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[bookmark: _Hlk58861739]This chapter explores the ways in which British television offers an opportunity for dialogue regarding critical pedagogy and critical race theory (CRT). The focus on critical pedagogy emerges from working within Higher Education and considering the changes and challenges to curriculum development. The focus of the chapter is on the ways in which CRT can be explored in terms of teaching television studies and the extent to which these fissures are explored and deconstructed via critical pedagogy. It also reflects upon the purpose of studying television as representative of popular culture and the role of public service broadcasting in establishing and circulating social discourse.  According to Gale and Thomas, ‘Above all, CRT encourages analysts to take seriously the proposition that the recurrent failure of public institutions to respond to the needs of racialized minorities is a result of the deep fissures of entrenched racial power within society’ (2017, p. 473). 

Critical Race Theory and Critical Pedagogy

Critical Pedagogy, in relation to television studies, seeks to interrogate accepted norms and interpretations within society and culture by exploring the assumptions that are made or being challenged within television programmes and series. In a consideration of television drama there is a need to explore the production context, the depiction of characters and the wider role of broadcasting in the representation of challenging voices. CRT has become a prominent aspect of critical pedagogy which is debated within the education sector. As Hylton (2012) recognises, in contrast to the development of CRT within the USA: ‘Many of these studies have engaged with education policy and practice and it is reasonable to argue that it was here rather than the legal profession where the original site of struggle for CRT in the UK began’ (Hylton, p. 25). Currently, educational policy has been challenged by critical race theory, which highlights the ways in which the concept of systemic racism is both recognised and criticised. 

As well as the consideration of what to study, it is important to consider how to study it. This is something that I have been working on in terms of asking students to respond to specific texts that are at the least open and interpretable or that provide a particular ideological perspective.  This approach is also significant if there are a number of programmes approaching an issue in different ways which encourages a dialogue between those texts.  As students may be reticent to voice their own views, they can draw upon these examples to explore a number of issues. Lauren Clark identifies that intrinsic to the pedagogic project are the possibilities of ‘engaging students in critical dialogue about what they are learning, how it connects with their lived experience, and how they can challenge taken for granted assumptions about knowledge and society’ (Clark, 2018). Equally, Clark considers the function of the lecture as an avenue of critical pedagogy in which there can be a critical engagement with material, particularly if it is not a traditional, one-directional approach of delivery. Also, the value of small group work is essential in order to enable the greatest number of people to take part. In relation to television studies, it is also crucial that material is viewed and discussed in relation to critical discourse and CRT in order to consider the ways in which these stories are conveyed as an articulation of the tenets of public service broadcasting in the UK. 

The approach to critical pedagogy has partially developed from the influence of the work of Paolo Freire in the approach to education as a vehicle for social justice. This term has been traditionally associated with class but has become broadened to encompass justice in terms of race, gender, disability and other markers of difference that experience injustice, prejudice and discrimination. As such, education becomes one of the ways in which these issues can be addressed. As Shih recognises, drawing on the work of Freire requires teachers to treat learners as co-creators of knowledge. According to the problem-posing method, particular attention is drawn to the dialogue, in the course of which everyone can ask questions or express their views freely (Shih, 2018). Contemporary university education is at something of a crossroads with an increased influence of the concept of consumerism and market forces whilst simultaneously encouraging social values of equality, freedom and social justice: ‘Concerned also with the challenge of ‘authentic learning’ in the context of increasingly marketized forms of higher education, a new generation of theorists has developed Critical Pedagogy using pre-Freirean traditions of thought. The ‘Student as Producer’ movement (Neary and Winn, 2009) has gained traction in some progressively inclined British universities’ (Serrano, 2018, p. 10). The concept of ‘student as producer’ can be fruitful in enabling students to develop coursework that is relevant to their interests and principles. Equally, the concept of ‘student as producer’ can be linked to a liberatory approach to education and, at the heart of this approach, is the distinction of the aim of social justice: 

Critical pedagogy, unlike dominant modes of teaching, insists that one of the fundamental tasks of educators is to make sure that the future points the way to a more socially just world, a world in which the discourses of critique and possibility in conjunction with the values of reason, freedom, and equality (Giroux, 2010, p. 716) 

This approach can be clearly aligned with CRT and a recognition that ‘Education cannot be neutral’ (Giroux, 2010, p. 718) in that it will always address the learner in terms of a particular understanding of agency. In turn, this approach illustrated the extent to which CRT is redressing this situation. 

There is currently a debate regarding the role of CRT within British schools with elements of the UK government criticising what is seen as a biased approach which highlights the concept of ‘white privilege’ as the cornerstone of CRT theory and as symptomatic of a challenging, and potentially threatening, ideology. In considering this interpretation, Trilling asks: ‘Does the idea of “white privilege”, for instance, encourage people to think about racism as a social problem, or as a matter of individual conscience?’ (Trilling, 2020). Further, this emphasis upon individual responsibility reflects the way in which systemic racism becomes understood as a matter of solely individual responsibility, which can disengage people from the debate, rather than as a wider social issue that can be challenged. However, it can also be argued that ‘The notion that the personal, professional and political should be tied into methodological processes is one that supports a major thrust of enlightened meaningful critical research’ (Hylton, 2012, p. 38).  One of the reasons for writing this chapter is to consider the relationship between the personal, professional, and political in order to establish the role of education as a vehicle for critical pedagogy.

Critical Race Theory recognises systemic racism at the heart of social systems and hierarchies. However, to concur with Hylton ‘Intersectionality is one of the mechanisms used in CRT to emphasise that though the starting point for CRT is ‘race’ and racism there is no intention to lose sight of the complexities of the intersection of ‘race’ with the constructed and identity related nature of other forms of oppression’ (Hylton, 2012, p. 29). If we embrace the richness of intersectional thinking, there is less of a likelihood that the relationship between race, gender, and class will be avoided whilst still recognising the specificity of particular narratives and characters on screen. Malik considers the work of the Birmingham School of Cultural Studies and the ways in which ‘Stuart Hall’s work foregrounds the role of culture and cultural processes in determining how race is discursively constructed, so that ‘race’ is a ‘floating signifier’ whose meaning is never fixed’ (Malik, 2013, p. 191). Although Malik recognises that race is a signifier that can become institutionally anchored, this should not curtail its interpretations. Consequently, Malik argues that the ‘fixing’ of the process of racism can be contested because meaning is discursive and illustrates the arbitrary nature of social distinction based upon race. Three forms of counter-stories have been defined in terms of CRT: personal stories, other people’s stories or narratives, and composite stories. Merriweather Hunn refers to theoretical and cultural sensitivity as significant ways of ensuring that data and information are effectively interpreted. This distinction describes ‘the capacity of individuals as members of socio historical communities to accurately read and interpret the meaning of informants…the idea of sensitivity to meanings embedded in narratives (Merriweather Hunn, 2006, p. 245).  These dramas incorporate personal narratives, autobiography and biography into other peoples and characters’ stories and narratives. The dramas also work to represent experiences in terms of composite characters to a degree, which brings a richness to the dramas but also highlights the ways in which these distinctions seem to work as instigators rather than distinctive definitions.


Public Service Broadcasting and Television Drama 

Public service television broadcasting (PSB) in Britain has an established tradition of education, information, and entertainment which was enshrined in the publicly funded broadcaster British Broadcasting Corporation (BBC) which was later joined by Independent Television Network (ITV) and Channel 4 (C4), two commercial stations adhering to a number of broadcasting principles. In addition, Channel 4 has a remit to represent minorities in its programming. Public service broadcasting has similarities with Public Broadcasting Service (PBS) in the USA which receives public funding. Although the remit of PSB in the UK has changed emphasis since its initial inception in radio broadcasting in the 1920s, and through changes to the BBC as a corporation and the franchising of ITV, PSB is intended to represent the population of the UK and the BBC also has a social responsibility to achieve this aim as part of their broadcasting practice. PSB has also been criticised by the British Conservative government as it is funded by a compulsory public licence fee. The examples that will be considered in relation to a pedagogic project, critical race theory, and intersectionalism are all BBC co/productions: Sitting in Limbo; Steve McQueen’s anthology film series Small Axe, specifically Mangrove and Red, White and Blue; and Michaela Coel’s I May Destroy You. In exploring these examples, it is assumed that ‘well-told stories describing the reality of black and brown lives can help readers bridge the gap between their worlds and those of others.’ (Delgado & Stefancic, 2001, p. 41). These contemporary dramas illustrate the potential to ask questions and raise issues. Although my teaching has not engaged with these dramas specifically as yet, they identify the use of critical and realist texts within teaching television drama which are familiar to my syllabus. The analysis also considers to a comment piece in a UK newspaper which refers to the ‘people with normal, decent views’ (Pearson, 2020). The implication is that the BBC needs to appeal to these people, as a majority, in order to justify the licence fee. The article by Pearson also rejects the argument of systemic racism and is critical of the BBC diversity agenda. 


Small Axe: Police and Justice
The recognition of a system that is systematically discriminating based on race is also explored in Steve McQueen’s Small Axe film ‘Mangrove’. This anthology of five pieces was screened on television in 2020 and considers a range of black British experiences from the 1960s to the 1980s. McQueen seeks to celebrate black British culture in these films as well as highlight racism and ‘Mangrove’ illustrates the way in which institutional practices can become habitual and engrained. The story, highlighting police harassment, is based on a real-life court case in which the black defendants were all acquitted. Two of the defendants decide to represent themselves in court and there is an underlying lack of respect for a legal system which upholds values that discriminate both ideologically and judicially as it prioritises the commendations received by police officers as part of their evidence. However, the jury are the arbiters of justice here and, even though a wholly black jury is sought and rejected, on this landmark case the jurors decide on a verdict of not guilty. The Caribbean restaurant, the Mangrove, which stands at the centre of the narrative, is portrayed as a haven for the Windrush generation and their families as well as a place for activists to gather; it is consistently and violently raided by police and highlights the illegality of their case. McQueen’s ‘Mangrove’ also demonstrates an intention to reclaim what could be described as a hidden history in order to celebrate black British culture, to explore a range of experiences and views, to recognise the power in collective action and to challenge the trope of victimhood. Small Axe also includes the episode ‘Red, White and Blue’ which depicts a Black man, Leroy Logan, who joins the police force after seeing his father assaulted by the police. His intention is to challenge the system from within, but he experiences racism from police colleagues within the Metropolitan Police and disapproval from his father. The narrative is based on a real person who eventually rose in the ranks to become a superintendent, although the drama does not focus on this part of the story. This scenario indicates the difficulty of trying to change and challenge the system from within, and the need to be aware of co-option of any anti-racist agenda.

This ambivalence of the role of storytelling and the focus on counter-narratives is reflected in the current desire to avoid only telling stories that depict issues such as slavery, however significant and relevant this might be. The argument here is that this is a particular set of narratives but not the only set of narratives. Therefore, widening representation and the types of stories told may in itself construe a form of counter-storytelling including voices that have not been heard.  As Hylton (2012) argues, ‘Critical race theorists recognise that stories or discourses have been the privilege of those historically influential in knowledge generation and research. Counter-stories however, can present views rarely evidenced in social research (my emphasis)’ (p. 27). This approach to a broader representation of experiences is illustrated within Steve McQueen’s Small Axe anthology. McQueen’s intention is to portray stories that have not previously been represented on screen and to challenge and celebrate experiences and the possibility of social change. Also, director of 12 Years a Slave (2013), McQueen employs a counter-storytelling strategy to give voice to experiences that have been excluded.  As McQueen argues, ‘These are the untold stories that make up our nation’ (Olusaga, D. 2020). The anthology focuses on Black British experiences. In doing so, he challenges what constitutes both the stories of a nation and the construction of nation itself. This recognition of stories of the nation seeks to counter the representation of experiences that exist on the margin and make them a central and recognised aspect of British identity. Although hidden histories and ‘forgotten’ or excluded stories need to be told, Hylton (2012) raises the issue of legitimacy and what we may identify as real challenge or change: ‘research on ‘race’ and racism can perpetuate the status quo and cloud the landscape with spurious ‘experiences from the margins’ (p. 27). However, McQueen intends to place these experiences centre stage and to emphasise this centrality in order to challenge the notion of marginality. What is most at stake is the notion of marginalised experiences which may be deemed to be ineffectual and counter-productive in exploring issues of systemic racism. 

McQueen’s films such as Mangrove and Red, White and Blue challenge the status quo by presenting the systems that are conduits for racism and therefore need to be changed themselves. The depiction of the Mangrove’s fight for justice and Leroy Logan’s early experiences within the police force offer stories that raise questions as well as answer them, place stories onto an agenda and implicitly ask the question ‘what has changed now’? However, Leroy Logan, who is the main character depicted in Red, White and Blue, contextualises the notion of social progress in addressing racism within the police force and wider society: “It’s sad,” he says. “I think, in terms of what’s happening to black officers and relations with communities, that we are back to where we were before all the changes that followed the Stephen Lawrence inquiry’ (Muir, 2020). This recognition can be reflected upon in light of both the text’s abrupt yet open ending of father and son seated at the table at the start Leroy’s career and recent events regarding racism and the police within the UK and the USA. 

Sitting in Limbo: The Windrush Scandal and Citizenship

Another contemporary drama, Sitting in Limbo explores the Windrush Scandal in which British citizens who came to work in the UK from the late 1950s until the early 1970s, were asked to prove their citizenship decades later or be ‘sent home’ as part of an ill-conceived and underhanded form of ‘repatriation’. These people travelled to the UK from Caribbean countries, which were part of the British Commonwealth, with the understanding that they were needed to support the post war industry and the economy due to labour shortages. Windrush refers to one of the early ships bringing people to the UK. Upon arriving, many experienced racism and distrust. The trajectory of coming to Britain to fulfil many of the jobs to meet the labour shortage was also undertaken by many Irish people, hence the ‘No Blacks or Irish’ notices adorning some establishments and lodging houses at the time.  Sitting in Limbo charts the developments in a high-profile case which was reported in the British press and illustrates the difficulty of proving one’s national identity and the right to live in your home. The drama, written by his brother Stephen S. Bryan, portrays Anthony Bryan’s experiences as he attempts to fight for his right to stay in the UK. It reveals the extent to which the system is fundamentally flawed because its legal premise repeatedly rejects Anthony’s hitherto automatic right to become a British subject when he arrived as an immigrant alongside his mother. The scandal, reported in 2017, revealed the number of people who had been wrongly detained or deported as a consequence of the Hostile Environment laws in 2012 which required these citizens to prove their residency or be labelled as illegal immigrants. A review finally recognised failings but offered little hope for the backlog of cases that were still in the system or any great sense of justice for those who have been wronged.

The single drama follows a television tradition of exploring social justice. Anthony becomes a representative of many people of Caribbean descent who have been wrongly detained and deported. As Hylton (2012) argues, we need to be careful and mindful of storytelling strategies, even if they represent concerns about society. However, this is a significant purpose of such storytelling.  Within this example, Anthony is a victim, but his position is as a British subject who has been wronged and the system is clearly flawed because, although he has lived in the UK since he was a child, the government rejects his right of citizenship and right of residency. His right to work is revoked; he is arrested and booked onto a plane to Jamaica, a country he has not been to since he was a child 50 years previously. The burden of proof to demonstrate that he should remain in the UK becomes emblematic of such rights being taken away. Anthony’s assertion is that it is his Britishness that made him stubborn and tenacious. As a child, Anthony Bryan did not receive the paperwork he would later be required to prove his identity, potentially erasing the rights that he had automatically gained because the Windrush generation were invited to come to Britain with their families and to work in the NHS and in industries that needed them. However ineffectual, the investigation did recognise a flawed system, and an example of systemic racism. The drama depicts Anthony as responding in disbelief at the way he is treated yet having faith in the system that everything will work out, however traumatic it may be. Although Anthony has managed to remain in the UK, some people are still awaiting a decision and his own situation has not been completely resolved.

Anthony’s experiences are portrayed as disturbing as he is pulled from his bed in a dawn raid. He had applied for a passport to visit his mother, a former British nurse, in Jamaica and been identified as an undocumented immigrant. He is taken to a detention centre and, despite other documents proving his identity, he is still held to be illegal. There is a sustained call to account for his identity and an identification with the bureaucratic nightmare of Anthony’s plight as, in spite of his family’s support, he is very isolated and alone. The attack on the relations of Windrush immigrants clearly denotes a demarcation of boundaries. As Chadderton argues: 

The cultural intelligibility of a subject as a citizen is discursively constituted by wider political and cultural regimes. The power of the nation state relies on the production of subjects who do not belong, subjects who are external to the borders it draws, in order to draw these borders in the first place. The state therefore produces both insiders and also outsiders (Chadderton, 2018, p. 83) 

Therefore, in expressing a policy of hostile environment the government, via the Home Office, was articulating a specific intent to redefine British citizens as outsiders. This process is finally countered by Anthony who states that he is British although we can see the toll that these experiences have taken on him and his family and the extent to which he has been repeatedly asked to prove his identity. The enquiry highlights these issues and the extent to which there is pressure to produce results, which then leads to victimisation in the name of the law. In order to address this issue, it is clear that ‘(P)rofessional environments too, with their shroud of authenticity, must not remain uncritiqued either because they regularly remain uncontested due to their ability to self-perpetuate and validate such practices’ (Hylton, 2012, p. 27). This depiction of Anthony presents someone who has his family behind him although there have been many people who have been removed from the UK who have been in a precarious position with no family support. Anthony’s experience highlights the way in which discriminatory practices can become indiscriminatory in their impact.

The focus is not purely on power relations but specifically on how racism functions and becomes a demarcator of difference and discrimination as well as the need to recognise and challenge this practice. Yet there is also the need to avoid ‘overgeneralisation and reductionism’ (Hylton, 2012, p. 29) meaning that these are specific events that need to be explored and examined in relation to how they illustrate underlying assumptions and systemic practices. Also, there is the need to recognise individual experiences and avoid making generalisations through the depiction of characters’ experiences in film and television. Although the account in Sitting in Limbo is semi-biographical, to a degree Anthony serves the function of a representative character who portrays a number of experiences shared by those in the Windrush Generation whose citizenship has been challenged in this manner, which is also a clear tradition within critical social drama. According to Hylton: 

[bookmark: _Hlk58861046]As a result the use of ‘voicing,’ storytelling and counter-storytelling have become popular tools in the expression of a CRT standpoint. Critical race theorists recognise that stories or discourses have been the privilege of those historically influential in knowledge generation and research. Counter-stories however, can present views rarely evidenced in social research. (my emphasis) (Hylton, 2012, p. 4)

The drama portrays one older fellow inmate in the detention centre who says that maybe he should give up and be sent to his place of birth and Anthony encourages him not to do so. Others detained in the centre cannot cope. The drama emphasises the way that this hostile environment began to be circulated in the press. When Anthony travels to and emerges from a detention centre for the first time he is geographically dislocated, having been taken to another part of the country and he looks out, bewildered and shaken by his detention. It is the system that has internalised this approach to race which means that decisions based on these same assumptions could be made again, raising questions about the further impact of a review regarding ‘lessons learned’. According to Delgado and Stefancic, ‘(P)owerfully written stories and narratives may begin a process of adjustment in our system of beliefs’ (Delgado & Stefancic, 2001, p. 43). This moment in the drama sees the adjustment in beliefs that Anthony begins to experience as he makes his way back home and tries to make sense of his situation. Essentially, the rejection of this form of racism needs to be established in order to make changes. 

The ‘Windrush Lessons Learned Review’ found that the Home Office had exhibited ‘institutional ignorance and thoughtlessness towards the issue of race and the history of the Windrush generation’ (Williams, 2020). This led to the resignation of the then Home Secretary, Amber Rudd, as she claimed that she was not aware of the focus on the Windrush Generation; ‘low hanging fruit’, a truly problematic phrase, has been used to label people who were easy to criminalise in order to meet targets (Williams, 2020). As Zita Holbourne (2020) points out, ‘Justice for the Windrush generation cannot just be about financial compensation for those directly targeted of that generation, but for restorative justice and an end to this type of racist discrimination’ (p. 1). Those targeted by this policy are still being offered compensation and many people of all ages have been forcibly deported from the country, sometimes with their situation being compounded by their immigration status or their criminal record. In response to the Review, ‘The Government itself accepts that the vast majority of undocumented people have done and will do no harm in the UK’ (JCWI, 2020). The impact on the Windrush Generation and others who have no longer been deemed to be UK citizens, includes the denial of the right to work, no access to healthcare and the ongoing threat of reality of deportation. Anthony Bryan works hard to maintain a sense of individual identity and integrity as the state seeks to take away these rights. It is Anthony’s stoicism that is both challenging and frustrating as the sense of injustice pervades his world and his stated citizenship repeatedly meets with indifference.


I May Destroy You 
One of the most popular, significant and challenging dramas to emerge within this period is I May Destroy You is the project of Michaela Coel as writer/co-director. It is an HBO/BBC co-production which follows from the success of Coel’s comedy series Chewing Gum (Channel 4, 2015-2017), itself originally a 2012 stage play. Both series include semi-autobiographical events and Coel has discussed some of these in interviews in the media. I May Destroy You depicts Coel paying Arabella whose experiences as a young writer are depicted as she finds fame via a writing novel based upon her social media blogs. Within I May Destroy You, Arabella experiences severe trauma and much of the series illustrates her attempts to deal with her rape. Arabella is affected by her experiences and mental stress and eventually turns to therapy to work towards self-realisation. She is surrounded by her peers who are also struggling to find their voice and represent intersectional experiences of race, gender, class, and sexual identity.  

Arabella is viewed as the voice of a generation and challenges ideas about how women should behave. She experiences racism as both a discriminatory marker of difference, as echoed in Coel’s accounts of her own experience of drama school, and as part of her negotiation of trauma, although this is not specifically only a ‘victim’ narrative. In depicting Arabella’s experiences being impacted by race, gender and sexuality, it is clear that ‘though the starting point for CRT is ‘race’ and racism there is no intention to lose sight of the complexities of the intersection of ‘race’ with the constructed and identity related nature of other forms of oppression’ (Chakrabarty, 2016, p. 29). Coel realised that 'Like Arabella, I realised my life was about to change for ever' (McElvoy, 2020). At one point when she is giving her details to a police officer, Arabella argues that she is not Afro-Caribbean as her parents are from Ghana. Like her character, Michaela Coel is of Ghanian heritage. Her parents are from Ghana (formerly the Gold coast), which was the first Sub-Saharan country to gain British independence. Arabella has to be defined within certain parameters and definitions, as Afro-Caribbean, in order for her identity to be established and this seems to deny her heritage and history. Yet there is also a sense that the reference to Ghana may function as another barrier to engaging with society as she deals with her own psychological state and mental wellbeing.

Coel was also the first Black woman to give a McTaggart Lecture about the television industry and set out to establish her voice and experiences. She made the decision not to accept a deal with Netflix reported to be worth one million dollars as she would not retain copyright over the majority of the drama. The ability to maintain one’s own voice and perspective is important, and the drama has been well-received as an enlightening and thought-provoking series. Coel is viewed as a trailblazer and someone who can have an impact on broadcasting in the future. In relation to the McTaggart Lecture, Coel decided to talk about her experiences of racism within the industry directly and use this as a way of challenging expectations and assumptions, prompting this response from Piers Wenger, the controller of BBC drama commissioning: “It was pretty hard to hear because we’ve been complicit, myself included. That was an incredibly ballsy thing to do to stand up and say, ‘This is what I need. Are you good enough to give it to me?’ Not ‘Am I good enough to deserve the kind of treatment that I want?’” (Jung, 2020). This response is indicative of a realisation that agency needs to come to the fore. In Pearson’s account of the BBC’s diversity programming, she identifies I May Destroy You as a ‘rebuttal of systemic racism’ and claims that it is easy to forget that the main characters are black. In this response she is articulating a process of identification with characters on screen. However, this response edits out the criticisms embedded within the series and avoids having to address any difficult scenarios or questions in order to view the show as ‘color-blind’ (Pearson, 2020). This is a political response which rejects the validity of systemic racism and sees the series as overcoming difference as opposed to exploring the underlying structures informing such difference.  In contrast, Angela McRobbie recognises Paul Gilroy’s account of subject formation: ‘For Gilroy culture exists where human subjects negotiate the social structures they find themselves inhabiting and from this encounter they also create meaning’ (McRobbie, 2020, p. 37). It is this negotiation that enables meaning to be created within I May Destroy You. However, as Jung recognises in Coel’s interview: ‘How do you punch a cloud? The macro and the structural overwhelm her, so she tends to zero in on individual relationships’ (Jung, 2020). Therefore, these personal narratives gain resonance and become more relevant on a larger scale. 

The denouement of I May Destroy You sees Arabella work through a number of possible resolutions or endings, drawing upon wish-fulfilment and fantasy to find a solution. What the series does illustrate is the way in which ‘(B)lack expressive culture with its redemptionist aesthetics provides a space for both politics and belonging’. As McRobbie argues, ‘Black people are neither victims nor social problems, but agents able in conditions of historical adversity to give voice to collective experience in cultural form’ (McRobbie, 2020, p. 48). This realisation encapsulates the ongoing challenge in relation to CRT. As a response to Pearson’s description of I May Destroy You it can be argued that: ‘Colour-blind ideologies that reflect positions of privilege whilst ignoring racialized realities, processes and disparities, are argued to maintain the interests of dominant groups in society’ (Rankin-Wright, 2020). By challenging the dominant perspective, these perceived differences which inform power relations can be deconstructed. In considering these texts as examples to study in relation to CRT there is a focus on voice, identity and social justice that should challenge systemic practices such as racism. Each of these dramas offers the opportunity for recognition of historic and systemic issues related to the experience of Black people within the UK. Also, they offer the possibility of understanding these stories of challenging institutional practices that perpetuate systemic racism in an open and critical manner.
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