


My Dear Watson is
Elementary: 

The Strange Case of
Sherlock Holmes 

and Dr. Watson
For most people, there are certain inevitable
mental associations between particular things.
When you think of one thing, you think of the
other, and it is only reasonable and natural that
you should do so. For example, grass is green, the
sky is blue, and peanut butter goes with chocolate
(forget jelly, the correct answer is always



chocolate). This association also works with
people, both historical and fictional, for both
romantic relationships and friendships. Alexander
the Great was so lost without his Hephaestion that
he soon followed him into death. Romeo without
Juliet is just the story of another hot-headed
teenager. Kirk could never have accomplished all
of his deeds without Spock and McCoy to
balance him. Lois Lane connected Clark Kent to
humanity. Elizabeth Bennet needed her sister Jane,
Harry Potter needed Ron and Hermione, and
Sherlock Holmes needed Dr. Watson. You simply
cannot have one without the other(s), because you
will always have only part of the story.

In the last example mentioned, much of the focus
on the duo has always been on Sherlock Holmes.
He has always been presented as the
extraordinary one, the one deserving of the most
attention. It is his mind, his deductions, his cases



that the reader follows. Watson, as Holmes'
biographer in the original stories written by Sir
Arthur Conan Doyle, is the sidekick, the
afterthought, the one meant to stand in for the
reader and have everything explained to him and
to be amazed at the exceptional abilities of
Sherlock Holmes, the world's greatest detective.
The common perception of Watson is that of a
"sweet, bumbly man" and "stupid" (King 35).
Holmes must give him every precise instruction,
because he cannot be trusted to his own
judgement. However, this seems to be a disservice
to Dr. John Watson. After all, if he is truly that
foolish, then why does Holmes keep involving him
in cases? For that matter, why does Holmes keep
him around as a friend? If Watson is so
unimportant as a sidekick, then why is he given a
name and a place in Holmes' life? Why can the
narrator of the stories not be nameless, or different
in every story, or someone completely removed



from the action taking place? Who is Watson, and
why is Watson always with Holmes become
questions of interest. This paper will examine three
representations of John Watson: in an original
story by Doyle, "A Scandal in Bohemia"; in Laurie
R. King's rewriting in the Holmes legend The
Beekeeper's Apprentice; and in the first episode
of the newest addition to the Holmes oeuvre, "A
Study in Pink" from Sherlock, a modern
adaptation set in the 21st century and produced
by the BBC. Each representation of Watson also
involves a different point of view, and therefore a
new perspective on the good doctor.

"A Scandal in Bohemia" was among the earliest of
the Sherlock Holmes stories written by Sir Arthur
Conan Doyle. In fact, it was the third Holmes
story published, originally in July of 1891, and it
began the regular publishing in The Strand
magazine of the group of twelve stories that came



to be known as "The Adventures" (Redmond 17).
This story is told directly by Watson as the first-
person narrator, relating an event which has
happened to himself and Holmes in the past.
Therefore, it portrays Watson in Watson's own
words, as written down by Doyle. The
perspective is from a Victorian gentleman
speaking to other Victorians. Watson's focus is of
course on Sherlock Holmes--he is the protagonist
of the story, and it is Holmes' actions and
deductions that Watson is fascinated by and
intends to share with his readers. Watson is not
terribly interested in telling his readers about
himself, although he does mention details to place
the scene within his own life, and includes his
words and interactions with Holmes. However, he
also is not interested in making himself look like a
fool.

To begin with, Watson is a medical doctor, not



traditionally thought of as a profession for fools.
Quite the contrary, a doctor must have at least a
modicum of intelligence to make it through the
years of training required, or else the doctor will
soon find that he has no patients because they
have all died while under his care. Watson was
released from the army medical corps for medical
reasons after being shot, not for incompetence or
dereliction of duty (Redmond 48). While Watson's
medical skills are not required for this particular
case, the fact that he has taken up a successful
civil practice should indicate that he is capable of
both managing his own business and tending to his
patients' needs (Doyle 14). Redmond describes
Watson and his relationship with Holmes by saying
"the original Watson is no boob...beyond doubt
Watson is a man of common sense--as a
physician, and certainly an army doctor, must be--
and of courage as well as other good qualities
which Holmes often recognizes. He may patronize



Watson for lacking intellect to match his own,
sometimes descending to cruelty, but it seems
clear in most of the stories that he also respects
Watson's judgement" (Redmond 47).

For the next, possibly the most convincing
argument, is Holmes' treatment of Watson.
Holmes welcomes Watson's involvement in his
cases, to the point of specifically asking him to
help. When introducing Watson to the king of
Bohemia, one Wilhelm Gottsreich Sigismond von
Ormstein, Holmes says "This is my friend and
colleague, Dr. Watson, who is occasionally good
enough to help me in my cases" (Doyle 19). He
later informs the king that "It is both, or
none...You may say before this gentleman anything
which you may say to me" (Doyle 19). Holmes not
only specifies that Watson is his friend, and that he
is useful with Holmes' cases, he effectively puts his
own reputation on the line that Watson is "a man



of honour and discretion, whom [the king] may
trust with a matter of the most extreme
importance" (Doyle 19). Holmes' reputation, both
for effectively and efficiently solving mysteries and
for discretion when required is the reason that the
king of Bohemia has come to Holmes for aid
(Doyle 17). Should Watson fail to prove to be
trustworthy, it in effect means that Holmes'
judgement is likewise untrustworthy, and could
doom his entire career. His work involves far too
much confidential information for it to continue
successfully while being blabbed across London.
This point is demonstrated within this case, in that
it is Irene Adler's suspicion that she has betrayed
herself, and that it is the famous detective Sherlock
Holmes who has discovered her, that leads her to
flight from England with her new husband Mr.
Godfrey Norton. While she discovers this
information through her own deductions and not
through another person's loose lips, has she



remained completely unaware of the danger of
discovery, she would likely have remained in her
house and Holmes, Watson and the king of
Bohemia would have been able to retrieve the
photograph. Holmes needs to be able to trust
Watson not to betray him, either by accident or
design. Holmes' professional pride depends upon
it.

Holmes and Watson are repeatedly mentioned as
being very close friends. At the beginning of "A
Scandal in Bohemia," Watson has not seen
Holmes for some time, but upon passing through
Baker Street he suddenly wishes to visit his old
friend, and it is Watson's belief that Holmes is glad
to see him (Doyle 14). Holmes is not an emotional
man--while he has many acquaintances,
colleagues, enemies, and clients, he has few true
friends. Watson declares that Holmes "loathed
every form of society with his whole Bohemian



soul" (Doyle 13). However, Watson is also made
welcome by Holmes when he drops by the Baker
Street rooms without any warning (Doyle 14).
Watson is introduced to the king of Bohemia as
both "friend" and "colleague," indicating that both
relationships have equal importance to Holmes
(Doyle 19). Holmes even directly tells Watson "I
am lost without my Boswell" (Doyle 18). James
Boswell was the companion and biographer of Dr.
Samuel Johnson in the 18th century (Redmond
47), but Holmes does not say that he is lost
without 'a' biographer--he is lost without 'his'
Boswell. No other substitute may do. Redmond
observes in the Sherlock Holmes Handbook that
"the relationship between Holmes and Watson is
one of equals, the author having an established
position just as the detective has" (Redmond 47).
Likewise, Doyle and Crowder find the friendship
between Holmes and Watson to be as significant
to the stories as the mysteries. 



It's been said that you first read the
Sherlock Holmes stories for the
mysteries and adventures, but you read
them again for the portrait of Holmes
and Watson's friendship. Much of the
pleasure in reading the canon comes not
in the action or mystery but in the quiet
domestic scenes on Baker Street, with
our two heroes reading, chatting, or just
enjoying each other's company...They
are close enough that they can criticize
each other without jeopardizing their
friendship, compliment each other
without embarrassment, and support
each other in times of need. It's a deep
friendship that shines through the more
formal Victorian manner. (Doyle and
Crowder 103)

In a later story, Holmes finally admits that Watson



is a better writer than he is, and Watson frequently
admits that Holmes' powers of deduction escape
him (Doyle and Crowder 102, Doyle 16). Since
each man has qualities which the other man lacks,
they fit together as partners and friends, and have
created an indestructible friendship.

When reading The Beekeeper's Apprentice by
Laurie R. King, the first book in the Mary Russell
and Sherlock Holmes series, it is interesting to
note that while Watson himself appears relatively
few times and in a fairly minor role, he is
mentioned quite often throughout the book. The
first time that Watson is mentioned is in the
prelude written by Mary Russell Holmes, from
whose perspective the book is told. She first
describes him as "an out-of-work medical doctor"
with a "powerful imagination" (King xix). In fact,
Russell first mentions Watson, although not by
name, in the same sentence in which she mentions



Sherlock Holmes, indicating that they are both
important to her narrative. She admits shortly
thereafter that she has a very different perspective
on Holmes than Watson did, in that her abilities of
observation and analysis were equal to Holmes',
so that she was never in awe of Holmes as
Watson was (King xxi). This prelude is meant to
have been written long after Russell has begun her
partnership with Holmes, and become acquainted
with both Holmes and Watson as real people and
not just through Watson's stories. At this point,
Mary Russell has come to consider John Watson
to be a good friend, but she never raises her
estimation of his intellect and capabilities--she only
becomes fonder and more forgiving of what she
perceives to be his faults. Her basic opinion of him
changes very little from when she is a teenager.

The first time that Mary Russell mentions Watson
within the narrative proper is when she is fifteen,



and first meets Sherlock Holmes and recognizes
him based on Watson's stories. Her attitude
towards Watson is somewhat less than
complimentary. "I had, I should mention, always
assumed that a large part of Dr. Watson's
adulatory stories were a product of that
gentleman's inferior imagination. Certainly he
always regarded the reader to be as slow as
himself. Most irritating" (King 9). The teenaged
Russell manages to insult Watson, a gentleman she
has never met at this point, three times within three
sentences. Only a few pages later she again insults
him with what she perceives to be Watson's
inadequate characterization of Mrs. Hudson the
landlady in his stories, calling it "Yet another
example of the man's obtuseness, this inability to
know a gem unless it be set in gaudy gold" (King
14). Holmes clearly does not share this view of his
old friend--he refers to Watson as his enthusiastic
friend (King 24), and when Watson finally comes



for a visit Russell sees quite clearly that they have
an old and close friendship (King 37). It is during
this visit when Russell first meets Watson in person
that her opinion begins to shift. 

Which brings me to Watson, a sweet
bumbly man whom I came to call, to his
immense pleasure, Uncle John. I was
quite prepared to detest him. How
could anyone work so long with
Holmes and learn so little? I thought.
How could an apparently intelligent man
so consistently fail to grasp the point?
How could he be so stupid? my
teenaged mind railed at him. Worst of
all, he made it appear that Holmes, my
Holmes, kept him near for one of two
purposes: to carry a revolver (though
Holmes himself was a crack shot) or to
act dense and made the detective



appear even more brilliant by contrast.
What did Holmes see in this, this
buffoon? Oh, yes, I was ready to hate
him, to destroy him with my scathing
tongue. Only it didn't work out that
way. (King 35)

...I no longer had any fear of Watson
and what he represented. Watson, for
his part, never feared or resented me.
Before that day I would have scornfully
said he was too dim-witted to see me
as a threat. By the afternoon I knew
that it was because his heart was too
large to exclude anything concerning
Holmes. (King 38)

"I can see why you kept him near you.
He's so...good, somehow. Naive, yes,
and he doesn't seem terribly bright, but



when I think of all the ugliness and evil
and pain he's known...It's polished him,
hasn't it? Purified him."

"Polished is a good image. Seeing
myself reflected in Watson's eyes was
useful when contemplating a case that
was giving me problems. He taught me
a great deal about how humans
function, what drives them. He keeps
me humble, does Watson." He caught
my dubious look. "At any rate, as
humble as I can be." (King 38)

Russell always regards herself as being superior to
Watson due to her mental abilities. She places
herself on a level similar to Holmes', lacking only
his extensive experience at first, with Watson
being far beneath them both. However, she is
touched by Watson's genuine concern for his



friend and his total acceptance of Russell, in that
she is someone who can help Holmes revitalize
himself and regain an interest in living and his
work. To this version of Watson, anything which
helps his friend is good in his opinion. Watson may
not be smart, but he is good, which makes up for
many flaws. It is this sheer goodness and affability
which both Mary Russell and Sherlock Holmes
lack, and therefore neither can provide it for the
other. Watson becomes necessary as a character,
not only in the interest of faithfulness to the original
work, since the novel also contains Mrs. Hudson
and Professor Moriarty in the form of his
daughter, two more extremely well known
Holmesian characters which help to place the
novel within the Holmes genre, but also to balance
the characters and to make them more human.
Holmes forgets to warn Watson that he may be in
danger, showing that the great detective is not
completely infallible (King 206). Both Russell and



Holmes value intelligence highly, buy intelligence is
not everything, as Holmes knows through his long
association with Watson and Russell comes to
learn as she grows up.

The John Watson that the audience meets in
Sherlock, the recent BBC update of the Sherlock
Holmes story, is both a very different creature and
perhaps truer to the spirit of the original than many
of the other versions from over the years. In the
first episode, "A Study in Pink," John has returned
to London as a veteran of the Afghanistan war
with a bad limp, an alcoholic lesbian sister, and a
therapist who wants him to keep a blog of his
experiences and thinks he has trust issues. He is
introduced to Sherlock Holmes as a potential
flatmate by an old friend from medical school, and
is rapidly drawn into Sherlock's work as a
consulting detective to Scotland Yard. While this
John Watson is not the narrator of the television



series, we the audience are still introduced to
Sherlock Holmes and his world through John's
perspective. John is both the ordinary everyman
that the audience can relate to and the
extraordinary man who can accept Sherlock for
what he is, and even like him and help him. John
Watson's importance to the show is emphasized in
the opening credits--while the show is named
Sherlock, both Benedict Cumberbatch (Sherlock
Holmes) and Martin Freeman's (John Watson)
names are shown at the same time, instead of
showing one name before the other. This
demonstrates that the show is placing them on
equal ground in terms of importance--usually,
when one character or actor is more important
than the others, the names are shown one at a time
with the most important person's name being first.
Both characters and actors are important on this
show.







John's unusual reaction to Sherlock and his
oddities is demonstrated early on in their
relationship. The first time that Sherlock explains
his observations and deductions to John, John
responds that it was amazing and extraordinary.
Sherlock is confused and somewhat pleased,
saying that John's reaction is not typical--when he
shows off his skills, most people tell him to "piss
off." Many people warn John about Sherlock:
Sergeant Donovan calls Sherlock a freak and says
that one day he will be the one responsible for a
dead body instead of the one investigating it;
Anderson calls him a freak and a psychopath,
although Sherlock corrects him and says that he's
a high-functioning sociopath; Mycroft tells John
that he is Sherlock's enemy, the closest thing he
has to a friend; and DI Lestrade says that he asks
for Sherlock's help because he is desperate. John



ignores all of them and continues to follow
Sherlock, quickly fascinated by him and the
danger that follows him. John's attraction to
danger is made explicit by both of the Holmes
brothers. Mycroft tells him, "You have an
intermittent tremor in your left hand. Your therapist
thinks it's post-traumatic stress disorder. She
thinks you're haunted by memories of your military
service...Fire her. She's got it the wrong way
around. You're under stress right now and your
hand is perfectly steady. You're not haunted by
the war, Dr. Watson. You miss it." Sherlock later
points out to him that when he texted John that
something might be dangerous, John came running
(although he did stop at home to get his gun first).

John's character is summarized at the end of the
episode, although Sherlock does not realize at first
that that is what he is doing. When describing the
mysterious shooter that saved him life, Sherlock



deduces they type of man it must have been. 

"The bullet they just dug out of a wall's
from a handgun. A kill shot over that
distance, from that kind of a weapon,
that's a crack shot you're looking for.
But not just a marksman, a fighter. His
hands couldn't have shaken at all, so
clearly he's acclimatized to violence. He
didn't fire until I was in immediate
danger though, so strong moral
principle. You're looking for a man
probably with a history of military
service and nerves of steel...Actually do
you know what? Ignore me. Ignore all
of that. It's just the, er...the shock
talking...Oh what now? Look, I'm in
shock! I've got a blanket."(1)

Upon realizing that it is John that he is describing,



Sherlock quickly tries to backpedal and throw
Lestrade off of John's scent. He tells John that
while it's unlikely that John would be imprisoned
for killing the murderer and saving Sherlock's life,
but they should probably just not tell the police
and avoid the court case. When Sherlock asks if
John if alright, he says yes--he acknowledges that
he did just kill a man, but he wasn't a very nice
man. He is completely unapologetic. John shows a
stronger reaction when he tells Sherlock that they
shouldn't giggle at a crime scene than he does to
killing a man. John isn't really as ordinary as
everyone else--he is as extraordinary as Sherlock
is, but he is better at pretending to be normal.
Perhaps John even fools himself with his desire to
be like everybody else, and that is the true
difference between him and Sherlock--Sherlock
knows just how different he is, and doesn't want
to be normal. In this version of the story, John
Watson and Sherlock Holmes are both broken,



but they are broken into pieces that match.

The commentary for "A Study in Pink" on the
DVD of Sherlock season 1, by Steven Moffatt,
Mark Gatiss, and Sue Vertue, gives some
interesting additional information on the show
creators' opinions about the relationship between
Holmes and John (however, since there are no
subtitles for the commentary, it does become
difficult to decipher who is speaking at any given
time, so in the following commentary quotations
speakers are not identified). Commentaries can be
very interesting because they are the authors,
actors, and creators talking about their creation
and the process of that creation in their own
words, without being bound by the limits of story
or character, or by specific questions such as in an
interview. According to the commentary, "Under
the surface...is the story of the greatest friendship
ever. But because it is a male friendship it is simply



never talked about...I find that the joy in writing
this is writing that friendship...it's just about these
two men and the fact that they adore each other."
During the episode the characters address the idea
that Holmes and Watson's friendship is actually a
cover for a romantic relationship. Mrs. Hudson
asks if they will require two bedrooms for the flat;
Mycroft asks if there will be a happy
announcement soon, since John has become
entangled in Sherlock so quickly; Angelo at the
restaurant thinks they are on a date; and when
John asks Sherlock if he has a girlfriend or a
boyfriend, Sherlock thinks that John is personally
interested in him and tells him gently, "I consider
myself married to my work." The episode makes it
clear that they are not secretly gay, which is the
common modern reaction to a very close male
friendship. They are just friends, quickly and
easily, and for no other reason than that they
understand each other.



The creators go into more detail about Sherlock's
reaction to John, and the way that John is different
from every other person in Sherlock's life. 

"[Sherlock is] not functioning as a
human being until he meets the person
who actually, gently, starts to say 'you
shouldn't say that.' But not in a preachy
way...Well, I think that he listens to
John because he gets him, because
John really likes it, and admires him, but
also says 'No, that was terrible.' He's
an audience, but he's not an uncritical
one...well, as he says in the car, most
people say 'piss off'...There's also the
thing about Sherlock...is that he does
actually want someone to notice that
he's clever. He's actually cleverer for
having somebody to notice it. So he's
been making do with that skull for



awhile, but then John comes along, and
he's all 'brilliant' and 'fantastic' out loud,
and he's like okay, you can come along
and stand next to me."

Sherlock Holmes does not understand people. He
knows what they do, but not why they do it. John
Watson, on the other hand, knows why they do
things but not always what they have done. Both
not only recognize that the other has an ability that
they lack, but also appreciate the other's ability
and willingness to supplement what they lack.
Each provides a stabilizing influence on the other
that also challenges them and supports them to be
their very best, physically, mentally, and
emotionally. Lestrade observes that "Sherlock
Holmes is a great man, and I think one day--if
we're very, very lucky--he might even be a good
one." Mycroft Holmes believes not only that this is
true, but that this potential may depend upon



John's influence. "Interesting man, that soldier
fellow. He could be the making of my brother, or
make him worse than ever." Sherlock and John
not only like each other, they need each other.

The commentary also addresses the actor Martin
Freeman's portrayal of John Watson. 

"Martin finds a sort of poetry in the
ordinary man and there's a sort of
fastidious realism in everything he
does...Martin is very strict on this. He
says, 'I'm a soldier and I'm a doctor.'
And he has to be that in every scene.
He's a hugely competent man...Only an
idiot would surround himself with idiots,
and actually, my god, you'd want Dr.
Watson in a tight corner...there was
never any question in any of the stories,
even though Dr. Watson wasn't always



a genius in the stories by any means,
that Sherlock Holmes makes it clear
that Dr. Watson is the most reliable
man in the world, more than anybody
else, he's the one that he trusts
absolutely to do exactly what he says
he will. That's what Martin embodies, is
that trust."

It is this competence and reliability that Sherlock
needs in his life and understands that he can trust
coming from John. Sherlock thinks that everybody
else is an idiot, and compared to him, they are.
John understands and accepts that he may be an
idiot as compared to Sherlock, but Sherlock is not
as infallible as he sometimes thinks he is. John's
duality as soldier and doctor is matched by
Sherlock's duality as genius and idiot. John is a
doctor who kills to save a life. Sherlock is a genius
who stupidly risks his own life to prove that he is



clever.

John Watson is an extraordinary everyman. He
needs to be, in order to keep up with Sherlock
Holmes, the world's greatest consulting detective,
while still maintaining a link between Holmes and
the rest of the world, not to mention the sadly
ordinary audience. While Watson has been
regarded as a gullible boob who blindly hero-
worships Holmes, and he has been portrayed as
such in different versions, he is not a fool--he
simply has different strengths than Holmes does.
As poetic as it may sound, Watson's strength is in
his heart. His courage and his compassion connect
Holmes to the lesser mortals when he sometimes
forgets he is still one of them. In the original Doyle
stories, Watson is quietly useful and trustworthy.
In King's version one hundred years later, even
Mary Russell's arrogant youth and intellectualism
recognizes the value of Watson's goodness and



kindness. In the twenty-first century, Watson is
recognized to be every bit as much the hero as the
more flamboyant Holmes. One wonders what new
ideas future versions will bring to the long-standing
partnership of Sherlock Holmes and Dr. Watson.



 "You’ll lay a man
out for implying I’m

a whore, 

But you keep calling
me one to my face”: 

The Contradictions of
Inara Serra in Firefly 



When Captain Malcolm Reynolds (1) of the
transport ship Serenity (2) first introduces the
Companion Inara Serra to Shepherd Book, he
calls her ‘ambassador’. It is only after Book
respectfully greets the supposed state official that
Mal reveals the joke: “She’s a whore” (Firefly 1:
30). However, the joke has some truth to it. Inara
is the ship’s ambassador—as the most socially
respectable person among the crew, her presence



can open doorways that would be slammed in
Mal’s face. The dichotomy between the ideal of
sex that is held up and the actual practices and
attitudes towards sex that various characters in the
fictional Firefly universe (3) hold is exemplified by
the character Inara Serra. The clients who interact
with her solely on a professional level are
supposed to respect her, and typically do not,
while her crewmates who interact with her on a
personal level are capable of holding a variety of
opinions about her on both personal and
professional levels. This paper will examine the
attitudes of various clients, crewmates, and Inara
herself towards prostitution as a profession and
towards Inara as a prostitute and as a person. 

According to the ‘Verse, humanity left Earth-That-
Was because of pollution and overpopulation.
They colonized another solar system, under the
leadership of the Sino-American Alliance, a



government and culture consisting of the last two
great superpowers from Earth-That-Was,
America and China. This government hailed itself
as an ideal example of enlightenment, comfort and
civilization. The creator of the show, Joss
Whedon, describes the role of prostitution in the
‘Verse as following:

‘Advanced’ meant just that: these were
enlightened cultures...The point is,
certain social mores had evolved
(whether forwards or backwards is a
matter of opinion) beyond our modern
conceptions. As, for example, sex.
Prostitution as we understand it had
long since been abolished by the
legalization and strict federal regulation
of the sex trade. “Companion” houses
were set up throughout the central
planets. No house could ever be run by



a man. No Companion could ever be
coerced into accepting a client.
Companions trained in all the arts,
extremely well schooled. They lived not
unlike Nuns, worked not unlike
Geishas, and often rose to political or
social prominence when they retired
(Serenity 12-13).

The high respect registered Companions are held
in is evident in the episode “The Train Job”, when
Inara is the only person on Serenity respectable
enough to deal with the local sheriff and retrieve
her crewmates Mal and Zoe from a job gone
wrong. The sheriff is very helpful and respectful.
While he does check her identification to verify
that she is indeed a Companion, he then takes her
word for who Mal and Zoe are and the reasons
they were on the train. He releases them into her
custody at once (Firefly 1:72). The sheriff is a



working class man on a border world and he has
never seen a Companion in person before, but he
recognizes that her status does merit special
cooperative treatment, even while he is dealing
with a serious crime and potential suspects (4) .
Inara knew she could safely retrieve Mal and Zoe,
and that the sheriff would not question her deeply
once her identity was established. 

Whedon modelled the Companions at least in part
on the Japanese Geisha, who trained from a young
age in special houses under an older Geisha to
entertain customers, often by singing or dancing.
These geishas were licensed by the state to
practice their arts (Henriques 311). The Japanese
also have no issues with either sex toys or
masturbation, both of which are mentioned within
the show as being a positive and normal part of
sexuality (Henriques 319). There is a Shintoist
deity name Inari, a god of fertility who is honoured



with a shrine in most geisha houses (Henriques
315). 

Inara was born on the central planet Sihnon,
where she began training as a Companion at age
twelve. She mentions that potential Companions
undergo “years of discipline and preparation
before the physical act of pleasure was even
mentioned” (Serenity 82). Potential Companions
are chosen from women who apply to the
Companion Academy, and only those from good
families with excellent academic records are
accepted (Serenity 82). Companions are licensed
by a Guild, and must renew their license once
every year and provide proof of a recent medical
exam. Inara has been trained in many things,
including art, music, massage, languages, history,
tradition, poetry, and armed and unarmed combat,
in addition to, as Mal puts it once, “telling men
what they want to hear” (Serenity 105). A former



Companion, Nandi, says that Inara was special
even among Companions, and that Inara had been
on the fast track to becoming House Priestess,
before she voluntarily left to travel (Firefly 2:
172). 

It is repeated throughout the series that Inara is
socially well-positioned and well respected, and
that she chooses her own clientele from the elite of
each world. However, there is a sharp distinction
made between licensed Companions, and
unlicensed whores. Companions do have some
defence against being victimized if they appeal to
the Guild, but independent lower class whores
must defend themselves. This creates a fictional
situation similar to Sheila Jeffreys’ ideas about the
way the legalization creates a two-tier system of
prostitution. Legalized prostitutes, the registered
Companions, are the only ones to whom the rules
apply, and it gives them privileges and protections



over the unregistered whores. Instead of helping
all prostitutes, legalization creates another form of
oppression for certain members of the group who
do not participate in the dominant power (Jeffreys
177).

This two-tier system also correlates to the Alliance
and the Independents, a faction from the outlying
worlds of the solar system who fought to be free
from a centralized control. The Independents, or
Browncoats, lost their battle, and the result was
that all planets were united “under one rule so that
everyone can be interfered with or ignored
equally” (Firefly 1: 71). Centralized rule does not
work in the ‘Verse, any more than the legalization
of prostitution does, but the dominant government
keeps trying to maintain the illusion, while those
outside the privileged upper class are largely left to
fend for themselves. This offers an opportunity for
the abuse of people on the border planets, both



the citizens by the government and the whores by
their employers. Those who utilize the services of
Companions do not always seem to understand
that a Companion is a person, not only a
profession.

The treatment of both Companions and whores is
also interesting because the show is very sex-
positive. Wash and Zoe are a married couple who
are shown having sex for pleasure rather than
procreation (Firefly 1: 116). Kaylee first meets
Mal when she is having sex in the engine room of
Serenity with the mechanic Bester (Firefly 2: 47).
She also talks about masturbating with a sex toy
(Serenity 85) and thinks that having sex with
Simon is a good reason to live through a horrifying
attack by monsters (5) (Serenity 142). Mal wears
a dress (Firefly 1: 157), sarcastically expresses
sexual interest in one of Inara’s male clients
(Firefly 1: 118), and responds to an inquiry about



his sexual orientation as a matter of fact, not as a
homophobic reaction (Firefly 2: 169). Rape is
portrayed as unquestionably a bad thing to be
feared, and rapists are monsters and psychopaths
(Firefly 2: 194-195). However, sex for money,
while legal and respectable, is not well thought of
by all. 

The worst example of an abusive client is Rance
Burgess, from the episode “Heart of Gold”
(Firefly 2: 160-181). He is not one of Inara’s
clients, but patronizes Nandi’s independent
brothel, the Heart of Gold. He impregnates a
whore, Petaline, and claims her child as his
property. Burgess makes no distinction between a
woman, a whore, a child, and a possession—all
are the same thing to him, and he has dominance
over them all. He explicitly states to Nandi that the
"only rights you got are the ones I give you”
(Firefly 2: 161). When making a speech to his



henchmen, also past patrons of the brothel, he
declares his extremely male-dominated position. 

Nandi, and those others (6) , they spit
on our town. They’ve no respect for the
sanctity of fatherhood, for decency or
family. They got MY CHILD held
hostage to their decadent ways and that
I will not abide! We will show them
what power is! We will show them
what their position is in this town! Let
us all remember, right here and now,
what a woman is to a man! (Firefly 2:
174) 

Burgess then demands that one of Nandi’s
whores, Chari, who has been acting as a spy on
his behalf, kneel before him out of the camera
angle. A loud cheer is heard from his followers
(Firefly 2: 174). It is significant that he says what



a “woman” is to a man, not what a whore is—to
Burgess, all women are whores in one way or
another, and all are in his power. A man is
someone who has dominance over women, and
expresses that dominance sexually, physically,
verbally, and legally. Burgess’ point of view is a
traditionally Christian one, in that it is “male-
centered, sex-negative...with strong misogynistic
tendencies and suspicion of female sexuality”
(Bullough 71). Burgess does not cite God as the
source of his authority over the whores, because
he does not overtly recognize any authority other
than his own. He is the richest man on the planet,
and in his opinion that gives him dominance over
everyone else who lives there. As a man, he is
entitled to be as promiscuous as he wishes, but the
women are whores for practicing the same
behaviours he does. It is a distinct double standard
also practiced by Christianity (Bullough 71). 



Burgess is married, and went of his own free will
to a brothel and paid to have sexual intercourse
with a whore, and he repeated this behaviour
regularly. His abuses were such that Nandi barred
him from her premises before he discovered that
his favourite whore, Petaline, was pregnant.
Burgess’ own actions apparently do not offend his
sense of decency or family, and the “decadent
ways” that he freely indulged in are the same ones
that he claims are unsuitable for his unborn foetus
—he does not recognize Petaline as anything more
than an incubator. She is not the mother, he is the
father.

Atherton Wing was Inara’s client in the episode
“Shindig” (Firefly 1: 106-125). Inara has seen
him before, and he is presented as charming,
handsome, young, wealthy, of a high social class,
and possessing great stamina (Firefly 1: 108). He
has made Inara an offer to become his personal



Companion, and while she has not accepted the
offer she has not declined it either. He describes it
as trying to offer her a life (Firefly 1: 111).
However, what Wing fails to realize is that Inara
already has a life which agrees with her, and she
already has far more freedom and self-sufficiency
than what he is offering to her. His offer would
make her financially dependent on him alone, end
the traveling she enjoys, and limit her choice of
sexual partners. His offer is to make her a
mistress, not a wife, and gives her far less legal
protection than she already has as a Companion
(Davidson 119). 

Wing’s good manners are only skin-deep. He
insults her by implying her worth in bed is greater
than her company in a social situation, and openly
revels in his ‘possession’ of her (Firefly 1: 111).
He tries to take back the insult when he sees that
she is displeased, but as Davidson writes “His



flattery was a transparently saccharin attempt to
disguise his contempt for those who lacked the
temerity to be embarrassed when reminded that
their value was hidden between their legs”
(Davidson 121). Wing’s attitude grows more
blatant over the episode. He eventually grows
violently jealous when Inara dances with Mal and
manhandles her away. He tells Mal that Inara is
his, that “Money changed hands. Makes her mine
tonight. And no matter how you dress her up,
she’s still—” (Firefly 1: 119). He is interrupted
when Mal hits him, defending Inara’s honour. 

After Wing’s defeat during his duel with Mal, he
screams accusations and threats at Inara. “You set
this up, whore. After I bought and paid for you. I
should have uglied you up so no one else’d want
you...Get ready to starve. I’ll see to it you never
work again” (Firefly 1: 124). Inara’s response is
that the system does not work that way, and that



he has earned a black mark in the client registry,
and that no official Companion will ever agree to a
contract with him ever again (Firefly 1: 124). This
is set up as a punishment for his jealousy, his
physical, emotional and verbal abuse of Inara, and
his attempt to kill Mal. The implication is that he
will have to find a willing non-prostitute for sex in
the future, and that will be difficult for him since he
lacks honour and respect. However, it ignores the
existence of non-registered whores who would not
have access to a Companion database, or non-
professional women who would contract with him
for the money. It is only a punishment on his social
status. Inara does not call the legal authorities and
have him arrested for physical assault, since it is
assumed within the upper class society that the
public embarrassment and loss of honour is
punishment enough for his misdeeds.  

The Councilor from the episode “War Stories”



treats Inara kindly and politely, but she still holds
certain prejudices against Inara’s profession
(Firefly 2: 86-108). She is very matter-of-fact
about her desires when she hires Inara. All she
wants is to relax with someone who makes no
demands on her (Firefly 2: 91). However, she still
makes the assumption that Inara will be acting with
her. At this point in the episode, all Inara has done
is give the Councilor a massage and compliment
her on her beautiful skin. The Councilor calls the
compliment an unnecessary show and asks Inara
to dispense with the pretence. Inara protests that
her reaction is genuine, and that she only chooses
rare and extraordinary women as her clients, as
most of her clientele is male. Inara proposes that
they relax and enjoy their time together without
any pretence (Firefly 2: 91). No matter their
agreement, however, the Councilor is still there as
a client—she is not a lover. In a later deleted
scene, it is revealed that the Councilor is married



with a young son, and she does not wish her
husband to know of her contact with Inara. Inara
abides by her wishes, but the Councilor is still
unwilling to give Inara the help she needs to rescue
two of her crewmates from a dangerous criminal
who has been preying on the Councilor’s world
(Firefly 2: 101). Hiring a Companion may be
completely legal and respectable in the Alliance,
and there is no evidence of prejudice against
same-sex relations, but the Councilor still treats
Inara as her dirty little secret. She insists on
complete privacy, and comes to Inara’s shuttle
instead of Inara going to visit her as is more
common with her clients. 

Inara has a strict policy against servicing the crew
of Serenity, which she makes clear to Mal when
she first rents the shuttle from him (Firefly 2: 53).
While the crew is aware of Inara’s profession,
they do not interact with her on a professional



level. Since their relationships to her are all
personal, they all see her first and foremost as a
person, regardless of the intimacy of those
relationships. 

For a man who says he hates complications,
Captain Malcolm Reynold’s relationship with
Inara is filled with them. He is her landlord, since
she rents a shuttlecraft in which she lives and
works based out of his ship, Serenity. They are
crewmates, since they spend so much time aboard
ship together, travelling between planets. They are
romantically interested in each other, but believe
that they cannot be together. They fight constantly.
Mal fought for the Independents in the war, and he
believes in the power of individuals over
impersonal governments. He prefers the direct
approach to life, and Inara prefers to manoeuvre
people until they see that her way is correct. This
leads to constant personality clashes between



them as they each try to get their own way. 

Mal does not object to prostitution as much as he
objects to the pretence Inara habitually practices.
He calls it a lie, “that man [Wing] parading you on
his arm as if he actually won you, as if he loves
you, and everyone going along with it...He treats
you like an ornament. Other men look at you and
discuss if you’re worth the cost” (Firefly 1: 118).
He does not object to having sex with someone
for money, but he does object to pretending you
care about someone for money. When he and his
crew go to help Nandi and her whores, they offer
sex as payment for the crew defending them
against Burgess. Mal has sex with Nandi, but he
does not presume that she owes him sex. He
spends time talking to her about her life and about
her friend Inara, and he asks her permission
before initiating sexual contact. He also promises
that he is having sex with her, Nandi, and not using



her as a substitute for Inara, whom he feels he
cannot have (Firefly 2: 173). Nandi is not any
warm body to him, or only a thing he can use for
his own pleasure. She is Nandi, a person, with
feelings and history and desires of her own, and he
grieves when she dies (Firefly 2: 181). Mal
describes his beliefs to Inara when he tells her “I
might not show respect to your job, but he [Wing]
didn’t respect you. That’s the difference. Inara, he
doesn’t even see you” (Firefly 1: 122). Mal sees
the individual first, and while his frustration may
sometimes lead to disrespectful and rude
behaviour, he does not try to hurt people who are
not hurting others. He may call Inara a whore to
get a reaction from her, but he is speaking to
Inara-the-person, not a thing that happens to be
called Inara. Mal would never try to beat her into
obedience, and not only because he knows that
she is as good a fighter as he is . (7)



Kaywinnit Lee Frye, or Kaylee, has the attitude
closest to Inara’s regarding prostitution. She
enjoys sex, and speaks of it openly and honestly
and cheerfully. Kaylee thinks Inara’s job as a
Companion is glamorous and romantic, but she
also asks Inara questions about what her job is
like and how she feels about it. She wishes Inara
to “Have good sex!” on her way to an assignation
as cheerfully as another would wish someone to
have fun at work (Firefly 2: 14). To Kaylee,
having good sex is fun. It is emotions that Kaylee
has difficulty with, such as her long-standing crush
on Dr. Simon Tam. She is somewhat intimidated
by his higher social class and different culture, and
she cannot read his interest clearly, but she has no
trepidation about the physical act of sex. Kaylee
thinks that it is “thoughtful” that Nandi’s brothel
offers "boy whores”, and she wonders “if they
service girlfolk at all” (Firefly 2: 164). Since it has
been some time since she last had sex, and she has



no prospective voluntary sex partners since Simon
is not responding to her overt interest, Kaylee
thinks that having sex with a male whore is better
than having no sex at all. 

Jayne Cobb is a cross between the rest of the
crew and the clients, in that he is a very honest
sexist pig. While he does see whores chiefly as
members of a service industry, and ones that he
does not have to be particularly polite to, he does
not see the need to be polite to anyone else in any
other line of work either. While he is crude
towards Inara, her dislike of him comes more from
his lack of manners than his lack of respect. He is
equally crude regarding Kaylee’s crush on Simon,
and when he demands “Could I start getting sexed
already?” from Nandi’s whores (Firefly 2: 165).
Jayne sees the crew’s deal with Nandi’s whores
as a trade for equal service—protection against
violence in exchange for sex. He is getting



something in return for giving something, and he
does not pretend that it is anything else. He does
not particularly care which whore it is that gives
him service, but he also does not care who makes
his food in a restaurant. Jayne is not abusive
towards women or whores—in fact, he likes
whores. Jayne is portrayed as a big dumb violent
brute, but he treats everyone equally rudely. He is
relentlessly practical—if it has no immediate
benefit for him, it is useless. He does respect Zoe
as an excellent fighter, which is the only quality he
respects about anyone. 

Inara’s problem with her job as a Companion is
similar to Kaylee’s attitude—the physical act is
dealt with in a very matter-of-fact way, it is the
emotions that she has difficulty dealing with. Mal
angers her because she thinks he is trying to make
her ashamed of her job, by calling her a liar for
pretending to feel greater affection for her clients



than she really does. She retaliates by reminding
him that his job as a smuggler and a thief is illegal,
while hers as a Companion is not (Firefly 1: 118).
They constantly try to one-up the other, but their
points of view never converge. Inara sees her role
as a Companion as being a spiritual counsellor.
She offers relief for the mind as much as for the
body, while Mal sees only her work with the
body. 

Inara chose her life as a Companion, even though
it was at a young age. In modern Western society,
children are forced by the education system to
choose classes in high school, which affects which
classes they can take in university and college, and
affects what jobs they can have after completing
their education. In essence, the education and
employment systems work together to force
children from approximately age thirteen to choose
what their career will be, the same way that Inara



chose her career. She was not forced into it by
someone else, or by poverty or addiction or abuse
or by a lack of other opportunities. She is
considered highly ranked, if somewhat eccentric,
by her Guild. She maintains her Guild membership
of her own will, and can quit at any time. She
chooses her own clientele, and no one can legally
influence her decision to accept or reject a client.
She has the freedom to travel where she wishes in
her shuttle. She has a safe home to work in—as
safe as a spaceship can be, anyways. She has the
full cooperation of the authorities when she has a
problem. She has access to medical services
whenever she needs them, so long as she is within
range of service. She has enough income not to
live from client to client, though not enough income
saved to retire while still in her twenties. 

An ambassador is someone who negotiates
agreements between different groups of people.



While Inara does serve to make Serenity and her
crew seem more respectable to the worlds they
visit, she is also an ambassador to the show’s
viewers in real life. She is an example of a
prostitute, a profession which is illegal,
sensationalized, and not well respected in modern
Western culture, and she is an example of
someone who does a job she chose and enjoys
her life. Inara is a sex worker, not a whore or a
prostitute or any other degrading epithet. While
she may have problems with her job sometimes,
there is no job which never has problems. It is an
odd attitude in the Firefly universe that the clients
of a Companion, those who engage their
professional services by means of a legal contract,
hold the individual serving them in less regard than
the average citizen. On a professional level, it
seems that familiarity breeds contempt. 



“You speak of
progress and

shedding of the 

old ways and yet you
still think a woman

needs your
protection”: 

Representations of
the alien Amazon 



in Stargate: SG-1
The 1990’s saw the rise of the kick-ass chick in
science fiction, the strong female character in
television and movies who was more than merely
the damsel in distress or the dependable maid, I
mean mother. Buffy the Vampire Slayer was born
in 1992 on the big screen, and then reborn on the
smaller screen in 1997. Xena the Warrior Princess
was born in 1995. La Femme Nikita was likewise
born in 1997. Captain-Doctor (1) Samantha
Carter of Stargate: SG-1 was similarly born in
1997. All of these women, as either the title
character or an integral part of the team on their
respective shows, have received a great deal of
study since their creations. They are smart, strong,
physically capable, and save the world more often
than they worry about getting a date for Saturday
night. However, it is not always the main



characters who best represent what society really
thinks. Sometimes the throwaway characters, the
ones you meet once or twice over the years of the
show, can tell you even more. In this paper I
intend to examine the alien Jaffa women of Hak’tyl
in the show Stargate: SG-1. While the women of
Hak’tyl are superficially progressive as tough,
independent women, a closer examination reveals
that they are still positioned within a stereotyped
role, likely due to the constraints of the television
medium. The women of Hak’tyl are oppressed on
racial/species, gendered, educational/institutional,
and religious grounds, and can be viewed through
an interlocking system of oppression. They can
also be viewed in two ways; firstly through the
point of view of the internal universe of the show
and the other characters, and secondly from the
point of view of the external universe of the
audience watching the show at home, recognizing
that they are a fictional group deliberately created



in a specific manner. 

The Jaffa of the Stargate universe are an alien
race descended from humans, genetically modified
thousands of years ago to serve the Goa’uld, a
parasitical race that poses as gods and uses the
Jaffa as living incubators for their young. The Jaffa
are introduced in the first episode of the series,
"Children of the Gods", chiefly in the form of
Teal’c (2), a high-ranking Jaffa warrior who
betrays his master and joins Our Heroes (3) as a
regular character on the show with the goal of
eventually freeing his people from slavery. Out of
the 214 episodes in the series (Garcia 308), more
than 20 deal in detail with Jaffa culture and
traditions and politics, and the Jaffa struggle firstly
for freedom and later for a fair form of self-
government is a major plot arc throughout the
series. However, it is chiefly the male Jaffa warrior
culture that is portrayed. Even though Teal’c is



introduced in the first season as having a wife and
child, whom he abandons in the name of his
‘mission,’ almost all Jaffa we meet are male
warriors, uniformly armour clad and either angry
and rebellious or angry and subservient to their
false gods. It is not until season seven that female
Jaffa are examined in any sort of depth. In the
episode “Birthright,” originally aired on August 15,
2003 (Storm 427), the team is introduced to the
leader of the Hak’tyl, Ishta (4), who asks for their
help under the guise of an alliance between her
people and Earth. Ishta explains that her people
are women who once served the Goa’uld posing
as the god Moloc. Moloc has decreed that all
female infants will be sacrificed by fire in his name,
since only male children can serve in his army.
Ishta was the high priestess of Moloc, but she
rebelled and began to secretly rescue the doomed
girls and bring them to the planet Hak’tyl, whose
name means ‘liberation.’ The women of Hak’tyl



train themselves to act as warriors and engage in
combat with Moloc’s army to gain needed
supplies and defend themselves from attack.
Throughout the episode, Ishta has several
arguments with Teal’c on the subject of women’s
traditional place within Jaffa culture, the changing
of Jaffa culture, and the old prejudices that may
prevent attitudes from changing with the culture.
The argument does not end in this episode, since
Ishta and her people appear once more a year
later in the eighth season episode “Sacrifices,”
when they achieve their goal of killing Moloc but
find that he is replaced by the Goa’uld Ba’al and
they are still enslaved. However, since “Sacrifices”
is the last appearance of the Hak’tyl, it is unknown
whether Ba’al continues Moloc’s systematic
oppression against women in particular, as
opposed to the Jaffa in general. 

Race is seldom discussed within Stargate. It is



more commonly replaced by species within
science fiction as a category to describe people.
Thus, while Teal’c is racially black and Ishta is
racially white, it is ignored within the show in
favour of their common species, Jaffa, which
becomes the Other opposed to the human
species. While the entire Jaffa species is
technically enslaved, the exact conditions of their
enslavement can differ wildly depending on which
Goa’uld they serve. Moloc is represented as being
particularly cruel, especially to the Jaffa women
who serve him.

Teal’c once served the Goa’uld Apophis, not
Moloc, but he has interacted a great deal with
Jaffa serving other masters, and from Teal’c’s
point of view and that of SG-1 Moloc’s cruelty
towards women is unusual and extreme. Ishta
describes women’s lives by saying that “Thirty
years ago, Moloc decreed that only male children



would be allowed to live. Only they could
strengthen his armies and lead him to victory in the
war of the gods...The Jaffa lifespan is longer than
humans. This could go on for a hundred years.
Any female child is to be sacrificed in the
ceremony of fire, immediately after they are born."
(“Birthright”) While the practice of female
infanticide is not unknown on earth, Moloc takes it
to extremes by burning to death all female infants
after they are born, instead of aborting most of
them before birth. No other Goa’uld, for all their
many and varied cruelties to their slaves, has
decided to kill half of the population for very little
reason. 

Jaffa women for the most part seem to lead very
traditional lives, principally caring for the family
and the home. Teal’c explains that he is “unaware
of any Goa'uld that would permit his women Jaffa
to be warriors... [However] all females receive



training. They are expected to defend their home
world with their lives when their men are called to
battle.” (“Birthright”) Teal’c has a great deal of
trouble accepting Ishta and her people as
warriors, even though he has served with human
women warriors for over seven years at this point.
However, Teal’c does not expect his human
women compatriots to abide by Jaffa traditions,
and he does expect Jaffa women to abide by the
hierarchical and segregated Jaffa traditions.
(Schmidt 119) Jaffa education and institutional
structures are discussed very little, outside of
religious instruction. They are warriors and
farmers, but science, history and other academic
studies are tightly controlled to the point of being
forbidden by the Goa’uld. The Jaffa can use the
technology they are given by Goa’uld, but they do
not innovate new technology themselves. Neither
do the Goa’uld create their own technology for the
most part, since it is stated in several episodes that



the Goa’uld scavenge technology from other
races. 

The Goa’uld pose as gods from various
mythologies, taking on the attributes, appearances
and character traits of their chosen personas. They
exemplify Clark’s Third Law, which states that
any sufficiently advanced technology is
indistinguishable from magic. The Goa’uld use
their advanced technology to subjugate all Jaffa,
and to force them to serve and worship the
Goa’uld. To defy the Goa’uld, according to the
Goa’uld, is to risk the soul as well as the life.
When Moloc captures Ishta in “Sacrifices” he uses
spiritual blackmail and manipulation as well as
physical torture in an effort to control her. He tells
her that “It is not too late to repent for your sins.
Grovel before your god and beg for my
forgiveness. Tell me of the other sinners who
would betray me. How many would renounce the



privilege of carrying the children of their god, like
you? Tell me while their souls may yet be saved.”
(“Sacrifices”) The Goa’uld are not myths to their
followers, they are not stories told from a book
inside a fancy building or a set of natural
phenomena turned into ‘signs’ from on high. They
are physical people with the power of life and
death over their slaves. While Ishta, as a former
high priestess of Moloc had close contact with him
and eventually learned that he is a parasite and not
a god, to the common Jaffa anyone who can make
light appear from their hand to cause someone
pain is a god, regardless of the jewellery (circuitry)
they wear.

The racial/species, gendered,
educational/institutional, and religious oppressions
directed against the women of Hak’tyl combine to
form an interlocking system of oppression, even
though it is not overtly presented as being such.



The women of Hak’tyl are presented as being
chiefly oppressed due to their specific Goa’uld
overlord Moloc, whom the regular characters
acknowledge is unusually cruel to Jaffa women.
However, it is the position of their species which
makes them slaves, and all slaves of the Goa’uld
are controlled by religion and by the lack of
educational opportunities. They are subject to the
matrix of domination which controls and mixes
together all of the aspects of their lives to create
the situation they are in. (Anderson 61) Teal’c was
oppressed as a Jaffa slave of Apophis, but as a
highly ranked male warrior he had many more
privileges than a female temple handmaiden such
as the characters Mala or Neith. Teal’c’s son was
permitted to live by Apophis, while Mala’s
daughter was sacrificed by Moloc. While the
Goa’uld Ba’al is willing to kill his own Jaffa as
punishment, he also uses their loyalty to their
fellow Jaffa to manipulate them into loyalty to his



own regime. If the women of Hak’tyl were human,
and living under Moloc’s rule, their experiences
would be very different. Likewise their
experiences would be different if they were Jaffa
women living under Ba’al’s rule, or if they were
permitted to worship as they please or to receive
an education in the sciences or history instead of
only in strict religion. All of the categories are
deliberately constructed in the fiction of the
television show, in the same way that they are
socially constructed in real life. (Anderson 63) 

As episodes in a television series, everything about
Stargate: SG-1 is deliberately constructed to be
exactly the way it is. There is a reason for
everything, for every character back story, setting,
costume, and line of dialogue. When analyzing
fiction, it is difficult to separate the creator from
the created. Both “Birthright” and “Sacrifices"
were written by a man, Christopher Judge, who is



also the actor who plays the part of Teal’c, the
main male protagonist of both episodes and a
long-time regular character on the series. While
Teal’c is challenged by Ishta, he also dominates
her physically by winning a sparring match,
mentally by being proven correct, and emotionally
and sexually when she falls in love with him. It is
also noteworthy that for episodes centered around
a group of women, few women are involved in the
production of the episodes. The writer and
directors of both episodes are men, the majority of
the main characters are men, and all the people on
the commentary soundtrack for “Birthright” are
men. The women of Hak'tyl are meant to be telling
the story of women Jaffa, but there are no women
telling their own stories, only actresses repeating
lines written for them by a man. 

Ishta criticizes Teal’c for not truly listening to her
concerns and issues, and for assuming that his



problems are hers as well. He wants to kill all
Goa’uld in the belief that it will free all Jaffa from
slavery. Ishta wants to stop her sisters from being
killed now. The situation can be compared to the
black feminist critique of second wave feminism, in
that a subordinated group dominates and
dismisses a smaller part of the group in the name
of “their own good.” Teal’c is simultaneously a
member of an oppressed group (the Jaffa) and the
oppressor of others (the Hak’tyl, and Jaffa women
in general). (Hill Collins 225) He says he wants to
change Jaffa society so that all Jaffa are free and
equal, but what he means is that all male Jaffa
warriors should be free and equal and stop killing
each other in the names of the gods. The title of
this essay is a quote by Ishta in “Birthright” when
she calls Teal’c’s attention to the dichotomy
involved in his argument. “You speak of progress
and shedding of the old ways and yet you still
think a woman needs your protection.” Teal’c



does not acknowledge her statement, instead
accusing Ishta of making irrational decisions based
on emotion, when he has inspired and instigated a
rebellion against a theocratic, despotic regime that
has lasted for thousands of years, all due to his
anger at his people’s treatment by the Goa’uld.
Teal’c’s attitudes remain substantially unchanged,
and Ishta eventually comes to abide by his
opinions if not entirely to agree with them. Patricia
Hill Collins writes that “One distinguishing feature
of Black feminist thought is its insistence that both
the changed consciousness of individuals and the
social transformation of political and economic
institutions constitute essential ingredients for social
change.” (221) Since neither Teal’c nor Ishta
change their minds, they cannot substantially
change their societies. Instead, they repeat the
same mistakes and confusions between themselves
as individuals and as representatives for their
respective points of view. 



From the audience’s viewpoint, the main male
protagonist of the episode is black, while the main
female protagonist is white, specifically a thin,
blue-eyed blonde. The fact that they are
romantically linked together reinforces the ideal of
the white woman as romantic partner. Rebecca
Brasfield writes that “It is too far-fetched to
consider that a black man is more sexually
attracted to a black woman than to a white
woman.” (362) The writer of the episode,
Christopher Judge, has said in interviews that he
wrote the part of Ishta with actress Jolene Blalock
specifically in mind (Storm 429). In other words,
the black man created the white woman character
to fall in love with him. 

Another racial pairing of significance is that of
Mala and Neith (5), Ishta’s two lieutenants. Mala
is emotionally controlled, logical, and devoted to
the greater good of her people, no matter what



personal sacrifice may be required of her. On the
commentary for “Birthright” the director Peter
Woeste describes the actress’ accent as “regal”
(“Birthright” commentary) but hers is the only
accent pointed out among all the characters. Mala
is also black. Neith, on the other hand, is
excessively emotional and hot-tempered, prone to
snap decisions, disrespectful to her leader and to
their guests, and challenges Ishta for leadership of
their people when she disagrees publicly with
Ishta’s decisions. On the commentary Woeste
describes Neith as “intense” rather than
“overemotional.” (“Birthright” commentary) Neith
is also white. While discussing the so-called reality
show “The Bachelor,” Rachel Dubrofsky observes
that “women of color generally frame the white
women’s illegitimate behaviour—their excessive
emotional behaviour.” (169-170) Mala behaves
calmly and rationally, and she dies is service to her
people. Neith behaves emotionally and reacts



without thinking, but she also lives to the end of
the episode and achieves her goal of saving her
sister’s life. While Mala frames Neith’s behaviour
as inappropriate, she also is not permitted to live. 

The chief visual difference between the genders for
the audience is their costuming. While male Jaffa
wear long robes or full-body armour, the women
of Hak’tyl wear skimpy leather outfits which
expose their breasts, bellies, and legs. Roxanne
Conrad, in a humorous article examining various
costuming choices on Stargate, describes the
women of Hak’tyl’s appearance as “Frederick’s
of Jaffa.” (152) Conrad goes on to say that they
are “dressed in standard-issue fantasy armour for
the female form. That is, impractical but highly
decorative armour that both lifts and separates.”
(152) As the Alien Women of the Week on a
television show, they can be dressed as unrealistic
fantasy material instead of the same protective



armour as male Jaffa warriors, or in clothing that
would be more suitable to living and working in a
rural settlement where they need to build homes
and grow food to support themselves. 

Since the audience sees so little of Jaffa education,
it is difficult to analyze whether or not the women
of Hak’tyl received standard education or not.
They have clearly received physical training—at
one point Teal’c compliments Ishta on her stealth
abilities. (“Birthright”) However, Ishta’s reasoning
abilities are cast into doubt by Teal’c. She insists
that killing Moloc will stop the female infanticide,
while Teal’c claims to look at the larger picture,
saying that if Moloc dies he will merely be
replaced by another Goa’uld and nothing will truly
change. In “Sacrifices” Teal’c is proven correct,
since Moloc is killed and Ba’al takes over his
territory. On the commentary for “Birthright”
director Peter Woeste describes Christopher



Judge as “generous” for writing a scene in which
his character is defeated in a physical fight by a
woman, his love interest, but not only does Teal’c
quickly disarm Ishta in turn, he is proven correct in
his predictions of what will happen. It is not Ishta’s
education that is questioned throughout both of the
episodes she appears in but her experience and
emotional control. 

Stargate is careful to show not that religion is a
bad thing in and of itself, but that religious
fanaticism is bad, and dangerous. The Jaffa believe
in a place called Kheb, where the souls of the
honoured dead rest in peace. The Asgard are a
species that take on the roles of the Norse gods,
but protect less technologically developed species.
The Nox are a species that believes in peace
above all else, and will not attack those who
attack the Nox. By contrast, the Ori are the main
villains throughout seasons nine and ten of the



show, a species who insist that all people worship
them or die. Senator Robert Kinsey is a devout
Christian who is claims that he has the righteous
power of God on his side, and he is willing to
betray his entire species in order to serve his own
interests. By looking at Moloc from the outside, he
can be viewed by the audience as a liar and a bully
and a false god, who becomes a dead false god
(6). Moloc’s worship is not replaced by the
women of Hak’tyl with any other, possibly more
positive religion, but they do not condemn all
religions, only ones based on lies and abuse. 

The women of Hak’tyl are portrayed as
independent warriors, but they are undermined by
continually needing help from Teal’c and his team.
They ask for and receive food and medicines
(“Birthright”), and also ask for and receive shelter
and protection. (“Sacrifices”) They cannot defeat
Moloc and his army on their own, so the team kills



Moloc for them. They attempt to take on the role
of feminists and mouth the arguments, but
ultimately end up as scantily-clad damsels in
distress who breathe deeply while needing to be
rescued. Ishta is meant to be strong, smart and
physically capable, but as the leader of her people
on a television show she is also young, white,
attractive, heterosexual, and compliant to a man’s
commands. (Helford 5) She is what Sherrie Inness
describes as a “brass bra warrior,” a woman who
exists “only to justify the super-virility of the male
hero.” (166) Teal’c and Ishta play out the problem
of women’s oppression as debating opponents,
but as long as Teal’c/Judge writes Ishta’s lines for
her, there can never be a truly fair solution. Teal’c
acknowledges only their communal oppression as
Jaffa, and ignores the oppression the women of
Hak’tyl face as women. He sees only one facet of
oppression which directly affects him, which
means that the more things change for the Jaffa the



more they will stay the same. 

 



“All I Want To Do Is 

Graduate From High
School, Go To

Europe, 

Marry Christian
Slater, And Die!” (1): 

Deconstructing the
Masculinized Slayer, 



or Why Buffy Can
Never Be a Boy

In every generation there is a Chosen One.

She alone will stand against the vampires, the
demons, and the forces of darkness.

She is the Slayer.(2)

So says the voiceover at the start of the pilot
episode, “Welcome to the Hellmouth,” and indeed
every subsequent episode begins in the same way.
Buffy’s gender is held at the forefront of our
attention. It is repeated again and again, that only



females can be the Slayer. However, Carol Clover
argues in her book Men, Women and Chainsaws
that the figure she names the Final Girl, the sole
female survivor of the slasher film, is at least as
masculine as she is feminine, if not more. She is a
male in a female’s body (Clover 40). In the case
of Buffy Anne Summers, the Vampire Slayer, the
Chosen One of her generation, her gender is of
crucial importance to her narrative. Buffy could
never be replaced by Buff Boy. From her very
inception in the mind of her creator, Joss Whedon,
she was always intended to be a female heroine,
with all the necessary qualities and trappings of
femininity. In my paper, I intend to deconstruct the
myths surrounding the Final Girl and examine how
Buffy’s femininity defies the stereotypes
surrounding her and gives her power. From her
creator’s intentions, to her intense interest in such
traditionally feminine matters as fashion and her
interpersonal relationships, to her inadequate



masculine and/or masculinized attempted
replacements, Buffy’s gender remains one of the
keys to her success as both a woman and a
warrior.

The image of the distressed female most
likely to linger in memory is the image of
the one who did not die: the survivor, or
Final Girl. She is the one who
encounters the mutilated bodies of her
friends and perceives the full extent of
the preceding horror and of her own
peril; who is chased, cornered,
wounded; whom we see scream,
stagger, fall, rise, and scream again. She
is abject terror personified. If her
friends knew they were about to die
only seconds before the event, the Final
Girl lives with the knowledge for long
minutes or hours. She alone looks death



in the face, but she alone also finds the
strength either to stay the killer long
enough to be rescued (ending A) or to
kill him herself (ending B). But in either
case, from 1974 on, the survivor figure
has been female (Clover 35).

Buffy is the Final Girl, or as Kent Ono terms her,
the “Perpetually Final Girl” (Ono 177). In every
episode, there is a new monster to fight and kill,
and the pattern repeats itself time and again. Buffy
doesn’t follow Clover’s format in every episode;
quite often, she is the chaser of the monster, not
the chasee. In the end, though, she is the Slayer.
None of her friends can take her place. Even
when she dies (3), she is still the Perpetually Final
Girl, because she must always rise and return, like
the monster of horror itself, to fight the good fight
again. She is, in the terminology of the show, a
Champion fighting on behalf of the Powers That



Be. She is far too valuable to be wasted in death.
Buffy’s status as the Perpetually Final Girl is made
explicit within the narrative of the show itself in the
episode “Becoming Part II,” when she confronts
her ex-boyfriend the vampire Angelus during the
climactic battle.

Angelus: Now that’s everything, huh? No
weapons… no friends… no hope. Take all that
away, and what’s left?

Buffy: Me.(4) (BVDD)

As the Perpetually Final Girl, Buffy herself is the
only thing she can always depend on to be there
when she needs it to be. It is to her credit that for
the most part she is enough. In the episode
“Helpless” Buffy is forced by the Watchers
Council to undergo a test called the
Cruciamentum, during which she is secretly



drugged to remove her strength and locked in a
house with a vampire and no weapons. Buffy’s
test goes wrong, but she still manages to use her
wits to defeat the vampire. Even when she is not
the Slayer, she is still Buffy. Buffy is unusual in that
she does have friends to help her bear the burden
of saving the world on a weekly basis, ones who
do not all die before her final confrontation with
the monster. As Spike the vampire complains in
the episode “School Hard,” “A Slayer with family
and friends. That sure as hell wasn’t in the
brochure.”(BVDD) The other Slayers we meet in
the series, especially Kendra and Faith, have no
friends or family, or even last names. Kendra
quickly dies on her second appearance in the
show, and Faith is only saved by the makeshift
family she creates from Buffy’s life. Buffy may be
the Perpetually Final Girl, but she is not Clover’s
Final Girl. 



The Final Girl is boyish, in a word. Just
as the killer is not fully masculine, she is
not fully feminine—not, in any case,
feminine in the ways of her friends. Her
smartness, gravity, competence in
mechanical and other practical matters,
and sexual reluctance set her apart from
the other girls and ally her, ironically,
with the very boys she fears or rejects,
not to speak of the killer himself. Lest
we miss the point, it is spelled out in her
name: Stevie, Marti, Terry, Laurie,
Stretch, Will, Joey, Max. Not only the
conception of the hero in Alien and
Aliens but also the surname by which
she is called, Ripley, owes a clear debt
to slasher tradition. (Clover 40)

Buffy is the complete opposite of this description.
She could not be less boyish. From her first



appearance, it is made very clear that not only is
she a girl, she is a girly-girl. She wears short skirts,
multiple earrings and other jewellery, worries if she
has last month’s hair, and discusses boys with her
friends. In the pilot episode “Welcome to the
Hellmouth” Cordelia Chase, the reigning teen
queen of Sunnydale High School, immediately
singles her out as being someone worth knowing,
based on her appearance(5). Cordelia does still
have to give Buffy a test for her coolness factor,
but she easily passes. Directly after the test
Cordelia gives Buffy advice on the first rule of
fitting in, using the nearby distinctly un-fashionably
dressed Willow Rosenberg as an example(6).
“Know your losers. Once you can identify them all
by sight, they’re a lot easier to avoid.”(BVDD)
While sometimes Buffy may feel like less of a girl
than her friends because of the time and effort she
has to put into her duties as the Slayer, it is
nonetheless reinforced over and over that she is



indeed a girl. She is just a very special type of girl,
as opposed to being a masculine girl. As she says
in “Faith, Hope & Trick,” “I just want to get my
life back, you know, do normal stuff… date and
shop and hang out and go to school and save the
world from unspeakable demons. You know, I
wanna do girlie stuff.”(BVDD) In Buffy’s world,
girls save the world.

For the rest of Clover’s description, Buffy is
smart, but rarely grave, and her ‘competence in
mechanical and other practical matters’ is almost
nonexistent. Her driving skills are hazardous to
both herself and others on the road, her cooking
skills involve putting the cereal box next to the milk
and calling it breakfast, and her computer literacy
extends to knowing how to turn it on. She is no
more sexually reluctant than any normal teenage
virgin at the beginning of the series, and in fact is
the first of the main three characters [herself,



Willow Rosenberg, and Xander Harris] to have
sex, with her boyfriend Angel on her seventeenth
birthday in “Surprise.” It is well over a year
afterwards before either Willow or Xander begin
to have sex, and throughout the series Buffy has
both the most sexual partners(7) and the most
explicitly shown sexual scenes. Finally, her name,
Buffy Anne Summers, could not be less masculine.
The name ‘Buffy’ conjures up images of a blonde
Valley Girl cheerleader, which is exactly what she
is in the movie, before she is told of her destiny as
the Vampire Slayer for her generation. The
convention of her name is mocked in the movie, in
which her own mother possibly mistakes her
name, or else her boyfriend’s name.

Buffy’s Mom: Bye-bye, Bobby.

Jeffrey: Bye! (to Buffy) She thinks my name is
Bobby?



Buffy: It’s possible she thinks my name’s
Bobby.

Jeffrey: Real quality-timer, huh? (8)

‘Bobby’ could be either a boy’s or a girl’s name,
while ‘Buffy’ is distinctly feminine. It also adds to
the humour of the situation, that her mother is so
preoccupied with her own social life that she
cannot remember either her only daughter’s name,
or the name of her daughter’s boyfriend. This is
the same sort of life that she presumes her
daughter will have one day, filled with social
obligations and little deeper meaning. With regards
to her name, ‘Anne’ is also a very feminine name,
with no easy masculine equivalent. 

From the beginning, Buffy was intended by her
creator, Joss Whedon,(9) to be very different from
the standard-issue Final Girls of the slasher film.



In detailing his original conception for
the premise, Whedon noted that in the
mid-eighties he had grown tired of
slasher film clichés, most notably the
dumb, oversexed blonde stumbling into
a dark place to have sex with a
boyfriend, where, preferably in an
advanced stage of undress, she’s
brutally murdered by Jason, Freddy, or
one of their countless screen imitators.
“I began thinking that I would love to
see a scene where a ditsy blonde walks
into a dark alley, a monster attacks her,
and she kicks his ass,” Whedon
laughed. “After all the times the poor
girl had sex and got herself killed for it,
I just wanted her to be able to take
care of herself. So I had this character
long before I had the idea of using
vampires. I wanted to create a special



person who desperately wants to fit in
but who has a higher calling. I decided
to use vampires because I’ve always
thought vampires were so cool.”
(Edwards 63)

Whedon was well aware of the conventions of the
slasher film blonde when Buffy was created, and
he deliberately made her both superficially an
adherent to the myth of the Final Girl, and on a
deeper level her opposite. In terms of her
appearance, Buffy should be not only not the
traditional Final Girl, but rather yet another
random throwaway victim of the monster. She is
short, blonde and pretty. She should twist her
ankle, fall and die horribly.(10) She should not be
the one who hacks the monster to pieces, and she
definitely should not be the one who does it on a
regular basis. However, she clearly succeeds in
pleasing her audience at least as much as any of



her Final Girl predecessors, given that the series
lasted for seven seasons and remained wildly
popular throughout its run. As Frederick C.
Szebin, a reviewer for the science fiction magazine
Cinefantastique writes,

“It’s Romeo and Juliet in black leather
and mini skirts. Sarah Michelle Gellar
as Buffy may have finally kicked
asunder that tired cliché of the
screaming maiden in distress. Here is a
heroine who can be sexy without being
trashy, tough without resorting to…
machismo, and funny without the forced
goofiness prevalent in today’s comedy.”
(Muir 159)

The Final Girl may be a relief from the women
who exist in the slasher film only to die painfully
and bloodily, but Buffy is a relief from the Final



Girl. She doesn’t need to lose her friends, and she
doesn’t need to suffer so much. Alfred
Hitchcock’s famous advice of “Torture the
women!” (Williams 211) is out of date. Everyone
gets tortured equally in Buffy’s world, usually
immediately after a moment of sublime happiness.
This process is known among Buffy’s fans as
‘getting Jossed,’ and happens to everyone, male
and female, and usually to the character you think
is immune and will never be killed. No one is safe
in Buffy’s world, the same as in the world of the
slasher, but in Buffy’s world the unexpected really
is unexpected and shocking.

There have been both masculine and masculinized
attempted replacements on the show, but they are
always inadequate for the task and fail in the end.
The audience meets two other Slayers during the
show, Kendra and Faith, as well as Buffy’s
soldier-boyfriend Riley Finn. 



Kendra(11) is feminine only in terms of her sex.
She was taken from her parents at a young age to
be rigorously trained as a Potential Slayer,
someone who might one day be called upon to
take up the mantle of the Slayer. During her first
appearance in “What’s My Line Part II” Buffy
calls her “she-Giles,”(BVDD) referring to Rupert
Giles, Buffy’s male Watcher and trainer. Kendra
has been carefully trained by a man, her Watcher
Sam Zabuto, to be the ideal Slayer, which is
essentially a Watcher [usually male] with the
supernatural strength and agility granted to the
Slayer line. Her lack of normal feminine qualities is
emphasized later in the same episode when her
shirt is ripped during a fight with Spike, when she
exclaims angrily “That’s me favourite shirt! That’s
me only shirt!”(BVDD) This can be contrasted
with Buffy, who at the end of the episode gives
Kendra one of her own shirts as a replacement,
telling her that “Hey, it looks better on… well, me,



but no worries.”(BVDD) Buffy not only has more
than one shirt, she can analyze clothing well
enough to determine what is aesthetically pleasing,
or not. Kendra dies during her next appearance on
the show, in the episode “Becoming part I.” She is
killed by Drusilla the vampire, who hypnotizes
Kendra and then slits her throat with her
fingernails, in a swift and shocking scene. Even
though Kendra is a masculinized Slayer, and
should be a Final Girl, in the end she is just
another victim for the monsters. 

Faith(12) is at the other end of the spectrum from
Buffy and Kendra. Her masculinized quality is her
extreme promiscuity, and her treatment of sexual
desire as no more than an itch to be scratched. In
“The Zeppo” she takes Xander’s virginity,
reversing the stereotypical gender roles by making
her the experienced partner, who afterwards
brushes him off by saying “That was great. I gotta



shower.”(BVDD) However, Faith becomes the
monster herself, and later is redeemed by Buffy’s
friends and not through her own agency. She does
not die, but she cannot save herself either, from
the external monsters or the internal ones of her
own mind.

Riley Finn(13), Buffy’s college boyfriend, is the
actual masculine version of Buffy. He is a high-
ranking soldier in the Initiative, a specialized
branch of the Army dedicated to the containment
of demons. Due to a secret regimen of
experimental drug therapy he has been given
enhanced physical strength, in addition to his
combat training. He is aware of, and more
importantly believes in, demons. He is as close as
a male can get to being a Slayer himself, minus the
supernatural gifts such as prophetic dreams and
the instinctual awareness of nearby vampires.
However, not all actual Slayers have these gifts.



Buffy herself is shown during the pilot episode to
detect vampires based on their outdated outfits,
and not by their inherent demonic nature. Yet in
the end, Riley too is unable to endure Buffy’s daily
life of Slaying. It takes a real girl to be the Final
Girl.

Gerard Lenne believes that women as a gender
belong to the extraordinary world.

I shall nevertheless repeat that woman
is a dual being, and I shall add,
moreover, that, because of this essential
duality, she belongs, of her very nature,
to that world of ghosts and vampires
and demons and monsters and
automatons and lunatics and evil
geniuses that we call the realm of the
fantastic. (Lenne 31)

The Final Girl must be a girl, even if she is a boyish



girl. However, the day of the boyish girl-hero is
drawing to a close. With Buffy and her sister-
heroes, such as Xena, Dana Scully, and La
Femme Nikita, there has come a new time of
women who can kick ass while staying feminine.
Of the typical girl victim of slasher films, Joss
Whedon has said that “I started feeling bad for
her. I thought, you know, it’s time she had a
chance to take back the night.” (Heinecken 101)
Buffy is Clover’s Final Girl, or the Perpetually
Final Girl, but she is also most definitely a girl, and
not a boy in drag, nor could she ever be replaced
by one.

Pike: You know, uh…Buffy, you’re not like
other girls.

Buffy: Yes, I am.(14)



Footnotes 
My Dear Watson is Elementary: The
Strange Case of Sherlock
Holmes and Dr. Watson

1. Sherlock describing the mysterious shooter.
Episode 1.1 "A Study in Pink", Sherlock. 



“You’ll lay a man out for implying
I’m a whore, But you keep calling
me one to my face”: The
Contradictions of Inara Serra in



Firefly

1. Brief dramatis personae: 
Top row: Captain Malcolm Reynolds, commander
of the ship Serenity; Companion Inara Serra; and
the Firefly-class transport ship Serenity. 
Bottom row: unbalanced teenage psychic River
Tam; pilot Hoban ‘Wash’ Washbourne; River's
brother, surgeon Dr. Simon Tam; mechanic
Kaylee Frye; priest Shepherd Derrial
Book; mercenary Jayne Cobb; and Wash's
wife, First Mate Zoe Alleyne Washbourne.



2. To clarify the multiple uses of the word
Serenity, there is the fictional Firefly-class
transport ship Serenity, named for the historical
Battle of Serenity, on which the crew serves; the
pilot episode of the television show Firefly,
“Serenity”, which aired in 2002; and the feature
film Serenity, which takes place after the end of
the television show and aired in 2005.



3. Also known as the ‘Verse.

4. Of course, his potential suspects Mal and Zoe
really are the guilty parties.

5. Reavers.

6. Nandi has asked Inara to hire the crew of
Serenity to defend the whores against Rance
Burgess. The crew has guns, if not brains (Firefly
2: 163).



7. She is better with a sword.

“You speak of progress and
shedding of the old ways and yet you
still think a woman needs your
protection": Representations of the
alien Amazon in Stargate: SG-1

1. Later Major-Doctor, Lieutenant-Colonel
Doctor, and most recently Colonel-Doctor
Samanta Carter, portrayed by Amanda Tapping.



2. Teal'c, portrayed by Christopher Judge.



3. The original core team of (from left)
astrophysicist Captain Samantha Carter,
archeologist/linguist Dr. Daniel Jackson, team
leader Colonel Jack O’Neill, and alien warrior
Master Teal’c of the Jaffa, the former First Prime
of Apophis. Season 1, Stargate: SG-1. 



4. Ishta, portrayed by Jolene Blalock.



5. Mala portrayed by Christine Adams (below
right) and Neith portrayed by Kathleen Duborg
(below left). 



6. Teal’c repeatedly describes the Goa’uld as
‘false gods’ or ‘dead false gods’ throughout the
series.

“All I Want To Do Is Graduate
From High School, Go To



Europe, Marry Christian Slater, And
Die!”: Deconstructing the
Masculinized Slayer, Or Why Buffy
Can Never Be a Boy

1. Quote taken from Buffy the Vampire Slayer,
the movie.

2. Dialogue transcribed from the official DVD
subtitles, episode 1.1 “Welcome to the Hellmouth”
Buffy the Vampire Slayer.

3. As she does three times within the show.

4. Dialogue taken from the Buffyverse Dialogue
Database (BVDD)

5. Cordelia Chase (left, portrayed by Charisma
Carpenter) judging Buffy Summer's (right,



protrayed by Sarah Michelle Geller) first day of
school outfit, circa episode 1.1 "Welcome to the
Hellmouth", Buffy the Vampire Slayer.



6. Willow Rosenberg, portrayed by Alyson
Hannigan, circa episode 1.1 "Welcome to the



Hellmouth", Buffy the Vampire Slayer.



7. Angel the vampire, Parker Abrams, Riley Finn,



and Spike the vampire, over seven seasons.

8. Dialogue transcribed from the official DVD
subtitles, Buffy the Vampire Slayer, the movie

9. Also known as ‘God’ to his fans.

10. As Sarah Michelle Gellar’s character Helen
does in the slasher film I Know What You Did
Last Summer

11. Kendra the Vampire Slayer, portrayed by
Biana Lawson, circa episode 2.9 "What's My Line
part 1", Buffy the Vampire Slayer.



12. Faith Lehane the Vampire Slayer, portrayed
by Eliza Dushku.



13. Riley Finn the Initiative soldier, portrayed by
Marc Blucas.



14. Dialogue transcribed from the official DVD
subtitles, Buffy the Vampire Slayer, the movie.
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 Notes
I initially chose Sigil for this project because I have
a PC at home, not a Mac. These kinds of
computer projects take me a long time, and I
wanted to do it at home near my supply of caffeine
instead of in the labs at school. I decided to use
some old essays I had written because I thought it
might be easier to reformat the essays from Word
instead of trying to take apart and recreate a
professionally published ebook.

In general, I find Sigil to be relatively easy to use. I
particularly like being able to toggle back and forth
between the book and code views, since certain
things are easier to do in one or the other views.
For example, making a new paragraph or
changing font to be italic or bold is easier in the
book view, since it works similarly to Word.



Tagging images and creating links however is
easier in the code view, since I can be more
specific about how I want it to work. I also very
much appreciate the automatic fixes on the code,
although it still needs to be double-checked to
make sure that it actually fixes it to do what I
wanted it to do, much like spellcheck on Word.
When I first did the Validation, it brought up
several automatic fixes as errors that had ended up
being extra, unnecessary code. When I deleted the
fixed code lines,it corrected the errors in the
Validation. 

I found it relatively simple but tedious to reformat
my documents from Word, especially because
Sigil does not recognize footnotes. I had to go
through every essay in detail to add them in the
right places and then link them to the Footnotes
page. I also changed the some of the footnotes
and added all of the images, so that took a while



to make sure that everything was in the correct
place and was properly linked. I also decided to
link all of the references to the Works Cited page,
which took a great deal of time but I thought
would be more convenient for a non-fiction work,
where the reader might want to trace the
reference. 

I did have some difficulty trying to resize the cover
image that I made in Powerpoint. Even after I
resized it and saved it and uploaded the new file, it
still wouldn't be the proper size in Sigil. Eventually
I renamed the file with the correct size instead of
using the same name, and that worked. 

I also had a problem with attaching the id attribute
because I initially tried to make it a separate tag,
and it created an error. I reread the handout from
class and corrected it by adding the id into another
tag, which worked. 
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