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Introduction


Whedon is the producer for five television
shows: Buffy the Vampire Slayer, Angel, Firefly, Dollhouse, and
Agents of S.H.I.E.L.D. (For each of these he wrote some of the
episodes, especially pilots and season finales). He went on to
write Doctor Horrible, Cabin in the Woods, and the stunningly
popular Avengers movie. One critic calls him “the director who
brought his own built-in cult fanbase to an even larger fanbase and
united the two to produce the third-most profitable movie of all
time” (Romano). But he’s written far more than that in popular
franchises.

Whedon was a sitcom episode writer for
Roseanne in its second season and Parenthood in its first. His
movie treatments were mostly a compromise of one sort or another –
he wrote, as he explained it, 90% of the dialogue for Speed, but
didn’t create the characters or envision the stunts. Toy Story was
a similar experience, though there he got screen credit (and he
added the dinosaur character). As he adds, “I did a little work on
The Quick and the Dead for Sam Raimi just so I could meet Sam
Raimi. I did a little work on the ending of Hulk just so I could
meet Ang Lee. My very first job was writing additional dialogue for
The Getaway, with Alec Baldwin. It was very instructive”
(Stern).

The original 1992 Buffy the Vampire Slayer
movie was his script…though it was adapted far beyond his wishes.
Whedon considers movie Buffy a less-formed version of his concept,
noting, “I finally sat down and had written it and somebody had
made it into a movie, and I felt like – well, that’s not quite her.
It’s a start, but it’s not quite the girl” (Ervin-Gore).


A 3rd-generation sitcom writer (his earliest
post-college job was turning out teleplays for the Nielsen
juggernaut “Roseanne”), Whedon immediately demonstrated a highly
marketable faculty for resonant comic storytelling, one by turns
edgy and disarming. He soon evolved into one of Hollywood’s most
sought-after script doctors, earning alluring sums to cure
expensive projects like “Speed” (1994), “Toy Story” (1995) and
“Twister” (1996) – but was often denied screen credit for his
considerable labours. (Kozak)


Serenity, Doctor Horrible, Cabin in the Woods
(co-written), and Much Ado About Nothing (adapted) by contrast were
completely his…so was The Avengers, which admittedly was part of a
much larger series. Whedon has experience with this type of work,
as he wrote an arc of X-Men comics and an arc for Runaways (both
Marvel projects that incorporated the Avengers, Fantastic Four, and
other shared-universe superheroes).

Other projects include the Buffy, Angel, and
Firefly continuation comics, which he supervises and plans the
series arcs for, and occasionally writes. In the DVD commentary of
“Earshot,” Jane Espenson says that “In general, if a line’s really
good, it tends to be [Joss’s]. It’s remarkable how many times the
writers get complimented on a line and it turns out to be one of
Joss’s.” “Buffy Season Eight” as it’s called is 40 episode comic
book series written by Whedon, Espenson, and their team, collected
in eight volumes. The new format allows different artistic
techniques, with giant special effects, comic cutaways, thoughts,
and more. Whedon has declared Season Eight “canon in the Buffy
world.” As he puts it, “I understand it that way ‘cause I’M WRITING
IT” (“Joss to Never Learn...”). Whedon personally wrote the first
arc, The Long Way Home (also released as a motion comic DVD in July
2010). He plotted the season, as he did with the television series,
and wrote the ending.

He also edited and wrote Tales of the Slayers
and Tales of the Vampires, and wrote a comic of a slayer hundreds
of years in the future, called Fray. The Buffy comic “The Origin”
retells his original Buffy movie script and guides it into Buffy
canon. He also did a Sugarshock comic, a Stan Lee Meets Spider-Man
comic, a Comic-Con Documentary, and the Doctor Horrible
“Commentary! The Musical” – a delightful parody in itself. A list
of all these projects is available in the Appendix.

Obviously several questions came up during my
research: What is a Whedon product and what is pop culture.
Certainly some items like Doctor Horrible, written and directed by
Whedon, count. Other things however are murkier. In interviews,
Whedon mentioned playing script doctor for Waterworld, which he
viewed as a disaster, and for X-Men, for which he felt barely
involved. He directed episodes of The Office and Glee, but
deliberately kept his own art out of their existing franchises. In
his work as script doctor, there’s generally clever dialogue but
only minimal pop culture references, as he tried to keep the
original writers’ style. Of course, there are Whedon moments
throughout. One critic writes: “A third generation TV writer, he
often does that very TV writer-ly thing where every character, no
matter their age, education, or planet or origin, quips with the
wry self-awareness of a pop-culture savvy teenager. Roseanne is no
exception: The Conners’ pop culture IQ jumps a distinct ten points
when Whedon writes them” (Joseph).

He’s named some comics canon and others not –
for that matter, he wrote a few of the comics, but has many
episodes on his five shows he did not write (though he produced
them and likely did an edit). He had no real involvement with the
novels, which he says he never had time to read (Robinson 33) or
the earlier tie-in Buffy and Angel comics…except for the few he
wrote or edited: Long Night’s Journey, Tales of the Slayers and
Tales of the Vampires, along with Fray. Likewise, some comics were
written by Whedon’s core scriptwriters, as Doug Petrie wrote Ring
of Fire, Double Cross, and Bad Dog, while Jane Espenson wrote
comics Haunted, Jonathan, and Reunion, as well as two Tales of the
Slayer prose shorts (“Again, Sunnydale” and “Two Teenage Girls at
the Mall”).

While there’s an enormous collection of
commentary books, with which Whedon is unconnected, he gave
interviews for a number of them. More importantly, he wrote and
edited the visual companions for Firefly, Serenity, and Cabin in
the Woods. He also provided many DVD commentaries on episodes and
movies he wrote. As Whedon notes, “Oh my God it just doesn’t stop.
I have so many ideas that it’s scary. If I had none it would be
scary. But right now it’s just a question of which ones I get to
tell” (Epstein).

In the end I chose to include Things Whedon
Wrote (episodes and comics, including in other people’s franchises
from Roseanne to Runaways), Things Whedon Produced (all the
episodes of his five shows), Things Whedon Wrote and Produced
(obviously) and Things Whedon Declared are heavily his work or
overseen by him (Speed, Toy Story, Buffy Seasons Eight and Nine,
Angel: After the Fall).

On the pop culture front, Whedon quips about
the references in Buffy:


Our hardest work is to figure out the story.
Getting the jokes in isn’t a problem. We wanted to make that sort
of short-attention-span, The Simpsons,
cull-from-every-genre-all-the-time thing. “You know, if we take
this moment from Nosferatu, and this moment from Pretty In Pink,
that’ll make this possible. A little Jane Eyre in there, and then a
little Lethal Weapon 4. Not 3, but 4. And I think this’ll work.”
(Robinson)


Because Buffy ran the longest and is the most
allusion-centric show, its characters lead in the reference-making.
Buffy of course makes the most references (799 total), then Xander
(the comic book and movie fan with 689) then Willow (399) and Spike
(240 on Buffy, though he misses several seasons). At 134, Andrew’s
speech is peppered with allusions, but he only appears in two
seasons, plus the comics (Dial-Driver and Stallings 157). Whedon
loved the genre-straddling aspect of the show, noting, “With Buffy
we’ll do French farce one week and Medea the next week” (Longworth
55). Angel as paranormal detective hero fiction and Firefly as
science-fiction-western (all with kung-fu elements) are also known
for blending styles.


Joss Whedon has proven to Hollywood that it
isn’t impossible to mix action, comedy, drama, and horror and still
have a compelling hour-long show…in fact, one of the most
compelling hours on television. Critics falls all over themselves
naming it [Buffy] one of the best shows on the air (Golden Holder
and DeCandido v).


Whedon’s involvement in each episode of Buffy
could be argued, as he oversaw the big picture and tinkered with
scripts but only wrote occasional episodes (22 in fact). Whedon
created 647 references out of about 3000 for the series in his
personally-written Buffy episodes (Dial-Driver and Stallings 156).
Head comments, “Everything has to go through Joss. When he puts his
changes on the script it just…it puts a shine on it” (Holder,
Marionette, and Hart 274). However, the other Buffy writers used
his allusion-heavy style. Jane Espenson wrote 23 episodes
(officially speaking, according to Imdb) and created 758
references. Marti Noxon wrote 23 as well, with 729 references.
David Fury and Douglas Petrie, with 17 episodes each, each
contributed 12 percent of the total references (Dial-Driver and
Stallings 156). Those writing the Buffy and Angel comics continued
this tradition.

Defining pop culture was just as tricky. Most
references fell cleanly into categories. I didn’t include
references in the Buffyverse to previous events in the Buffyverse –
every show has them and they can be taken as a given. Besides,
there are thousands. I could have spent an entire book listing
Buffy’s quips (though that book already exists) or listing the
times they play with, subvert, or acknowledge tricks with language.
I ended up with the obvious ones – television references, movies,
actors, books, bands, songs, games, and many many superheroes.

Most of his projects contain deliberate nods
to other projects – Echo notes that Summer Glau’s Dollhouse
character could kill her with her brain and the lab of Cabin in the
Woods resembles the Initiative. The Avengers’ shwarma is a nod to
Xander, whose actor was chosen because of this wonder-food. There
are subtler ones too – freshman Buffy, called in a flashback of
“Belonging part 2,” wears daisies all over, just like Hero in Much
Ado About Nothing. Literally hundreds of shows and movies reference
Buffy, or occasionally other Whedon shows, as the characters of
Community scheme to bring Firefly back with extreme measures or
Lisa Simpson is chosen to slay the forces of darkness.

Whedon also has many parallel characters –
the Chosen One teens, the warrior women, the manly men who yet are
subverted, the sympathetic fatherly mentors. Rather than compare
Zoe and Black Widow, or Kitty Pryde, Fray, Echo, and Buffy, I
divided characters into archetypes, comparing all within the
“female tech genius” or “madwoman” trope.

Episodes are identified by letter and then
episode number: Buffy’s “Becoming part 2” is B2.22. The Buffy
comics are included – B8.7 indicates the seventh comic book in the
Buffy Season Eight series.

Agents of S.H.I.E.L.D. AS

Angel A

Buffy B (B8 and B9 are the comic series
following the show)

Dollhouse D

Firefly F

Movies by name

Roseanne and Parenthood by episode name

Other comics, including Angel: After the Fall
and Angel & Faith are by name.


In each category Buffy references are listed
then Angel then the others, as there are far more Buffy and Angel
than the other categories. TV references include Power Rangers,
Knight Rider, The [British] Avengers, James Bond, and other
action-adventure heroes who battle evil. Buffy compares herself to
female fighters Vampirella and Kitty Pryde (Whedon actually based
her off the latter).


People always say I write a lot of pop
culture references. Can somebody please count the pop culture
references in Firefly? Because I don’t know how to put this to you,
but there was one. I referenced The Beatles in the pilot. Now
people are saying, “Oh, now The Avengers is going to make a lot of
pop culture references.” They’re not going to make none, but you
can bury yourself in that stuff if you want anything to be remotely
timeless. (Rogers)


Firefly has a few pop culture references, but
only a few. “The Beatles, I’m sorry, that’s Shakespeare. So that
survives,” Whedon says (the pilot has a “Cry Baby Cry” reference).
“The reality is, most of the things that we think of as really
important will have – myself included – will have disappeared into
the dust long, long before these guys ever see the light of day”
(Havens 138).







Part I: Fannish Nods and Self-Reference

 Bending the Fourth Wall

Many shows break the fourth wall as
characters speak to the audience or watch videotapes and spy
cameras. Whedon’s works take that to extremes with the self-aware
Buffy musical or “Normal Again” (B6.17). Considering his own work,
Whedon thinks that “Objects in Space” (F1.14) “describes the walls”
rather than breaking them. He considers the episode “Spin the
Bottle” or the line “Dawn’s in trouble…must be Tuesday” far more
wall-shattering (Firefly: The Official Visual Companion II:9). He’s
known for unusual episodes from documentaries to puppets. Lorne
speaks to the audience, Cordelia and Andrew make videos and speak
toward the camera. There are jokes with the credits, magical
retcons, and stories that question the very nature of memory and
flashback. Other characters take it upon themselves to rewrite
their own stories and prophecies. They’re aware they’re trapped in
classic horror setups or hero-quests, and they discuss the nature
of genre even while subverting it.


 Calling Attention to Being
Fictional


WASH: Psychic, though? That sounds like
something out of science fiction.

ZOE: We live in a spaceship, dear.

WASH: So? (“Objects in Space,” F1.14)


* “The Puppet Show” (B1.9) features a show
within the show – a way of reminding viewers they’re already
watching fiction. When the curtain lifts, Buffy is holding Sid,
Willow carries an axe, and there’s a dead demon under the
guillotine. Snyder asks: “I don’t get it. Is it avant-garde?”

* The opera of “Nightmares” (B1.10) and play
of “Restless” (B4.22) are moments when Willow must act. She even
loses her fourth season “costume.”

* Giles rehearses a conversation with Jenny,
and Buffy critiques him, and then offers to write his lines. (“Some
Assembly Required,” B2.2)

* Giles and Oz sing and play guitar for
audiences.

* Oz asks Willow if she’s ever had the dream
“Where you’re in a play, and you’re right in the middle of it and
you kinda don’t know your lines and you kinda don’t know the plot?”
(“Amends,” A3.10). As characters compare themselves to television,
theater, and dreams, they once again remind us they’re not
real.

* In “Doppelgangland” (B3.16), Willow
pretends to be her vampire self.

* The Mayor says: “No, it’s okay, folks. It’s
all right. The show’s not over, but there will be a short
intermission. Don’t want to miss the second act. All kinds of
excitement!” (“Graduation Day, part 2,” B3.22).

* Buffy calls her dream “vivid. Really vivid.
Three dimensional, Sensurround, the hills are alive...” in “Beauty
and the Beasts” (B3.4). She uses similar description of her Angel
dream in “Reptile Boy” (B2.5).

* Spike says he’s “leaving you swabs to your
dramatics, thanks. I’ve got my stories on the telly for that”
(“Goodbye Iowa,” B4.14). He calls the Scoobies’ Initiative invasion
“Must see TV” in “Primeval” (B4.21).

* Buffy asks Dracula: “Don’t you ever watch
your movies? You always come back” (“Buffy vs Dracula” B5.1).

* Willow asks, “Am I late? Did I miss any
exposition?” (“Family,” B5.6).

* In “Intervention” (B5.18), Buffy plays at
being the Buffybot.

* In the musical, as Buffy wants “something
to sing about” or turns to the audience and adds, “You can sing
along,” the fourth wall shatters. Willow has the delightful song
line, “I think this line’s mostly filler.” More intriguingly, Anya
highlights all this when she notes, “It’s like there were three
walls but not a fourth.”

* With the invisibility ray, Andrew wants
something “More ILM, less [director] Ed Wood” because Industrial
Light and Magic does flashier displays (“Gone,” B6.11.). In the
same episode, Buffy notes of herself, “Okay, not the most clever ad
lib, but come on! Points for spontaneity.”

* “Welcome to today’s episode of “Go Money
Go!” I hear it daily,” Xander says (“Doublemeat Palace,”
B6.12).

* “Normal Again” (B6.17) questions every
aspect of the Buffyverse including its very existence. “This
capacity for the show to unsettle is made abundantly clear in the
one truly Realist episode of Buffy’s seven seasons. In ‘Normal
Again’ (6.17), the entire foundation of the series is undermined”
(McAvan 94). Whedon notes:


How important it is in the scheme of the
“Buffy” narrative is really up to the person watching. If they
decide that the entire thing is all playing out in some crazy
person’s head, well the joke of the thing to us was it is, and that
crazy person is me. It was kind of the ultimate postmodern look at
the concept of a writer writing a show, which is not the sort of
thing we usually do on the show. The show had merit in itself
because it did raise the question, “How can you live in this world
and be sane?” But at the same time the idea amused me very much and
we played on it a little bit, “How come her little sister is taller
than her?” “What was Adam’s plan?” We played on the crazy things we
came up with time and time again, to make this fantasy show work
and called them into question the way any normal person would. But
ultimately the entire series takes place in the mind of a lunatic
locked up somewhere in Los Angeles, if that’s what the viewer
wants. Personally, I think it really happened. (“10 Questions
for…Joss Whedon”)


* “I was gonna eat you myself during the
commercial, but now I think it’ll be more fun to let the Slayer
de-gut you,” a demon tells Warren in “Villains” (B6.20).

* Spike says, “Here we are now. Entertain us”
(“Two to Go,” B6.21).

* Spike notes: “I get it. The joke’s on me.
Lots of laughs. Yeah. Hey, bring the wife and kiddies. Come see the
show. ‘Cause it’s gonna be a circus. This...just the beginning,
love. A warm-up act. The real headliner’s coming, and when that
band hits the stage, all of this...All this...will come tumbling in
death and screaming, horror and bloodshed. From beneath you, it
devours” (“Beneath You” B7.2).

* Anya’s flashback in “Selfless” (B7.5) is
filmed like a grainy movie.

* “Conversations with Dead People” (B7.7) has
a title card.

* Season seven was intended to go “back to
the beginning.” Buffy thus greets Rona by saying “Welcome to the
Hellmouth,” which is the title of the first episode (“Showtime,”
B7.11).

* When Faith returns, Andrew uses movie
trailer music and a voiceover to catch viewers up on her
backstory.

* In the opening shot of “Storyteller”
(B7.16), Andrew looks into the camera and says, “Oh, hello there,
gentle viewer.” Buffy protests in the episode that he acts as if
everyone in life is “just following a script.”

* In Buffy season eight, she and Angel reach
another reality. “As Buffy and Angel argue in a blank space…she can
peel back the white space like tearing paper” and look through to
our world. (Stanley 263).

* “Fancy a bit of exposition?” Spike asks
Buffy (Last Gleaming, B8.8).

* TUMBLE: We know you’re a slayer. BUFFY:
Everyone knows I’m a Slayer. I was on T.V. (Freefall, B9.1)

* In the first episode, a talent agent gives
Angel his card and says Angel would make a wonderful actor.

* Cordelia tells Doyle they have time for a
cappuccino and, probably, the director’s cut of Titanic while the
Buffy and Angel Show runs its accustomed lengthy and dramatic
course in “I Will Remember You” (A1.8).

* “Hero” (A1.9) ends with a clip from Doyle’s
commercial, when he poignantly asks the camera, “Is that it? Am I
done?”


ANGEL: What did you find out?

CORDY: First off, I hate following
detail.

…

ANGEL: Not like in the movies, is it?

CORDY: No! But fortunately I am. (Flips the
screen out on the camcorder she is holding) (“The Prodigal,”
A1.15)


* In “Eternity” (A1.17), Rebecca Lowell
complains, “They think that I’m the character I play.” In the same
episode, Angelus says, “They always mistake me for the character I
play. Cordy asks: “Can I get another reading on that line,
please?”

* Lindsey listens to Darla on his speaker
phone sobbing about her “husband’s” death and notes, “Woman should
have her own series” (“Dear Boy,” A2.5).

* Doyle and Cordelia’s visions are a series
of flash-forwards driving the plot, once again reminding viewers
that the characters are also watching themselves. In one instance,
Cordelia is hit with a vision of herself being surrounded by
cyclopean demons – at the precise moment when she’s surrounded by
cyclopean demons. “That was helpful!” she yells towards the
ceiling, self-aware and critical of her visions.

* From season two on, characters perform
karaoke for Lorne. He sings as well, and by season five, he’s
become a force in the entertainment industry.

* Several characters parody each other: “War
Zone” (A1.20) pans up a man’s black coat to reveal Gunn. “You were
expecting someone else?” he asks. Wesley pretends to be Angel in
“Guise will be Guise” (A2.6). Angel does an impression of Kate,
noting, “I’m a cop - with a mission to protect the innocent and
rain on everybody’s parade and obsessed about my father’s death and
bother people who are about to steal things!” (“The Shroud of
Rahmon,” A2.8). Wesley and Cordelia act out Buffy and Angel to show
Fred the drama she’s missed (“Fredless,” A3.5). Lilah performs a
caricature of Fred, saying in a Southern accent, “I’m good and pure
and science turns me on, and-and one day if I pray hard enough and
eat all my vegetables, I just might just have hips” in “Apocalypse,
Nowish” (A4.7).

* Lorne says of Angel: “Hey, how ‘bout that?
A performer. Why don’t we just call him ‘Angel, The Vampire with
Soul’?” (“Judgment,” A2.1).

* Angel dreams he’s dancing with Darla in
Caritas as the Host cries, “Somebody get these two love-vamps a
room!” (“First Impressions,” A2.3). His watching is stressed as the
performance actually happens in Angel’s head, right after he does
karaoke.

* In “Dead End” (A2.18), Lilah notes to
Lindsey, “I guess they like you, they really really like you,”
referencing Sally Field’s 1984 Oscar acceptance speech, now
something of a cliché.

* Cordelia makes a sunscreen commercial in
“Belonging” (A2.19)


CORDY: Where I come from, who I really am -
is so far from being a princess, you have no idea. I’m an
actress.

GROO: I do not know this word.

CORDY: Actress? It means - when I’m finally
lucky enough to get the gig, other people tell me what to do, where
to stand, how to move, what to say...

GROO: You are the concubine of your
village.

CORDY: Felt like one sometimes. Last job I
had you should have seen the horrible thing they made me wear! It
was this tiny, skimpy, exploitative...(Looks down at her present,
skimpy outfit) Uh, nothing like this! (“Through the Looking Glass,”
A2.21).


* ROGER BURKLE: [after a monster appears]
Tell me that’s something from the movies? CORDELIA: No, that’s
something that’s gonna kill us. (“Fredless,” A3.5)

* Angel insists: “This isn’t a demo, this is
real!” (“Billy,” A3.6).

* LINWOOD: All that Sturm and Drang about
Angel running out on them? Just a performance. LILAH: He did a good
job. Who knew Angel had the acting chops? (“Dad,” A3.10)

* Cordelia’s fictitious show allows her
actress to address the audience. She says to the camera: “I’d just
like to say thank you. You believed in me when no one else would.
Even in my darkest hours, you were there for me, and that means
more to me than you’ll ever know. I guess what I’m really trying to
say is, ‘I love you.’ To all my fans, this is for you!”
(“Birthday,” A3.11).

* “Waiting in the Wings” (A3.13) is a heavy
performance episode like the Buffy musical: they all put on
“costumes” then Angel and Cordelia are taken over by other
characters. Gunn does a sappy death scene, and (in a cut scene)
Wesley imagines himself doing ballet with Fred.

* Groo defeats a monster to the crowd’s
acclaim in “Couplet” (A3.14).

* A comic book salesman in “Supersymmetry”
(A4.5) tells Angel, “There are whole forums on you in chat rooms,
man! Who knew you actually, like, existed?!”

* Lorne comments after the commercial break,
“Well those were some exciting products, am I right? Let’s all
think about buying some of those” (“Spin the Bottle,” A4.6).

* Cordelia describes reliving Angelus’s
horrors “in virtual wide-screen” in “Awakening” (A4.10).

* Angelus tells Faith, as they watch his
past, “I love this episode!” (“Orpheus,” A4.15).

* Gunn says, “Time for the big fight scene”
in “Peace Out” (A4.21).

* In “Conviction” (A5.1), Angel’s rescue is
suddenly turned into a publicity stunt and he must pose for photos.
This happens to him repeatedly after saving LA in the comics.

* ANGEL: You like to make an entrance. EVE:
You always open both doors when you enter a room? (“Conviction,”
A5.1)

* Lorne stares into a makeup mirror in his
office in “Life of the Party” (A5.5). He, as the green character,
probably spends the most time in the makeup chair.

* News Corp, mentioned in “In Harm’s Way”
(A5.9) is the parent company of Twentieth Century Fox Television,
which produces Angel.

* Angel tells Lindsey: “I’ve seen your tough
act before, squirt. First time we ever met, you put on a show.
Huffing and puffing, telling me I couldn’t lay a hand on your
scumbag client” (“You’re Welcome,” A5.12).

* Cordelia watches the commercial she made
with Doyle in “You’re Welcome” (A5.12).

* “Screw entertainment,” says the head puppet
on “Smile Time” (A5.14).


KNOX: Showtime.

SPIKE (O.S.): Any seats left?

Knox and Illyria turn quickly to see that
Angel, Spike, and Wesley are standing behind them.

ANGEL: If not, we could just stand in the
back. (“Shells,” A5.16).


* In “Power Play” (A5.21), Lorne says, “I
smell Oscar” of Angel’s double-dealing.

* Lorne ends his time on Angel with the words
“Good night, folks” (“Why We Fight,” A5.22).

* Lindsey comments: “Here’s the plot twist –
I’m in” (“Not Fade Away,” A5.22).


LORNE: I’m telling you, our fearless leader
has fearlessly lost it. There’s no part of this that makes any
sense. We could be next.

GUNN: I don’t think we’re being monitored
here.

LORNE: I’m not playing to the crowd, Gunn. I
tell you, I still don’t trust the man. (“Not Fade Away,” A5.22)


* “Does fate ever ring a bell when a certain
two young people are brought together? Perhaps not, but surely an
author may,” Jane Espenson writes in Tales of the Slayers.

* “That was definitely my Emmy Clip” Cordy
says after making a commercial. She complains that the visions are
interfering with her acting method (Long Night’s Journey).

* In the Spike comic, Team Spike attend the
show Cirque de no Slay, which shows Slayers in a bad light,
foreshadowing Buffy season eight. With plastic spikes, shirts, and
much more, merchandising is running amok, with dark magic
knick-knacks in the shops.

* Writer Brian Lynch says in his forward for
Angel: After the Fall, that Betta George is an audience surrogate.
“He’s supposed to be the most normal character. Because I know that
if you have a talking fish hanging out with everyone’s favorite
characters, people are going to not like him immediately. Because
he could be Jar Jar very easily. So I try to make him the nicest,
most normal character, and the one who would react like the
audience would react.”

* A bystander says, “I heard vampires can’t
show up in pictures, so maybe the one we see on TV is just an actor
hired to play Angel” (Angel: Immortality for Dummies).

* Angel’s epic battle to drag L.A. out of
hell is quickly adapted into a movie. As Angel notes, “Los Angeles
went to hell. Every third person in Los Angeles is a screenwriter.
Sooner or later, someone was going to write a movie about what
happened. They could have gotten one fact correct. Just one.” Of
course, Last Angel in Hell gets everything wrong – LAPD Detective
Angel Cartwright (played by Nicholas Cage) and his partner Wesley
are the stars. Spike is Angel’s hot female love interest, Betta
George is a dog, Fred wears an ILYRIA armored suit, Gunn can turn
into a dragon. “Overlorne” is the villain. With guns and a nuke,
Angel manages to save the city and get the girl. The new
catchphrase is “Let’s go the f#@k to work.”

* In In Perfect Harmony, a fan asks Harmony
to sign his DVD of In Perfect Harmony


FAITH: Okay, I missed an episode. These guys
are selling juice that grows back people’s arms?

…

ANGEL: I’ve seen Mohra blood bring a dead
body to life. Mine.

FAITH: I missed a whole damn season. (Angel
and Faith 4)


* In Spike and Faith, Faith says, “I’m gonna
get this McGuffin and use it to save Angel and Giles.”

* River speaks in Badger’s accent in
“Shindig” (F1.4), playing at being him.

* At the end of the first R. Tam session,
River presses her face against the camera and whispers, “I can see
you.”

* “Everybody plays each other. That’s all
anybody ever does. We play parts,” Saffron says (“Our Mrs.
Reynolds,” F1.6). Her actress, Christina Hendricks describes her,
saying, “I decided that Saffron is so good at what she does, and
she does it so often, that she has to almost convince herself. So I
never tried to play the secret – I just tried to play what was
happening at that moment because I think she believes it” (Firefly:
The Official Visual Companion I:165).

* Inara is a performer as much as Lorne, to
the point where her councilor friend tells her there’s “no need for
the show” (“War Stories,” F1.10).

* In something of a fourth wall reversal,
when the show was canceled, Alan Tudyk sent Whedon the red button
from “Out of Gas” (F1.8) with a note saying, “When your miracle
gets here, call us back” (Firefly: The Official Visual Companion
II:54). They reunited for Serenity.

* Serenity breaks the fourth wall and
emphasizes it as the movie opens with a movie inside a movie inside
a movie. River begins the Serenity movie noting “People don’t like
to be meddled with … we’re in their homes, and in their heads.”
This is true on many literal levels.

* “Can’t Stop the Signal” is not only the
campaign to continue showings, it’s also the main storyline:


The plot itself hinges on a buried video that
implicated the Alliance in the death of millions. The crew of
Serenity, with the help of a hacker called Mr. Universe (David
Krumholtz), use that same media to “broadwave” that video to the
entire galaxy, undermining what he calls the “puppet theater the
Parliament’s jesters foist on the somnambulant public” (Serenity)
and, it is implied, also weakening the Alliance government itself.
(Giannini)


* Dollhouse has a few breaks with the fourth
wall, as viewers watch DeWitt and Echo speak on camera, or spy on
Melly through her hidden camera setup. Adelle and Caroline speak
directly to the screen at times. Further, the realistic interviews
with the “Man on the Street” (D1.6) about the Dollhouse certainly
play with the audience. One professor notes:


Forget morality, imagine it’s true, right.
Imagine this technology being used. Now imagine it being used on
you. Everything you believe, gone. Everyone you love, strangers,
maybe enemies. Every part of you that makes you more than a walking
cluster of neurons, Dissolved at someone else’s whim. If that
technology exists, It’ll be used. It’ll be abused. It’ll be global.
And we will be over. As a species we will cease to matter. I don’t
know. Maybe we should.


* As the dolls switch roles each week at the
behest of their programmers, they’re much like actors themselves,
subject to producers’ whims. They also play each other, as Victor
is imprinted with Topher, and so on.

* Topher asks Boyd of Echo: “Oh my God. Are
you nervous? Opening night jitters? Your little girl out there on
the big stage?” in “Stage Fright” (D1.3). She in turn plays a
disillusioned performer.

* “The use of televisions and cameras as
symbols of the constant presence of broadcast technology in the
lives of the characters of Dollhouse is intense throughout both
seasons of the series” (Tresca 417). Alpha leaks a video to send
Ballard looking for Echo, and then he sees her on the news in “True
Believer” (D1.5). Video footage helps them bring down Rossum in
“The Hollow Men” (D2.12) then restore the world in “Epitaph 2”
(D2.13).


Dollhouse, on the other hand, offers numerous
examples of media images, from the vox pop interviews of “Man on
the Street” (1.6) (which give the appearance of a news report, but
were in fact commissioned by Rossum), the “video yearbook”
interview of Caroline Farrell that is sent by former active Alpha
(Alan Tudyk) to Paul Ballard at the FBI (“Ghost,” 1.1), and the
video “taps” placed in Paul Ballard’s apartment that allowed the
Dollhouse to monitor him (“Man on the Street,” 1.6) (and were later
used to trigger the sleeper protocol in the Active named November,
to kill him [“The Hollow Men,” 2.12]). While Caroline’s initial
plan to bring down Rossum included videotaping their instances of
animal cruelty and posting it online (“Echoes,” 1.7), that plan
ends with her boyfriend Leo (Josh Cooke) dead and Caroline on the
run; the tape itself is lost in the escape. Unlike Serenity, media
in Dollhouse offers no real outlet to fight against corporate
control because media is corporately controlled. (Giannini)


* In “The Attic” (D2.10), someone asks about
what year it is. Echo replies: “2010, I think. I don’t know how
long we’ve been off the air.”

* “The Dollhouse deals in fantasy. That is
their business, but that is not their purpose,” characters say
several times. The business of television is to deal in fantasy but
not just entertain – Whedon is trying to provoke thought about his
series as well.

* In “Eye Spy” (AS1.4) the team hacks into a
spy camera and finds they’re watching themselves.

* In “The Hub” (AS1.7), Simmons does an
appalling job of “acting natural.” Through the series, characters
try false accents and do impressions of each other, emphasizing
that they’re actors. It’s finally revealed that Ward has been
playing a role, as have the Clairvoyant and H.Y.D.R.A.

* Clips from Captain America: The Winter
Soldier appear in “Turn Turn Turn” and “Providence”
(AS1.17-18).

* The team mocks Kitty’s terrible acting in
X-Men: Unstoppable.

* Nico says “the show must go on,”
referencing the fact that their story must unfold as it did before
in Runaways.

* In Tales of the Slayers, Fray discovers a
library of old watcher’s diaries and reads the very stories her
readers are reading.


Jayne discovers he has become a hero to the
people of Canton, because they have grossly misinterpreted his past
actions. But even when the truth comes out, the legend survives. As
Mal puts it, ‘Ain’t about you, Jayne. It’s about what they need.’
Jayne’s legend is important to the Mudders, despite its exposure,
because it gives them hope. (Magill 74)


* Speed’s villain watches everyone on his TV
screens. After remotely killing a hostage, then seeing it onscreen,
Payne smirks, “Interactive TV, Jack! Wave of the future!”

* Much Ado About Nothing constantly reflects
the actors in mirrors or through windows. Whedon notes, “They are
constantly monitored and watched…the movie is really so much about
people’s perceptions of each other” (Much Ado About Nothing
Commentary). Whedon describes filming Much Ado About Nothing with
attention to cameras, saying:


One of the things we added is that he has
what I refer to as a court photographer, who’s always just there,
taking pictures, because everything in the play is a big event, and
very important people are always having their pictures taken during
big events. But also, the way she’s looking at everyone, and the
way we’re looking at everyone – which is very often through glass
or in a reflection or distorted – and the way they’re all looking
at each other and not really seeing each other is very much kind of
the point of the thing. (Tavi)


* Speaking like a movie producer, the
Director calls, “Story department – you copy? We’ll need a scenario
adjustment” (Cabin in the Woods).

* “When Holden kisses Dana for the first
time, she says, ‘I don’t wanna, I mean, I never…’ She stops
mid-sentence not out of embarrassment at a lack of experience (the
final girl…is almost always virginal), but because the words are
wrong; they are not her own” (Giannini). She is an actor playing an
actor in the drama.

* Critic Gerry Canvan describes “The lyrics
of the REO Speedwagon song that plays over Dana’s beating and
apparent death at the climax of the Cabin plot, which repeatedly
invite us to “turn some pages” and “roll with the changes” if we’re
“tired of the same old story.”

* “While Scream attempted to subvert generic
conventions by pointing out the “rules” of horror films, as well as
allowing Sydney Prescott (Neve Campbell) to undermine the cliché
that sex equals death within the context of the genre, Cabin peels
back all the layers to expose not just redundancy, but the lack of
narrative cohesion and characterization required to make the plots
of these films work” (Giannini).


STARK: He had to conquer his greed, but he
knows he has to take us out to win, right? That’s what he wants. He
wants to beat us, he wants to be seen doing it. He wants an
audience.

ROGERS: Right. I caught his act in
Stuttgart.

STARK: Yeah. That’s just previews, this
is...this is opening night. And Loki, he’s a full-tail diva. He
wants flowers, he wants parades … (Avengers)


* “The Beginning of the End” (AS1.22),
“Uprising” and “Turn, Turn, Turn,” all feature John Garrett’s title
drops.

* “I turn into a diamond sometimes. Are we
really gonna discuss impossibility?” asks Emma Frost, pointing out
the problem with poking holes in the superhero franchise (X-Men:
Dangerous).

* Whedon explores his role as one of many
creators in the X-Men franchise through use of flashback:


In order to graphically represent Kitty’s
encounter with her past self, Cassaday renders classic scenes from
Uncanny X-Men in ghost-like transparency amidst the corridors of
the present day, empty school. Though the past, in terms of
history, provides the basis for and “cause” of the present, memory
works in reverse. Memory superimposes the past on the
present…Whedon’s conceit concerning memory as a palimpsest of the
past atop the present (as the antithesis of history) serves to
represent a current comic book writer’s, Whedon’s, relationship to
that comic book’s pre-existing continuity. (Tony)


* The Director mentions “Eight minutes to
sunrise” when describing the gods destroying the earth in Cabin in
the Woods. At this point, there are eight minutes left until the
lights come up in the movie theater.

* The movie, along with its parodies of
endless horror tropes, comments on horror fans. Whedon explains,
“It’s really a comment on the dark side of the psyche and our
society. We do have a need, which I, and everyone else, have always
failed to explain, to see these horror things. We have a need in us
to delight in the terror of monsters and people in trouble. But
then society has dictated more and more specifically that it be
young people punished for drugs and sex, and that that is the theme
of the classic American horror movie now, and I’m not necessarily
on board with that” (Cabin Visual Companion 42).

* In Sugarshock! Dandelion directly addresses
the reader, pointing out that they must wait for their free comic
while someone else does all the work.

* “Don’t spoil the ending!” Gil quips as his
mother predicts suffering for his sick kids in Parenthood’s “The
Plague.”

* In Parenthood‘s “Small Surprises,” Tod and
Julie make pizza. He calls it “kind of an improv thing.”

* In Twister the last line is “You know what,
I think we’ve seen enough!”

* Monk’s heroics are caught by news choppers
while the terrorists watch the news in Suspension.

* Whedon wrote some spec scripts and a pilot
about rival film reviewers on a Siskel & Ebert-type show (1992)
and for Cheap Shots, a show about people making low-budget horror
films at a B-movie company (Hontz and Petrikin).

* Three versions of Steve Rennitz, a comic
book retailer, debate the purpose of comic books in Stan Lee Meets
the Amazing Spider-Man, as one comes from a dimension of
surprisingly realistic fictional heroes. He insists, “They’re
heroes. The whole point is, they’re not us. It’s fantasy.” Another
says “it’s a veritable gallimaufry of me,” with a word that means a
sort of jumbled anthology. This story, of course, appears in a
jumbled anthology.

* Doctor Horrible’s every move is scripted
performance, in comparison with the shy Billy. He even works with a
vocal coach, explaining, “A lot of guys ignore the laugh, and
that’s about standards.” Critic Kendra Preston Leonard explains,
“He admits to performing masculinity through vocalization, although
needing to enhance his masculine performance with lessons from a
‘vocal coach’ also situates him as the stereotypical effeminate man
of musical theater” (277).

* Doctor Horrible appears to be talking to
the audience during his blogging sessions for his “fans.”

* Commentary the Musical shatters the fourth
wall, eagerly chatting about the actors and the commentary itself.
Jed Whedon notes that it’s like “breaking the ninth wall.”


The separate feature of “Commentary! The
Musical” provides songs that focus with musical humor on such
matters as the 2007 Writers’ Strike that gave birth to Dr.
Horrible, the dearth of Asian on-screen representation (“Nobody’s
Asian in the movies”), the distress of analysis (“pick it apart”),
the pull of sex vs. the aesthetic (“It’s not about [Nathan
Fillion]…It’s all about the Art”), opportunities for minor
characters to have major songs (“Ten Dollar Solo”), and more ways
to be aware of the nature of the construction – although “I don’t
discuss my process,” Felicia Day keeps repeating. (Wilcox “Breaking
the Ninth Wall”)


* Felicia Day compares herself to her
character, Penny:


When I first meet Hammer I stumble and
stammer

‘Cause that’s what it says to do in the
script

But whenever I would practice that was just
an act this

Is all so real – He’s so well equipped

Falling into Nathan’s eyes is easy

I don’t even realize he’s cheesy

‘Cause jeez he’s so great

Wait (“Art”)



Commentary and Easter Eggs

* It’s already a commentary, but when one
song is entirely about the song itself Jed Whedon notes that it’s
like “breaking the ninth wall.” It’s a musical commentary track on
commentaries, which comments more on itself than on the show:


Everyone loves these “Making-ofs”

The story behind the scenes

The way that we got that one cool shot

And what it all means

We’ll talk about the writing

We’ll probably say “It’s great!”

And the acting – So exciting

Except for Nate

…

It’s a film-maker’s journey

It’s a road to adventure

It’s a burst of fruit flavor

It’s a most uncommon commentary…

Commentary!


* In the commentary for “Objects in Space”
(F1.14), Joss yells at Book for interrupting Mal and Inara’s almost
kiss.

* On the DVD of Doctor Horrible’s Sing-Along
Blog, the League warns against using the DVD for non-evil purposes.
Ripping the DVD reveals a screen reading “You ripped our DVD? How
do you not fear us yet?” The DVD has “Wiccan” subtitles. In the
opening scenes, the mail slot functions as a false fourth wall.

* Sugarshock! has a contract with many
merchandising rights.


DANDELION: Loki’s Horns! What a shocking
betrayal.

ROBOT: No, it’s not.

DANDELION: It’s a shocking betrayal.

EDITOR’S NOTES: No it’s not.
(Sugarshock!)


 The
Credits

* There are several credits gags, as the
monster says, “Aw, I need a hug,” in “Becoming part 2” (B2.22), or
sings for the musical. It wears a Santa hat for “Amends” (B3.10)
then a graduation cap. It growls in “Chosen” (B7.22). In
“Storyteller” (B7.16), it sings Andrew’s line, “We are as gods!”
while Andrew says “Grrr, Argh!” in the episode.

* Paul Reubens dies in his over-the-top scene
over the Buffy movie end credits. Buffy, Willow, and Xander perform
Oedipus Rex in the credits in “The Puppet Show” (B1.9).

* Buffy quotes from the opening credits in
the first episode. In the last episode, she quotes them again and
rewrites them so she’s no longer “one girl in all the world.”

* Willow has “Nerf Herder” written in her
locker.

* When Buffy revives in “Prophecy Girl”
(B1.12) the theme tune plays.

* In “Who Are You” (B4.16) the credits read
“Eliza Dushku as Buffy.” In “Superstar” (B4.17) Jonathan fills the
credits. The musical episode also alters the credits.

* When Giles leaves town, Tara gives him a
small rubber monster and makes the “Grrr, Argh” noise (“Bargaining,
part 1,” B6.1).

* The end credits of “Judgment” (A2.1)
feature outtakes from Angel’s delivery of “Mandy,” and after the
“Grrr, Argh,” David Boreanaz says, “Thank you very much” while
impersonating Elvis. He does the same in “First Impressions”
(A2.3).

* The Doctor Horrible DVD’s F.B.I. warning is
replaced by an Evil League of Evil warning that “This video disk is
designated for Evil purposes only…”

* In Cabin in the Woods, “The camera pans
back to reveal an immense clockwork network of rotating gears –
exactly as it had before the start of the film to reveal the nearly
identical clockwork Lionsgate’s logo, visually suggesting that the
film’s own production apparatus may be a similarly monstrous blood
machine” (Canvan).

 Unusual Formats and Alt-Worlds

* “The Wish” (B3.9), “Birthday” (A3.12),
“Superstar” (B4.17) and “Normal Again” (B6.17) are alt-world.

* “Restless” (B4.22), “Soul Purpose” (A5.10),
“The Attic” (D2.10), and the short Buffy comic “Always Darkest” are
dream episodes with scattered, chaotic images. In “The Weight of
the World” (B5.21) Buffy retreats into her own mind. “After These
Messages” (in Buffy Season Eight) is another dream episode, in the
style of the undeveloped Buffy the Animated Series. Like
“Awakening” (A4.10) and “Orpheus” (A4.15), it feels like an
alt-world story, rather than the illogical poetry of dreams.
“Objects in Space” (F1.14) is similar and takes place largely in
River’s head.

* “Hush” (B4.10) is filmed mostly without
dialogue.

* “The Body” (B5.16) emphasizes the pain of
loss with its overexposed imagery and lack of music.

* “Once More with Feeling” (B6.7) is the
musical, with altered credits, extra length, and unusual form.

* “Selfless” (B7.5) is an episode of
flashbacks, as are “Belonging” (B2.22), “Fool for Love” (B5.7),
“Darla” (A2.7), “Lies My Parents Told Me” (B7.17), “Are You Now or
Have You Ever Been” (A2.2), “Why We Fight” (A5.13), and Firefly’s
“Out of Gas” (F1.8). Dollhouse contains several, including “Echoes”
(D1.7), “Omega” (D1.12), “Epitaph” (D1.13), “Belonging” (D2.4),
“The Left Hand” (D2.6), and “Getting Closer” (D2.11).

* “Waiting in the Wings” is ballet-driven,
with a cut ballet sequence (A3.13).

* “Spin the Bottle” (A4.6) is told through
Lorne’s frame.

* “Storyteller” (B7.16) is Andrew’s
documentary.

* “Smile Time” (A5.14) is “the one with the
puppets.”

* “The Girl in Question” (A5.20) is something
of a parody.

* In the comic Long Night’s Journey, Angel
retells scenes from his past including a Chinese epic and a noir
story.

* Whedon’s story in Tales of the Slayers is a
ballad-style poem, as is Lorne’s adventure in Angel: After the
Fall, First Night.

* The comic Crown Prince Syndrome and the
first Angel and Faith are partly told with letters and
journals.

* “Man on the Street” (D1.6) is in a
documentary style.

* “Epitaph” (D1.13) and “Epitaph Two” (D2.13)
introduce a radically different story from the original Dollhouse.
There are “flashforwards” like Cordelia’s visions, suggesting the
events yet to take place.

* The Shepherd’s Tale, a Serenity tie-in
comic, is told in reverse order, as the dying Book’s life flashes
before his eyes. Better Days shows everyone’s dreams for the
future.

* The “R. Tam Sessions” are series of jarring
short video clips released on the web.

* Doctor Horrible and its Commentary musical
are a new blending of genres, especially considering the show’s web
presentation, released act by act.

* Several Agents of S.H.I.E.L.D. episodes are
movie tie-ins.

* In Your Eyes is a romantic comedy in which
the actors are never in the same room or meet face to face until
the end.


Subverting Expectations


SPIKE: I thought I told you to piss off with
this bloody camera, yet here you are again with that thing in my
face. Would you sod off before I rip your throat out and eat
y...

ANDREW: Uh, Spike? The light was kind of
behind you.

SPIKE: Oh, right. Uh...What, is this better,
then? - I thought I told you to piss off with that bloody camera;
here you are again with that thing in my face. Would you sod off -?
(“Storyteller,” B7.16)


* Angel opens with a film noir narration.
Actually, it’s Angel drunkenly talking to a barfly.

* Serenity opens with a narration that turns
out to be a school lesson that turns out to be a hallucination. As
River is rescued, which is actually security footage being played
back, the viewers are caught in shifting realities.

* Some of Whedon’s favorite tropes –
genre-blending, sudden main character deaths, and the innocent
young woman as monster – all follow this pattern.

* In Cabin in the Woods, the world is
destroyed, breaking all rules of storytelling.


Retcon

Retcon, or retroactive continuity change, is
another way of reminding viewers it’s a fictional program. Writers
change history, backstory, and events that aired on the screen.
Retcon episodes often address the same issues as wish-fulfillment
fanfiction, allowing characters to have moments fans wish had
occurred.

* There are several retcons from Buffy movie
to series. In the film, vampires do not have game faces or turn
into dust when killed. They can fly. On the show, Buffy is no
longer plagued with magical cramps when vampires are nearby; she
just has a general sense of them. Her mole, the mark indicating a
born slayer, is not seen on Kendra, Faith, or the Potentials. These
serve to eliminate one of the major criticisms of the film: “Buffy
is marked for slayership by a mole on her neck, her menstrual
cramps act as a danger-detection system, Lothos seduces her in her
dreams – she is a slayer barely in control of her own body,” as
Moss complains. Her slayer dreams and physical abilities, however,
are much the same.

* Retellings of the film’s events vary
slightly: In the original film, Buffy is a senior, but according to
the show, she was a freshman then. In “Welcome to the Hellmouth”
(B1.1), it’s mentioned Buffy burned down the gym at her old school.
Buffy does not start a fire in the film, though she does in the
original script. “Becoming” (B2.21) shows several refilmed and
altered scenes from the film. The comic Buffy: The Origin is based
off the original film script and retells the story with Buffy, Hank
and Joyce as their show counterparts, with the addition of Dawn. As
such, it better fits the show. Whedon stated: “The Origin comic,
though I have issues with it, CAN pretty much be accepted as
canonical. They did a cool job of combining the movie script with
the series” (“Bronze VIP Archive”). Merrick is a traditional
watcher, and Buffy quips more and shows more self-awareness.
Following comics show Joyce’s transition from the frivolous absent
parent of the film to the nurturing homemaker of the show and
Buffy’s trip to the asylum, mentioned in “Normal Again”
(B6.17).

* Between the prequel comics, Joyce’s putting
Buffy in an institution, etc., it’s unclear how much she knows
about Buffy’s other life before “Becoming part 2” (B2.22).

* In season one, Giles says he’s never used
magic before, while season two reveals his experiences raising
demons (which admittedly, he might be covering deliberately).

* In the first episode and in “Lie to Me”
(B2.7) demons are described as walking around in their victims’
bodies with their memories, while the victim is gone forever. If
this is true, why should Angel and Spike feel guilty for what an
inhabiting demon did with their bodies pre-soul? As Spike gains
morality and Darla borrows her child’s soul, questions of vampire
nature become ever more muddled.

* Spike calls Angel his sire in “School Hard”
(B2.3), but it’s revealed in “Fool for Love” (B5.7) that Drusilla
sired him. Later, Spike says, “Drusilla sired me, but you – you
made me a monster” (“Destiny,” A5.8) in an attempt to cover, while
Whedon mentions in a Bronze posting that one’s vampire ancestors
can count as sires.

* Both Spike and Angel have their ages
changed: Spike is “barely 200” in “School Hard” (B2.3), to 126 in
“The Initiative” (B4.7), to 120 in “Fool for Love” (B5.7). Angel
has 29 years added to his age in “Becoming” (B2.21), from the
earlier “Angel” (B1.7) and “Halloween” (B2.6).

* Dawn’s arrival establishes that to Buffy,
Joyce, and Buffy’s friends, Dawn has always existed: She was around
during Buffy and Angel’s romance, Buffy’s flight to L.A., the
adventures of the film. Only we, the audience, recall it
differently. For the audience, it’s quite jarring to have this
sister suddenly at the center of Buffy’s life.

* “Normal Again” (B6.17) and “Birthday”
(A3.12) see characters choosing between two realities and erasing
one of them through their choice. “The Wish” (B3.9) and “Superstar”
(B4.17) share elements of this.

* Magic in Buffy’s season six is treated like
an addiction; Angel and the rest of Buffy show magic as less
addictive.

* The song “Mrs.” in “Selfless” (B7.5) is
“added” to the musical from a season previously.

* In the season eight comics, Whistler tells
Angel that his falling for Buffy and various events in their lives
were prompted by destiny, culminating in the events of
Twilight.

* “I Will Remember You” (A1.8) ends by
erasing the entire episode. It offers closure to the Buffy-Angel
relationship … except that Buffy must forget all that
transpires.

* Fantasies appear in various series, such as
the Buffy Season Eight comics “Always Darkest” and “After These
Messages...We’ll Be Right Back!” or “Awakening” (A4.10) and
“Orpheus” (A4.15), when Angel’s soul is removed. Since these affect
only Buffy or Angel, they can be viewed as similar to “I Will
Remember You” (A1.8).

* Most fans liked season four the least of
all Angel, with whiny Connor, possessed Cordelia, and their moment
of incest. The deal Angel makes at the end of the season wipes the
entire year from his friends’ minds, suggesting to the audience
that it never took place.

* Jasmine and Skip reveal midway through
season four that much was prearranged: Skip tells Angel, “You
really think it stops with her, amigo? You have any concept of how
many lines have to intersect in order for a thing like this to play
out? How many events have to be nudged in just the right direction?
(looks at Lorne) Leaving Pylea. (looks at Gunn) Your sister. (looks
at Fred) Opening the wrong book. (looks at Wesley) Sleeping with
the enemy. Gosh, I love a story with scope” (“Inside Out,” A4.17).
Cordelia apparently wasn’t saintly, just necessary, so she
ascended. Jasmine says: “First I needed a miracle. And so I
arranged one. (touches Connor’s face) Through you, Angel, through
Darla. That is where my parentage began” (“Shiny Happy People,”
A4.18). She reveals that Connor was the life won by Angel in “The
Trial” (A2.9).

* Angel’s history in his own show, from being
recruited in World War II to feeding on a murdered man in the
seventies, mildly contradict his backstory in “Becoming” – which
implied that he mostly lurked in allies for a century. His longer
hair in the seventies may also be an error. In “Angel” (B1.7), he’s
shown stocking human bloodbank blood rather than animal blood.

* Wesley is revived in Angel: After the Fall,
as Lilah is in “Home” (A4.22), but both are temporary arrangements.
In the season eight comics, Willow is tempted at having Tara as her
magical guide, but she accepts that Tara is truly gone – Whedon’s
deaths tend to be final.

* At the climax of After the Fall, Angel’s
death prompts Wolfram & Hart to return everyone to “the last
moment before all of this started.” The series reboots, taking
characters back to “Not Fade Away,” then proceeding through Angel:
Aftermath and new adventures. Of course, “Bearing the memory of
their time in hell, each character is unalterably changed by the
experience of violence, torture, betrayal and death” (Abbott
225).

* Tough Simon who rescued River in Serenity
contrasts with wimpy Simon from the Firefly pilot, who bribed
others. Of course, Simon could have lied about the bribery.

* Each Dollhouse episode is a retcon of a
type, as the dolls are mindwiped. Nonetheless, it’s a major plot
point that faint traces remain, as Echo learns.

* Ripley’s resurrection, like Buffy’s, is not
a Retcon – the characters remember their deaths and the trauma
after.

* X-Men offers a deliberate retcon, calling
attention to superhero tropes, when Kitty notices, “Nothing has
changed. The place as destroyed, and now it looks like nothing
happened... Of course the professor would have rebuilt it this way.
Give everyone a sense of stability. Continuity.” Further, Kitty
herself is retconned as Whedon brings back 1980’s Kitty for his
arc: “The Kitty Whedon re-introduces is not the Kitty Pryde who
became a woman in Excalibur, had an affair with a middle aged black
ops agent, and most recently flirted with the idea that ‘maybe
Magneto was right’” (Tony).

* X-Men: Dangerous has a brief retcon when
the characters’ mental conversation is shown much later.


Writing their Own Stories

* In the comic Buffy: The Origin, Buffy shows
great self-awareness as she rewrites a horror flick to her own
vision: “Everyone gets horribly killed except the blonde in the
nightie...who finally kills the monster with a machete.”

* Buffy is crushed that her friends prefer
Faith’s stories to hers in “Faith, Hope and Trick” (B3.3).

* Willow bosses everyone around in “Something
Blue” (B4.9) and her commands come true, from Xander’s demon
battles to Spike and Buffy’s wedding plans.

* “Hush” (B4.10) contains a movie-watching
scene as Anya munches popcorn while Giles draws the story he wants
his heroes to enact…before they do.

* Xander wishes their lives would be a
musical-comedy. Hence the musical episode.

* “Storyteller” (B7.16) is framed as such an
episode, as Andrew films a Masterpiece Theater-style segment. The
bits he films subvert expectations and play with readers’ heads as
he takes over the storytelling work in order to leave “a legacy for
future generations.” Nonetheless, Buffy pierces Andrew’s fiction,
telling him, “You make everything into a story so no one’s
responsible for anything because they’re just following a script.”
At this, he must accept that he murdered his friend and take
responsibility.

* Caleb says, “There is nothing so bad it
cannot be made better with a story” in “Dirty Girls” (B7.18).

* In “Chosen” (B7.22) Buffy defies the slayer
tradition and even the opening credits, asking her friends to
choose their own destiny. “Buffy’s rebellion is, on one level, a
textual one, an act that serves as a culmination of seven years of
rejecting written tradition that has literally prescribed her life”
(Winslade, “Oh...My...Goddess” 62).

* Xander plays sportscaster for Buffy’s
“Buffylympics” (Time of Your Life B8.4). In Whedon’s Roseanne
episode, “The Little Sister,” Dan likewise narrates Jackie and
Roseanne’s wrestling match.

* In Angel’s third episode, Spike plays
scriptwriter and hilariously narrates the dialogue between Angel
and a woman he rescues:


SPIKE: [as Rachel] How can I thank you, you
mysterious black-clad hunk of a night thing?

SPIKE: [as Angel] No need, little lady, your
tears of gratitude are enough for me. You see, I was once a badass
vampire, but love and a pesky curse defanged me. And now, I’m just
a big, fluffy puppy with bad teeth. (avoiding a head pat) No, not
the hair. Never the hair.

SPIKE: [as Rachel] But there must be some way
I can show my appreciation?

SPIKE: [as Angel] No, helping those in need’s
my job, and workin’ up a load of sexual tension and prancing away
like a magnificent poof is truly thanks enough.

SPIKE: [as Rachel] I understand. I have a
nephew who’s gay, so...

SPIKE: [as Angel] Say no more. Evil’s still
afoot. And I’m almost out of that nancy-boy hair-gel I like so
much. Quickly, to the Angel-mobile, away. (“In the Dark,” A1.3)


* Likewise, in rehearsal, Cordy rewrites the
scenes to suit herself:


JOHNNY: Ow. Hey - ow - she hit me!

CORDY: I threw that in myself. She seems so
spineless. Begging this creep not to dump her.

COACH: That was just amazing! You were
Eleanor - body and soul. (“The Judgment,” A2.1)


SAHJHAN: I don’t like to brag but...read any
good prophecies lately?

GUNN: You wrote the prophecies that Angel was
going to kill his son?

SAHJHAN: More of a rewrite. (“Forgiving,”
A3.17)


* In “Spin the Bottle” (A4.6), the story is
told through Lorne’s frame. Running the firm’s Entertainment
Division, Lorne tries selling a script based on the
Buffy/Angel/Spike love triangle. “I see Depp and Bloom....Then
again, I see them a lot.”

* In the comic Long Night’s Journey, Angel
retells scenes from his past. Cordelia begins reenacting one in the
present with karate kicks and punches.

* In After the Fall: Last Angel in Hell, a
filmmaker decides to base a movie on Angel’s heroism. In it, Angel
is human and in love with a female Spike. Betta George is a dog;
Lorne is the “evil Overlorne,” and Gunn is played by Jose Garcia.
Illyria is merged with Gwen.

* In Angel: Crown Prince Syndrome, Spike
investigates how prophecy works, and finally hires a team of
screenwriters to write a new prophecy – Angel will try to destroy
the world, using a spooky name like Twilight, and Spike will save
the day…this comes true in Buffy season eight.

* The Watcher’s child Edna, brought into the
darkness to learn from a chained-up vampire, tells him, “I have a
tale I want to hear” and demands his story, not the story of other
vampires (Tales of the Vampires).

* Jayne mock-reads Simon’s diary, noting,
“Dear Diary, Today I was pompous and my sister was crazy. Today, we
were kidnapped by hill folk never to be seen again. It was the best
day ever.” (“Safe,” F1.5).

* “The Ballad of Jayne Cobb” reframes Jayne
in a different light – so much so that he feels guilty about his
actions at episode end.

* “Out of Gas” (F1.8) begins with
storytelling, and Mal tells Simon, “You’ve got some storytellin’ to
do” in the film.

* Eliza Dushku comments that Dollhouse was
intended to be a self-referential story about acting:


The show is sort of, Joss has said,
biographical in the sense that it has so many parallels and
identifications with my own life. And as we sat there talking about
my career, my life as an actress, life in this business, life in
this society today, and people having the Internet, and having so
much control and wants and needs and sexuality and desires, the
show sort of came up from him looking at my life and going, “You
know, you really do wear so many different masks on a day-to-day
basis.” And that’s fascinating to me, as a woman and as an actress,
that we could put together a concept to showcase all of that.
(Tobias).


* Serenity tie-in comic books Better Days and
The Shepherd’s Tale show characters telling their life stories and
dreams.

* In Sugarshock! Dandelion insists on listing
the lessons everyone learned.

* When asked where he’s been, Steve Tevor
replies, “funny story but with poignant moments and a twist ending”
(Wonder Woman).

* Molly tells a far-fetched tale of how her
friend must have survived in Runaways…and her story in fact comes
true.

* Beatrice in Much Ado directs the action
when Hero and Claudio fall in love, telling them: “Speak, count,
‘tis your cue. Speak, cousin; or, if you cannot, stop his mouth
with a kiss, and let not him speak neither” (II.i.683-688).


Self-Aware Quipping

* Buffy’s famous quips show a strong
awareness of herself and her place in the world. “That’s it? That’s
all I get? One lameass vamp with no appreciation for my
painstakingly thought-out puns. I don’t think the forces of
darkness are even trying,” she complains (“Wild at Heart,” B5.6).
“If I was at full strength, I’d be quipping right now,” she says in
“Helpless” (B3.12) after defeating a vampire with only human
abilities.


XANDER: “Come and get it, Big Boy”?

WILLOW: Well, w-w-well, the Slayer always
says a pun, or-or a witty play on words, and, I think it throws the
vampires off! And, and it makes them frightened, because I’m
wisecracking. Okay, I didn’t really have a chance to work on that
one, but you try it every time!

OZ: Uh, if I may suggest, “This time it’s
personal.” I mean, there’s a reason why it’s a classic. (“Anne,”
B3.1)


* Xander also shows self-awareness, both when
he identifies himself in late seasons as the one who sees what’s
really happening and far earlier:


CORDELIA: Has any girl ever spoken to you of
her own free will? I don’t think so.

XANDER: You know I’ve often wondered why that
is.

CORDELIA: Got a mirror? [Cordy walks
away]

XANDER: Check back tomorrow, I’ll have that
devastating comeback ready. (Buffy Unaired Pilot)


* Cordelia is self-aware of her language
skills as well, noting, “Tact is just not saying true stuff. I’ll
pass.” She critiques the Buffy-Angel relationship repeatedly on
Angel.

* Angel asks Lilah: “Don’t you ever get tired
of the whole femme fatale act?” in “Sleep Tight” (A3.16).

* In Angel: Last Angel in Hell, Spike becomes
Angel, describing his life as “I usually fight and then mope. But
then I realized, I could save time if I mope while I fight!”

* A lady vampire in a Jane Austen setting
says, “Our society affords women few freedoms except the ability to
learn all she can and speak all she may get away with. I’d be
foolish to neglect such small options (Tales of the Slayers).

* Echo points out she has “40 more brains”
than Adelle. “I’m smarter, tougher and a whole lot scarier than you
could ever hope to be,” she says in “Stop-Loss” (D2.9).

* The robot in Sugarshock! generally corrects
Dandelion’s quips, slang and insults while trying to analyze them.
Since he is a robot, calling him one doesn’t count as an insult.
Why does she hate Vikings? Why does she call shotgun when no one
else is coming?

* Beatrice in Much Ado About Nothing
criticizes the quality of Benedick’s quips:


BEATRICE: I wonder that you will still be
talking, Signior Benedick: nobody marks you.

BENEDICK: What, my dear Lady Disdain! are you
yet living?

BEATRICE: Is it possible disdain should die
while she hath such meet food to feed it as Signior Benedick?
Courtesy itself must convert to disdain, if you come in her
presence.


* Holden tells the others, “You don’t have to
explain any of your in-jokes” (Cabin in the Woods). He is notably
self-aware, busy analyzing how they don’t fit their tropes.

* Tony Stark feels he sounds very clever to
others, whether or not this is true. He uses self-referential
phrases like “Hulk, smash.”

* Jo has many quips in Twister, often to
analyze the situation, noting of their rival, “He really is in love
with himself. I thought it was just a summer thing.”


JO: Can I drive?

BILL: No.

JO: Then would you? (Twister)


Being
Genre-Savvy

* When Giles offers to prepare her, Buffy
rejects all he represents. “For what? For getting kicked out of
school? For losing all of my friends? For having to spend all of my
time fighting for my life and never getting to tell anyone because
I might endanger them? Go ahead! Prepare me” (“Welcome to the
Hellmouth,” B1.1).


BUFFY: Hey, did you forget? The one boy I’ve
had the hots for since I’ve moved here turned out to be a
vampire.

XANDER: Right, and the teacher I had a crush
on? Giant praying mantis?

WILLOW: That’s true.

XANDER: Yeah, that’s life on the
Hellmouth.

BUFFY: Let’s face it: none of us are ever
gonna have a happy, normal relationship.

XANDER: We’re doomed!

WILLOW: Yeah!

(All laugh, then stop as what they’re saying
sinks in. They sit in quiet realization) (“I Robot, You Jane,”
B1.8).


* In “Lie to Me” (B2.7), Ford says, “I’m
pretty sure this is the part where you take out a watch and say
I’ve got thirty seconds to convince you not to kill me? It’s
traditional.”

* Xander asks, “‘Something weird is going
on.’ Isn’t that our school motto?” (“I Only Have Eyes for You”
B2.19).

* Xander suggests making out with Buffy as a
cover in the Initiative. Buffy replies, “This is the Initiative.
Military guys and scientists do not make out with each other.”

* FAITH: You are thinking, “You’ll never get
away with this!” Warm? JOYCE: Actually, I was thinking my daughter
is going to kill you. (“This Year’s Girl,” B4.15)

* HARMONY: So, Slayer. At last we meet.
BUFFY: We’re met, Harmony – you half-wit! (“Real Me,” B5.2)

* SPIKE: “Taking up smoking, are you?”
HARMONY: “I am a villain, Spike. Hello” (“Out of my Mind,”
B5.4)


XANDER: I’m exhausted just looking at those
two. All the splashing and jumping and running...Shouldn’t relaxing
involve less exertion?

ANYA: Absolutely. Exertion can lead to
sweatiness.

TARA: Which can cause the pain and heartbreak
of stinkiness. Better to just stay put.

WILLOW: I think we’ve just put our finger on
why we’re the sidekicks. (“Buffy vs Dracula,” B5.1)


* Late in the show, characters start noticing
that something bad always happens on Buffy’s birthday, Dawn is in
trouble on Tuesdays, and the Hellmouth erupts in May.

* Dawn notes that a vampire is new and “H-he
might not know all those fancy martial arts skills they inevitably
seem to pick up” (“Lessons,” B7.1).

* “There’s always a talisman,” Buffy says
(“Lessons,” B7.1).

* SPIKE: Okay. These two are dead. Why? RONA:
‘Cause the black chicks always gets it first? (“Potential,”
B7.12)
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