Angel,” 1007). In fact, with few exceptions,
all the principal vampiric characters on both shows are descendants of the
Master, a relationship further emphasized by the use of the term “siring” to de-
scribe the act of creating a vampire. Even though vampires are mostly amoral,
tnurderous fiends, they do watch out for their own and are attached to their
immediate relations. The one vampire we see at length before and after his
change is Angel, and his sire is clearly put in direct opposition to his father—
with his vampiric parent as caring and nurturing and his biological one as
overly critical and spiteful {“The Prodigal,” Angel, 1015). Farnily, the most ba-
sic human unit, is thus mimicked in the vampire clan, While the vampiric fasm-
ily is represented in much more intimate terms, as its family members can also
be sexual partners, the relationship is still based on blood—just like in the
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biological family. Most vampires begin their unlife by killing their biological
relations, thus severing their old ties in order to become part of their new vam-
piric family. This substitution is most clearly shown in “The Prodigal,” where
Darla approvingly watches Angelus murder his family.? As Darla observes her
new offspring’s first kills, she instantly takes over the role of the dorninant par-
ent. In fact, the lack of actual parents is overcompensated with the sire’s eter-
nal parental dominance, 2 dynamic also explored in «Gomnambulist” (Angel,
1011), where Penn tells his sire, “You are my real father, Angelus.” Since the
vampire as a somewhat overgrown infant never outgrows his initial depen-
dency, the internal relationships must remain regressive. The vampire can
never grow up and leave the nest with an ultimate reversal of caregiving in old
age as we see in human families. Instead, he is caught in an etemal, repetitive
circle of sex, violence, and submission to his sire.

One of the pivotal scenes in the second season of Buffy occars in “Inno-
cence” (2014) when Angelus returns to Spike and Drusilla after having lost
his soul. Drusilla, who has called her sire “Daddy” on previous occasions,
excitedly exclaims, “We're family again. We'll feed. And we’ll play.” In
turn, Angelus asserts his parental rights to both discipline and comfort as
he aggressively growls at Spike, only to bend down and kiss the wheelchair-
bound vampire immediately thereafter. What makes this scene 50 startling
is the concurrency of sexuality, killing, and familial affection, pointedly ex-
emplified in Drusilla’s characterization of family as feeding and playing to-
gether. This particular scene not only reconfirms the notion of Angel as par-
ent to both younger vampires but also intimates his sexual involvement
with them. His intimate relation with Drusilla is explicitly addressed in
«Yhat's My Line?” part 2 {2010}, where he offers 1o give Spike pointers on
how to properly satisfy the female vampire, and suggested in Angelus’s
taunting of Spike in «Passion” (2017} and “I Only Have Eyes for You”
(2019). Angel’s relationship to Spike is less obvious yet remains open to in-
terpretation, an opportunity taken up by fans who use the subtext of the
show—the intense hatred, the sexual innuendoes, the history between the
rwo vampires—in order to support their reading of Spike and Angel as in-
volved emotionally and, most likely, physically.

Angelus’s return o his family is an important moment for many Spike/
Angel fanfics, that is, stories that feature a relationship between the two
vampires. Other scenes that are particular favorites with writers who de-
velop the relationship berween Spike and Angel, so-called S/A shippers, are
Spike’s disappointment i “School Hard” {2003) on realizing that Angel is
no longer a soulless demon—-"You were my Sire, man. My Yoda!”—and
Angel’s rescue and defense of Spike when Buffy tries to stake the younger
vampire in “Lovers Walk” (3008). Though these scenes scem most innocu-
ous for the majority of Buffy viewess, the shippers use them to support 2
deep affection that supposedly underlies the apparent hostility between the
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two vampires. After all, in most cases the writers do not simply reinvent
these characters to fit their own fantasy scenarios but rather exploit and
foreground issues that are already implicit in the source text. Furthermore,
while a relationship between Spike and Angel may seem unthinkable to
many viewers, they are by far not the most unconventional couple in a genre
in which any character has the potential to be coupled with any other?

Considering that one of the most popular genres of fan fiction is the infa-
mous slash, the romantic entanglement of two male protagonists, the choice
of coupling Angel and Spike seems fitting. Slash has received more academic
attention than any other aspect of fan fiction, probably both for its sexy
contents as well as for its curious fascination with male couples and gay sex-
uality. There are a variety of theories explaining its appeal to ferale readers
and writers. Not only do most television shows tend to invite the viewer to
identify with the male heroes, often failing to provide female role models
worthy of identification, but many of the relationships between the male
protagonists are already presented within a homosocial environment and of-
ten with only thinly veiled homoerotic subtexts (Bacon-Smith 231-38; Jenk-
ins 202--5).7 A feminist approach shows how slash can depict a love between
equals that does not fall prey to hierarchical notions and explores both male
and female sides of the characters. In fact, most slash protagonists are de-
picted as straight yet inexplicably drawn to their partner-to-be, thus sug-
gesting that the homosexual relationship actually signals a displaced ideal-
ized heterosexual one that valorizes inner compatibility, true love, and deep
friendship over sexual object choices (Russ; Lamb and Veith). Finally, a psy-
choanalytic reading reveals the definite erotic appeal of two beautiful men
making love. Moreover, this particular scenario allows an identification
with and desire for both protagonists, as the female writer/reader can both
be and have the attractive male and does not have to “share” with another
female (Penley). Clearly, the vampiric world of Buffy is an especially invit-
ing source text since vampires are not only considered hypersexual but also
often regarded as bisexual and, at least in much of the fan fiction, will have
sex with “anything that moves.” Furthermore, the vampire has often been
read as a thinly veiled symbol for homosexuality. Both are extremely dan-
gerous to the seemingly natural order of things, especially the traditional
family, as they are marked by their inability to procreate naturally and re-
place their biological family with an adopted one of the like-minded.$

Fan fiction thus easily extrapolates from Angelus’s chaste kiss and threat-
ening growl in “Innocence” and translates it into stories depicting openly sex-
ual and violently sadomasochistic relations between the two males. In a typ-
ical story, clearly enacting hurt-comfort conventions, one of the vampires will
torture the other and/or rape him, but, soon thereafter, they both realize their
underlying love and affection for one another While hurt-comfort in itself is
fascinating and often quite unsettling, the particular Buffy version is even
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more 50, differing from traditional hurt-comfort in its excessive use of vio-
lence and brutality. Moreover, in Buffy fanfic, hurt and comfort often are
given out by the same character, which contradicts Bacon-Smith’s observation
that “hurt-comfort places the source of the injury outside of the dyad of suf-
ferer and comforter™ {255). This description, which demarcates hurt-comfort
from “sadomasochistic fantasy material” (255), fails to cover the Buffyverse
with its variery of fics resembling traditional sadomasochistic porn. These in-
tensely erotic yet brutally violent stories constitute an understandable re-
sponse to a show that prominently features vampires; after all, the vampire
symbolically connects pleasure and pain. In fact, as the stories project the
reader’s and writer’s sexual and sadomasochistic desires onto the male bodies
of the vampires, they offer a dual displacement. It is the figure of the vampire
that connects Buffy and hurt-comfort, as both allow readers a certain level of
distance from their unconscious desires and enable them to bring into the
open feelings and ideas that they cannot normally face. Twice removed, the
vampiric fan fiction provides a fantasy space in which the reader can imagine
her innermost wishes while projecting them onto the vampiric other.

As the figure of the vampire reveals our unconscious desires, it not only
collapses sexuality and violence-—eros and thanatos are rarely as closely as-
sociated as they are in vampire lore—but also alerts us to the proximity of
the childlike and the sexual. The vampire is both a highly sexualized and a
peculiarly infantlike figure, so that any relationship with and between vam-
pires tends to collapse familial and sexual bounds. Much of the vampire’s
infantlike portrayal in Buffy fanfic comes from vampire lore in general,
though it is notewosthy how the fan fiction emphasizes the familial aspects,
usually asking the reader to sympathize and identify with its protagonists,
Obviously, the vampire exists ourside any symbolic universe that would
control and regulate his behavior. As pure id, he follows his every drive and
desire, not thinking-—or having to think—about potential consequences.
The vampire collapses the oral-cannibalistic and the anal-sadistic stage: not
only does his only sustenance come from sucking as he “eats™ his victims,
but he also is usually portrayed as cruel, uncaring, not concerned about his
environment, and upable to control his urges. His sexuality is polymor-
phous and not restricted to sexual organs; in fact, the neck becomes one of
the primary sources of pleasure, as most vampire accounts emphasize the
enjoyment derived from sucking and being sucked. Other connections are
less obvious but nevertheless there: Freud describes in “The Uncanny™ that
most people’s worst fear is to be buried alive because it is the {un)familiar
reminder of the womb (244}, The vampire’s immortality also resonates with
the timelessness ascribed to the infants state before self-consciousness:
vampires—ijust like babies—exist outside temporal dimensions.

Finally, the connection among vampires as well as between vampire and
victim is often described in nonverbal terms, which corresponds to the
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prelinguistic aspects that dominate eatly childhood. In a particularly
poignant scene in one fanfic, the writer describes feeding as an “exchange
of selves” and then continues, “As he felt her essence [. . .] sing from her
life’s blood, he experienced her life. And could feel him giving himself to
her as well” (Drexel).” This connection is established and increases via
feeding, similar to early childhood theories that posit a link between nurs-
ing and the immediate nonverbal connection between mother and child. In
a Spike/Xander fic, for example, Spike fails to establish meaningful dia-
logue with his lover because “vampires did a lot of their communicating
non-verbally. They could detect the smallest changes in expression, pick up
the subtlest changes in body scent—indicating arousal, desire, need” (Es-
meralda), This extralinguistic connection is often enhanced if the blood ex-
change occurs during sex: in the middle of this rape-turned-seduction of
Buffy by Angelus, for example, we learn that the vampire can taste his
lover’s every emotion as Buffy “quickly reached another peak, and he sa-
vored the difference that made in her blood” {Le Faye).

Accordingly, the vampire’s feeding is often connected to sexual inter-
course; in many fanfic stories, the vampire cannot climax without taking
blood, and in most the bloodletting enhances the sexual experience for both:
“She had known that vampires experienced pleasure in the feed. It had
shocked her to learn that there could be equal pleasure for the victims. [. . .]
As he began to draw on her, every nerve in her body became alive, sensitive”
{Le Faye). This connection berween sexuality and feeding is intimated in the
episode “Graduation Day,” part 2 (3022}, when Buffy forces Angel to drink
from her and the viewer witnesses Buffy’s thinly veiled crgasmic reaction; it
is made explicit in Angelus and Darla’s ferocious sexual blood play in “Un-
touched” (Angel, 2004). As Buffy itself suggests, the deep connection be-
tween those who have shared blood often extends into their everyday lives.
Buffy and Angel can sense one another (“Pangs,” and “I Will Remember
You,” Angel, 1008); Drusilla knows instinctively when Angel has lost his
soul (“Innocence”); Angel shares dreams with Penn, one of the vampires he
sired (“Somnambulist,” Angel, 1011); and Darla describes how she feels An-
gel’s presence and “always could” (“Judgment,” Angel, 2001). This perma-
nent mental, emotional, and psychic link is invoked in numerous fan fictions,
demonstrating how the lovers are irrevocably bound to one another. In Es-
meralda’s story, Xander laments Spike’s inability to communicate, only to
discover that they can circumvent talking altogether: *I can sense you [. . .]
I can feel where you are, even when 1 can’t hear or see you.” This link, it
turns out, is based on both blood and sex as Spike explains, “*By sharing
blood, especially during sex, [vampires) tie their chosen one to them, creat-
ing a kind of bond.,””

The most intense bond, of course, is the one created during the siring
process and—-at least in the fan fiction—usually cemented in sex and blood.
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As a result, the maternal and familial imagery, the comfort and caring, is in
many stories displayed in direct conjunction and correlation to very explicit
sexuality.? What we find here is the superimposition and often direct inter-
dependence between vampiric sexuality and nurture. The connection be-
tween sucking blood and suckling on the breast is recurrent throughout
vampire fiction from Count Dracula’s forcing Lucy to drink from his breast
to Anne Rice’s Louis, who compares the experience of being turned to the
pleasures of sucking as an infant {Stoker 210~11; Rice 19).F In Buffy, Darla
turns Angel by slicing open her chest and forcing his mouth toward the open
wound (“Becoming,” part 1, 2021}, a gesture that Drusilla repeats when re-
turning her former “grandmother” Darla in “The Trial” {Angel, 2009).

Fan fiction repeatedly uses the image of the vampire suckling on the
breast, both as nurture and as sexual pleasure. This motif is particularly
compelling in Saber Shadowkitten’s “Master of Puppets,” in which Buffy
and Spike have a relationship that Angel has accepted but Drusilla has not.
Jealous, she uses her mental powers to drive Spike insane. Buffy finds An-
gel and Spike together in bed with the older vampire protectively holding
the younger. Watching the two, Buffy is reminded of “a mother comforting
her child.” The collapse of the parental and the sexual becomes even moze
obvious when Buffy joins the two. Buffy and Angel are facing each other,
protecting Spike, who lies between them when “Spike [. . .} began suckling
her tit like a babe, quickly slicing the tender skin around her nipple so her
blood flowed like a mother’s milk. [. . .] He never stopped suckling her
breast as he slowly pushed into her core until he was fully sheathed within
her heat.” Spike, who is “sandwiched” berween Buffy and Angel, his sire
and her former lover, resembles a nursing child lying between his parents, a
familial idyll that is, of course, disrupted by the fact that in this story line
all of them have been lovers at one point or another. Throughout much of
the fan fiction, familial aspects are immersed in sexual ones. In another
story, Willow and Buffy encounter their respective vampire lovers together,
mating violently. Willow explains to Buffy and the reader the role of sex in
vampiric relations as “a vampire way of reassurance and sort-of caring”
and compares it to “your Mom or Dad giving you a hug” (Shadowkitten,
“Elaisias”). Accordingly, sex takes the place of other comforting gestures
and is used as an expression of love—whether between partners or within
families. The parent/child metaphor is further underlined in the particular
terminology fanfic writers employ. Though many different vampire con-
texts describe the parent-vampire as sire, Buffy fanfic is singular in describ-
ing the offspring as childe.1?

While fan fiction unveils the more hidden meanings of the show, it is also
important to look at the particular subtexts fanfic writers have chosen to ex-
plore. After all, as these writers are rereading, interpreting, and amending the
original text, as they are exploring and exploding the show’s subtext, they are
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also confronting and working through the specific topics in the show that are
most important to them. Consequently, fan fiction tells us something not only
about the show but also about the readers and writers of the multimade of sto-
ries inhabiting and creating the Buffyverse. As these stories conflate the ma-
ternal and the sexual by sketching the supposedly nonsexual parental rela-
tions onto the highly sexualized body of the vampire, they invoke the
ambiguous emotional demands of motherhood with its contradictory roles of
mother and caregiver as well as partner and lover. For the mother, the dual
role of the female body as both sexual object and childbearing vessel is mir-
rored in the psychological dual demand of maintaining intimacy with a part-
ner while attaining an ever more immediate intimacy with the child, This
schizophrenia of the body and the mind, the competing natures of physical
and psychological intimacy toward partner and child, gets played out in the
various incestuous relationships that the vampire can create. As the vampires
enact sexual and parental relationships, they question culture’s clear separa-
tion of parent and lover, most explicitly expressed in the incest prohibition.
Breaking the incest taboo, society’s most fundamental and founding principle,
immediately marks the vampire as excluded by culture and thus, by his very
existence, disrupting and questioning its rujes.}

Thus, the coexistence of the pre-Oedipal and the mature sexuality is most
crucial in hurt-comfort. While we constantly attempt to separate the sexual
and the parental, hurt-comfort brings these issues together and forces us to
admit to the sexual aspects of mothering and the parental aspects of sexu-
ality. Accordingly, these vampiric hurt-comfort stories explore the problems
that most women face when trying to negotiate the various roles they are
asked to perform simultaneously by collapsing the two opposites into one,
allowing their characters to be borh nurturing and sexual. The metaphor of
the vampire is singularly well fitted 1o address these issues, as this fipure is
simultaneously hypersexual yet infantlike and therefore in need of care.
Simifarly, hurt-comfort as a genre enacts the dual need of parental care and
adult sexuality. This ambipuity is not restricted to the mutually exclusive
roles of mother and lover but must be generalized to include other contra-
dictory roles that women in general are asked to occupy. Considering the
central role of the Virgin Mother in Western culture, we can easily general-
ize the sexual/nonsexual opposition to include both the virgin and the
mother on the side of the nonsexual.’? As a result, hurt-comfort plays out
women’s desire both to be sexually aggressive and to maintain their femi-
nine and maternal qualities. This allows us to explain the appeal of hurt-
comfort ro a wide variety of women, not oxly mothers, as my discussion
might suggest.’® As vampiric hurt-comfort collapses motherhood and sexu-
ality—intimately connected yet one of the most primal oppositions—it sug-
gests the attempt to disintegrate categories that are imposed onto women in
order to label and, ultimately, control them. '
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Moreover, in jts collapse of the opposing ideals of the sexualized lover and

the maternally Caring yet virginally innocent figure, hurt-comfort epitomizes

play.* On the other hand, an analysis such as Consrance Penley’s rejects the
standard feminist teadings of popular culrure that celebrate the pre-Oedipal
as the only truly feminine space. Focusing on the exclusively male scenario of

slash, she shows how women identify in fan fiction with any number of chay-

its form and contents, adult fan fiction simulates the opposites of the maternal
and the sexual: the structure of fanfic communiries and the relationship be-
tween the writers jg extremely supportive and nurturing, while the products of
this nurture are often texts with no little resernblance to hard-core porn. Read-
ing hurt-comfort allows the negotiation of two feminist approaches to fan fic-
tion since it is the competing roles that women are asked to perform that i one
of the crucial psychological motivations and achievernents of fap fiction. As a
result, fanfic writers are neither a feminist version of scribbling ladies nor wan-

For Saber, without whom I would have never gotten addicted 1o Buffy fanfic, and
Nymue, my guide to the intricacies of fandom and fanfic Wwriting,
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1. For discussions on fan fiction culture, see Jenkins, Bacon-Smith, and Penley.
Even though it is restricted to Xena: Warrior Princess, Boese’s dissertation is singu-
lar in its treatment of the on-line phenomenon of fan fiction. For Buffy fan fiction,
see Slayer's Fanfic Archive, the largest archive for non-NC-17 stories, as well as
Sonja Marie’s Buffy Fanfiction Links. ‘

2. As Wood and others have pointed out, the vampire mythology changes dra-
matically with Anne Rice. Whereas earlier vampire fiction focused on the humans,
with the vampire as dangerous outsider, Rice shifts our identification onto the vam-
pires, who have become tragic creatures, troubled and self-doubting. For an excel-
lent discussion of the family motif in Rice’s Vampire Trilogy, see Doane and Hodges.
In general, beginning with the 1980s, vampire film and fiction have been distin~
guished by their strong emphasis on family and family values. For a discussion, see
Auverbach and Nixon.

3. 1 follow fandom terminology in referring to Angel with a soul as Angel, with-
out one as Angelus, even though the shows themselves do not always distinguish
that clearly.

4, For an impressive sampling of nonconventional relationships, see UCSL.

5. For a discussion of the pervasive role of “male homosocial desire” in the
American and British novel, respectively, see Fiedler and Sedgwick. For an adapta-
tion of Fiedler’s theories to fan fiction, see Selley.

6. For the seminal article on using the vampire as a figure for queesness, see
Case.

7. Even though my selections cannot be comprehensive and may reveal my own
preferences, they are representative of certain motifs I have encountered repeatedly

8. Among the crucial essays on vampires and sexuality are those by Astle, Roth,
and Stevenson. For an analysis of sexuality in more recent vampire fiction and its
relationship to 5/M, see Bosky. For a discussion of the incest motif in vampire fic-
tion, see Twitchell.

9. For a connection between vampires and breastfeeding, see Gordon,

10. The term apparently originated with the rofe-playing game Vampires: The
Masquerade, which spawned the short-tived Spelling series Kindred: The Embraced
{1996).

11. Beyond its cultural role, the incest taboo constitutes one of the primary fan-
tasies in psychoanalysis and is thereby integral to the construction of our fantasy
space. For an introduction to the relation of fantasy and sexuality, see Laplanche
and Pontalis.

12. For an excellent account of the role of the Virgin Mother in Western calture
that thematizes as well as performs the semiotic/symbolic split, see Kristeva,

13. In my reading, however, | noticed that the authors of NC-17 fics and hust-
comfort seemed to be, on the whole, slightly older than some of the other writers.

14. In the on-line culture, examples of this include the help that writers give one
another as so-called beta readers, the writing of fanfics as presents or to cheer up
another member of the community, as well as the deep emotional friendships many
writers create on and off lists.




