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INTRODUCTION 11

The philosopher Theodore Lipps coined the phrase "Einfülhung" at the end of the nineteenth century. This term refers to the ability to express one's emotions through art, such as drawings or paintings. This has resulted in an understanding of empathy that evolved over time. It was only after World War II that the notion of empathy was defined as an objective ability to understand someone else''s point of view. Despite the ongoing interest this capacity receives in psychology and social studies, its analysis in television and cinema studies remains more in the margins. However, television is one of the most prominent media and has the ability to impact larger and wider audiences, to transmit emotions, and reflect its social context not only through the television broadcast news, but also through fiction. This research will focus on two British television series from the late twenty-first century, both produced by British female creators, from 2016 to 2020.

The first season of Fleabag was produced by Phoebe Waller-Bridge in 2016, followed by its second season in 2019. This series was originally an adaptation of the creator's one woman show of the same name, performed in 2013. Two Brothers Pictures originally produced Fleabag for the British channel BBC Three. It was later co-produced with Amazon Prime, a streaming and video-on-demand platform on which the series is still available. The series recalls the story of the protagonist Fleabag, a funny, out-spoken, and angry woman living in upper-middle class London, who appears to be struggling with financial and personal issues after the death of both her best friend Boo and her mother. This study will focus on both seasons and examine the way the narrative and technical elements explore empathy through viewers' reception and characters' development.

Therefore, as a mainly White cast series, it will be explained that a persistent on and off-screen White hegemony prevent intersectional and inclusive portrayals, a characteristic of what Nygaard and Lagerwey call "Horrible White People" programmes 1 . The show's lack of diversity and the emphasis on White precarity and White victimisation will be proof of the industry's ongoing conscious (and unconscious) bias as well as persevering racial inequalities on and off-screen.

The second series, [START_REF] May | Analysis: How to Edit Trauma -YouTube. Directed by The Film Essay[END_REF], was created by Michaela Coel. It introduces the audience to Arabella, a novelist in her late twenties best known for her debut novel "Chronicles of a Fed-Up Millennial." While taking a break from writing, the author 1 The book particularly examines how White TV shows, also known as "Horrible White People" shows and that debuted between 2014 and 2016, have a tendency to emphasise Whiteness, in a predominantly White Upper-middle class society. For full references: Nygaard, Taylor, and Jorie Lagerwey. Horrible White People: Gender, Genre, and Television's Precarious Whiteness. NYU Press, 2020. decides to go out for a party with friends. She rapidly realises that she was sexually abused without distinct memories of the party, during the days that followed. Viewers accompany her on her journey with her friends Terry (Weruche Opia) and Kwame (Paapa Essiedu), who attempt to comprehend and recall the events of that night. As a so-called "Diverse Quality Comedy" (Nygaard and Lagerwey), the series attempts to decode prejudiced representations by placing intersectionality at the center of the story, with themes such as sexual assault and consent serving as a foundation. A potential evolution of the genre, that is DQCs, will be questioned throughout this study.

By analysing how fiction attempts to represent empathy through modern narrative features, viewers' immersive experience and engagement, it will be argued that both series explore the limits of empathy. Moreover, one might claim that the two programmes either participate in (or are conditioned by) a White hegemony in a predominately White industry, not only through aesthetics but also through viewer response and award-winning shows.

In order to examine the place of empathy in the television industry, we will begin by defining this notion, its evolution throughout history and its controversies. Also, it seems important to analyse how modern 21st century television and the major role of the Internet and TV platforms manage to play a role in the development of empathetic responses in viewer reception. Lastly, the two series were both produced in a social and political context in which the rise of the "Far Right" was prominent, leading to major issues such as racial inequalities, lack of diversity and the growth of White victimisation in the entertainment industry.

As two contemporary and innovative TV series, Fleabag and I May Destroy You both reimagine fiction to provoke empathy through audience engagement and reception.

Fleabag specifically uses its recurrent direct address, breaking of the fourth wall and comedy to invite its spectators to engage with the protagonist. Therefore, it will be argued that the protagonist also manipulates and controls her audience smartly for a cathartic end which, as a result, helps viewers to build a sense of self and participate in empathetic responses. I May Destroy You uses trauma and a portrayal of the spectrum of consent to leave an impression on viewers and to encourage greater objectivity and transparency.

Finally, it will be argued that the television industry contributes to an ongoing persistent Whiteness on screen through White programmes that keep centralising White culture and prejudiced portrayals at the heart of its narratives. However, I May Destroy You, among other new emerging Black TV shows, attempts to break down those stereotypes by challenging what DiAngelo refers to as "White Fragility" and racial comfort. Creator Michaela Coel intends to make the genre evolve by representing multidimensionality, while challenging the White hegemonic industry and the numerous discriminations that BIPOC2 creators and narratives continue to face.

CHAPTER I -DEFINING EMPATHY IN THE SOCIAL AND POLITICAL CONTEXT OF THE LATE 21ST CENTURY

A. DEFINING EMPATHY AND APATHY

Empathy, that is to say the capacity "to put ourselves into someone else's shoes", as Barack Obama stated in his 2006 speech3 , was not defined for centuries and still remains difficult to describe today. Empathy has piqued the interest of researchers in psychology, sociology, politics, and, more recently, film and television studies. As a result, it appears necessary to understand the evolution of the concept of empathy, as well as its controversies and importance in society, in order to analyse it on television, and more specifically on TV series.

1) The History of Empathy and the Importance of Emotions

Susan Lanzoni's book Empathy: A History explains the evolution of the word empathy and shows how it was perceived over time. The term "empathy" was derived from the German word "Einfühlung", coined in 1897 by the German philosopher Theodor Lipps which means "feeling-into". Rudolf Lotze (1817-1881) translated "Einfühlung" from the Greek word "empatheia" created in 1858. It was in 1909 that the physiologist Edward Titchener (1867-1927) created the word "empathy" as it is known today. Yet originally, the word "Einfühlung" referred to a particular passion and emotion.

Einfühlung was defined, at the time, as a capacity to experience an emotional attraction and deep feelings for art and objects, or what Lipps refers to as a projection of the mind onto shapes and forms (qtd in Lanzoni,14). John Cairns defines it as a capacity for people to lose "[their] own self-awareness as [they confront] a painting (or other art object) and [are] absorbed by the object attracting [their] attention" (13). This mind projection onto art was also said to involve the body and movements. This physical response is referred to as the phenomena of "kinesthesia" (10,Lanzoni) or what Cairns explains as "involuntary or subconscious empathy" (Ibid). As Lanzoni states, empathy was said to affect different parts of our body such as breath and muscles (28).

Consequently, the word Einfühlung was at the time, the capacity to feel art. Those artworks could be paintings, sculptures or drawing, for instance. In fact, Susan Lanzoni describes Einfühlung as:

The power to shift the shape of the self so as to enter into alien forms, to transform into art objects, to inhabit other realities, and to take on the experiences of other persons. To look back at empathy in all its varieties is to witness, directly and obliquely, the diffusion of the self across its feeling connections (2).

Only during the twentieth century, and more specifically after World War II, did the meaning of Einfühlung evolve and become defined as we know it today. Thus, many experiments and observations were conducted by neuroscientists on animals such as dolphins, monkeys and elephants (6), after which the term Einfühlung was renamed "empathy". As a result, empathy was no longer regarded as a mental projection onto art, but instead referred to what Cairns defines as "the involuntary, at times forceful, experiencing of another's emotional state" and the ability to "experience not only another person's feelings but also some of that person's thoughts, wishes, and perceptions, which we can further relate to our own experiences" (13). Indeed, these experiments showed that empathy was now claimed to be "a deeper-going ability to engage with a variety of feelings and to inhabit, sometimes even bodily, the other's perspective" (6). In other words, empathy is the capacity to more thoroughly comprehend another person's viewpoint, sometimes both physically and emotionally.

Despite these experiments, the term still remains difficult to define at this stage of the twenty-first century. Many writers and artists explain their inability to provide a clear definition of empathy in the book Ionbhá: The Empathy Book for Ireland, a collection of poems and testimonials about experiences with empathy. In Seeing Through the Eyes of Another (2022), Pamela Joyce explains that "growing up, [she] had no awareness of the word empathy" (28). In fact, there are only rare mentions of empathy in television, education, or books.

Many factors play an important role in the development of empathy. One of them is understanding emotions and recognizing them in other people. According to Paul Ekman, Professor of Psychology, emotion can be defined as:

A process, a particular kind of automatic appraisal influenced by our evolutionary and personal past, in which we sense that something important to our welfare is occurring, and a set of physiological changes and emotional behaviors begins to deal with the situation (2003,13).

Dr. Robert Plutchik, an American psychologist, created his wheel of emotions in 1980 to represent his insight on emotions (see illustration 1). This 2D wheel-model depicts the eight primary emotions that he identified, as well as their different degrees of intensity.

The intensity of these emotions varies depending on the situation. For instance, "Anger" can become "rage" if it is felt with greater depth. Some emotions can also combine to form new emotional states. Consider the feelings of "serenity" and "interest" that merge to form "optimism" when they fuse. Emotions, in fact, can be perplexing due to their multiplicity and, as a consequence, difficult to distinguish from one another. As a result, knowing which one is experienced is critical for experiencing empathy. Indeed, misunderstandings or difficulties with recognition can prevent empathy and lead to what is called: apathy, which will be discussed further below.

Illustration 1: Darwin's Wheel of Emotions

The American psychologist Paul Ekman came up with the idea that facial expressions can be social constructs. In other words, facial expressions portray emotions which can be controlled and used to conceal the truth. This is what Ekman calls "display rules". As he explains, "these rules may dictate that we diminish, exaggerate, hide completely, or mask the expression of emotion we are feeling" (4). In fact, he distinguishes between two types of facial expressions. The ones displayed in public are what he calls "managed expressions", whereas the ones displayed in private are "innate expressions" and thus more personal and less dissimulating. This is also true of language. Words, according to Ekman, can represent specific emotions, but emotions cannot be reduced to words (7). In fact, expressing an emotion verbally does not always reflect inner feelings. This study demonstrates how much confusion can occur when emotions are not being communicated earnestly and openly. Therefore, proper empathy requires proper communication and understanding. As a matter of fact, recognizing emotions is one of the Four Qualities of Empathy identified by Theresa Wiseman (qtd in [START_REF] Brown | Directed by TEDx Talks[END_REF]. Also, "staying out of judgement", "perspective taking", and communicating emotions after they have been recognized are the three other required qualities for empathy. Maintaining an open mind aids comprehension and has a direct impact on how people respond and behave.

Brené Brown also emphasises the importance of vulnerability. Vulnerability extends not only to others but also to oneself. Accepting personal emotions, experiences, and potential trauma definitely helps with our acceptance of others' emotions. The ability to let memories affect our feelings is also a way to relate to other people's experiences [START_REF] Brown On Empathy | Directed by RSA[END_REF]. Brain imaging studies, according to Michael Banissy (BBC Reel, 2022), have shown that the brain can link one experience to another by activating similar neurons. This is what he refers to as "Vicarious Brain Activity" or what Tania Singer, Professor of Neuroscience, calls the "mirroring-mechanism" (Ibid). Empathy is unlikely to occur if the brain cannot connect two experiences in any way. According to Brené Brown, "empathy is feeling with people". Empathy is thus both an emotional state and a physiological phenomenon. Without vulnerability or in a state of emotional repression or denial for instance, it is difficult, if not impossible, to empathise.

Since sympathy results in a lack of vulnerability and emotional acceptance or understanding, it can be distinguished from empathy (Brown). Although the meaning of these words "empathy" and "sympathy" are very similar, they remain very distinct, which explains how they can be misunderstood and confused with one another.

2) Empathy VS Sympathy

Empathy, according to American Professor Brené [START_REF] Brown On Empathy | Directed by RSA[END_REF], can fuel connection while sympathy "drives disconnection". It is for this reason that those two words must be understood as two very different concepts, which are frequently confused. The distinction is that with sympathy, rather than validating someone's feelings, there is what Brown refers to as "silver-lining" (2013). When we are unable to relate to a situation or an emotion, we are unable to validate our own emotions. This can result in a genuine misunderstanding, which leads to the development of a gap: disconnection. According to Cairns, the difference between sympathy and empathy is that:

When we sympathise with a bereaved person we are telling that individual about our feelings, and the offering of a symbol of our regard. Whereas when we empathise, we are doing more than this: we are trying to enter into the mind of another person and seeking to try out what we consider to be his or her thought and motivations (Cairns,14).

It is often felt appropriate to share personal experiences to demonstrate to someone that we care and relate, but doing it invalidates feelings. Oversharing is linked to a fear of vulnerability. Empathy is thus a vulnerable choice [START_REF] Brown On Empathy | Directed by RSA[END_REF]. Fear of being vulnerable can exist for a variety of reasons, including distress, shame (Brown and Baron-Cohen), but also hatred and anger. As a result, any feeling that would willingly create a distance between ourselves and another subject. The only way to experience empathy is to first accept and confront our own emotions.

3) Affective Empathy VS Cognitive Empathy

As a result, empathy must be dissected into different parts. Simon Baron-Cohen (2012) distinguishes two types of empathy. The first is what he refers to as cognitive empathy.

Cognitive empathy is defined as "someone else's thoughts and feelings, putting yourself into someone else's shoes" (Ibid). It refers to a capacity to recognize an emotion and then inhabit it. Someone with "cognitive empathy" may be able to understand another person's point of view and share yours, but they may be unable to respond appropriately. The second type of empathy is called: affective empathy. It refers to "the drive to respond with an appropriate emotion to what someone else is thinking or feeling" (Ibid). As a result, someone who can properly respond to someone's feelings may be unable to experience and understand someone else's emotion. On the other hand, they may have the appropriate response and behaviour to validate feelings. For M.L Hoffmann (qtd in Cairns,13), cognition is crucial to experience empathy because the "ability to empathise must, in fact, depend to a great extent on the level of our cognitive development and our ability to differentiate between ourselves and others." (13) In other words, both types of empathy are required for proper comprehension and response. Yet, not everybody may be able to experience both.

Baron-Cohen refers to different factors which may prevent from experiencing both cognitive and affective empathy. Autism is a disability that allows people to experience affective empathy but not always cognitive empathy. Autistic people can recognize people's emotions, but they lack the ability to see things from other people's perspective, which prevents them from understanding certain behaviours, jokes or other situations they may struggle to interpret. On the other hand, some people may only experience a cognitive experience. According to Baron-Cohen, "psychopaths" (in his own words) are people who only have the ability to identify and exploit their victims' emotions. Yet, they are unable to relate to anyone else's emotions, which explains why they have no problem harming others. Moreover, autistic people and psychopaths are considered "mirror-opposites" by Baron-Cohen (2012). As a result, it can be demonstrated that both types of empathy are required to establish a genuine and deep connection with another subject.

Nonetheless, social and political factors can be the source of growing apathy, which can lead to a variety of political and social instabilities. These elements contribute to current society's persistent inequalities, which will be examined further.

3) Apathy

As previously stated, people may intentionally distance themselves from other people, resulting in what is known as apathy. Many historical events, such as wars, battles, terrorist attacks, police violence, discrimination, segregation, religious persecutions, or colonisation, are evidence of a persistent social and political biased lack of empathy.

When those issues arise, one might wonder what factors are at play. In his TedTalk The Erosion Of Empathy, Simon Baron-Cohen explains that those instabilities can be explained by three factors.

The first one is "obedience to authority", which can be motivated by fear of physical or emotional harm, rejection, or terror of losing one's own life, for example. It usually occurs in situations where someone is under pressure. Consider the soldiers who fought in battles or wars such as WWI or WWII for instance.

Throughout history, the factor of "ideology" has also been the cause of apathetic behaviours. Terrorist attacks on the World Trade Center on September 11, 2001 demonstrate how destructive ideologies can be. Certain people can act on their opinions or beliefs and carry them out because they believe that "they are doing the right thing" (Baron-Cohen, 2012), regardless of how hurtful or harmful consequences can be.

The last factor is what Baron-Cohen refers to as "in-group" and "out-group relations" (Ibid). It is described as the discrimination of a particular community for factors such as its race, religion, political opinions, for instance. This phenomenon of in-groups and out-groups occurs more frequently than one might think. Despite the desire to help others, empathy can cause people to become so invested in their own group that they develop hegemonic powers which foster separatism and individualism. It quickly escalates into a "Us" versus "Them" situation (BBC Reel, 2022). Many 21st-century issues, such as racism or homophobia, are manifestations of a socially biassed lack of empathy. This factor will be studied in the context of television, where "in-group" and "out-group relations" are frequently consciously and unconsciously depicted on and off-screen.

Non-regulated empathetic behaviours can also be a source of "personal distress" or "empathetic distress". This can result in overwhelming emotions and "a barrier for action" (Ibid). This barrier can cause someone to lose their ability to control their emotions, resulting in apathy. In other words, empathy has its own limitations.

One may wonder how apathetic behaviours can be prevented from happening. Cairns worked on historians and analysed the importance of imagination for empathy. He explains that historians try to understand the points of view of historical figures and decipher the reasons for their decisions. He observes that "the perspectives of people living in the past are likely to differ from those living in the present" (15). That is to say, it is challenging, if not impossible, to relate to someone else's experience without having had a similar one. Therefore, he explains that "we share common humanity with those in the past" (15). In other words, there are always commonalities that can help people empathise with others. This is why he emphasises the value of imagination. He views empathy as requiring much more work than just a mental aptitude. As was previously shown with Brown, it also needs to be a commitment and a deliberate decision. Using imagination enhances the capacity to force oneself into a new unfamiliar situation. However, Cairns points out that empathy operates "inside out" while imagination operates "outside in" ( 14). When we use our imagination, we use details from our outside world to build an internal "story" that aids in emotional comprehension. Empathy is the process of understanding another person's perspective by drawing from our own memories and experiences.

However, we will examine that television not only develops viewers' imagination but also draws them into the fictional world and uses spectator immersion so they can understand unfamiliar situations and emotional states of characters with greater ease, so as to grow empathetic responses and develop new perspectives (often unconsciously).

In other words, the definition of empathy has evolved over time and continues to be a riddle, resulting in obvious social and political instabilities. However, the television medium and fiction help to create emotions, provide new perspectives, and reflect on unfamiliar topics in order to increase vulnerability and understanding. One might wonder how television contributes to the transmission of empathy. Also, can television use new technologies, innovative narrative forms, and fiction to challenge a biased lack of empathy in the industry?

B. THE DEVELOPMENT OF EMPATHY IN BRITISH TELEVISION

DRAMA

British television underwent numerous changes before and during the twenty-first century, evolving through three Golden Ages (Damico and Quay, 7). New technologies and innovations have been influencing reception, storytelling and narratives, editing and aesthetics during the Golden Age eras. Taken together, the three eras reflect technological advancement as well as televisual progress. In fact, the first Golden Age lasted from 1949 to the 1980s and was characterised by greater storytelling innovation as well as greater diversity in casts. The 1980s' Second Golden Age marked the beginning of "quality TV" (Damico, Quay). TV shows and storytelling became far more complex. According to Lez Cooke's book British Television Drama: A History, the "digital era" began between 2002 and 2004. The development of the internet has aided technological progress. As a result, it seems appropriate to investigate the 2013 Third Golden Age, as described by Damico and Quay in their book 21st-Century TV Dramas: Exploring the New Golden Age, in order to understand how it transformed storytelling and fiction for the emergence of empathy on TV.

1) Digital Age and 21st century Golden Age

The third Golden Age started at the beginning of the twenty-first century and represents a period of change and progress. The increasing use of new technologies in the television industry has undoubtedly aided in the creation of innovative TV series. Many British television channels have evolved into popular media. Lez Cooke specifically mentions BBC One, BBC Two, BBC Three, ITV, and E4. This new Golden Age aims to reach new and larger audiences, as well as gain international recognition. The "digital age" has also seen a "Renaissance in authored drama" (Cooke), allowing for the creation of new original TV series with original storylines, casts, and formats.

The degree of innovation in British television drama in the digital age is evident in the originality and variety of the new forms of drama that have been screened since 2002, both on the new digital channels and on the established mainstream channels (Cooke,244).

Consequently they had to find innovative ways to stand out from other channels and other countries, and had to use the new technologies in their possession to be more original, and make their mark in the international television industry. According to Lez Cooke, the only way to attract multiple audiences in "an increasingly fragmented and competitive marketplace" (235) was to blend different genres altogether. A concept which she refers to as "hybridity" (235). This concept of blending diverse genres enabled British television to grow larger audiences who would previously be interested in specific television genres. This concept of blending genres enabled British television to reach a wider audience that would not have previously been interested in specific television genres. Many new shows began to blend drama and comedy, resulting in a new genre known as "dramedy" (Damico, Quay, 3). Fleabag (2016)(2017)(2018)(2019) and Killing Eve (2018)(2019)(2020)(2021)(2022), both produced by Phoebe Waller-Bridge, are examples. Michaela Coel also produced Chewing-Gum (2015[START_REF] Borchard | Cinematherapy: The Healing Power of Movies and TV[END_REF].

Progress began to accelerate dramatically during the Third Golden Age. Jason Mittell refers to this evolution as "Complex TV". The most noticeable differences are the following: "variety of perspectives, including recurrent themes, connections with contemporary culture and forms of audience engagement" both on and off-screen (Damiquo,Quay,9). "Complex TV" sought to create more complex characters and storylines, as well as more emotional performances, in order to contribute to the development of empathy. Another change in television was the need to be more accurate in their representation of the UK by providing more diversity to viewers. For example, more representations of mental health, religion, drugs, and race began to emerge (Cooke,238). During the early twenty-first century, notable TV series included Skins or Misfits.

More recently, consider the recent television series Sex Education (2019-present).

British television quickly drew an increasing number of viewers and began competing

with American television by producing shorter seasons that appealed to a wider range of viewers. As stated by Cooke, British television has proved to have more original ideas and refused to make long-season TV series to focus on the quality of the few episodes produced.

While British television drama cannot compete with the budgets and scale of American Television drama, the undoubted quality of recent British television drama is a result of original ideas being concentrated into fewer episodes and series, not being played out until they are exhausted (244).

In addition, the stories were more developed and lasted longer than a season (Damico, Quay, 2). The goal was to investigate new themes in order to provide viewers with a better understanding of humanity and society, allowing them to introspect (Damico, Quay, 2).

TV series' "long-term narratives" contribute to greater viewer engagement and empathy with characters (Vaage, qtd in Nelson,27), improved immersion, intimacy (Nelson,32), and a deeper analysis of character development (Nelson,27). Nelson refers to these elements as "moments of affect" which he describes as a "body-mind engagement" (30,31). As previously stated, empathy is also a response that involves both the body and the mind. Consequently, viewers are no longer passive, but fully immersed into fiction and become what Nelson calls "experiencers" (32).

British television became a regular participant in award-winning shows (Damico, Quay, x) and even created its own. The evolution of new high-quality shows has undoubtedly earned them a place in the competition at various British award shows such as the BAFTA (British Academy Film and Television Awards). Furthermore, as a result of the international audiences gained through new innovations and the expansion of social media and TV platforms, some British shows started to be nominated in American award shows. The most well-known are the Golden Globes and the Primetime Emmy Awards.

This greatly increased the recognition and visibility of British television and new British creators.

Nonetheless, many British TV series are purchased by American TV platforms, allowing for the expansion of international success. Both Fleabag and I May Destroy You will be shown to have been co-produced by American platforms such as Amazon Prime and HBO while still being broadcast on British channels BBC One and BBC Two in the UK. The international and national distribution of TV series contribute to the growth of a British audience and wider audiences all over the world.

Television has also begun to advocate for more social change (Damico, Quay, x) and allows for the spread of important messages in order to provide new perspectives. As explained before, contemporary culture is one of the new topics addressed by television.

Representing social and political issues on television (which will be discussed further below) raises awareness and understanding in both adult and young audiences. It consequently made "contemporary television drama both more interesting and less predictable" (Cooke,238). This goal of impacting the audience can be accomplished in a variety of ways, including new narrative forms, technical elements, and audience engagement.

As a result, it appears critical to comprehend how social media and the Internet aided in the growth of diverse audiences and improved viewer engagement, a critical aspect for greater empathy both on and off-screen.

2) TV Platforms, Internet and Social Media

One of the most important aspects of the Third Golden Age is the increased use of the internet, social media, and television platforms. It has undoubtedly contributed to the growth of international audiences and global visibility. Netflix, Amazon Prime, Hulu, Disney +, HBO, and OCS are currently the most popular TV platforms, and their popularity is in constant extension. Indeed, "households have access to international content and channels on their broadcast TV platforms, and are increasingly taking up subscriptions to services such as Netflix, Amazon Prime Video, and NOW TV" [START_REF] Ofcom | Representation and Portrayal on BBC Television Thematic Review Contents[END_REF]. Their use allows anyone who has a subscription to watch a TV series or a film whenever (and wherever) they want. These TV platforms can be accessible on any technological device. Moreover, many of them started producing their own original TV series. Netflix, for instance, has recently been known for shows such as Stranger Things (2016-present), Emily in Paris (2020-present), and Wednesday (2022-present). These platforms offer a diverse range of series and films, as well as creative categories such as "Award-Winning TV Shows", "TV Mysteries" or "TV Dramas" (see Netflix). These various categories enable audiences to select a series that best suits their needs and mood, giving consumers the best chance of watching something with which they can connect (Cooke, 2015). Some platforms also include a "recommendations" category based on viewer preferences. These options simplify the selection of a programme to watch and result in significant time savings.

Many TV channels also now have their own on-demand services (Cooke, 2015). For instance, The BBC has launched their website "BBC Iplayer" in 2007 which facilitates the access to any broadcast TV series on their internet website. Online content is now accessible on new platforms such as Youtube. These additional materials are part of the transmedia content. Damico and Quay refer to it as "Transmedia Storytelling" (6,7). They both refer to it as a process in which "elements of a story are dispersed systematically across multiple media platforms, each making their own unique contribution to the whole" (6). These elements can include interviews with cast members, games, and reactions to specific episodes. For example, the British GQ YouTube Channel invites actors to respond to fan questions, participate in activities, or, as Irish actor Andrew Scott did, react to a scene from the TV series Fleabag [START_REF] British | YouTube[END_REF]. This content enables digital connections, teases audiences, increases the number of participants and helps them engage more (Damico, Quay, 4). As Damico and Quay explain, the contents have to be related to the TV series but have to be different enough to attract audiences without spoiling the whole plot. Thus, it definitely helps to promote the programmes and "allows gifted storytellers to expand their canvas and share more of their vision with their most dedicated fans" (Henry Jenkins, 6).

Nowadays, most viewers have in their possession multiple devices which they use sometimes simultaneously (Nelson,34) and multiplies the access to information and content about TV series. This is what Damico and Quay call the "second screen experiences" (6). Many users, especially young ones, have access to their phones or tablets while watching a movie or a TV show. In fact, "viewers connect with others using social media while they are watching television and may use a separate device to access additional program material" (6). Spectators are now, as Nelson explains, both more involved in fiction and feel closer to it, but they are also more distant from it by being distracted (33). There is consequently an important need to create narratives and storylines which keep viewers' attention so as to make them want to be involved in the fictional world until the end. Some supplemental content may not be directly related to television. Streaming music platforms such as Deezer, for example, play an indirect role in the promotion of TV shows.

According to Michaela Elizabeth Flaherty, the music platform Spotify allows users to create playlists based on specific television shows (35). Various playlists about the programme Fleabag such as "pov: entering your fleabag era" 4 emerged. Spotify also creates original playlists based on the songs featured in the series. This is true for I May Destroy You, which has its own Spotify playlist.5 Thus, the ease with which a television consumer can watch a TV series and learn about it at the same time increases both engagement in a story and attachment to a specific cast and plot, which as a result, participates in the growth of viewers' empathy.

The emergence of social media also keeps playing a major role in the communication and branding of series. Tik Tok and Instagram, for instance, have truly helped an online public discover new shows through the sharing of fan-created edits. These videos can receive hundreds of thousands to millions of views. The use of hashtags on Twitter can also provide an audience with instant access to thousands of tweets and videos on a specific subject. Tik Tok's "For you page" and Instagram's "Reels" function similarly to SVOD platforms' recommendations. The videos that appear on the "homepage" are generated by an algorithm based on videos that users have previously liked or watched on these apps.

These elements also contribute to the growth of fan bases (Damico and Quay) that emerge through social media and the internet, and they unconsciously contribute to the series' branding. Worldwide availability of these types of content allows for recognition all around the globe, in various languages, and aids in the spread of much more (culturally) diverse content. It also facilitates the sharing of different perspectives and raises awareness as well (Damico, Quay).

During the Third Golden Age, television became more innovative and used the Internet and TV platforms as a commercial end, attracting larger audiences and increasing viewers' engagement in fiction. As a result, one might wonder how television manages to elicit emotional responses. Also, which strategies allow empathy to be created on-screen?

3) Creating Affect and Empathy in Television

During the Third Golden Age, the emergence of "Complex TV" contributed to the development of complex storylines and character developments, and the emergence of emotional performances. This is referred to as a "structure of empathy" by Garcia (52,53).

As previously stated, new technologies enabled television to improve its narratives by incorporating various technical elements that allow for the creation of emotions on screen and in audience reception. In fact, outside actors' performances, other elements in the editing and filming have an active role in viewers' response.

During the filming process, many techniques are developed, such as "the musical background, extended close-ups, epic slow-motion scenes, symbolic lighting, unusual camera angles, magnetic performances, and intimate voiceovers" (59) but also the performances themselves. This is referred to as the "mise-en-scène" by N.Garcia (Ibid).

These techniques contribute to the dramatic setting, assisting in the development of emotions in the audience. Thus, many of these elements are created during the editing process.

Many components of the original footage, such as music and diegetic or non-diegetic sounds, can be modified or added during editing. In fact:

Music on the screen can seek out and intensify the inner thoughts of the characters. It can invest a scene with terror, grandeur, gaiety, or misery [. . .] it is the communicating link between the screen and the audience, reaching out and enveloping all into one single experience (cited in Thomas,1979) (Hoeckner,W. Wyatt,Decety,and Nusbaum,146).

Transitions, cuts, lighting and colour filters can be added during the editing process. As a result, one could argue that television influences how characters and scenes are received and also influences viewers' emotional reactions and responses thanks to the new technologies at hand.

The narration is also a key element for the emotional process of a series. The rise of "Complex TV" has resulted in greater complexity and multidimensionality in plots.

According to John Ellis' The Performance on TV of Sincerely Felt Emotions, British television began to create more "vulnerable and damaged" characters and psychological storylines (108). Character complexity contributes to the development of "antiheroes" (N.Garcia) and antagonists. Antiheroes, according to Garcia, are "a mixture of hero and villain characterised by moral ambiguity" (53). In other words, their development and storyline are not linear, adding depth and truth to the characters' portrayals while also increasing controversy. As Nelson explains, the idea of "multilayered textuality" resonates "with being in the contemporary world" (41) and promotes greater understanding and diverse perspectives.

Indeed, "long-term narratives" help viewers understand the characters' actions, increasing their ability to sympathise with them and, as a result, develop empathy (N.Garcia, 53). As Blanchet and Vaage explain:

Television series are better equipped to allow spectators to develop a bond with fictional characters than feature films. This is because television series more effectively invoke the impression that we share a history with their characters: first, because of the series' longer screen duration and, second, because our own lives progress as the series goes on (qtd in Garcia, 58).

Creating multidimensional characters aims for more authentic and realistic portrayals while also assisting viewers in identifying with them (N.Garcia, 59). A certain level of vulnerability and emotion must be created in order for viewers to connect with the protagonists. Smith refers to this as the concept of "alignment" (57). He defines it as "the way a film gives us access to the actions, thoughts, and feelings of characters" (Ibid).

Technical elements and new narrative forms will be seen in both Fleabag and I May Destroy You to create this protagonist/viewer alignment, with the goal of eliciting viewer empathy. In doing so, viewers may relate to the characters more easily. N.García explains:

The emotions are embodied carriers of knowledge, which result in self-knowledge, in knowledge of our bonds with the world, of what we love and what we fear. Through this knowledge, we come to recognise both our vulnerabilities and our strengths, which may have a cathartic effect on us (N. García,19).

Certain characters or situations may bring out the true nature of viewers and remind them of who they are.

Therefore, with the emergence of "antiheroes" and antagonists, some characters may seem unreliable or unlikeable, which can affect viewers' "moral judgement" (59). In order to keep viewers' interest, television created what Smith calls allegiance (57). He describes allegiance as "the way a film attempts to marshal our sympathies for or against the various characters in the world of fiction" (Ibid). This can be done through "the perversity of the antagonists, the presence of family, acts of contrition and the victimization of the character" (59), as it will be further explained with Fleabag. One could argue that viewers' empathy can easily be manipulated and influenced.

As a result, all of the elements used to elicit emotions are purposefully and precisely chosen to increase empathic responses in audiences. Carroll explains commercial audiovisual fiction by stating that everything in films and TV series is meticulously chosen and watched in advance to ensure that they provoke enough emotions to both the producers, and then, to the audience. As Carroll explains:

Fiction film events have been emotionally predigested for us by filmmakers . . . The filmmakers have selected out the details of the scene or sequence that they think are emotively significant and thrust them, so to speak, in our faces (qtd in Garcia, 56).

According to Melissa Ames, television can actually affect viewers in multiple ways. In her book Small Screen, Big Feels, she discusses six Theories of Affect. Among them, the Empathy Theory refers to the ability to "form affective attachments to fictional characters or faux celebrities" (8). However, this theory is inextricably linked to others, such as the Relief or Excitation Transfer Theory or the Theory of Escapism for example (7). In fact, having feelings for fictional characters can be cathartic, especially if viewers can identify with them. The Social Comparison or Schadenfreude Theory also explains that fiction can make us "feel better about ourselves" (8) and understand our own behaviours. Watching television can as a result allow spectators to immerse new perspectives and understand other people's points of view so as to enhance their sense of empathy. According to Henry Jenkins, "popular culture, at its best, makes us think by making us feel" (4,5). Indeed, television is a medium that is delivered in our homes (Doane,6). Consequently, it offers a greater possibility for impactful representations since the medium intrudes viewers' intimacy, which allows for intense and emotional reactions in a home of comfort.

Therefore, viewers may feel the ability to express themselves more emotionally and physically. In other words, it allows audience vulnerability. As Carl Plantinga explains "strong emotions have a tendency to make a mark, leaving lasting impressions that transform our psyche and imprint our memories." (5) Taken together, these elements participate in spectator empathy.

Also, placing the protagonists in a familiar social and political context helps for viewer identification. As Lynne Joyrich explains, "TV has begun to alter our very ways of seeing and knowing." (13), therefore TV changes the audience's way of thinking, expands its perspectives and knowledge about the world, other cultures, marginalised groups and is eye-opening about unfamiliar topics and situations.

As a result, British television makes use of the new and innovative tools at its disposal to depict emotional performances through technical elements, sometimes manipulating viewers' responses to elicit empathy. This empathy aims to reach larger and wider audiences. It will be seen that it is also used for commercial branding. However, 21st-century British television is rooted in social and political instabilities, highlighting a biassed societal lack of empathy, which can be examined both on and off-screen. Fleabag and I May Destroy You are both witnesses (and victims) to these issues.

C. THE IMPACT OF THE 21ST CENTURY ON TELEVISION DRAMA 1) Context of the 21st Century

The late twenty-first century, and particularly the period in which Fleabag and I May Destroy You settle in (from 2016 to 2020), has seen a slew of events and issues that call into question the role of empathy in society. Indeed, the rise of the "Far Right" (Nygaard appears to be on the rise. However, following the post-recession and post-race eras, White centralisation tendencies emerged in the "All Lives Matter" movement, not only attenuating the actual discriminations at play, but also invisibilising people of colour and racial inequalities in order to appear more inclusive and anti-racism (Ibid).

As a result, the 21st century is a highly unstable period marked by inequalities and discrimination. Taylor Nygaard and Jorie Lagerwey define it as follows:

A period of dramatic cultural change that continues to disproportionally centralize affluent Whiteness and White suffering in an era of growing income inequality, highly visible racial inequality and violence, rampant anti-immigration rhetoric, and persistent gender and sexual discrimination against marginalized communities (7).

The twenty-first-century climate affects the television industry and is portrayed not only in broadcast news but also in fiction. Indeed, the rise of the "Far Right" has resulted in the enhancement of White hegemony both on and off-screen. Actually, many British viewers have claimed that British television was not inclusive enough and still portrayed an obvious lack of diversity in terms of factors such as gender, class, and race. Indeed, many BBC employees regard the corporation as "the BBC as a very middle class organisation which [...] needs to do more to reflect people from working class backgrounds and from different parts of the UK" (Ofcom,19). In fact, many TV shows have made greater efforts in terms of representation and diversity, but many UK viewers claim that those efforts are "not evenly spread" ( 13). Yet, more and more content offers authentic portrayals, especially with the emergence of "quality TV" and "complex TV". As a result, the lack of diversity in the British Television workforce contributes to the persistent prevalence of unconscious (and conscious) bias in the television industry. Therefore, it appears impossible to portray specific communities accurately if they are not represented in the workforce and are unable to contribute their perspectives to productions. This blatantly displays the effects of the White hegemony on-screen, a hegemony that monopolises power and prevents marginalised groups from obtaining a voice.

However, a "diversity commissioning code of practice" has been implemented by the BBC in 2018 ( 14). In order to try to represent people more accurately and provide more opportunities for identification, they claimed wanting to ensure more representation both on and off-screen. As a result, many viewers complained that representations appeared to be created merely to fulfil the so-called "representational quota", which has no bearing on or contribution to the advancement of representations. In fact:

[many viewers are] sensitive to what they called 'box-ticking' or 'tokenism', where they felt people with particular characteristics had been included primarily to make a programme appear more diverse, rather than to improve quality (Ibid, 28).

Unfortunately, this lack of accurate representations and a lack of empathy both on and off screen are caused by the underemployment of marginalised people in the British TV workforce. Indeed, minorities lack the opportunity to speak up, and there are still too few TV shows that adequately seem to represent them. This is evidence of a genuine controversy, as television has the ability to dispel stereotypes by using its medium's worldwide power. Thus, Fleabag and I May Destroy You will both be examined to show how Whiteness tends to remain at the centre of narratives and often receives more praise, preventing creators of colour to have the same opportunity to share their work, and challenge White hegemonic tendencies.

In other words, the British television industry appears to be technologically advanced and forward-thinking, with distinct new narrative forms and technologies that support the success of innovative TV shows. However, it still serves as a symbol of enduring issues, evidence of regressive portrayals and a lack of inclusivity, both off-screen in the workplace and on-screen. Fleabag and I May Destroy You will both be analysed as two programmes victims of the current social and political instability, in order to show how Whiteness continues to monopolise the television industry and often receives higher praise, despite BIPOC creators' attempts to deconstruct these prejudices. The predominantly White-cast dark comedy series demonstrates how television innovations allowed for the creation of new TV shows with emergent themes, modern narrative structures, more viewer engagement, and emotional performances. Indeed, one of Fleabag's most well-known features is how the protagonist breaks the fourth wall using direct address repeatedly, an innovative narrative device that forges an authentically close bond between the lead character and her audience. In fact, the protagonist is frequently seen looking at and addressing the audience. The fourth wall, also known as the screen, is meant to remain unnoticed by the characters in order to maintain a barrier between reality and fiction. When this rule is broken, the audience takes a more active role in the narrative, blurring the line between the two, which improves viewer engagement. As J.Auster and M.David explain:

1) Fleabag and I May Destroy You: Witnesses of their time

Clips that broke the fourth wall were rated significantly more entertaining on a semantic differential scale, and significantly more sophisticated than were clips that did not break the wall. The study concluded that programs that break the fourth wall are more cognitively involving (Philip. J Auter and Donald M.Davis, 165).

It will be seen that the series improves the chance for empathetic reactions by immersing the audience in the fictional world and encouraging viewers to introspect and identify.

Taken together, these elements have served as a source of inspiration for the producers of "Mouche", a French Fleabag adaptation that debuted on Canal + in 2019 and is currently still in production. The recent adaptation features performances by the following actors: Camille Cottin (Fleabag), India Hair (Nini/Boo), and Anne Dorval (Stepmother). London. She also employs various techniques in an effort to make an impression on her audience and share new viewpoints on issues like consent and sexual assault, to illustrate the complexities of empathy to her viewers. These elements will be described as making it easier for viewers to understand the psychology and emotions of the characters, which is a crucial component for proper viewer empathy.

The two series also represent (or are victims of) some regressive aspects of contemporary British television aforementioned. In fact, N. García explains that:

With these conditions in mind, including narrative-in-development, plot twists, characters and the artistic creation appropriate to this format, TV series are particularly influenced by the external and social conditions in which they develop over time (23).

In fact, both television shows portray issues of the contemporary society in which they were created and aired, both on and off-screen.

Despite its contemporary components, Fleabag primarily stars White upper-middle class Londoners. Thus, the show gives marginalised groups little opportunity to be featured on screen and centres the plot around Whiteness. Furthermore, the protagonist's recurring interactions with the audience provide a subjective view of the female gaze, with questions of feminism, patriarchy, and the place of the male gaze. As a result, a lack of inclusivity and intersectionality will be highlighted. Jorie Lagerwey and Taylor Nygaard describe

Fleabag as a Horrible White People Show which exemplifies DiAngelo's White Fragility concept. The characters' multidimensionality invites the use of dark humour and White victimisation to entertain the audience while centralising Whiteness. Despite its lack of inclusiveness and intersectional portrayals, Fleabag is an acclaimed Award-Winning show with international exposure. However, it will be demonstrated that the majority of award-winning shows are representative of White hegemonic tendencies, pushing other BIPOC acclaimed shows in the margins.

It seems interesting to show that British Television also knows a growing number of TV series that allow more and more accurate representations, and diversity on screen.

Nygaard and Lagerwey introduce them as "Diverse Quality Comedies" in their book. I May Destroy You, which was broadcast for the first time in 2020 on BBC one, is one of them. The series was also co-produced by HBO Max and also received international visibility and won BAFTAs in 2021. In fact, Coel offers visions of both the female and the male gaze, using different perspectives while putting to light subjects such as trauma, patriarchy, racism, social inequalities and the spectrum of consent. By portraying a Black community as non-monolithic, she draws in wider audiences and analyses characters' development with more depth and authenticity. In fact Gillette and Koblin explain that:

I May Destroy You landed in a world awash in grief. In the summer of 2020, countless families were mourning the loss of loved ones to COVID-19 and struggling with the continuing uncertainty of the pandemic. At the same time, protests were proliferating across the United States, venting anger, frustration, and sorrow over the murder of George Floyd, an unarmed forty-six-year-old Black man killed by police officers in Minneapolis (Gillette and Koblin,340).

As a "Diverse Quality Comedy", I May Destroy You also aims at questioning the monopolising White hegemony both on and off-screen to challenge what will be referred to as racial comfort.

As a result, both series appear to represent empathy in all of its forms (including its limits), first through narrative and fiction innovations, then through the television industry's process of creation and reception, mirroring a world of uncertainty in which discrimination and inequalities appear to persist.

CHAPTER II -PROVOKING EMPATHY ON SCREEN THROUGH AUDIENCE ENGAGEMENT

A) USING HUMOUR, DIRECT ADDRESS AND CONTROL IN

FLEABAG

Fleabag (2016-2019) will be demonstrated to engage its audience with innovative narrative forms, allowing viewers to participate in the fiction. It will be argued that the use of the break of the fourth wall and direct address contribute to the series' comedy aspect, enhancing viewers' engagement in the protagonist's world. However, those elements will be examined as forms of distraction and manipulation that tend to blur viewers' empathy and call the narrator's reliability into question. Also, they will be tested several times throughout the series and prove to be a result of Fleabag's trauma. In order to conduct this analysis, this study will heavily rely on Van de Ven's article Intimate distractions:

Fleabag's manipulations of audience attention (2021).

1) Breaking the Fourth Wall for Audience Engagement and Intimacy

The fourth wall (that is, the screen) is supposed to be invisible in the fictional world and for the characters in traditional mise-en-scene. This distinction keeps fiction and reality separate. In other words, the characters never interact with or directly address the camera. In some cases, however, the fourth wall is purposefully broken (J.Auster and M.David, 165) in order to convey important messages to viewers or to establish a relationship between the audience and the protagonist. It is especially common in broadcast news programmes and reality television. In fact, Auster and David explain that:

[The viewer] is eavesdropping on characters who function within a "three-walled" environment. The "fourth wall" is a transparent one through which the audience voyeuristically looks. The characters are not aware of the audience and, thus, make no direct statements to them (Philip. J Auter and Donald M.Davis, Ibid).

Illustration 3: The Fourth Wall in Theatre (Google Image, Diggit Magazine)

In fact, one of the series' main features is Fleabag's tendency to break the fourth wall. This technique is especially important in fiction to "deliver background information and a character's perspective" (Skip Intro, 2018). Fleabag frequently employs what is known as direct address, which includes gazes and direct speech. In doing so, the protagonist refuses to make her audience invisible, instead involving them as part of her fictional world. By immersing viewers into the story, they become what Nelson refers to as "experiencers"

(qtd in Garcia, 32). That is to say, "people engaging with dramatic fictions" (Ibid). This technique allows the protagonist to express her most intimate thoughts and feelings, resulting in a stronger audience/protagonist bond. It also makes her appear vulnerable and honest to her spectators.

The use of direct address and break of the fourth wall is observable right from the first episode of the series: During the first scene, the nameless protagonist known as "Fleabag" waits for her date at her front door while sharing her feelings with the audience. This first scene sets the tone for the rest of the show and establishes an unexpected level of vulnerability between the viewers and the main character. The first shot is filmed with a subjective camera7 (see illustration 4) allowing viewers to share her perspective and see the door through her eyes.

The camera shakes and we can hear her breath. As a result, it assists viewers in understanding the situation with more subjectivity and putting themselves in her shoes.

However, this technique is insufficient to make viewers aware of what the protagonist is experiencing at the moment (Gelly, qtd in Roche and Schmidt-Pitiot 87). Actually, it "only replicates a part of [the] visual field" (Ibid). This is why the use of direct address, with a constant eye-level shot, complements this technique and significantly improves viewers' understanding of Fleabag. By doing so, Waller-Bridge gives the audience access to Fleabag's supposedly most private thoughts. Also, it illustrates Smith's concept of alignment previously mentioned:

We [the viewers] align with a character through a 'spatio-temporal relationship' (that is, the story shows what the character does in his/her environment) and a 'subjective access' (the story reveals how the character feels and what they desire) (57, qtd in Garcia).

This helps to engage viewers in the story as active participants, before they can even discover who Fleabag is and pushes viewers into a compulsory relationship with her. Also it invites (and even forces) the viewers into thinking that the protagonist is reliable and trustworthy.

Indeed, the set design creates a very intimate frame. On the left side, we can see how the wall narrows the frame and increases viewers' feeling of privacy with Fleabag, while also reducing the possibility of any type of escape. The scene is also filmed in a close-up shot, which creates proximity and allows viewers to see Fleabag's facial expressions closely. This way, spectators can easily depict her emotions, which is essential for empathy.

As Mary Anne Doane ( 2003) explains, "The expressive face is a gateway to intersubjectivity: seeing it in close-up, it is hard not to wonder what the person is thinking or feeling" (qtd in Van de Ven,5). This notion of "intersubjectivity" is something that Van de Ven refers to as interconnectivity (Ibid). Fleabag, in fact, interacts with the audience in order to connect with them and invite identification and reliability.

Fleabag also begins her monologue with a rhetorical question, "do you know that moment when…?" This is another way to engage the audience and make them feel important. Actually, she uses the pronoun "you" referred to as "[the] deictic you" by Van de Ven (4). In reality, this "you" remains "generalised and impersonal" (Wong, qtd in Van de Ven, Ibid), inviting anyone to identify with her. This also implies that she draws a larger audience into her reality. Furthermore, she encourages viewers to immerse themselves and identify, which increases their chances of understanding her character and, as a result, not only sympathise with her but also grow empathy for her.

Van de Ven also emphasises the significance of repeated limited (or shallow) focus shots (8). In fact, the background frequently shifts from deep focus to a blurry image.

Illustration 5: Limited Focus Shots -S02e01 02min48 and 04min04

Consequently, it forces viewers to concentrate on Fleabag's remarks and facial expressions, also known as reaction shots (Nelson,qtd in Garcia,46). This technique isolates the protagonist and the audience from the scene, preventing disruptions during Fleabag's interactions while forcing viewers to remain focused on the central character.

In fact, the protagonist is never absent in any scene and remains the central character of each conversation and situation. As Wong explains, Fleabag is both an homodiegetic and heterodiegetic narrator (2,3). In other words, she is both part of the story as the protagonist and is placed outside the story as the narrator. As a result, Waller-Bridge plays with this two-dimensional narrative and forces viewers into her female subjective gaze, leaving no possibility for viewer objectivity. In doing so, the series forces viewer engagement to keep the audience's attention.

Fleabag can be argued to be using technical elements and narration to influence viewer empathy by using direct address and the breaking of the fourth wall. These techniques are also used to entertain viewers and engage them in the protagonist's world. It will be investigated whether these elements serve as a distraction (Van de Ven) and, more importantly, whether they manipulate viewers into feeling certain emotions towards her for a particular purpose.

2) Use of Entertainment and Humour as a Distraction

As a British comedy drama, Fleabag contains its fair share of British humour. The aforementioned techniques of breaking the fourth wall and direct address contribute to the series' comedy. However, the programme can be argued that while making the protagonist appear friendly and funny, which undoubtedly contributes to audience engagement and increases visibility, it also distracts the audience from the narrator's unreliability.

The use of direct address and reaction shots allows viewers to be constantly in Fleabag's presence so as to find themselves in her most awkward and hilarious situations.

These occurrences frequently result in jokes, grimaces, and her criticising everyone in her way.

Illustration 6: Break of the Fourth Wall and Reaction Shots -S01e01 at 06min32 and 25min32

These reaction shots establish a rhythm, which contributes to the story's comedic turn.

In fact, Carroll and Russell and al underline that:

Showing a character's response to an event, object, or person, the reaction shot allows viewers to recognize the character's thoughts and feelings and to use this knowledge to form a relationship with the character (qtd in Hoeckner and Berthold and al,147).

The show also settles a series of "micro-missions" (Neil Landau, 2022). These missions can be described as steps taken to solve a problem, which, in the case of Fleabag, is primarily caused by the protagonist herself. Those stories within stories create chaotic moments that draw viewers into the plot and improve the comedy. Neil Landau exemplifies this point by citing the scene in S2E03 where Fleabag breaks Claire's trophee, which forces her to find a solution to replace it quickly, before Claire's speech during her Women in Business award ceremony. Another example is when she discovers that her sister has had a miscarriage during the S2e01 dinner and pretends to be the one who had it in order to protect Claire. The scene escalates into bloody violence and insults. In the end, Fleabag accompanies her sister to the hospital. Since Fleabag is both the protagonist and the narrator, the audience is forced to follow her in those eventful moments. Furthermore, viewers are purposely involved and hope to see her succeed in each one of the missions, which unconsciously puts the audience on her side.

The comedy of those scenes is also enhanced by Fleabag's "childish behaviour" (Malewski,31). Actually, Hollindale refers to Fleabag as a "selfish, petulant, frivolous, irrational and emotionally immature" woman (qtd in Malewski,31). By being introduced as an entertaining and amusing character, Fleabag in fact tries to "morally engage" the viewers, to prevent the audience from disengaging with her (Kira-Anne Pelican,95). Yet, one may wonder why a protagonist such as Fleabag would need to engage viewers and ensure their interest in her.

It was demonstrated in the previous chapter with Mittell"s "Complex TV" that recent TV series tend to represent multidimensional characters who also happen to be antagonists and antiheroes. Fleabag, in fact, could be considered an antagonist for a variety of reasons.

She, for example, constantly refers to the other characters by their nicknames. Consider her so-called "Godmother" (stepmother) or the man she meets on the bus in S1e01 who she refers to as "Bus Rodent" (Van de Ven, 8). These nicknames are part of Fleabag's wit, yet they emphasise her greed and malice. In addition, some micro-missions enhance her heinous actions. For instance, she steals a statue from her stepmother in S1e01, which introduces her as a "viciously mean" woman (Nygaard and Lagerwey,7). Later in the first series, in the very final episode, it is revealed that Fleabag is to blame for her best friend's death, after having sex with Boo's boyfriend. This information is not given to viewers once during the first season. Nonetheless, the show frequently shows glimpses of her past through the use of flashbacks. These flashbacks transport viewers to traumatic events in her life, such as her mother's funerals (S2E4) or scenes in the presence of her deceased best friend, Boo. Those flashbacks are also a part of Smith's allegiance, but they conceal the protagonist's unreliability by omitting the entire truth. While these elements may portray Fleabag as an antagonist, her dark humour and difficult past makes her appear more friendly and warm, causing her character to be perceived as neither antagonist nor protagonist entirely.

British comedy, according to Pegg, is characterised by a "need to bury emotion under humour" (qtd in Nygaard and Lagerwey,64). In fact, the series employs comedy to mask Fleabag's messiness and animosity. In doing so, Fleabag attempts "self-branding" (Van de Ven, 457) in order to keep viewers engaged in her story. By putting viewers on her side, she influences viewers' opinion, not only about herself but also about the other characters.

In doing so, the series relationship leads to a "us" versus "them" dichotomy. As a result, it represents Baron-Cohen's concept of "in-groups" and "out-groups". As Van de Ven explains, viewers become "complicit" with her (9) by failing to question her actions. As Luis Rocha Antunes explains, as viewers, we are even anticipating and hoping for more chaos for the sake of entertainment, oblivious to how much it clouds our judgement (4).

As a result, the role of humour and entertainment in Fleabag can be argued to be a way for the series to conceal Fleabag's antagonism, despite its importance to the storyline's success. By introducing Fleabag as a relatable and funny character, her entertaining appearance clouds viewers' judgement and prevents them from realising that she is both an untrustworthy character and narrator. Consequently, viewers' empathy for the protagonist can be shown to be biassed and manipulated in order to increase engagement in the fiction.

Yet, the role of comedy remains an approach for the successful branding to improve the quality of the series and attract a wider range of viewers.

3) Control and Manipulation as a Trauma Response

One may wonder how and why Fleabag manages to manipulate her viewers into liking her if she is as reliable as she pretends to be. In fact, using the fourth wall and direct address is part of her need for control over her life and emotions in order to deal with her trauma and grief. This control will be examined through a variety of elements in the series, including the viewers, the camera, and the protagonist herself.

The protagonist is introduced as an emotionally guarded individual who appears to refuse any help or affection from anyone. She is shown to be a very lonely person behind her extroverted, outspoken personality. She refuses physical contact with her sister Claire in S1e01, and pushes her away after she attempts to hug her. She also refuses to be in any romantic relationship that involves feelings. All of the men in her life, including Harry, never made her fall in love with them. As a result, she does not let anyone in and controls her own emotions and relationships constantly. Yet, she uses her appearance and looks to feel desired by men. The control she has over her own image is highlighted in S2e04. Right before her mother's funerals, she is constantly reminded that she looks perfect, despite her attempts at messing up her appearance. Also, in S1e06 she makes it obvious that her body and appearance is the only thing she thinks is valuable about her8 .

This control is also constantly observable in the editing. In fact, some scenes are constantly interrupted by jump cuts and crosscuts (Van de Ven, 462). Those particular choices have a direct impact on the information that is given and omitted to the audience, on purpose. During S1, most flashbacks are cut before viewers can discover that she was responsible for Boo's death. Also, by using direct address, Fleabag forces viewers to focus on her, preventing other characters from having any kind of influence on the audience's jugement, which forces a subjective female gaze. These elements are actually a way for Fleabag (and the creator) to manipulate their audience (Van de Ven, 457) and have control over them. One may even add that Fleabag can, as a consequence, control the screen.

Her direct address is, in fact, a coping mechanism from her trauma (463), on which she can rely whenever she feels uncomfortable. As a result, this control is disrupted whenever someone makes her become vulnerable or is able to see through her. In S1e06, after viewers discover the truth and acknowledge that she is an untrustworthy narrator, she begins to hide and run away from the camera, rejecting the audience and the viewers' gaze (see illustration 7).

Illustration 7: Escape From The Camera and Viewers' Gaze -S1e06 (15min52) and S2e04 (07min26)

In fact, what was thought to be an intimate relationship with her viewers is argued to be a "false intimacy" by Kathryn VanArendonk (qtd in McDermott, 107). Indeed, the empathy viewers may have felt for Fleabag all along was clouded and manipulated by her use of humour and authenticity to conceal her painful truths. Viewers, then, realise that she has not been entirely honest with them. In fact, this encounter suggests that her interaction with the audience can no longer be argued as a form of intimacy with the audience, but rather demonstrates her inability to be intimate with anyone while dealing with her own trauma. According to VanArendonk, she "pulls us into her fantastically charming, self-destructive orbit while also stepping out of her own life for a moment" (2019). However, the way she confuses her inner thoughts and her conversation with Priest shows her gradually becoming unconsciously vulnerable with him, against her will. It is in S2e04 that Fleabag's inner space is being invaded, when the Priest unexpectedly breaks the fourth wall himself.

Illustration 8: The Priest Breaks The Fourth Wall For The First Time -S2e04 (06min05)

In doing so, The Priest takes over Fleabag's control and forces vulnerability by mimicking her coping mechanism, which proves that he understands her. In other words, one could say that his ability to comprehend her coping mechanism is a form of empathy. In fact, he is the only character who has been able to notice it.

Actually, from this particular moment, the two characters start to mirror each other (Skip Intro, 2019), both emotionally and physically on-screen. This can be seen in different shots:

Illustration 9: Fleabag and The Priest as andS2E05 (20min32) In illustration 9, both characters appear to be represented as equals. Also, it proves their ability to establish what VanArendonk calls "real intimacy" (2019).

In fact, as Fleabag gets closer to the Priest and is vulnerable in his presence, her copying mechanism becomes secondary as she gradually gets rid of it unconsciously.

Indeed, her direct address to the audience becomes increasingly rare, almost non-existent.

Fleabag confesses to the Priest in the confessional in S2e04 and begins delivering a monologue about her worst sins before finally telling him about her fears and desires11 . The scene is shot in close-up, forcing the audience to be physically very close to the protagonist. Furthermore, the frame is extremely narrow because the audience is trapped with her in the confessional between three walls. Similarly, the light is almost non-existent, with only a side lighting source providing visibility which places Fleabag in a very dark environment. Taken together, these elements enhance a feeling of intimacy. Because of the proximity, it would make sense for the protagonist to repeatedly break the fourth wall in such a confined space, especially since the camera is right in front of her. Yet, she does not look at it once. This is explained by her ability to open up and have her feelings exposed, that is to say: vulnerability.

Illustration 10: Confessional Scene -S2e04 ( 22min31 to 23min55)

Another important aspect is the Priest's absence from the screen. This is the first time viewers see Fleabag openly express genuine emotions without being addressed. The line between fiction and reality has been reestablished, allowing the audience to observe the scene with objectivity for the first time (Skip Intro, 2019), without being influenced by Fleabag. As a consequence, the emotions that Fleabag shows her audience while breaking the fourth wall represent Ekman's "social constructs" and more specifically "display rules". Those habits prevented her from being entirely vulnerable with herself and others, which as a result, also prevented her from receiving and experiencing genuine empathy.

Finally, the series uses its innovative, comedy and complex narrative to manipulate viewers' empathy and engagement in the fiction to conceal Fleabag's antagonism and to improve the series' success by keeping her as the central focus of the plot. However, S2 depicts the protagonist's use of direct address as a coping mechanism developed after past trauma. This coping mechanism mirrors Fleabag's persistent control over her emotions and relationships by fear of vulnerability. As a result, she was unable to either experience or project empathy. This control was seen to be called into question each time her vulnerability resurfaced, especially in the Priest' presence. Rapidly, direct addresses gradually became absent, as they were no longer necessary for Fleabag since she learnt to let vulnerability in.

B) SCREENING TRAUMA AND AUTHENTICITY IN I MAY DESTROY YOU

1) Editing Trauma as a Phenomenological Experience for the Audience

The editing and technical elements in the series are used not only to depict the protagonists' trauma, but also to immerse viewers in the fictional world by making them participants in the action. In a video of The Film Essay (2020), which will be used in this section, the audience's immersion in Coel's fictional world is referred to as a phenomenological12 experience. This concept of phenomenology will be examined in various scenes of the series and argued as a way for the creator to increase viewers' empathy for the characters.

a. From Linear Editing to Non-Linear Editing and Notion of Time

The beginning of the first episode of the series takes the audience back to the night of Arabella's assault, before she was raped. Additionally, it focuses on the emotions, post-traumatic symptoms, and memory loss she goes through that night and the following day. In doing so, Coel also attempts to make viewers experience her feelings through the use of specific editing elements. The episode begins with "linear editing", also known as chronological editing (Ibid). This particular storytelling chronology allows viewers to easily follow the story. The use of seamless cuts improves the sequence's flow by assisting the audience in memorising and identifying the characters. Therefore, the transition from the song "Flowers" by Sweet Female Attitude to "Then It's Gonna Rain" by Marvin Winans (23min32) announces a dramatic event, foreshadowing Arabella's sexual assault (Ibid). The rhythm suddenly shifts to non-linear editing after that scene, making it difficult for viewers to follow the plot. However, the joyful music becomes linear and contradicts the sequence's anxious atmosphere. This is defined as an unempathetic sound and is a way for the artist to invite objectivity.

The concept of time is also distorted. In fact, Arabella checks her phone timer twice before the rhythm switch (once when she activates it and again when she meets her friends). This serves as a time marker and establishes a timeline for the audience. As a result, once the non-linear editing begins, neither Arabella nor the audience will be able to keep track of time. Also, scenes are frequently cut to make room for different timelines (Ibid), which causes viewers to become very confused. As the video explains, the sequence transitions from slow motion to normal speed shots, allowing viewers to distinguish the scenes but not the timelines. The intent is to make the audience feel (even experience) Arabella's confusion on the night of her sexual assault.

A violent cut follows, right before the assault, transitioning from that night (with loud music) to Arabella working in the office in complete silence, bleeding on her forehead. The audience is being deprived of information on purpose. This cut is designed to reflect Arabella's blackout and lack of memory about what happened to her that night due to drink spiking, leaving the audience uneasy and with the impression that something wrong happened. As a result, without explicitly telling the audience, the first episode suggests that Arabella may have been sexually assaulted. However, there are not enough details provided for the spectators to be certain, which puts them in the same powerless position as the protagonist. This undoubtedly affects the audience's ability to comprehend her situation and feel empathy for her.

b. Camera Movements and Shots

As the episode progresses, specific shots and camera movements keep reflecting Arabella's anxiety and confusion. Coel later succeeds in teasing viewers' different senses in S1e01. After realising that she is bleeding, Arabella leaves the office and goes for a walk in the street. With a subjective camera shot, the scene immediately puts the viewers in her shoes and forces them to see things through her eyes. Coel chose to have the scene filmed with a shaky-camera or hand-held camera 13 in this case. As a result, the shot conveys a sense of instability and loss of control, contributing to the viewers' sense of being a part of the action. The camera also appears to drift and move quickly, giving viewers a perspective on what is going on around the protagonist (see illustration 11) which improves a sense of agitation and panic. incapacity for viewers to escape the scene makes it difficult for them to watch it. They are forced to confront it voyeuristically and are bound by a sense of powerlessness and lack of control over the sequence. Kwame leaves the building in a state of panic and shock following the assault. The protagonist is filmed with a deep focus and long shot, emphasising his isolation and helplessness. The shot quickly switches to a limited focus and close-up shot, forcing viewers to focus on Kwame's facial expressions and emotions.

Illustration 13: Importance of Shots and Kwame's Rape Scene -S1e04 (26min35 to 28min42)

As Owusu-Barnieh explains, "I May Destroy You forces the audience to sit with our discomfort -at times almost unbearably" (Owusu-Barnieh, 2020). The goal of those technical elements is to make the audience feel immersed so as to allow body-mind engagement (Nelson,qtd in Garcia,30,31) by awakening all senses. Consequently, the empathy experienced by the audience helps to not only raise awareness about sexual assault and consent, but also places viewers in the shoes of victims or witnesses.

c. Sounds

During Arabella's panic scene (S1e01), an interesting use of sounds accentuates suspense and fright for spectators. Repetitive buzzing sounds or "eerie sounds" (The Film Essay, 2020) can be heard, as well as a firetruck alarm which mirrors a sense of emergency, and various voices (almost mumbling), including Arabella's that seems to come from everywhere. It appears difficult to determine whether the sounds are diegetic14 or not.

Those voices are also delayed in relation to the images. This is made evident with the continuous sound bridges 15 . There is also the very unsettling use of an echo effect on voices, which adds to the protagonist's sense of dissociation and numbness. Those As a result, Arabella can be argued to be using "display rules"16 (Ekman) as a coping mechanism for fear and anxiety which could affect the viewers' capacity for empathy. Yet, the technical elements chosen aim at pointing out her true inner-feelings instead of the displayed ones.

d. Flashbacks

Many previously analysed sounds are frequently accompanied by flashbacks. In fact, flashbacks are a common feature of storytelling and "a dominant part of the narrative structure of twenty-first century television" (Booth, qtd in Levy, 2022). Arabella frequently begins to have flashes from the night she was sexually assaulted. They are frequently accompanied by an intensifying ringing (or buzzing) sound, announcing the appearance of a traumatic memory on screen. Arabella's flashbacks are as perplexing for viewers as they are for her, and they tend to confuse rather than inform. What the audience sees on-screen reflects her inability to recall what happened while she attempts to reconstruct her memories, like a puzzle. Most of those flashes are only a few seconds long to represent how quickly they pass through her mind (see illustration below).

Illustration 14: Flashbacks -S1e01 (28min20), S1e02 (00min28) and S1e02 (07min00)

Actually, the first illustration depicts Arabella's rapist breaking the fourth wall, as seen through Arabella's eyes and from a subjective camera angle. This shot is repeated in a loop throughout several episodes to represent PTSD 17 . Another flashback occurs in S1e02, when Arabella is in bed and recalls being at a cash machine. The viewers are given those flashbacks in the same way Arabella remembers them. Nothing is left out or given to them in addition. As a result, the audience is invited to put the pieces back together with Arabella.

Moreover, Coel employs what was previously explained as alignment (Smith) by using those elements as a phenomenological experience for the viewers. The audience is either subjectively placed in the shoes of the characters or as witnesses to scenes of discomfort, which strengthens viewers' shock and unease. Consequently, the audience is forced to deal with unfamiliar circumstances, which improves understanding of other people's viewpoints, by embodying the characters' perspectives and feelings.

2) "Sometimes, when we try our best to see the big picture, we lose sight of the little one altogether. The Little detail here is you." 18 : Representation of the Limits of Empathy in I May Destroy You

This study will analyse how the series represents Arabella and Kwame as a personification of the limits of empathy through coping mechanisms and a lack of vulnerability, while Terry appears to be the mediator between them two. Empathy will be examined as the depiction of a metaphorical line, chosen on purpose by Michaela Coel herself to explain the concept of empathy.

a. Arabella

Arabella's sexual assault serves as the catalyst for the plot. Her trauma has had a variety of negative effects on her empathy for both herself and other people. This section will examine how, at various points throughout the series, the pictorial line of empathy is crossed, resulting in the growth of apathy during her character's development.

Her room is, in fact, a physical representation of her mind and imagination (Patrick,231). Arabella buries every traumatic event of her life under her bed as a denial response (S1e08). Her bed serves as a barrier (physical line) between her and her trauma. The 18 Quote from S1e04 "That Was Fun" (01min58 to 02min07) 17 PTSD is an acronym for "post-traumatic stress disorder". elements beneath her bed represent her trauma and repressed memories; however, the top of the bed (where she always physically sits) represents what she is willing to feel.

Different trash bags can be seen under her bed (illustration below). In S1e09, after seeing her therapist, she removes the bags from beneath her bed, revealing that she did not only hide the clothes she wore the night of the assault, but also items from the abortion she had years before. Later, she decides to show Ben her pregnancy ultrasound picture and the cotton clothes she wore that day, which are still stained with blood. She explains to Ben: "I can't remember [...] I just went in and...done it, and then I forgot" (from 22:43 to 23:13).

One can say that she rejects vulnerability and instead attempts to erase her memories which can be argued as a form of denial19 .

However, her emotions begin to submerge her and resurface in S1e09. This The figure even turns to face the audience at some point. This break of the fourth wall heightens viewers' anxiety and reflects how much stress and fear the protagonist is experiencing.

Because of her loss of control over her emotions, Arabella starts to develop a second coping mechanism: a social media dependence. In fact, it begins to provide her with comfort because she can share her experience with sexual assault which makes her feel understood and less lonely. This prominent role of social media in Arabella's life is represented on screen by animations added during the editing process (non-diegetic). It allows the audience to see what she reads on her phone, the messages she receives, and videos that she shares (see Figure 16). This addiction is enhanced when Biagio (her boyfriend at the time) blamed her for her sexual abuse and drink spiking. It could be argued that Arabella sought refuge in her phone because of his lack of empathy towards her.

This coping mechanism starts to take another turn and results in apathy in S1e09. After a fight with her friends, Arabella begins filming herself live while walking down the street.

In fact, she is unable to establish any kind of barrier between herself and the internet. The scene begins in a medium shot, which gives the audience access to her location. It quickly switches to a close-up shot. The scene is abruptly edited and filmed in various ways, with numerous effects that are difficult to comprehend. In fact, they represent Arabella's complete lack of control over the situation and her overwhelming emotions. The protagonist appears to be on a conveyor belt and rants angrily while her phone screen is displayed to the audience. There is also an intriguing use of the glitch effect that depicts interference which reflects her refusal to face her inner-feelings.

Illustration 16: Arabella's Empathetic Distress and Social Media -S1e09 (15min44 to 17min17)

There is also an interesting play with lights. In fact, her face is cut in two (and creates a line) by a pink and blue lighting. Those two colours confronted show once again how she constantly is in battle between herself and her trauma, as well as her empathetic self and apathetic self. The comments that she receives on her phone demonstrate how she is no longer only overwhelmed by her own trauma, but also by online victims' trauma.

This scene exemplifies what was referred to as "empathetic distress" or "personal distress" 20 . As her therapist explains in S1e09, "Sometimes when we try our best to see the big picture, we lose sight of the little one altogether. The little detail here is you". She represses her emotions rather than attempting to understand them by remaining in denial 20 See Chapter 1 while wishing to be a voice for many sexual assault victims. Regardless of how controversial this appears to be, her desire to be overly empathetic with others leads to her apathy with herself and close friends because she refuses to be vulnerable with herself and her own experiences. Consequently, she cannot experience proper empathy.

b. Kwame (and his relationship with Arabella)

Arabella's incapacity for vulnerability does affect her relationship with Kwame. In fact, Kwame himself suffers from a dependence from technology and social media, which leads to a lack of communication with his friends. This copying mechanism appears as soon as he goes through a traumatic event or has his feelings repulsed.

In S1e05, Kwame decides to go to the police station by himself to report his rape. As soon as he attempts to explain that he was raped by a man he met on a dating app, the police officer begins to tell Kwame that he cannot accept a pseudonym and requires the abuser's full name (which Kwame does not have). When the officer understands that the rape happened after consensual sex, he starts repulsing Kwame's feelings and asks him to use the machines available for reports. He then leaves Kwame in the room alone, the door open 21 . In this scene, Kwame's boundaries are not respected and his emotions are not being validated. In other words, the line of empathy has been crossed. As a result, he begins to seek refuge in his phone, just as Arabella does.

Despite Kwame and Arabella's common experience with rape, and their similar coping mechanisms, their communication is absent. Both of them are often shown in the same space, yet instead of sharing a conversation, they both are on their phones. The way Kwame and Arabella are positioned on the two images demonstrates how they both mirror each other and have parallel stories (Coel, GQ interview, 2020). However, their refusal to be vulnerable with themselves (and comprehend their inner-feelings) prevents them from being vulnerable with one another as well. Consequently, neither of them can either receive and give empathy. Their relationship proves that no matter how similar two people's experiences are, personal vulnerability is required for empathy.

Yet, it will be seen that Terry, who appears to be constantly standing between them, is the one who maintains their relationship and eventually helps them overcome their trauma.

By being the embodiment of empathy herself as the mediator, she is able to rebuild their empathy for one another.

c. Terry as the Mediator

Terry appears like the mediator between Arabella and Kwame and very often keeps their bond alive by being the one who listens and embodies empathy.

During the Halloween party (S1e09), Arabella gets mad at Kwame for crossing someone's boundary after his sexual assault. She even tells him: "Just because you are vulnerable, doesn't mean you can make other people vulnerable" and then sarcastically continues by saying "It is better to hide that under the surface". This particular scene shows Arabella's lack of empathy for Kwame, and her inability to understand her own apathetic behaviour and personal denial. In this scene, Arabella wears the costume of the "devil" and makes her become a personification of apathy. On the other hand, both Kwame and Terry wear angel costumes. Terry is the one who wears the halo, and is placed between them.

She can be claimed to be a personification of empathy in this scene.

Illustration 18: Arabella as the "Devil" and Terry as the Mediator -S1e09 (11min36 to 14min30)

A close-up of Terry's face is used here to show that she serves as a bridge between Kwame and Arabella. She tries to make Arabella aware her lack of empathy towards Kwame by explaining that she put Kwame in a difficult situation herself, by locking him in a room with a man without his consent, not long after his rape. Kwame remains silent in the back during this conversation. In fact, a limited focus on Terry's face even makes Kwame become blurry at some point. In communicating Arabella's faults, Terry attempts to connect with Arabella by forcing her to change her perspective on a situation that she caused, so as to make her see the situation through Kwame's eyes to establish empathy22 . She can be proved to have both cognitive and affective empathy, understanding both Kwame and Arabella's emotions, and succeeding at having the right reactions to their trauma. In fact, while Kwame and Arabella both represent the limits of empathy, Terry represents balance. It will be seen that empathy is in fact portrayed as a line.

d. Empathy as a Line

The concept of empathy as a line is first introduced by Arabella's therapist in S1E09.

She claims that:

A line is drawn separating bad from good, friend from foe, men-women, black-white, them-us, criminal-victim, God-devil. It helps us to deflect, avoid feelings like guilt, uncertainty, self-blame. These feelings are crucial in the stages of recovery. If we can't process and understand them, we can't process and understand ourselves" (S1e09 "Social Media is a Great Way to Connect" (20:21)).

In the series, lines are either invaded or crossed in various situations and by different characters throughout the episodes. These lines can either be moral or apparent. Also, Coel specifically focuses on the idea of a line in S1e08 "Line.Spectrum.Border" in which she highlights how this line can be crossed by anyone at some point, from different perspectives.

Aside from Arabella's bed, other elements serve to represent this line physically. In S1e08, Arabella decides to go near the ocean after being rejected by Biagio. In fact, this episode portrays how she is the one breaking limits and crossing the line. First, she breaks through Biagio's flat without his consent. She finds his keys and invades his personal space. Here, the line is represented through the door. After being kicked out and having nowhere to go, Arabella decides to go to the beach on her own. She forces the door to the private beach, despite it being illegal. Finally, after spending all night on the sand writing, she goes into the ocean fully clothed. Here the line between the sand and water is visually observable. The screen is also rapidly cut in two by the wave which creates a visual line.

Illustration 19: Water as a Symbolism For Boundaries Crossed -S1e08 (27min52 to 28min40)

As a matter of fact, Michael Coel explains that she is very interested in water in her series (British GQ, 2020). She uses it to portray how someone can be their own worst enemy. During this particular scene, viewers may believe that Arabella is about to drown.

Coel explains that, despite its dangers, water is also 70% of what humans are made of (Ibid). It also emphasises the idea that emotions and vulnerability (which is part of what human beings are made of as well) can be quickly overwhelming if not controlled and become a danger. Arabella's room poster (illustration 19) depicts a body made mostly of water. This poster appears to be falling down several times, mostly when the protagonist's limits are being crossed. Coel explains that the entire episode is about Arabella crossing her own boundaries as well as those of others (Ibid). In other words, the poster is yet another physical element portraying an imminent lack of empathy and crossed boundaries.

If one takes a look back at illustration 17, we can see a street lamp separating Kwame and Arabella, and phones demonstrating their inability to connect and empathise with one another. Also, in S1e01 during Arabella's interaction with the woman at the bus stop (which has already been discussed), emotional space is invaded once more.

Illustration 20: Line and Space Invaded -S1e01 from 27min06 to 27min47

That woman first appears behind the bus stop's glass. The limit is represented by the black line (illustration 20). Despite Arabella's internal panic, the woman quickly crosses that line and begins to approach Arabella. The close-up shots on the woman's face demonstrate her proximity to Arabella, making viewers feel a sense of violation on purpose.

The pink and blue light contrast also very often creates a physical line in the series which illustrates a paradox between empathy and apathy (see illustration 16 and 21). When the empathy line is crossed, however, those two colours fade away and are replaced by a bright red light that begins to reflect in Arabella's room, signalling impending danger.

Illustration 21: Importance of Lightings -S1e07 (24min14) and S1e04 (18min21)

Another element which seems important to explain is the break of the fourth wall.

This technique occurs on a regular basis (mainly by Arabella's double figures) and blurs the line between fiction and reality. It not only increases anxiety for the audience, but also invades the viewers' space and intimacy. Coel's goal is to make the audience feel what it is like to have someone disregard your personal boundaries, through the screen, which may be regarded as a physical line as well.

However, boundaries crossed are not only physically represented. Multiple times, the characters' emotional boundaries are invaded as well. Sexual assaults and rapes are part of those crossed boundaries. As Patrick and Rajiva (2022) explain, the series portrays rape "not only as an invasion of one's body, but also as a violation of privacy and domestic space" (231).

As a result, Coel portrays how a lack of vulnerability with oneself can prevent empathy. This fear of vulnerability may in many situations result in finding refuge in unhealthy coping mechanisms. Also she uses the concept of a line to put to light the importance of consent and highlight how triggering boundaries crossed can be. As a result, empathy can be argued to be about finding balance. As Coel explains "When you don't to use anempathetic music. The songs can be defined as non-diegetic soundtracks that are indifferent to the plot, emotion or tone of a scene and are intended to create ambiguity for the audience [START_REF] Ugwu | How "I May Destroy You" Got Its Stunning Soundtrack[END_REF]. As a result, the audience has complete freedom of interpretation and has more genuine reactions to the series. To do so, Coel chose British modern music, which provides a better understanding of the characters' personalities as well as their "social and psychological universe" [START_REF] Ugwu | How "I May Destroy You" Got Its Stunning Soundtrack[END_REF]. Indeed, "different types of music can shape [...] viewers' understanding of a character's actions, emotions, and intentions" (Boltz, Marshall, and al, qtd in Hoeckner, Wyatt, and al, 2011). For example, the creator chose a variety of hip-hop and gospel songs to represent Arabella. Despite her life's difficulties, Coel did not want to reduce her character to her trauma, but rather to highlight her "upbeat and bubbly" personality [START_REF] Ugwu | How "I May Destroy You" Got Its Stunning Soundtrack[END_REF]. She made the choice to use

LGBTQ+ artists and bands' music for Kwame, such as Nicky Minaj, Daft Punk, and Easy Life, for instance (Ibid).

Multidimensionality is also pictured by portraying characters as multifaceted.

According to Jess King, "the characters in I May Destroy You offer a welcome respite as characters shift seamlessly from subject to object or agent to target in ways that mirror the intricacies of human relations" (2022). Characters are presented as both victims and perpetrators at various points throughout the series. Arabella, as previously seen, is the first victim of sexual abuse in the series. The top section examined how she quickly unconsciously allows her emotions to overwhelm her, causing her to adopt an apathetic behaviour and become her friends' perpetrator as well as her own. Kwame is also a victim of rape in S1e04, but can be argued as a potential perpetrator for his date Nilufer, after hiding his sexual orientation to her after sexual intercourse. Terry becomes a victim of sexual assault in S01e03, yet, she lies to Arabella about leaving her at the club the night of her rape and keeps the secret during many episodes. She also has prejudices about her date in S1e11 when she discovers that he is a transgender man. Theo was photographed against her consent in S1e06, but uses her White privilege against people of colour at her own advantage.

Using flashbacks is Coel's way to offer different perspectives to her audience as well.

In fact, Theo is introduced to the audience in S1e06. This woman is one of the only White characters of the show. She is represented as a sexual abuse victim and the founder of an association for sexual assault victims. This episode brings the audience into Theo's past with a time jump and flashbacks from 2004, when she, Terry and Arabella were in school together. Those flashbacks start from Theo's point of view, allowing viewers to dive into her personal life and later, be the witnesses of her assault. By doing so, Coel does not try to put viewers on someone's side, instead she just tries to present the facts as they happened.

Allowing the audience to view a story from various points of view elevates them to the status of powerful subjects. Throughout the series, viewers are aware of more than most characters. For example, they are the first to witness Kwame's rape, before Kwame even told Terry and Arabella. It not only promotes better critical thinking and objectivity about each situation, but it also fosters a genuine proximity and transparency between the audience and the protagonists, allowing for greater empathy for the characters.

Creating a multidimensional series also aimed at offering more transparency on different types of sexual assaults, and the complexity of "rape culture". Throughout the various stories, many types of sexual abuse are portrayed on screen such as drink spiking or stealthing23 . Consequently, it allows "the viewer to recognise the full spectrum of sexual assault, which works to improve the viewer's awareness regarding their own potential experiences with lack of consent." (Owusu-Barnieh, 2020). As Jamie Klingler explains:

We don't tend to write or portray realistic rape and its aftermath a lot [in the same] way that we don't write or portray realistic grief because it's almost too difficult to watch. But we need these realistic depictions against the litany of insidious ones (qtd in Leila Latif, 2021).

Not only does it increase viewers' awareness on rape culture, but as Owusu-Barnieh explains, it can also help victims to recognise their potential own experiences with lack of consent (whether as victim or perpetrator) and help them to process their own trauma or responsibility. This televisual representation can, as a result, help victims to "experience catharsis, healing and growth" (2020).

Representing fictional characters objectively allows for more authentic portrayals and prevents any influence on forced empathetic responses, as was the case with Fleabag.

Even if certain scenes elicit viewers' empathy by involving them as active participants,

Coel refuses to portray her characters as either entirely good or bad, instead emphasising their flaws. Moreover, she gives viewers an opportunity for interpretation and critical thinking which can become eye-opening. It will be seen that characters' development can contribute to viewers' catharsis.

C) Building Empathy and Connection through Storytelling 1) Empathy Helps Characters to Achieve Resolution

a. Fleabag

The last section explored the way Fleabag's use of the break of the fourth wall and direct address were in fact a trauma response which tends to manipulate viewers' empathy and prevents the protagonist from both receiving and projecting empathy.

Many scenes in the series demonstrate that when Fleabag allows herself to be vulnerable with herself and others, this technique is no longer used in the narrative. A specific scene involving the "Bank Manager" demonstrates this idea. During Fleabag's silent retreat in S1E04, she runs into him again. While Fleabag attempts to remain silent, the Bank Manager begins to open up about his inappropriate and toxic relationship with women, as well as how much he is willing to change. Fleabag never breaks the fourth wall or uses a direct address during his monologue. Nonetheless, she is paying attention to everything he says to her. In addition, Angus MacRae's music "Mirror Lake" plays in the background, heightening the emotional atmosphere of the scene. The use of an empathetic soundtrack 24 makes the dialogue more emotional and emphasises the characters' mutual empathy for one another25 . The audience is completely invisible throughout this scene. She does not feel the need to rely on her coping mechanism in this scene because she is completely vulnerable with him and more importantly, with herself.

Since meeting the Priest in S2, her acceptance of empathy in her life has only grown.

Fleabag always breaks the fourth wall during sexual encounters with her partners in the first season, demonstrating how emotionally absent she is. However, in S2E05, during the Fleabag and Priest sexual intercourse, the protagonist successfully catches the camera with her hand and pushes it down to prevent the audience from voyeuristically watching. Her ability to control the camera (and her audience) is, as previously demonstrated, a significant step forward in her personal development. Indeed, in the final episode of the series, Fleabag confesses her feelings to the Priest. However, instead of relying on her audience in a vulnerable moment, as usual, she refuses to let the Priest speak in order for her emotions to be felt and expressed.

Fleabag: You know the worst thing is . . . That I fucking love you.

Beat.

Fleabag: I love you.

Beat. He takes a breath, but she interrupts.

Fleabag:

No no don't, let's just leave that out there for a second on its own.

Illustration 22: Last Scene -S2e06 from 22min41 to 25min53

Fleabag gets up and begins to walk away as soon as the Priest leaves. As usual, the camera begins to follow her. However, she turns to face the audience, shakes her head, and waves goodbye, indicating that she does not want to be followed and no longer requires the viewers' presence. In other words, she recognised that her coping mechanism was keeping her from feeling vulnerable and is now free from her own self-sabotaging tendencies. Also, the scene is accompanied by the song "This Feeling" by Alabama Shakes. One of its lines says: "I spent all this time trying to play nice and fight my way here. See, I've been having me a real hard time, but it feels so nice to know I'm gonna be alright." Her growth and awakening is what Carl Jung refers to as the concept of "individuation" (qtd in Myers,21).

As Myers explains, it signifies the moment when a fictional character becomes who they were always meant to be ( 22).

Therefore an advance always begins with individuation, that is to say with the individual, conscious of his isolation, cutting a new path through hitherto untrodden territory. To do thi he must first return to the fundamental facts of his own being, irrespective of all authority and tradition, and allow himself to become conscious of his distinctiveness (Jung,qtd in Myers,22).

Fleabag was able to introspect on her trauma after accepting empathy from the Priest, realising that she was isolating herself from everyone around her. Understanding it allowed her to build self-esteem and recognise that "she does not need to adhere to neoliberal edicts of self-improvement in order to become a more socially acceptable subject" (McDermott,108), putting aside any kind of control she had over her life and herself. This realisation allows her to experience catharsis, allowing people back into her life after losing her mother and best friend Boo.

Her journey also changed her relationship with her family. As VanArendonk explains, she even validated them (2019). By leaving the audience behind, the protagonist is now away to turn "toward her own life, her own family, her own relationships with people who can speak back to her" (VanArendonk,qtd in McDermott,110). The evolution of those relationships can be observed through parallels in the series.

Indeed, the symbol of smoking and the cigarette can be argued to play an important role in the series' evolution of relationships. Simon Clark (2019) also emphasises this point. This idea is especially noticeable between Fleabag and her father. She offers a cigarette to her father after a fight during her Godmother's exhibition in S1E06. He throws it on the floor after taking it in his hand, symbolising rejection and refusal to let his daughter into his life. During a break from dinner in S2E01, she offers him a cigarette again. This time, he refuses to take it. In contrast, in the final episode of S2, after reconnecting with each other, he finally accepts her cigarette and smokes, indicating that their connection and mutual empathy has been restored26 .

Illustration 23: Symbol of the Cigarette -S1e06 (17min51), S2e01 (13min30) and S2e06 (20min32) Physical touch is also very symbolic in this last episode. As we know, Fleabag used to reject physical touch from her family (as seen in S1e01 with Claire). Yet, after accepting her cigarette, Fleabag lets her father caress her cheek. Also, she makes the first step to take both her Father and Claire's hand. In S2E06, there is a significant scene when Claire gets down on her knees and begs Martin to leave her. Fleabag helps Claire to get up by taking her hand (illustration 24). Fleabag does the same thing with her dad when he hides in the attic before getting married (Ibid).

Illustration 24: Fleabag Offers Her Hand to Her Family -S2e06 (10min55 and 14min33)

It could be argued that VanArendonk's concept of "real intimacy" is now being applied to Fleabag's relationships with her family members, proof of a general catharsis.

b. I May Destroy You

It was previously seen that I May Destroy You represents empathy as a line in a variety of ways, a line which is crossed several times. Nonetheless, the series represents resolution for the characters, and also portrays Jung's concept of "individuation".

Arabella, for example, decided to see her therapist after experiencing empathy distress in S1e09. During the session, the therapist introduces Arabella to the concept of line by drawing it on a piece of paper. The original drawing, as seen in the illustration below, represents the letter "A" for "Arabella" and a cross symbolising trauma (repressed emotions and fears). A line is drawn to separate those two elements. Arabella then takes the pen in her hand and draws the letter A and the cross over this specific line. If we look closely at the inscription, we can see that "Ego Death Bar" is also divided by a line with a blue and red light. Yet, when the door is opened, the lights fade and become a uniform grey. Arabella stays on the empathy spectrum by putting her ego aside and accepting her vulnerability27 . Thus, Fleabag and I May Destroy You both illustrate the concept of individuation and character development by allowing their protagonists to accept vulnerability. By the end of both programmes, the characters are finally able to experience empathy for themselves and for other people. Furthermore, through viewer empathy, both series will be shown to encourage viewers to introspect on their own behaviours in order to experience a similar catharsis.

2) Fleabag and I May Destroy You Both Enable Viewers' Identification and Encourage Vulnerability for Empathy

Empathy conveyed through fiction not only affects viewers emotionally, but also invites (occasionally forces) them into personal introspection. As Plantigua explains:

Strong emotions have a tendency to make a mark, leaving lasting impressions that transform our psyche and imprint our memories [...] The function of emotion and affect is to make film viewing powerful, rather than merely an intellectual exercise. In the long term, such experiences may burn themselves into the memories of audiences, and may become templates for thinking and behavior (Plantinga, qtd in Ames, 5).

Making viewers immerse into such a cathartic experience, may help to increase empathetic responses and consequently allow for greater tolerance.

a. Fleabag

In the first season, Fleabag tends to manipulate (or at least influence) viewers' judgements by using subjectivity, direct address, and the breaking of the fourth wall. Yet, Fleabag's ability to detach herself from these tendencies in S2 allowed viewers to progressively see the story (and characters) from a more objective point of view, no longer influenced by Fleabag's constant remarks and opinions.

In fact, Fleabag is far from being the only character who struggles with personal issues. However, it only becomes obvious when the viewers' judgement is no longer clouded. Each character has their own set of coping mechanisms. For example, the Priest is shown to be afraid of foxes. In S2E03, he tells Fleabag that foxes have always followed him around, even before he became a Catholic Priest. According to O'Connell [START_REF] Whittet | What Does the Fleabag Fox Mean?[END_REF], foxes reflect the Priest's sins and fears. Indeed, when Fleabag expresses her desire to be more than a friend to him, he explains that it will not benefit them and that celibacy is less complicated than love to him. It could be argued that his decision to become a Catholic Priest was a means of escaping fears. In other words, one could say that he found refuge in religion. In fact, a fox appears in the series' final scene, after the Priest has left.

Illustration 28: Symbolism of the Fox -S2e06 from 24min35 to 24min47

When Fleabag notices the fox, she decides to show him the way and directs him to the Priest. While Fleabag was able to overcome her fears and trauma, it appears that the Priest was unable to do the same and may still be fighting his sins after the series' conclusion (Ibid). The fox would, then, be a representation of his repressed emotions and fears.

Claire could also be argued to be a character who was initially misrepresented to the audience by the protagonist. Fleabag introduces her as a "super-high-powered perfect, anorexic, rich, super-sister" (10min30) for the first time in S1e01. While she wishes to portray her sister as a perfect human being with her life in order, many of her descriptions prove to be false along the episodes. In fact, Claire was revealed to be trapped and unhappy in her marriage, and was even relieved to miscarry in S2e01. She even admits to Fleabag (S2e05) that she realised she did not want to bear Martin's child, which was the reason she did not feel bad about losing it.

As a result, the series' purposeful manipulation tends to cloud viewers' opinions and also creates "in-groups" and "out-groups" (Baron-Cohen). Consequently, it prevents the audience from seeing the characters objectively, often leading to a lack of empathy or ignorance for background characters, when influenced by the protagonist. By shifting from a subjective to an objective lens, viewers can realise how they have been influenced. The series therefore points out the importance of objectivity for proper empathy.

b. I May Destroy You

I May Destroy You also tries to make an impression on its audience by inviting introspection and "uses its paratextual landscape to challenge viewers to think about their consumption of rape narratives" (Patrick and Rajiva,226). In fact, the break of the fourth wall by Arabella on the commercial material (see front cover image) involves the audience in the process right from the start. According to Laura Mulvey (1989), "direct to camera eye contact breaks the critical illusion that viewers are looking at characters who are unaware of our presence and builds the bond between performer and viewer" (228, Ibid).

As a result, viewers feel connected to the protagonist even before being involved in the fictional world of the series. They are also positioned as active participants from the start.

In addition, the show's opening titles directly invite the audience to question the name of the TV show. "I May Destroy You" is, in fact, a very vague and general statement. In fact, Coel admits to doing it on purpose (GQ interview, 2020). As she explains, when the title appears on screen, the word "YOU" is erased. "I MAY DESTROY" thus remains open to interpretation and calls viewers to consider the identity of "you". In doing so, the viewers are invited to interrogate the following questions: Who could be destroyed? Who may destroy "you"? Is "I" a protagonist or is it the creator? Yet, the possibility that the "I" or the "You" is the audience itself is not ruled out. If we take into account this hypothesis, Michaela Coel aims at reminding the audience that anyone can sooner or later become someone's perpetrator or become someone's victim. As Hannah J. Davis (2020) explains:

[Rape culture's] quiet presence shows sexual abuse as something that exists inside our world rather than a threat from somewhere far away -something you and I or anyone else may have experienced without even realising it was happening (qtd in Jess [START_REF] King | The Generative Power Of Paradigm Destruction in I May Destroy You[END_REF].

Indeed, the title of the series can be deconstructed as the "I" that may destroy the "You" (Patrick, Rajiva, 2022). In other words, the ego is highlighted here as a threat. Allowing oneself to be vulnerable prevents the ego from having too much power. In representing her story with earnestness, Coel aims at offering viewers an eye-opening experience on the subjects of rape culture, empathy and consent.

It also provides victims with a therapeutic sense of relief by recognising that they are not alone and that others may have been through similar experiences. Robertson explains that:

[Television] can move beyond traditional talk therapies because it's multi-sensory and can quickly trigger perceptual, cognitive, and emotional processes. Watching cinema can activate areas of the brain associated with emotional processing, reflection, problem solving, and empathy (2016 qtd in J. Borchard, 2017).

I May Destroy

You also invite viewers to participate in group sessions, listen to speeches, and engage in open dialogues about rape culture in different episodes. Not only do these speeches highlight powerful truthful facts, but camera movements also help to emphasise the emotional weight of words. During S1e06, Theo and Arabella discuss their own experiences with sexual assault and rape. Close-ups and zoom-ins are used to point out the power and importance of their monologues. There are also pan shots, in which the camera moves from left to right to provide a general view of the room, showing each member of the group session circle. It emphasises the idea of community and the bond that unites them all, beyond race or gender for instance.

Illustration 30: Group Sessions as Catharsis -S1e06) (03min25 to 06min25)

In illustration 30, Theo is filmed from a low angle. This angle is made to give her power.

In fact, she conveys an extremely important message about rape: "I have been abused, I have been exploited. One in every two women have and eighty-nine percent of trials end in exoneration. So I created this group for survivors to talk, to share common experiences and hopefully encourage one another" (S1e06). Indeed, victims are placed in a circle to encourage empathy (see illustration 26). Viewers are not only witnesses of this session but also part the circle thanks to eye-level shots. Waller-Bridge also expressed her inspiration for Michaela Coel:

Many artists, including

The extraordinary thing about Michaela is that she is able to plunge the depths of her own vulnerability to the extent that it feels like she is doing it to all of us, and with all of us, and for all of us at the same time [. . .] I think particularly what Michaela did so incredibly is that she does not just leave you with thoughts, and ideas and new perspectives and conflicting ideas for you to chew over for the rest of your life but she leaves you with a very very specific feeling and a feeling that only accumulation of what was going on in her head and her heart through her artistry could have left you with (WSJ Magazine, 2020).

Both Fleabag and I May Destroy You are excellent examples to show how fictional empathy can directly affect the audience into introspecting, by placing viewers as direct subjects and active participants. Despite their different depictions of empathy on screen and the way it was induced in the reception, both series remain impactful on many levels. Yet, while empathy remains an important key element in the televisual media, it will be seen that the place of empathy remains quite biassed in the societal context of the 21st century. As seen in the first chapter, television mirrors its context. Both TV series will be examined to explore how the television industry is both the victim and the cause of many prejudices, on and off-screen.

By delving into an analysis of how White hegemony can bias empathy in the television industry, it is important to remind readers that the point is not to blame and condemn White people, but rather to demonstrate how empathy can be shaped by social 

A) How does Fleabag Portray Biased White Television? 1) Hegemonic Representation of White Privilege

In their book Horrible White People, Nygaard and Lagerwey describe Fleabag as one of several 21st century "Horrible White People" shows (referred to as HWP shows in this dissertation):

[HWP shows] emerged mostly between 2014 and 2016 and target affluent, liberal, White audiences through prestige aesthetics and innovative, progressive representations. Yet they also reflect the complexity of the White Left, obsessed with its own anxiety and suffering, in the rise of the Far Right -particularly in the mobilization, representation, and sustenance of structural White supremacy on television (2).

Indeed, Fleabag has proved to be a modern and innovative show thanks to its narrative and viewer engagement strategies. The show also gives voice to a (White) female creator, Phoebe Waller-Bridge. Taken together, these elements are part of "Peak TV" and the wave of so-called progressive "quality TV" (Nygaard and Lagerway,43). In fact, Fleabag was first broadcast in 2016, during the rise of the "Far Right" (Ibid, 2) as seen in the first chapter. Fleabag's active role in persistent White hegemonic depictions on TV will be examined, as it emphasises White privilege, White upper-middle class culture, and White precarity. These elements contribute to White victimisation and what DiAngelo calls "White Fragility" 28 (qtd in HWP). Not only does the show depict a biassed lack of empathy in society, but it also uses viewers' empathy to consciously (and unconsciously) place and maintain Whiteness at the core of the television industry.

a. Upper-Middle Class London and White Elitist Taste Culture

The They are all obviously wearing very expensive clothes and jewellery, which adds to their financial comfort.

Illustration 32: Expensive Diners S1e05 (17min02) and S2E01 (6min55)

The main characters also have well-paid jobs. For what we know, Claire works in finance, Fleabag owns her own guinea-pig-themed café, and the Godmother is an artist. In S2e03, Fleabag even goes to her sister's office which offers a panoramic view of London.

There are also very chic and expensive pieces of furniture that do not even match the size of the room and almost look absurd (see illustration 33). When Fleabag enters the room, she tries to sit on the sofa before Claire stops her by saying: "don't sit on that". Here, Claire highlights the hollowness of the materials she owns and presents them as purely decorative, which enhances White privilege.

Over the course of the series, such places are also represented when the characters find themselves participating in ceremonies and events. Once again, those particular moments give prominence to what is referred to as an elitist "taste culture" (Ibid,40). In other words, these locations emphasise upper-middle class White culture, constantly turning any subject (or item) into an opportunity for entertainment. For instance in S1e06, Fleabag's stepmother presents her exhibition referred to as "Sex-hibition" made to expose her most recent pieces of work. The event takes place in a high building with a view of St Paul's Cathedral.

Illustration 33: Godmother's "Sexhibition" -S1e06 04min40 and Claire's Office -S2e03 01min35

Modernity is represented by the architecture and large windows (39). While everyone is drinking champagne, the Godmother speaks about her artworks and presents her "most profound piece" by explaining that her original sculpture was stolen (by Fleabag herself in S1e01). She then introduces an empty pedestal that she names "A Woman Robbed" (qtd in HWP, 40). She consequently uses her personal grudges with Fleabag (and her mother) for artistic purposes. The way art is mocked and turned into ridicule here, makes art appear very futile. As Mills and Double explain, "Fleabag's art installation suggests how television comedy, often relegated to the inferior cultural position of superficial entertainment rather than serious art" (41). As a result, by portraying it as an elitist taste to a predominantly White public, it portrays White culture as the only valuable and "quality" cultural taste (44). These elements lead to a glorification of White comedy and White culture.

As a result, the series dismisses BIPOC 30 culture and working-class British culture (40). It also attracts a predominantly White upper-middle-class audience which Herbert Gans (1974) refers to as "taste publics" (42). As he explains, "taste publics are based on consumers' choices and are rooted in similar values and aesthetic standards, which are connected to shared subcultural backgrounds or taste cultures" (Nygaard and Lagerwey,42). The risk by representing White culture as an elitist taste is that it does create "in-groups and out-groups" (Sienkiewicz, 2018, quoted in HWP, 40). Therefore, not only are BIPOC and working-class people denied a voice and active presence on screen, but they are also refused an invitation to understand the "inside jokes" (Ibid) of White culture, revoking BIPOC and working-class people as potential viewers of the series. One can argue that these strategies actively participate in a persistent Whiteness on screen, while drawing in a mainly White public.

30 BIPOC acronym: Black, Indigenous, and People of Colour.

b. British Humour, Ridicule and Victimisation as Fragility

In Chapter 2, the role of British humour in Fleabag was seen to have contributed to the protagonist's friendly and entertaining image. However, the series tends to use British humour to an entertaining end, sometimes leading to a form of ridicule. As a result, it will be argued that comedy may frequently be seen as a form of victimisation in White Television, pushing serious subjects and issues to the margins in an era of increasing diversity, in order to centralise Whiteness (often unconsciously). The place of comedy in Fleabag, proves that White comedy is also a form of privilege. Nygaard and Lagerwey point out this fact:

Although those notions of irony, self-loathing, failure, complexity and general bleakness seem to persist in mainstream-media descriptions of Britain's national sense of humour, Friedman's study of British comedy consumers suggests that within Britain as well, tensions over this vision of humor exist along class lines (Nygaard and Lagerwey,65).

While the second chapter covered a number of comedy-related topics, the ridicule will be primarily focused on the role of religion, which develops into a major theme in the second season of the series. While religion is a serious matter, Waller-Bridge decided to break the prejudices around it.

In fact, religion becomes central when the Priest becomes one of the show's protagonists. He is first introduced as a Priest who breaks the standards of religious portrayals. For instance, he finds himself using a lot of curse words during conversations or fancy dinners. In S2e02, after spilling cups of tea on the table involuntarily, he starts swearing in front of Fleabag "Oh! Bastard! Sorry… Bastard!". A very similar moment happens in S2e04, when Fleabag surprises him trying to catch his bottle of whisky in his closet. He listens very loud and does not hear Fleabag enter the room. As he realises that she is near him, he starts screaming and swearing once again: "Oh, fuck! Fuck! Jesus!".

His character also consumes an excessive amount of alcohol, which is considered as sin for a Priest. During a fancy dinner with Fleabag's family in S2e01, he requests a shot of tequila after Fleabag stated that she wanted one to the waitress. In S2e02, after Fleabag decides to join him in his church in the morning, the Priest offers tea to her before realising that he had beer in his closet and asks her if she wants one.

Religion takes a ridiculous turn in S2e02, after the Priest involuntarily spills tea while both Fleabag and him have a religious conversation. When Fleabag declares to him that she is an atheist and does not believe in God, a painting of God himself collapses on the wall right behind her. The Priest replicates: "I love it when he [God] does that". One could argue that here, humour undermines the religion's credibility 31 . In fact, the Priest's reliability is even questioned by Fleabag herself when she ends up asking him: "Are you a real Priest?" in S2e01 (10min41).

Religion is also being mocked with music. In fact, soundtracks of the series are both original scores and commercial songs. The signature of the series' first season is a metal score. For the second series, Waller-Bridge decided to choose a choral church themed piece of music. All the scores were actually produced by her sister, Isobel Waller-Bridge [START_REF] Nguyen | Fleabag": Of Course Isobel Waller-Bridge Wrote That Divine Score With Dirty Greek Lyrics[END_REF]. The series' use of metal and Christian-choice music is an indication of White culture. The scores appear to be simple choir songs with a serious religious representation (only in appearance). Although the majority of the scores are written in Greek and Latin, many of the words turn out to be nouns for "private parts of the body" and insults (Ibid). Because swearing and sexuality represent a sin in religion, this minor detail elevates the comedic turn of the series.

In fact, one of the most famous posters of the series is a representation of religion as well. With Fleabag in the centre of the image, the viewer's attention is drawn directly to her, with a halo surrounding her head. As we all know, Fleabag is far from being a saint. If

we look closely at the guinea pig she holds in her hands, we can see that it also has a halo around it. The clothes Fleabag wears contribute to this innocent and chaste image, which contradicts the personality the audience is familiar with. In fact, the poster piques the audience's curiosity in Fleabag's possible religious turn in S2. In other words, the religious poster serves as a form of branding, allowing the series to reach a wider audience while also satisfying the White comedy appeal and viewers who are who are "looking for complex or intelligent comedies" (39)32 .

Illustration 34: Religious "Amazon Original" Fleabag Poster

While the ridicule tends to centralise White culture and White humour at the core of the series, Simon Critchley explains that it can also offer a sense of 'cultural distinctiveness or even superiority'" (qtd in HWP, 64). Nonetheless, it will be seen that comedy in HWP is mainly a form of entertainment and victimisation against what DiAngelo names White Fragility. In fact, Friedman defines British humour as a refusal to "invoke negative emotions" for fear of squandering the "pleasurable spirit of comedy" (quoted in HWP, 65). As a result, by centralising the audience's attention on White characters' suffering and precarity with comedy (39), it prevents a focus on issues that White television tends to leave in the margins (such as a lack of diversity for instance).

First and foremost, Nygaard and Lagerwey mention victimisation as part of Fleabag's commercial materials (29,216,217). The first cover image of this dissertation is a promotional poster for the first season of the series, which depicts the White female protagonist crying, with mascara on her cheeks after having a fight with her family during the Godmother's exhibition 33 . Obviously, viewers have no idea which scene it refers to prior to watching the show, but it illustrates a very chaotic atmosphere from the start. In doing so, the series is piquing viewers' interest and sense of curiosity about the reasons for her tears. The protagonist appears to be walking in the city, publicly crying on a pavement road, and the limited focus forces viewers to pay attention to her facial expression. This leaves viewers with no choice but to pay attention to White precarity (217). Also, the title of the series "Fleabag" (which is the name of the protagonist) represents its main character as a complex and messy person. More importantly, it introduces the audience to a character who appears to be the victim of the story. The image also foreshadows the common 33 The image of the poster is from S1e06.

dysfunctional family bonds in HWP shows, as well as failing relationships highlighting what Nygaard and Lagerwey call "White victimhood" (38).

Most difficulties the characters encounter are partly caused by their own fragility.

While the narrative and commercial materials place Fleabag as the "other" in her family and as a victim which tends to enhance the audience's influenced sympathy for her, she is not entirely a victim. In S1e06, the viewers become aware that Fleabag was not always the victim in the story, but is rather the reason for many of her problems. As Nygaard and Lagerwey explain, she complains about loneliness but rejects everyone constantly (121).

She has financial issues but does not take her job seriously, and finally, she argues her sister's lack of trust when she is the one who slept with her best friend's boyfriend (121).

In S2e05, Claire made the conscious decision of cutting her hair and ended up blaming the (Black) hairdresser for her own mistake. He ends up telling her "If you want to change your life, change your life. It's not going to happen in here". Yet, the chaos of those scenes keeps centralising the White protagonist suffering at the heart of the storyline, while decentralising and undermining the Black hairdresser's role in the series.

As a result, by placing Whiteness at the core of the series through victimisation or comedy, the series prevents any possibility for racial discomfort. It also contributes to the privileged, universal, and individualist "Whiteness" ideology frequently depicted in HWP shows, which tends to conceal minorities' into a White culture which enhances racial inequalities on screen and off-screen and prevents empathy on White British Television.

Also, it "contributes to the recentralization and validation of suffering Whiteness during the contemporary political turn toward the Right" (99), which demonstrates how White people use victimisation and humour when White comfort is challenged.

Despite its undeniably modern narrative and comedy, the series appears to be influenced by a persistent White industry and may even appear regressive in terms of representation. Nonetheless, the show is currently praised for its feminist perspective. Is feminism in Fleabag not just another way for White television to highlight its privilege and hegemony?

2) Fleabag: A Feminist TV Series?

Fleabag, as a Horrible White People programme, also represents progress with emerging themes which challenge "television's representational norms" (Nygaard and Lagerwey,117). One of those themes is: feminism. In fact, the portrayal of female characters on television has evolved over time, from the Postfeminist movement (beginning of the 21st century) (Ibid) to what Sarah Banet-Weiser refers to as "popular feminism" (126). However recently, new forms of feminism have emerged in HWP shows, referred to as "emergent feminisms" in Nygaard and Lagerwey's book. At first glance, Fleabag appears to be a very feminist series, from Belinda's feminist speech (S2e03), to feminist lectures (S1e01), silence retreats (S1e04), topics such as the menopause (S2e03), menstruation and period pain (S1e02), drugs, and deconstructed gender prejudices.

The series' protagonist Fleabag is introduced as someone who appears to be struggling in life, both financially and emotionally. As seen in the second chapter, she openly discusses her sexual life, fears, and opinions with not only other characters, but also with her audience. In doing so, she introduces the audience to her so-called 'feminism' which tends to draw in a female audience that can easily relate to her (Parkinson, qtd in Flaherty, 33) and feel understood.

Gender stereotypes are also deconstructed. Male characters are portrayed as sensitive, sentimental, and dependent on women. Fleabag's first boyfriend, Harry, cries a lot, reacts irrationally, and can't seem to get over Fleabag in S1. In S2E06, Martin begs Claire to stay by his side because he is completely reliant on her. Fleabag also verbally and physically assaults him, most notably in S2e01 when she punches him in the face, making him appear as a victim 34 . Male characters are also mocked. Fleabag gives them nicknames several times such as "Bus Rodent" or "Hot Misogynist". At first, one can argue that Fleabag appears to go against a predominant patriarchal system by constantly going against male characters.

However, in her article 35 Flaherty explains that the series is in fact a representation of what she calls "Dissociative Feminism". Clein defines "Dissociative Feminism" as a movement of women who acknowledge patriarchy but accept their fate in life and interiorise their suffering rather than fighting for gender equality (qtd in Flaherty,12). This mostly pertains to the first season of the show, when female characters seem to go along with patriarchal power and also use the male gaze occasionally for entertainment purposes.

In fact, Flaherty explains that Fleabag "rejects mainstream, fourth-wave feminism, critical of its happy-go-lucky, sex-positive ideology that does little to recognize the omnipresence of the male gaze, which dictates her behavior" (1). As seen in the previous chapter,

35 See: "And We're Happy, So Happy, to Be Modern Women": Dissociative Feminism on Screen and in Literature Feminism on Screen and in Literature ( 2022)

34 Fleabag and Claire's father can also be identified as a male character who is reliant on his wife and unable to stand up for himself or his daughters in her presence.

breaking the fourth wall is Fleabag's coping mechanism for hiding her own feelings and emotions (often about men). Flaherty argues in her article that it is also her way of hiding her pressure and suffering as a woman in a patriarchal society.

Indeed, it can be seen throughout the episodes that Fleabag is very concerned with being desired by men, and she expresses how much her body means to her. It is mentioned in S1e01 when Claire and Fleabag are both invited to their father's feminist lecture. During the speech, women in the audience are asked to raise their hands if they would trade five years of their lives for the so-called "perfect body". The two sisters are the only women who raise their hands. Fleabag declares: "We are bad feminists!"36 . This scene demonstrates how Fleabag and Claire prioritise their appearance over their own life and want to embody the patriarchal image of what a woman is "supposed" to look like. Fleabag even claims in her S1e06 speech that her body is the only important thing about herself.

She continues by saying that if her body became undesirable, she would be better off killing it. The protagonist also demonstrates many times that she is more interested in being acknowledged as desirable and attractive than she is in intimacy and love. In S1e02, she tells the audience that she spent hours finding the ideal outfit, applying makeup, and getting her hair done. When a man walks towards her, she claims "Oh god! He cannot believe how attractive I am! [...] Here we go, this better be good. Here we go!". She appears surprised and uneasy when all he manages to say is "Walk of shame!". Fleabag represents herself as an object of desire and embodies the patriarchal idea that women are "conditioned to be desired" (11) and to perform for men in order to feel and be valued.

Those specific instances represent how female characters are portrayed as victims of the male gaze in Fleabag.

In S2e03, Belinda's speech 37 even goes further by portraying women as "slaves" and "machines with parts" who cannot be perceived as human beings by men until they get older (24). As Flaherty explains, female characters of the show appear to have a passive behaviour towards feminism and seem to have lost all hope for equality between men and women (23). As a result, the series portrays feminism as a means for entertainment and victimisation and not as a serious cause. Also it participates in making the series look progressive which participates in the White television appeal.

37 See S2e03 from 11:52 to 13:07 "Women are born with pain built in. It's our physical destiny. [...] No longer a slave, no longer a machine, with parts. You are just a person. In Business."

Moreover, the series encourages a neoliberal feminist perspective with its ending.

Especially during S2, Fleabag ends up being unexpectedly successful with her café, finds love, heals from her own trauma and gives up on her toxic tendencies to break the fourth wall. All the characters appear to suddenly find happiness and some kind of achievement 38 (see chapter 2). Nygaard and Lagerwey explain "Neoliberal Feminism" and how it applies to Horrible White People shows, and consequently to Fleabag:

[HWP] shows incorporate emerging feminisms by tapping into a neoliberal notion of individual or familial capacity (for work, for confidence, for economic success) but position several key injuries as obstacles to realizing this capacity-sexism and racism but also at times multiculturalism and feminism itself. [...] Horrible White People shows tend to wallow in the "injury" of contemporary gender inequality, financial stresses, and intensified visibilities of racial inequality by centralizing the emotional distress, despair, and general ennui of their White female protagonists (104, 105).

Waller-Bridge's series shows how characters have succeeded in life, not on their own but by being supportive and empathetic with each other. Whether it is thanks to family bonds, romance or coworkers, all storylines end up with a happy ending and what was previously mentioned as "individuation" (chapter 2). The series not only minimises (even ignores) societal inequalities (and the concept of intersectionality) by depicting characters with unrealistic personal accomplishments who do not seem to be affected by gender bias, but it also represents White privilege by portraying a glorified and inaccurate vision of feminism.

It seems important to emphasise that the series' female protagonists have found success, not only because of family ties, but first and foremost because they are White and from upper-middle class. As a result, what is screened is biassed feminism because these feminist representations are viewed through the lens of White upper-middle-class women 39 who were predestined to have success in society, yet represent the embodiment of White Fragility.

As a result, this feminist perspective still has a White perspective bias. It is possible to argue that Dissociative and Neoliberal feminism are privileged forms of feminism that do not apply to BIPOC women because they cannot rely on social privilege to succeed. In other words, only members of the privileged class can use feminism as a form of entertainment. The show primarily targets White upper-middle-class female viewers as a

39 It is also important to mention that there is no central BIPOC female protagonist in the series. Therefore, feminism is not represented through the perspective of women other than White women.

38 One can also think of Claire who finds the courage to break up with Martin by kneeling and begging him which gives her power towards a male figure .  result. This advantage demonstrates that feminism is an appealing concept in White television and contributes to the popularity of HWP shows. Fleabag, which was initially intended to be about the female gaze, has thus always been strongly influenced by the male gaze.

3) Lack of Representation Leading to In-Groups and Out-Groups

The late 21st century and emergence of the "Far Right" (Nygaard and Lagerwey,2) has led to the rise of liberal post-race tendencies as well as the growth of the "Postracial

Mystique" on television (24,25). This movement enhances the idea of "sameness" (19) which states that race is a social construct and that "there aren't different races" (Squires, qtd in HWP, 26). Therefore, White liberals (and White TV) tend to represent BIPOC people as "Whitewashed" (13) and socially equal to White people, which is very common in Horrible White People shows. This invisibilization of race leads to a growth of racial inequalities and Whiteness which keeps being centralised on TV. In fact, many HWP shows tend to include BIPOC characters to appear progressive and inclusive. Yet, the members represented are often non-intersectional and do not represent any kind of "cultural specificity" (Ibid). This is what Bonilla-Silva refers to as "colorblind racism" (qtd in HWP, 15). As a result, most White shows tend to use their BIPOC characters strategically, not only to appear more diverse, but also to recenter Whiteness at the heart of the narrative so as to "[make] the industry look good to itself and its existing liberal White consumers" (156). Dorothy agrees with Robin James's following statement:

[The] inclusion [of people of colour] is always conditional and always instrumental. . . . People of color are admitted to White supremacy only insofar as this augments White supremacy; the moment this becomes a bad deal for White supremacy, it ends (2015, 13) (qtd in HWP, 21).

Consequently, people of colour often end up being either pushed to the margins, silenced or misrepresented. As Nilsen and Turner explain, the Postracial Mystique not only prevents authentic representations and grows racism, but it also leads to "racial apathy" (19).

As a matter of fact, most HWP shows tend to place characters of colour as secondary (30) which puts Whiteness as central (31). Fleabag does, in fact, have multiple Black characters placed as a background cast (or "extras") during fictional events such as Claire's "Woman in Business" ceremony in S2e03, or during the Godmother's exhibition (S1e06).

Yet, none of them are given a voice. Plus, they are all represented as part of the upper-middle class, enjoying and participating in what was previously referred to as "elitist taste culture". Including people of colour while leaving them in the margins is what Kristen Warner calls "postracial blindcasting" or "plastic representations" (71). It ignores the social and political influence that White hegemony has over marginalised groups (including on TV), invisibilized racial differences, and refuses to identify Whiteness as a specific group (and instead representing it as "universality" ( 43)). Because of this, minorities continue to be portrayed as a single, homogenous group, and intersectionality is never considered. It can as a result be argued that those representations are made for the so-called "representational quota" adding a dynamic needed to attract wider audiences, which is appealing for a"quality TV" audience.

However, some characters are given central roles. Yet, the majority of those characters are stereotyped, such as the lawyer (Hot Misogynist), Claire's hairdresser (discussed previously), Boo's boyfriend (who happens to be a cheater) or the Priest's church fundraiser (Pam). In reality, those roles are either created to be part of an entertaining storyline or to bring attention to White suffering and victimisation. In S2e02 for instance, Claire calls a lawyer for Fleabag after she punched Martin in the face. He is here mostly to help Fleabag tidy up her mistake. His role rapidly shifts as he becomes a source of desire for her and Claire. With his misogynistic and narcissistic tendencies, his character abruptly starts to represent the male gaze over Fleabag and is once more used to mock patriarchy as a feminist end. He is also portrayed as a privileged upper-middle-class member as a lawyer. Boo's boyfriend is also important in the series because he cheated on her with Fleabag and is a participant in her death. Pam also appears a few times in the presence of the Priest and Fleabag, purely for comic effect. However, there is no mention of race or racial inequalities because they are all projected into a White upper-middle-class world, which can be said to result in "race neutralisation" (71) to improve progress and appear non-racist.

In other words, their position exaggerates White's suffering and ridicule, and focuses the audience's attention on White comedy instead of giving BIPOC members a relevant voice. According to Nygaard and Lagerwey, "making the White protagonists look like jerks" reinforces Whiteness on TV and centralises their role as prominent (31).

As a result, the lack of diversity among BIPOC characters calls attention once again to DiAngelo's concept of "White Fragility". Indeed, the complexity of representing race (and other minority groups) through an intersectional frequently challenges White people's "racial comfort". One could say that the fear of not being able to portray BIPOC characters accurately is one of the reasons for the television industry's silence and ignorance. As DiAngelo explains:

When people's sense of racial comfort (postracial beliefs or ignoring structural racism in favor of more easily solved or ignored individual racism) is challenged, they flee the situation rather than cope with the confrontation-given their racial privilege, they are easily able to simply exit the situation and move into a space of racial comfort (91, qtd in HWP).

Because of its inclusivity, Fleabag can be argued to be a progressive show. Yet, it can be argued that its representations continue to be centralising Whiteness by neutralising racial differences and by placing its BIPOC characters into a world of privilege and Whiteness, which prevents real progress. Because of their privileged position, White creators avoid challenging racial comfort, not only because of their ignorance but also because it remains a form of fragility. Consequently, the artists (consciously or unconsciously) maintain the participation of their programs in a White consumerist and capitalist industry, which tends to benefit from minorities for economic ends so as to increase their audiences.

However, new TV shows like I May Destroy You are challenging the industry to provide more authentic portrayals and improve empathy on and off-screen.

B) Deconstructing Prejudiced Representations in I May Destroy You

The transatlantic TV shows which emerged in the late 21st century during "Peak TV"

were not limited to HWP shows. On television, people of colour are more visible-not just as cast members but also as producers and creators. Minorities now start to have a voice thanks to a real increase of a new form of programmes portraying BIPOC communities since 2012. Nygaard and Lagerwey refer to them as "Diverse Quality Comedies" (referred to as DQCs in this study) 40 . They describe these shows as:

A programming cycle running alongside Horrible White People shows and born from the same historical conjuncture of social, economic, and entertainment industrial change.

Diverse Quality Comedies are generically, aesthetically, and narratively similar to HWP shows but have creators or auteurs and casts of color (Nygaard and Lagerwey,155). Michaela Coel's Chewing Gum (2015[START_REF] Borchard | Cinematherapy: The Healing Power of Movies and TV[END_REF] 

1) Portrayal of Non-Monolithic Minority Communities

DQCs, unlike HWP shows, do not silence or make BIPOC characters invisible (159).

They instead emphasise their culture, way of life, and struggles as minorities in a White hegemonic society (156). In fact, the series not only represents BIPOC communities, but also allows them to be seen through the eyes of a Black woman (Michaela Coel) raised in middle-class London. In doing so, the creator allows more earnestness and depth to her characters. In order to portray her characters as accurately as she could, Coel chose to show the diversity of Black Britishness instead of representing it as one exclusive block.

As the Black-British screenwriter Camilla Blackett explains: In order to challenge stereotypical representations, Coel portrays what will be referred to as a non-monolithic BIPOC (mostly Black) community.

One of the series' most relevant aspects is how it portrays working-class London. The majority of the story is set in the suburbs of London. The illustration below shows a bird's-eye view of Soho, with red-brick structures standing out against the upper-class skyline. On purpose, the shot makes it difficult for viewers to distinguish the two Black protagonists from the crowd at first, which improves the viewers' objectivity over the female characters.

Illustration 35: Portrayal of the City of London -S1e02 (1min00 min to 1min12) and Soho -S1e07 00min01

The viewer is given a close-up view on details such as a restaurant sign that reads "Indian Cuisine" when the camera abruptly zooms in on Terry and Arabella. In fact, DQCs are known for having no White female as lead characters (170).

The working class is also portrayed in the series through housing. In fact, neither

Arabella or Kwame have their own place. Ben and Arabella are roommates in the same apartment. Kwame further discloses that he continues to live with his family, which makes it difficult for him to date men and have privacy. As aforementioned, home ownership is a sign of financial stability, and is often represented in HWP shows ( 68). Yet, DQCs mainly focus on a "lack of access to stable, fulfilling employment" (176). The fact that none of the main characters can afford to pay for their own place reveals their social class. Also, Terry and Arabella have decided to pursue artistic careers. Arabella is a writer and Terry pursues a career in acting. Yet, both of them happen to be working for White people, or upper-middle class BIPOC people. As a result, due to social and racial injustices, they struggle to succeed. In the case of Kwame, he is a physical education teacher, and has trouble making ends meet. Similarly, money is frequently depicted as a problem for the characters, especially in S1e07. In this episode, Arabella's card is initially rejected in a grocery store. Right after, she decides to go to Susy's office and requests money, but is turned down. Later, she decides to take Theo up on her offer to work for a vegan company for a money check.

Like in HWP shows, DQCs frequently challenge racial, sexual orientation, gender, and feminist norms (175) as a form of diversity. First, the series shows a very contemporary and "layered" portrayal of womanhood, as Owusu-Barnieh explains. She actually explains that "it is refreshing to see young Black women on the screen indulging in recreational drugs, enjoying casual sex, and reserving their right to be fallible, flawed human beings" (2020). Numerous topics addressed in the show challenge stereotypes, such as women's periods and drug use (S1E03), sexuality, rape and sexual assault. Additionally, Coel decided to directly incorporate LGBTQ+ characters (such as Kwame), who happen to be from different social classes, ethnicities, and genres into her story which participates in the non-monolith of Black Britishness.

The idea of community and brotherhood is also to be highlighted. As Coel herself explains in her British GQ interview (2020), working-class communities' life is "colourful", "sisterly and brotherly beyond race" and "so connected". Indeed, Arabella, Terry and Kwame's relationship is not only represented as a simple friendship but as brotherhood. There is a particular line that they repeatedly say to each other which proves this point which is: "Your birth is my birth, your death is my death". This solidarity can be strikingly contrasted with the protagonists' cold and distant relationships in Fleabag. Very often, the three friends are shown participating in activities such as going to parties, painting, or going to the gym. Terry's birthday party in S1e07 also reinforces the idea of fraternity, where people discuss, dance, and laugh a lot. Ghanaian culture (Coel is Ghanaian herself) is also highlighted in S1e10. The audience is shown Ghanaian cuisine, home decor, and conversations in the "Twi" dialect of Ghana during the course of the episode, which can be considered as one of the ways Coel challenges racial comfort, for non-Ghanaian viewers who cannot comprehend the language.

The non-monolith is also highlighted by a contrast between upper-class and working-class British Blackness. In S1e02 for instance, one of Arabella's Black friends (Simon) is portrayed as a member of London's upper class. He actually works for a sizable business based in the city. This frame offers a panoramic view over upper-class London, its huge buildings and red buses. Simon appears to be in one of those buildings and seems to be very small which enhances the idea of grandeur thanks to a high-angle shot. This particular angle almost creates a feeling of loneliness contrasting the idea of community. In S1e01, the interiors of Simon's flat look very modern and white with huge windows. On the other hand, in the image with Terry and Arabella, both are physically closer and the room is full of colours.

By illustrating Black Britishness through different social classes, Coel chooses an intersectional lens for her series.

Intersectional and non-monolithic portrayals not only show progress towards greater diversity in British television but they also highlight Black culture and give BIPOC viewers a sense of pride and belonging. I May Destroy You enables a White audience to become familiar with new cultures and marginalised groups, which are rarely represented on television, and allows minorities to identify with the characters and their cultures. A new phenomenon on the Youtube platform features BIPOC viewers' filming themselves while reacting to episodes of the series. 42 Those videos consequently participate in the branding of the series and help to draw in new audiences. Yet, adding more inclusivity on-screen is a key element in "quality TV" and is appealing to "White aesthetics". In other words, this representation keeps the series under the White hegemonic televisual power.

However, it will be seen that Michaela Coel goes beyond diversity.

2)

Challenging White Fragility and "Racial Comfort" Therefore, those programmes question the "universality" and invisibility of Whiteness on screen by forcing White viewers into new perspectives.

Before discussing how Coel uses her characters for this specific purpose, it might be interesting to look at how she makes use of the televisual media to raise awareness of current social and political issues such as floodings, climate change, forest fires and poverty.

Illustration 37: Representation of 21st Century Social Issues -S1e07 from 27min42 to 27min53

These topics are frequently avoided on HWP shows or turned into entertainment, because they create discomfort and do not fit the so-called television "universal appeal" (Nygaard and Lagerwey,162).

The series portrays a Black minority in a White hegemonic society. However, Coel not only decided to include White characters, but she also chose to utilise them strategically, which is very common in DQC programmes. As Nygaard and Lagerwey explain:

The strategic use of White characters, aesthetics of Whiteness, and established "quality" modes of storytelling are essential tactics mobilized and structured throughout the cycle of Diverse Quality Comedies in order to achieve a version of multicasting in which they speak to White audiences while subtly acknowledging other viewers (169).

Among them, Ben, Theo, and the police officer's presence appear to be worth examining.

These characters are either intentionally silenced, pushed to the margins, or put to light to depict White privilege.

a. White Characters Being Silenced

One of the characters being silenced on purpose in the series is Beth, a White police officer. She appears in two scenes: in S1e02 during Arabella's first interview, and in S1e08.

During the scene in S1e02, Beth is already in the room with Arabella and Kwame. Then Funmi (the Black officer) walks in, introduces herself, and then introduces Beth. One can say that Coel decides to give Funmi a voice and to silence Beth, who does not even get to introduce herself to them. She does, in fact, remain silent throughout the two scenes, only taking notes during the interviews.

Illustration 38: Play with Focus -S1e02 (22min05) and S1e08 (06min28)

In the top illustration, Beth is visible in the background but remains blurry. She is sometimes even cut from the shot to make room for Funmi. The director's use of voluntary close-ups and limited focus can be interpreted as a way for her White audiences to be provoked. Here, Coel is being inclusive by bringing in a White and a Black police officer, but she does not allow Beth any influence over the scene. Funmi, on the other hand, was the one who made Arabella realise that she had been raped. During the scene, she stands up in an attempt to recreate Arabella's memories of her rapist, a scene in which she assumes power. The same thing happens in S1e08 when Funmi informs Arabella that the case has been closed and that the investigation is no longer active. She reads the files, while Beth listens and eventually offers Arabella a tissue.

Ben's character is portrayed similarly. Several times throughout the series, his character is placed second and is portrayed as the "other" of the series. He does live in the same flat as Arabella, nonetheless, his presence remains very quiet.

Illustration 39: Ben as the "Other" -S1e07 (25min24), S1e12 (25min09) and S1e01

(06min13)

This idea can be illustrated with Terry's birthday party in S1e07. Arabella and Theo both isolate themselves in a room to talk. They never acknowledge Ben's presence in the room or even cast him a single glance. The only time they both say "Bye Ben!" is when they decide to leave the room, after which the camera shows that he was present the entire time but was not part of the conversation (or the screen) because he had headphones on (top illustration). This scene demonstrates that he dislikes partying and prefers to spend his time alone, listening to music. As a result, he, like the police officer, is not given any authority, and his presence appears to be very passive43 . In fact, the use of White privilege by White women is referred to as "White girl tears" 44 . Women using their privilege against Black men, especially in cases of sexual abuse and rape is very frequent. In fact, many of them are being named "Karens", "Beckys" or "Susans" on Twitter by Black women (Ankrah, 2020). "White Girl Tears" are even referred to in the series by Terry and Arabella in S1e06. Terry claims that "White girl tears [are] of high currency". In other words, White women are using their privilege against BIPOC people with success thanks to Whiteness. On the other hand, Arabella notifies that if ever tried to victimise herself, her tears would be perceived as "weapons of mass destruction leaking out [of] her [Theo] eyeballs" (Ibid.) Therefore, "Black tears" are seen as threatening and tend to challenge racial comfort and awaken White fragility, in which case inequalities against Black people arise.

44 Also mentioned in Horrible White People p 172

Representing the phenomena of "White Girl Tears" from the perspective of Black characters enables the deconstruction of Whiteness' individualism, and helps for more understanding and empathy towards minorities. It also helps acknowledging Whiteness' privilege, and prevents it being silenced and invisibilized. In fact:

Whites are taught to see their perspectives as objective and representative of reality (McIntosh, 1988). The belief in objectivity, coupled with positioning White people as outside of culture (and thus the norm for humanity), allows Whites to view themselves as universal humans who can represent all of human experience. [...] White people are just people. Within this construction, Whites can represent humanity, while people of color, who are never just people but always most particularly Black people, Asian people, etc., can only represent their own racialized experiences (Dyer, 1992) (59, Ibid).

Using Theo as a White privileged individual who uses her Whiteness against people of colour, not only highlights Whiteness's power against minorities but allows the audience to observe this privilege through an intersectional and more objective lens. It will be seen that intersectionality is in fact portrayed in multiple scenes of the series.

3) "A line is drawn separating bad from good, friend from foe . . . If we can't process and understand them, we can't process and understand ourselves." 45 : Opening the Dialogue on Intersectionality and Different Oppressed Groups

As explained in the previous section, while early DQCs (2012-2018) are representative of diversity and inclusivity, many of them are not necessarily intersectional.

In fact, characters of colour in DQCs are often held up as examples of resilience and toughness:

DQC characters don't suffer, they brave; they don't wallow, they hustle; and they may be miserable, but they aren't horrible. This distinction is key to the way to the way Diverse Quality Comedies offer plentiful examples of cultural specificity and overt engagement with racial politics-by encouraging both White and non-White audiences to sympathise and empathize with non-White characters who are not, because respectability politics do not permit them to be, as despicable as some of the White characters we have discussed so far (Nygaard and Lagerwey,161).

Therefore, I May Destroy You can be proved to break this stereotype by allowing its characters to be vulnerable.

Emerging after the peak of DQCs, [START_REF] May | Analysis: How to Edit Trauma -YouTube. Directed by The Film Essay[END_REF]-2021) challenges this stereotype by centering intersectionality at the heart of the narrative. 46 Intersectional depictions challenge one-dimensional, White, upper-middle class and heteronormative representations (Leppänen,8) common in HWP shows. How, then, can we define intersectionality in a 21st century context?

The term "intersectionality" was originally conceived by the American Civil Rights advocate and professor Kimberlé Crenshaw, in 1989. As Peter Hopkins explains:

Intersectionality is a way of understanding social relations by examining intersecting forms of discrimination. This means acknowledging that social systems are complicated and that many forms of oppression like racism, sexism and ageism might be present and active at the same time in a person's life. [...] Intersectionality is about understanding and addressing all potential roadblocks to an individual or group's well-being. But it is not as simple as just adding up oppressions and addressing each one individually. [...] Intersectionality acknowledges that unique oppressions exist, but is also dedicated to understanding how they change in combination (Peter Hopkins, 2018).

We can notice that Hopkins places particular emphasis on the importance of understanding: that is to say, empathy.

Following in Crenshaw's footsteps, I May Destroy You refuses to draw a parallel between the experiences of White women and of women of colour, even as it yearns for a sense of belonging -a belonging based on empathy and recognition. Arabella gives voice to this desire in S1e07:

Prior to being raped, I never took much notice of being a woman. I was too busy being black and poor. [...] The Bible says you cannot serve two masters. [...] Am I too late to serve this tribe called Women? Do I actually understand what it is to be a woman struggling? [...] Can my shout help their silent screams? Is it time to serve a new tribe? I hope one day to know (I May Destroy You, "Happy Animals" from 01min58 to 03min16 ).

In light of the ways in which the intersection between race and gender is often either invisibilised or ignored on television (and elsewhere), Coel uses sexual assault and consent as a foundation to represent the multiplicity of situations and complexity of living in the world as a marginalised being. In doing so, she highlights different oppressed groups and shows how different discriminations can sometimes intertwine. In fact, by grounding her narrative in intersectionality, she also goes against the DQC stereotype that commonly represents BIPOC characters as strong and powerful. Instead, Coel represents characters as vulnerable and in positions of suffering, forcing viewers into feeling empathy for these characters in a predominantly White world.

While Coel introduces the concept of intersectionality through different aspects in her series, such as social class inequalities which can affect minorities differently, beyond race. This study will mainly focus on the last episode of the series (S1e12) which was analysed by Leppänen. Her work is being heavily relied on for this section47 .

The episode "Ego Death" (S1e07) is divided into three parts enhancing the notion of intersectionality. They stand in for the three possible outcomes of Arabella's second book, which also refers to how she envisions her journey to be resolved. Those alternative endings all begin with a scene in a loop. The first ending represents the common revenge plot in which Arabella (the victim) murders her abuser with the help of Terry and Theo.

Yet, as Leppänen explains, Arabella realises that revenge is not appealing to her trauma (Leppänen,23). Then, comes the second ending in which Arabella portrays the forgiving saint and ends up understanding her abuser and his own trauma (25). That is to say: empathy. The last one is about a shift of power and gender between Arabella and David.

After bringing David home, they both are involved in sexual intercourse, with Arabella holding the dominant position and David being the submissive. In this ending, Arabella embodies patriarchy. This particular scene also reverses the stereotypes of masculinity and femininity (28).

The three endings offer the audience an overview on the spectrum of consent. Also , she highlights how complex it can become when a scene is shown from different perspectives and when different discriminations are combined. Yet, while using an intersectional lens through those alternative endings, Coel decided to choose to leave the ending of the series open to possibilities for the viewers, on purpose. This way, she does not officially conclude her story so as to influence the audience's judgement, nonetheless, she forces an awareness around intersectionality and consent 48 .

Including intersectionality at the core of her series, enables Coel to go beyond diversity (which is very common in DQCs). In showing the complexity of consent through various viewpoints, she challenges "racial comfort" and White Fragility to offer an accurate portrayal of minorities and social inequalities. This way, I May Destroy You can be argued to be more than just a DQC programme; it can even be said to represent televisual progress. As a result, the series can be classified as a Neo-DQC series.

Nonetheless, the need for DQCs and Neo-DQCs to confront and challenge persistent White hegemonic representations on TV, continues to target a White audience. Because these programmes continue to be victims of prevalent inequalities, they unconsciously contribute to the industry's dominant White hegemony and its appeal (156) by attempting to make progress.

C) Articulating Empathy and Visibility: Who Controls What We See?

1) The Difficulty for Minorities to Portray Their Perspectives Outside Their Specific Group HWP shows are proof that the television industry remains a relatively closed, conservative system, with a persistent White hegemony. Whiteness (and White Fragility) not only impacts the reception of the shows, BIPOC creators' chances of success. As Nygaard and Lagerwey explain:

The proliferation of Horrible White People shows, along with the industry that produces them, is complicit in the rhetorical shift toward White suffering that has helped sustain structural White supremacy and worked to support the rise of the political Far Right in the United States and elsewhere where these shows are produced, distributed, and consumed. These programs foreground race and identity by centralizing the plight of well-meaning White characters who are newly confronted with undeniable evidence of racial and economic inequality but are unwilling to sacrifice their own comfort to support others' civil rights (9,10).

I May Destroy

You and Fleabag's production processes can be analysed and compared to show how White programming and TV shows made by people of colour are not given the same visibility opportunities. It remains important to remind readers that both TV series were created by a woman. In addition, women are underrepresented in the industry and do not have the same opportunities to succeed as male creators. The number of women who have achieved success over the past few years has actually decreased. As Lauzen explains:

Women still constituted only 27 percent of all creators, directors, writers, producers, executive producers, editors, and directors of photography working broadcast network, cable and streaming programs in 2017-2018, which is a decline of one percentage point from the already dismal 28 percent in 2016-2017 (qtd in Nygaard andLagerwey, 151).

As a result, while being a female creator lowers your chances of success, being a Black female creator makes it even harder to have a voice and get the chance to express yourself in the entertainment industry. This particular aspect demonstrates how the concept of intersectionality also affects artists off-screen. Indeed, Waller-Bridge and Coel pursued different career paths that helped them succeed. However, it will be analysed that being a White creator from the upper-middle class contributes significantly to a privilege for success and that BIPOC creators must navigate the system to (possibly) achieve the same visibility.

Waller-Bridge was born in a middle-class family, descendants of aristocrats and grew up in London. She also got to be educated in private schools and entered the Royal Academy of Arts in London, an institution described as "one of the most prestigious institutions in the UK" [START_REF] Busby | Phoebe Waller-Bridge Defends Fleabag from Poshness Criticisms[END_REF]. Her access to prestigious schools undoubtedly aided her career as a creator and performer. Phoebe Waller-Bridge admits her privilege in an interview with the Guardian: "I've never pretended that I'm not from a privileged position, I really know that I am". Then she emphasises the fact that she "really, really worked for it" and that Fleabag did not exist solely because of her privileged position (Ibid), but is also a result of her hard work. One can argue, however, that it assisted her in breaking into the television industry and gaining the recognition she now has.

On the other hand, Coel was also born in London, more specifically in the boroughs of As a matter of fact, after she finished writing I May Destroy You, she got offered one million dollars by Netflix before they made clear that she would not retain any percentage of the copyright (E. [START_REF] Jung | Michaela the Destroyer[END_REF]. In other words, Netflix wanted to make the series their own without honouring Coel's work in exchange. While speaking with a Netflix development executive, the artist attempted to obtain at least five percent of the rights, and kept negotiating until she asked for only 0,5 percent of them. She eventually decided not to work with Netflix because she desired to have complete creative control over the production. She even decided to fire her agency in the United States, CAA, for pressuring her to accept this deal (Ibid). By agreeing to work with Netflix, the largest SVOD American platform to date, she would have agreed to give them full command over the production and the way her story was being told and shown on TV. Indeed, SVOD platforms aim to attract "elite audiences in international territories" (Lobato,qtd in HWP,51) or what Jenner names "cult TV" audiences (Ibid). Refusing to collaborate with Netflix was a gamble because it would have given Coel's work and talent, as a young (and Black) creator, much-needed exposure. By exporting a series to an American Global SVOD platform, she would have risked having her story altered into a White American allographic representation of a London Black community from a White upper-class lens. By declining the offer, she jeopardised the success of her series.

Yet, it was in 2022 that Michaela Coel accepted to work with the BBC who agreed to let her have "a seat at the table on the production side, full creative control, and the rights to the work" for I May Destroy You (Ibid). The co-producer of HBO, with whom she decided to work later on, also agreed on the same terms (Leila Latif, 2021). HBO is also one of the biggest SVOD American platforms. Because of the freedom the platforms gave Coel, she was now able to have a say in the production of her series, preventing a so-called "Americanisation" of her work and continuing to represent Black Britishness from the perspective of a minority creator.

Platforms such as Netflix, or Amazon Prime tend to become monopolistic and appropriate each content as their own with the "Original" brand. Karen and Woods describe this phenomenon as:

The content that is marketed by the international SVOD giant as its own "original" content but that is frequently imported or exchanged between the United States and the United Kingdom, elsewhere in Europe, and South Korea. They argue that SVOD providers like Netflix are indicative of this transitional moment in the industry in which new methods and norms of distribution "dislocate the term ['original'] from its former association with national specificity" (2018,50) (61, Ibid). By monopolising each content as "American" and "White", they also prevent "national TV cultures" (61) and marginalised communities from being authentically depicted. The subjectivity of a Black community portrayal would have become influenced by a White lens, and be (in Nygaard and Lagerwey own words) "Whitewashed" (13). Most platforms compete to secure the rights to the shows created by BIPOC producers for a variety of reasons, including consumerism and competition (211). With the proliferation of new platforms and content, the SVOD giants must fight their way through ongoing progress in order to reach larger and wider audiences. Inclusion of diverse casts benefits SVOD providers not because it presumably represents the industry norm, but because it was proved to help them attract a larger audience and represent advancement and progress which helps for the success of these platforms. In other words, the industry can be argued to be governed by a capitalist system which tends to value profit over authenticity both on and off-screen.

Yet, while HBO used to be one of the most inclusive platforms for broadcasting TV series such as Euphoria (or more recently The Last of Us) which represented some form of progress, the platform fired thirteen employees of colour in 2022. HBO even stated that it rejects "left-wing, diverse content in favour of more homogeneous, Middle America-friendly fare" 49 , which amplifies White hegemony in the staff and announces a lack of diversity in their future TV programmes. Thus, while progress seems to make its way in the television industry with Neo-DQCs and new BIPOC creators, it seems that this evolution remains heavily affected by regressive White upper-class tendencies and financial issues, calling into question the reliability of a so-called "progress", which appears to be quite fragile.

2)

Television: A Participant in White Hegemony?

Obtaining a voice as a marginalised group is clearly affected by the power that White hegemony has over the television industry. As Nygaard and Lagerwey explain, "the industry has not historically made it easy for creators and performers of color to access jobs or representation that would help challenge the overwhelming dominance of Whiteness" (163). While many DQCs are mostly being acclaimed (158), they still suffer from a lack of representation and racism, especially during award ceremonies (85).

Diverse Quality Comedies must overcome the industry's barriers to entry, in particular the historical legacies of structural White supremacy built into TV's development process and presumptions about lucrative audiences and the aesthetics that appeal to those audiences (173).

Emmys in 2019 for different categories such as "Outstanding Casting for a Comedy

Series" and "Outstanding Comedy Series". 50 It has also been nominated three times by the Golden Globes in 2020 for "Best Musical/Comedy Series" and "Best Television Actress" for example. 51 I May Destroy You was also acclaimed and nominated in various Award Shows such as the BAFTA awards and the Emmys as well for categories such as "Outstanding Limited or Anthology Series" (IMDb Website). Both Waller-Bridge and Coel received success for their work and won awards. Therefore, Awards shows remain the proof of a persistent powerful White hegemony.

In fact, I May Destroy You was not nominated for the Golden Globes in any category, despite its success around the globe. After a report by the Los Angeles Times [START_REF] Perman | Golden Globes Voters in Tumult: Members Accuse Hollywood Foreign Press Assn. of Self-Dealing, Ethical Lapses[END_REF], The Golden Globes have actually proven to be rewarding mostly We are fully committed to ensuring our membership is reflective of the communities around the world who love film, TV, and the artists inspiring and educating them. We understand that we need to bring in Black members, as well as members from other underrepresented backgrounds, and we will immediately work to implement an action plan to achieve these goals as soon as possible (Golden Globes ' Instagram Post, 2021).

In fact, the Golden Globes' racist and sexist tendencies had already been pointed out multiple times in the past, to such an extent that the 2021 scandal led to the cancelling of the 2022 NBC broadcast of the show. Also, many White celebrities such as Brendan Fraser, Tom Cruise and Scarlett Johnson refused to attend the ceremony [START_REF] Mcintosh | Golden Globes: Will Hollywood Stars Return after Controversy?[END_REF].

The Golden Globes, among many other award shows, are critical for highlighting new talents and assisting new creators in gaining visibility and success (Ibid). However, the majority of these award shows are evidence of a continuing financial influence when it comes to representation and visibility, consciously keeping minorities on the margins.

While Neo-DQCs such as I May Destroy You continue to challenge so-called "White supremacy" (Nygaard and Lagerwey,8), the series remains evidence of ongoing discrimination that appears to persist, perpetuating a biassed lack of empathy towards marginalised groups on and off-screen.

While the notion of empathy has been seen to have drastically evolved over time and has not always been understood as a physiological capacity, it now appears to be used as a tool for viewer engagement to draw in new audiences, improve visibility, and impact fans, thanks to emotional performances. With the proliferation of new platforms and devices, unlimited access to content tends to reduce the capacity for empathetic responses on the part of increasingly disinterested audiences [START_REF] Glover | Funny Tribute to Phoebe Waller-Bridge[END_REF]. Since it remains more and more difficult to keep viewers' attention, creators have had to find new ways to demonstrate progress, especially in British television which has to contend with the hegemony of American television. Yet, it can be argued that Fleabag and I May Destroy

You have found original methods to catch and hold their audiences' attention, whether through direct address or audience immersion (phenomenology). As the African American actor Donald Glover (aka Childish Gambino) states about Fleabag during a speech from the BAFTA Awards:

It's not easy to surprise us anymore as an audience, we are not innocent you know. Like an apathetic teenager, we have endless opportunities and resources and endless chances to see something special. [...] We have become more and more bored [...] due to our endless access to content. And it's rare and really exciting to see something that feels new. [...] Phoebe [Waller-Bridge] has a unique expression for every emotion that leads you from discomfort, to sympathy, to laughing out loud with the slightest shift of a glance into the camera lens. It's really hard to make talking to the camera cool (2019).

By utilising the tools at their disposal, artists and showrunners have been able not only to create a sense of empathy for their fictional characters, but also to lead viewers to reflect on broader issues. For instance, many Black celebrities, including Reggie Yates, have praised Coel's authenticity and thanked her for her show:

On behalf of London I have to say thank you because I May Destroy You is maybe the first time in forever that I've seen a London that I recognized . . . To see white working-class kids side with children of immigrants all using the same slang, all dancing to the same afrobeat record. Thank you, because it's beautiful (British GQ, 2020).

Empathy in television has been growing in reception thanks to technological developments, though it seems that this empathy is having a difficult time breaking through the current social and political climate, still dominated by a White upper-middle-class system. As Newman and Levine explain, "progress cannot be appreciated naively as steps forward, as improvements, moving us toward better and better forms and experiences. Formal changes are always to some extent responses to social, economic, and technological conditions" (qtd in Nygaard and Lagerwey,114). Indeed, both series have shown how television continues to centralise Whiteness at its core.

Examining Fleabag as a Horrible White People show has revealed that programs such as these epitomise White televisual hegemony, putting White culture, White victimisation, and White humour at the centre of their narratives so as to attract a wider presumably White and upper-middle class audience.

While the emergence of new programs has seen an increase in Diverse Quality

Comedies with new minority representations, these shows remain victims of the White lens. With the proliferation of new SVOD platforms, most television rights are purchased by predominantly White companies which tend to prevent marginalised groups from expressing themselves on the big screen. Coel was successful in challenging these biassed representations by highlighting White privilege as well as "universality" and by refusing Netflix's deal in order to protect and secure the female Black lens of her series. However, the success of her show was still influenced by a White dominant power. As a result, while acclaimed, the series did not receive the same attention as Fleabag and other shows. This particular response does not necessarily come from the audience, but first and foremost from the industry itself. As DiAngelo explains:

Whites have not had to build tolerance for racial discomfort and thus when racial discomfort arises, Whites typically respond as if something is "wrong," and blame the person or event that triggered the discomfort (usually a person of color). This blame results in a socially-sanctioned array of counter-moves against the perceived source of the discomfort, including: penalization; retaliation; isolation; ostracization; and refusal to continue engagement. White insistence on racial comfort ensures that racism will not be faced (DiAngelo,60,61).

The rise of the Far Right, which is mirrored on television, can be interpreted as a manifestation of White Fragility and White people's inability to see the world through another perspective than the so-called White "universal" lens. Plus, White people are as a result, incapable of perceiving the world through the perspectives of minorities, leaving Whiteness feeling threatened each time that discomfort is created, whether on-screen or off-screen. The refusal to portray more diverse points of view on television limits viewers' ability to broaden their perspectives, creating a never-ending cycle. By persistently creating racial discomfort, and forcing White audiences to observe life through more marginalised groups lenses, whether it is through fiction or by hiring more minorities in the staff, one can hope for more empathy in a world which seems to be suffering from a biassed and decreasing capacity to care. Using television as an example, this study aims to demonstrate the complexities of empathy and how, despite ongoing progress, it remains very misunderstood and difficult to spread in a world where individualism and capitalism appear to be increasing and becoming a priority.

This study is one of many that examines British television and some of its numerous aspects. It provides a deeper understanding of how programmes can influence audience reception while also demonstrating how it reflects long-standing societal and political issues that are frequently ignored or pushed to the margins, but nonetheless require greater attention. Empathy is just one of a wide range of topics that can be covered in television.

Future research on other older or more recent TV shows is hoped to improve readers' critical thinking and be eye-opening to a greater extent. Furthermore, these studies will inevitably contribute to the spread of social change and offer new perspectives in order to achieve a higher level of general empathy.

Fleabag

  and I May Destroy You are both interesting examples of Third Golden Age television innovations that depict the instabilities of the current climate of the 21st century. The first season of Fleabag aired on BBC three in 2016. 2019 saw the release of the second season on BBC One and was co-produced by the American streaming service Amazon Prime which now has both seasons available. Since Phoebe Waller-Bridge's original play and one-woman show of the same name, which debuted in 2013, were adapted into a TV series, the author chose to release the scriptures in 2019.

Illustration 2 :

 2 Fleabag's French Adaptation "Mouche" I May Destroy You also features a lot of cutting-edge technical elements. Indeed, by putting intersectionality and multidimensionality at the heart of her narrative, Michaela Coel seeks to present a very objective and authentic view of a Black community living in

Fleabag:

  You know that feeling when a guy you like sends you a text at two o'clock on a Tuesday night and asks if he can 'come and find you' and you've accidentally made it out like you've just got in yourself, so you have to get out of bed, drink half a bottle of wine, get in the shower, shave everything, dig out some Agent Provocateur business, suspender belt, the whole bit, and wait by the door until the buzzer goes-(buzzer goes) And then you open the door to him like you'd almost forgotten he was coming over. 6 Illustration 4: Direct Address and Subjective Camera -S01e01 00min00 to 00min42

  15 A sound bridge occurs when audio is carried over a visual transition to connect two scenes. elements reinforce the viewers' impression that Arabella may be hallucinating or dreaming since the confusion makes it difficult to tell what is real and what is not. Arabella's smiles and attempts to appear fine create an unsettling paradox between image and sound. With the editing and technical elements, which represent the protagonist's inner-feelings, there is indeed a contradiction between what she shows (what the viewers see) and her true feelings portrayed through the editing (what viewers feel and experience).

  figure physically stands on top of her bed, representing an overwhelming presence that appears to have control over her. Arabella's position on top of the bed indicates that the emotions she was trying to bury are no longer contained. In other words, the line that Arabella created for herself as a protection against her trauma, is broken.

Illustration 17 :

 17  and S1e07(00min58) 

  Illustration 25: Therapist Session and Double Figure -S1e09 (21min08 and 24min03) Illustration 27: Ego's death -S1e12 from 00min00 to 00min13

Illustration 29 :

 29 Opening Title " Because multiple assumptions have been made, no official conclusion can be reached and still allows full interpretation for the audience.

  Chilean and American actor Pedro Pascal and Phoebe Waller-Bridge, have spoken out about how profound Coel's series is and how much influence it has had on them. Pedro Pascal explains his admiration for the artist's work in an Entertainment Weekly video, which he discovered during the 2020 lockdown due to the COVID-19 pandemic: My entertainer of the year would be Michaela Coel. The level of inspiration and comfort and awe and provocation and emotion that I personally got to experience when my days were done and I, in a very measured way, got to consume I May Destroy You. It was my favorite thing (2020).

  constructs that are still influenced by Whiteness. Many TV shows, including Fleabag, You're the Worst or Difficult People, have demonstrated this point and have been quoted by Nygaard and Lagerwey in their book Horrible White People: Gender, Genre, and Television's Precarious Whiteness, on which this chapter is primarily based. However, observable evolutions in Diverse Quality Comedies such as I May Destroy You are evidence of a progressive ongoing attempt to recenter empathy and challenge prejudices in the British television industry.

  representation of upper-middle class and White culture at the heart of Fleabag contributes to the appeal of the television industry, which assumes a White audience. It goes without saying that the praise of White culture does not necessarily correspond to the ideal of all White people, but it contributes to the series' aesthetic, which increases visibility and participates in its success. Waller-Bridge first grounds the plot in the world of upper-middle class White privilege through her choice of locations and framework: beautiful white houses, fancy cars and famous London landmarks. Those different elements place the storyline at the core of London and give indications about the characters' social class. Illustration 31: Representations of Upper-Middle Class London in Fleabag -S1e03 (15min21), S1e06 (06min56) and S2e03 (02min33) House interiors are featured in several episodes and depict financial stability with luxurious decorative items and large rooms. In fact, housing ownership and "possessive investment in housing" (68) is one of the main elements in HWP shows. It contributes to the display of White privilege and represents financial comfort (Ibid, 21). Claire's house is represented in S1e02 when Fleabag goes to her place. Her house is white and appears to be very large, reminiscent of the series' frequent depictions of very wealthy London neighbourhoods. Many episodes show Fleabag visiting her father and stepmother's home on those wealthy streets. It is, in fact, one of the most important locations in the series as well (see illustration 31). Fancy diners and restaurants play an important role in the show as well. According to Nygaard and Lagerwey, expensive meals, brunches, and food also represent White privilege and "taste culture" (59). The first episode of S2 takes place entirely in a restaurant, where wine and copious meals are served. Those diners are often the witness of scenes of turmoil and futile conversations. Nonetheless, it represents White people's need for socialisation and leisure (Ibid), despite their inability to communicate effectively 29 .

  , Dear White People (2017-2021), and Master of None (2015-2021) are three examples that highlight minorities frequently silenced in HWP programmes by centralising a cast of colour. I May Destroy You, which aired in 2020, can be classified as a DQC. Although the series adheres to the majority of the programming cycle's criteria by representing non-monolithic and intersectional BIPOC communities, she also confronts what DiAngelo refers to as "racial comfort" in White Fragility 41 . It is worth considering whether Coel's I May Destroy You transcends its status as a DQC series, which would signify an evolution of the genre.

Illustration 36 :

 36 Social Classes and Community -S1e01 (10min40) and S1e02 (02min56 and 05min36)

  Illustration 40: Arabella Eating Pomegranate with her Hand Instead of Susy's 

  Hackney and Tower Hamlets. Therefore, she did not grow up in an upper middle-class family. She went to Catholic schools and to the University of Birmingham where she studied English Literature and Theology and was then transferred to the Guildhall School of Music and Drama. Later on, she began to work and perform at open mics and won the Laurence Olivier Bursary Award which helped her fund the school. After she became a creator and became successful thanks to shows such as Black Mirror, Chewing Gum and Top Boy, she still had to fight her way through the industry.

"

  White shows", denying series produced by Black creators such as I May Destroy You or Da 5 Bloods(Tyler Aquilina, 2021). As a matter of fact, the number of series with a White cast who won awards keeps being superior, preventing Black creators from having any kind of visibility on screen. In 2019, Netflix's Emily in Paris won an award for "Best Musical or Comedy TV Series" and "Best Actress in a Musical or Comedy Series" for Lily Collins(Aquilina, 2021). Emily In Paris is especially known for its White Upper-Class Parisian characters, where intersectional portrayals are absent and in which White privilege is clearly at the core of the plot(Slavit, 2021). The series represents a very allographic portrayal of Paris, made to please the appeal of an American audience. It remains a very glorified representation of French culture. The only BIPOC characters present on screen remain very stereotyped, made to complete the "representational quota" very common in HWP shows that Emily In Paris is part of. One of the staff writers of the series, DeborahCopaken, even claimed that Emily In Paris being nominated over I May Destroy You is "an oversight that symbolizes a larger issue" (Ibid). This lack of representation in this Award Show was partly proven to be the cause of a lack of BIPOC staff members. This organisation had 87 members, and not a single one of them was Black until 2021. On Twitter, a hashtag called #TimesUpGlobes was created to highlight the lack of representation in the television industry. 51 See https://www.goldenglobes.com/tv-show/fleabag 50 See other nominations on the Emmys' website: https://www.emmys.com/shows/fleabag Illustration 41: Twitter Hashtag #TimesUpGlobes and HFPA's Instagram response In 2021, the Hollywood Foreign Press Association spoke up on the social media Instagram and posted the message on the top illustration, announcing that they would include Black members in their association and change:
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  Also in S2e04, Fleabag even confuses her inner thoughts with her discussion with the Priest. Instead of addressing the audience, as she usually does and meant to do, she says out loud to him what what she was meant to say to the audience:

	(accidentally to Priest): His beautiful neck.
	Beat.
	Priest: What?
	Fleabag, panicked look to camera.
	Fleabag: What?
	Priest: You just said 'his beautiful neck'.
	Fleabag (covering): No. . . No I said 'they were already gone'.
	Priest: Ok. Weird. 10

This control is called into question throughout S2 when she meets the Priest (Andrew Scott). It becomes evident when he first notices Fleabag's coping mechanism (or, as he puts it, her tendency to "go somewhere") in S2E3:

Priest: What was that? Fleabag: What? Priest: Where did . . . Where did you just go? Fleabag: What? Priest: You just went somewhere Fleabag looks at the camera in panic. Priest: There. There. Where did you just go? Fleabag: Nowhere. He looks at her, uncertain. Priest: Ok . . . 9

Actually, his capacity to see Fleabag "zoning out"

(Wong, 2021) 

is proof of his capacity, not only to see through her humour and expressive personality, but also to understand her and experience empathy for her.

Fleabag (to camera): His neck. Priest: And you never felt them. . . go somewhere? Fleabag (accidentally to camera): No, they were already gone.

  White Fragility: Why It's So Hard for White People to Talk About Racism by DiAngelo (2018) 40 For exact references, see index, p.254There's so much to be said and [that] has already been said about the show and Michaela's ownership of her story, but for me the thing that stood out to me was just how intrinsically black-British the show was. [...] It was not pre-chewed to be easily digested for a black-American audience. [...] It was our slang, our vernacular, our lived racial experience in what it is to live in this densely-populated multicultural postage stamp of land. It was specific. Intentionally specific. And all the richer for it (qtd inLeila Latif, 2021).

41 

For further reading, check:

  While HWP shows reflect society's biassed lack of empathy, and social inequalities, DQCs attempt to call Whiteness into question both on and off screen (162) by challenging what Robin DiAngelo refers to as "racial comfort" and White Fragility. She defines White Fragility as "White people's emotional reactions to conversations about racial inequality-often reactions to anger, denial, or flight" (3, qtd Nygaard, Lagerwey). In fact, because of the industry's lack of diversity and inclusivity, the constant presence of Whiteness on screen became invisible and universal (Dyer, 12, qtd in HWP). As a result, the emergence of DQCs has left Whiteness being challenged, leaving White people feeling threatened by new representations. As DiAngelo says herself:This insulated environment of racial protection builds White expectations for racial comfort while at the same time lowering the ability to tolerate racial stress, leading to what I refer to as White Fragility. White Fragility is a state in which even a minimum amount of racial stress becomes intolerable, triggering a range of defensive moves. These moves include the outward display of emotions such as anger, fear and guilt, and behaviours such as argumentation, silence and leaving the stress-inducing situation. These behaviours, in turn, function to reinstate White racial equilibrium (15, quoted in HWP).

  Nevertheless, Coel did not decide to silence all her White characters. Instead, some of them are used strategically to represent White privilege from the standpoint of a marginalised and oppressed group. Theo is the most prominent White character used for this purpose. Even though she is part of an oppressed group as a woman, Whiteness tends to obscure her gender when confronted with racial issues and positions her as a privileged individual. According to Motwani Accapadi, "this dual oppressor/oppressed identity often becomes a root of tension when White women are challenged to consider their White privilege by Women of Color" (208). Theo does, in fact, use her Whiteness and privilege against many of the show's characters, especially Black people.According to Veracia Ankrah (2020), she first uses her privilege in S1e06. Without her consent, Ryan photographs them during consensual sexual intercourse. She uses her Whiteness to get revenge despite the fact that her rage may be justified. Indeed, she begins to lie and makes up a false narrative, intentionally injures herself in order to make Ryan pay, and ends up making racist remarks. These various acts are all part of White

	Coel highlights Whiteness as part of a Black community by silencing White
	characters. In doing so, she challenges "racial comfort" and represents Whiteness as a
	non-universal community which prevents White "centrality" (Ibid) and suffering in the
	plot. As a consequence, Coel refuses to "protect the racial feelings of White people in
	regards to race" (57, DiAngelo), by representing Whiteness from a Black community's
	point of view. She explicitly names Whiteness by situating it in the margins, as an
	on-screen minority. These representations can be viewed as a step forward for the DQC
	genre.
	b. Theo and "White Girl Tears"

victimisation. As a White woman, she expects her privilege to help her win, yet she does not. Later in the episode, she uses her privilege against Arabella, when she was in need of money. Theo took advantage of the situation to ask Arabella to work for her vegan brand "Happy Animals". Two of Theo's employees approached Arabella and asked her to become an influencer and create a few photos and videos for the brand. Later in the episode, Theo admits to Arabella that she used her to broaden her brand's appeal. She explains: "Me bringing you in, does have benefits [...] If I bring in people of colour, I get a better referral fee" (23min08).

BIPOC: Black, Indigenous, and People of Color

See Youtube Video https://www.youtube.com/watch?v=4md_A059JRc

https://open.spotify.com/playlist/37i9dQZF1DWUcT0QzTFbgH?si=38189810142c404f 4 Spotify Playlist https://open.spotify.com/playlist/3Nk8XVcyOUYUaBcFkEUErz

P7 Waller-Bridge, The Scriptures (and from S1E1).

The "subjective camera" is a technique often used to enable " the spectator to share the intimacy of the focal character's perceptions [...] mirror the subjective reality"(Gelly, qtd in Roche and Schmidt-Pitiot, 

85).

See Waller-Bridge, The Scriptures P190: "And that I know that my body, as it is now, really is the only thing I have left. . . Which isn't fucking funny." and at 22min00 in S1E06.

P308 Waller-Bridge, The Scriptures and in S2E03 (21min31).

See Waller-Bridge, The Scriptures, P313.

See Waller-Bridge, The Scriptures p339, 340. Or in S1e04 from 22min31 to 23min55 "I want someone to tell me what to wear in the morning [...] Just fucking tell me what to do, Father."

The term Phenomenology is referred to as "the study of phenomena (= things that exist and can be seen, felt, tasted, etc.) and how we experience them" by Cambridge Dictionary. This term is, in other words, very close to the concept of viewer immersion.

It refers to a method that requires the cameraman to carry the camera over his shoulder. As a result, the camera follows the cameraman's movements.

A diegetic sound is one that comes from the world of a series/movie and that was not added during editing (which would be non-diegetic).

See Chapter 1 (p17)

Also, in S1e04 during her first therapy session, she explains how she deals with trauma by repeating to herself those three following statements: "there are hungry children", "not everyone has a smartphone" and "there is a war in Syria".

On the door, a very important message says "Attention. This door must be shut at all times. You're putting people in danger by having it open".

Earlier in the episode, Terry tried to do the same with Kwame towards Arabella. She explains to him "You never know Kwams, you might be feeling a bit down one day and you just might need someone who agrees whatever the fuck you say" (07min19). Here, she invites Kwame to put himself in Arabella's shoes in order to understand things from her perspective to experience empathy for her.

Stealthing: "The practice of removing one's condom during sex without the knowledge and consent of one's partner, frequently regarded as sexual assault or rape and punishable by law."(Oxford Dictionary) 

A similar scene happens in S1e06, when after a fight with her family, Fleabag attempts to run through traffic. However, the "Bank Manager" arrives by car unexpectedly and prevents her from inadvertently hurting herself. After both of them enter Fleabag's café, the protagonist breaks down in tears, openly expressing her loneliness to him.24 An empathetic sound is meant to match the present action or emotions of a scene

Other examples: During Fleabag's initial encounter with the Priest in S2e01, the Priest joins her outside and asks her for a cigarette. Also, during Fleabag and the "Bank Manager" silent retreat scene, the manager accepts a cigarette from Fleabag as proof of vulnerability and empathy.

Both Kwame and Terry accept to let their ego down by the end of the series. For instance, Kwame accepts physical touch and affection in the S1e12.

Nygaard and Lagerway rely heavily on DiAngelo's analysis throughout their book. For exact references, see index, p.258

The conversations often end up in arguments or represent miscommunication. One can think of Fleabag's father who appears to have the inability to express himself, while delivering an endless stuttering speech in S2e01 (03min09 to 03min52). Another example is Claire's dishonesty towards the waitress about the sauce being served (10min07).

Other serious topics are tackled in the series and turned to ridicule, such as Claire miscarriage in S2e01.31 A similar scene happens in S2e04 when the Priest offers Fleabag a drink. His bottle of whisky in his closet appears to be out of his reach. After numerous attempts, he finally exclaims, "God help me!" before the bottle falls unexpectedly into his hands. He ends up saying "Thank you!" (supposedly to God himself).

A similar scene happens in S2e04 during a Quaker meeting she goes to with the Priest. Fleabag stands up and says, "I sometimes worry . . . I would not be such a feminist".

Search for "I May Destroy You Reactions" on Youtube https://www.youtube.com/watch?v=MPyqPxCfhNs

A similar scene happens in S1e11, Ben assists Arabella and Terry in creating a video for The Sundial's author Della Croy Dickie. He is the one holding the phone to film. He does not, however, offer Arabella any advice. He simply agrees with both of them and follows their lead.

Quote from S1e09 "Social Media Is A Great Way To Connect" (20min20 to 20min49)

In fact, many different forms of oppression exist in society, which can be based on gender, race, sexual orientation, class, age and religion for instance.

For more details: https://studenttheses.uu.nl/bitstream/handle/20.500.12932/40758/Sex,%20Consent%20&%20Identi ty.pdf?sequence=1

The last episode is just one of many intersectional examples. Leppänen takes the research a step further in her study, with Terry and Kwame to illustrate how issues like race, sexual orientations, and gender can also be complex when viewed from an intersectional lens.

Among the most famous, the Golden Globes, the Emmys, and the British Television Academy Awards. Indeed, both series have been nominated multiple times in different categories from different award shows. Fleabag for instance, has been nominated eleven times by the 49 Tweet https://twitter.com/FilmUpdates/status/1562833672935378944?ref_src=twsrc%5Etfw%7Ctwcamp %5Etweetembed%7Ctwterm%5E1562833672935378944%7Ctwgr%5Ed381825032cc58b8766c9b c89f704f462b3faf6e%7Ctwcon%5Es1_&ref_url=https%3A%2F%2Fwww.latestly.com%2Fsocially %2Fentertainment%2Fformer-hbo-max-employee-says-as-many-as-13-people-of-color-previouslyin-charge-of-latest-tweet-by-film-updates-4125408.html

LIST OF ILLUSTRATIONS

Illustration 11: Use of Subjective Camera and Voyeurism -S1e01 at 26min38

On illustration 11, the viewers are placed as "experiencers" of Arabella's reality and appear to be observed by the people on-screen, making them appear as voyeurs. This particular feature alleviates feelings of oppression and anxiety.

In the following sequence, the viewers become both spectators and actors in a series of shots depicting a loss of control. Arabella appears to be unable to focus or locate herself.

On illustration 12, a low angle shot was chosen, which in most cases places a character in a position of power. Yet here, it represents Arabella's vulnerability and disorientation. There is also the use of close-up shots with limited focus, which forces the viewers to inspect her facial expressions and enhances closeness and intimacy with her while also creating a sense of malaise.

Suddenly, a woman (supposedly a fan of Arabella's book) approaches the writer. In fact, that woman appears from behind a bus stop at one point, and her entrance appears very creepy. She gently taps the glass, recalling a scene from a horror film. We see this woman through Arabella's eyes, yet the camera cannot seem to focus on her face. Instead, it drifts to her hands and clothes which enhances the protagonist's inability to focus on the conversation. Arabella's gaze is mirrored by the camera thanks to an eye-level shot. Also, the woman breaks the fourth wall, which places the audience in Arabella's position. The significance of shots is also demonstrated in the case of Kwame's rape in S1e04.

An eye-level close-up shot is used to film this moment (see illustration below). The know how much power you have in you, the power controls you instead of you controlling it" (Coel in British GQ, 2020).

3) Using Transparency to Advocate Objectivity

Transparency is a word that Michaela Coel uses a lot when talking about her series. In fact, as explained previously, this TV show is directly related to the creator's life and experience with sexual assault and rape. As a result, her aim was to present facts in the most objective way so as to prevent viewers' opinions from being influenced. As she explains in her appearance in a GQ reaction interview to her series: Throughout this show generally, I'm never trying to tell the listener, or the watcher or the audience how to feel, what to think or who to judge. I'm just presenting a story. I'm presenting movement. I'm presenting people doing things. And if I was trying to get you to think a certain way, I think that would have been a forfeit to the kind of show that I am trying to create (2020).

Aforementioned, the show was explained to portray characters as both empathetic and apathetic. In fact, this is also known as multidimensionality. The adjective "multidimensional" is defined as a material with "many different features" by the online Cambridge Dictionary. Indeed, Coel attempts to show each story from different perspectives, giving each main character equal screen time, allowing viewers to discover each character independently. Coel makes the decision here to dissolve "the fictional illusion of protagonists and antagonists" (Owusu-Barnieh, 2020). Instead, she tries to represent characters as imperfect and flawed. Alex Jung explains that:

The [c]haracters [in I May Destroy You] are not always what they seem, and their arcs aren't straightforward; they twist, wind, and loop back in on themselves. The show is never prescriptive in its ethos; everyone, including Arabella's best friends Terry and Kwame (Paapa Essiedu), contains within themselves light and dark, victim and perpetrator (2020, qtd in Jess [START_REF] King | The Generative Power Of Paradigm Destruction in I May Destroy You[END_REF].

While the concept of a line represents the main characters' multidimensionality and complexity, this multidimensionality is achieved in many other ways.

The use of music in the series is important in maintaining the neutrality and non-monolith of the characters' representation. In fact, Coel refused to use empathetic sounds, which can affect viewers' judgement about the protagonists. Instead, she preferred This scene is crucial to Arabella's character growth. It demonstrates that she understands the fine line between empathy and apathy and recognises the importance of confronting her trauma in order to heal.

When she gets home, she takes all of the bags from beneath her bed and stacks them on top of it. At that point, what was previously known as a "Double Arabella" figure appears and breaks the fourth wall once more (illustration 25). This figure starts to talk to Arabella and says: "When you paint things to make it look as if you are just a victim and I find out that is not the case, it really makes me question who you are. Just look in the mirror. . . It is really uncomfortable and unnerving for everyone" (23min50). When Arabella and Kwame were arguing earlier, she delivered this line to him. The fact that it is repeated here by her "double figure" represents her ability to introspect on her own behaviour from a different perspective. Kwame and Terry arrive at her house a few minutes later. Terry assumes the role of the mediator once more and walks through the door to see Arabella, while Kwame remains in the corridor. Nonetheless, Arabella decides to cross the threshold and apologises to him. Terry eventually fades from screen, indicating that Kwame and Arabella's empathy has been restored. (illustration 26).

Illustration 26: Line Broken, Empathy Reestablished -S1e09 (24min34) and This line also disappears in S1e12. In fact, the title of the episode "Ego Death" refers to the inscription written on the door of the bar in which Arabella was sexually assaulted.

By naming this bar "Ego Death Bar", Coel decided to show that Arabella had to put aside her "ego" and confront her trauma to heal. At the end of S1e11 and during S1e12, Arabella decides to go back to the bar to remember what happened. In the illustration below, Arabella breaks the fourth wall when looking inside the bar through the window and her memories start to resurface when she recognises the people who assaulted her. This way, she breaks the line by looking through the window. Also, the first shot of S1e12 shows the bar door being opened, which physically breaks the line between the indoor and outdoor which separates Arabella from the inside of the bar. García Martinez, Alejandro, and Ana Marta Gonzalez. 'Emotional Culture and TV Narratives'. Emotions in Contemporary TV Series, by Alberto N. García, Springer, 2016, pp. 13-25. Accessed 14 Feb. 2023.