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Introduction: This article sets out Massimo Recalcati’s Lacanian psychoanalytic discourse as 
exemplified in the first two seasons and in the special episodes of  the series Euphoria (Levinson 
et al., 2019-present). Methods: In this article Euphoria series is analyzed. his teen drama television 
series portrays a new clinic typical of  the new generations, which Recalcati refers to as the 
clinic of  the void and which he distinguishes from the classical clinic of  the lack engendered 
by neurosis. Results and discussion: Within the new narcissistic symptoms, Rue, the series’ 
protagonist, allows us to confirm Recalcati’s description of  the discomfort of  culture and of  
the metapsychology of  our time, which he defines by means of  the “Telemachus complex”, 
rather than the more pessimistic diagnosis of  narcissism. Moreover, at certain moments in 
the series, we can also identify scenes and even episodes of  special resonance that show that 
“testimony” –to use Recalcati’s expression– is what is required both in psychotherapy and in 
education to give the subject a new moral axis.

Clinic of emptiness; testimony; capitalist discourse; evaporation of the father.
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Clinic of  the void and testimony in the series Euphoria

Introducción: Este artículo ejemplifica el discurso psicoanalítico lacaniano de Massimo Recalcati 
en las dos primeras temporadas y en los episodios especiales de la serie Euphoria (Levinson et 
al., 2019-presente). Metodología: En este artículo se analiza cómo esta serie televisiva retrata 
una nueva clínica, propia de las nuevas generaciones, que Recalcati denomina clínica del vacío 
y que distingue de la clásica clínica de la falta engendrada por la neurosis. Resultados y discusión: 
Dentro de los nuevos síntomas narcisistas, Rue, la protagonista de la serie, nos permite verificar 
la descripción que Recalcati hace del malestar de la cultura y de la metapsicología propia 
de nuestro tiempo, que él define -frente al diagnóstico más pesimista del mero narcisismo- 
mediante el “complejo de Telémaco”. Además, en determinados momentos de la serie, 
también podemos identificar escenas e incluso capítulos de especial resonancia que ponen 
en evidencia que el “testimonio” -usando la expresión del mismo autor- es lo que se requiere 
tanto en la psicoterapia como en la educación para vertebrar de nuevo al sujeto. 

Clínica del vacío; testimonio; discurso capitalista; evaporación del padre.
Palabras clave

Resumen

“No man is an island” 
John Donne

“Let this darkness be a bell tower 
and you the bell.” 
Rainer Maria Rilke

INTRODUCTION

Following publication of  Civilization and 
Its Discontents (Freud, 1930), things have 
changed considerably in the West. Another 
world war, the Welfare State, May 1968, the 
Cold War, the fall of  the Berlin Wall, neo-
liberalism, globalization, the financial and 
economic crisis of  2007, the 2015 migration 
crisis, and the health and economic crisis of  
COVID in 2020 are just some of  the socially 
and culturally significant events that have oc-
curred since Freud’s cultural analysis. 

In Civilization and Its Discontents, Freud, 
the founder of  psychoanalysis, centered the 
origin of  the malaise resulting from the re-
pressive presence of  civilization in the figure 
of  the father, who made it impossible for the 
individual to give him/herself  exclusively to 
the pleasure principle and is commanded to 
lack, to desire and the reality principle.

In the wake of  Freud, various authors at-
tempted to update his initial analysis. We 
can find some examples in Herbert Mar-
cuse, with his Eros and Civilization (1955 
[1965]), and in Deleuze and Guattari, with 
Anti-Oedipus: Capitalism and Schizophrenia 
(1972 [1985]). The latter attempted an 
absolute dismissal of  Oedipus, contrary to 
what Lacan laid out in his Seminar VII.

The result of  such delegitimization of  
power, according to Lacanian reading would 
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lead to schizophrenia or psychosis and, as 
psychoanalysis understands it, “as a name 
of  life that rejects all forms of  limits, of  
the free form of  the Father, free from the 
Other” (Recalcati, 2014, pp. 1291-1296). It 
is precisely this political insubordination of  
desire to any other court or law that has 
today become a culture, resulting in a para-
doxical submission of  individuals to capitalist 
discourse in the age of  financial and digital 
globalization. Instead of  the liberation of  
the desiring machines advocated by Deleuze 
and Guattari, we find slavery before the ob-
ject and the triumph of  the death drive.

This is the situation portrayed in the 
coming-of-age series Euphoria (Levinson et 
al., 2019-present) in which the ensemble 
characters are generation Z teenagers. They 
display different difficulties in relation to the 
consumption and sale of  drugs, detoxifica-
tion treatments, sexual and gender iden-
tity, and the use of  social networks to bond 
emotionally, violence, and traumatic situa-
tions. These adolescents survive in a digital 
culture that connects the search for the in-
dividual pleasure of  each character with the 
capitalist performance machine, without any 
mediation, without any limit capable of  en-
gendering a desire willing to search for an 
ideal beyond their own immediacy.

In this article we will attempt to show how 
these characters live in a situation similar to 
the one Recalcati (2003, 2010, 2014, 2016, 
2019a, 2019b) describes as that of  the young 
Telemachus in Greek mythology. The son of  
Ulysses is not blessed with the presence of  
his father and is used to being surrounded by 
moral dissolution and incestuous pleasures 
in the surroundings of  his palace, in his na-
tive Ithaca: “It is the constant pleasure of  a 
dispersed crowd, of  a formless herd without 
subject or responsibility; it is the fruitless, de-

sireless pleasure of  reposing, of  waste, of  liv-
ing without desires” (2014, p. 1369).

In Recalcati’s (2014) optimistic vision, 
Telemachus, however, does not allow him-
self  to be carried away by that tumultuous 
nihilistic river that sweeps everything away, 
but rather “awaits the Law of  the father as 
that which can restore order” (pp. 1387).

In the first season of  Euphoria, the em-
phasis of  the portrayal of  this generation 
Z is on the first moment of  discomfort in 
which it survives. If  we focus on the charac-
ter of  Rue, the series’ narrating protagonist, 
in the two COVID specials and in the narra-
tive arc of  the second season1, the emphasis 
shifts towards the second, more educational 
and therapeutic moment, which Recalcati 
(2014) refers to as testimony. 

THE NEW CLINIC OF  
THE VOID AND ONE OF  
ITS CONSEQUENCES:  

DRUG ADDICTION

The clinic of the void is a narcissistic, psy-
chotic, drive clinic of limitless jouissance iso-
lated from the Other. This emerges from a 
new cultural situation that, to simplify, is char-
acterized by two elements already present 
in Lacan’s analyses but which have taken on 
special relevance with the new cultural circum-
stances since the last quarter of the 20th cen-
tury and the beginning of the 21st. These are:

1) The capitalist discourse, which accord-
ing to what we read in Recalcati (2014), 

1 We refer in particular to the first of the special epi-
sodes titled “Trouble don’t last always” (E1) and the 
last three episodes of the second season, titled “A 
Thousand Little Trees of Blood” (2x6), “The Theater 
and Its Double” (2x7) and “All my Life, My Heart Has 
Yearned for a Thing I Cannot Name” (2x8).
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consists of  the cult of  pleasure and the logic 
of  its sheer wastefulness. With the cultural 
revolution of  1968 and the fall of  the Ber-
lin Wall, narcinism (Soler, 2007) became 
consolidated as a norm and a mode of  ex-
istence, even as a paradoxical new Ideal con-
sisting of  not having an ideal.

2) The evaporation of  the father, the other 
constant crucial element in our culture that 
would make it difficult for contemporary in-
dividuals to transcend narcissism due to “the 
disappearance of  the guiding function of  the 
Ideal in individual and collective life” (Recal-
cati, 2014, p. 132).

As a result of  the capitalist discourse and 
the evaporation of  the father in our culture, 
Recalcati (2014) tells us, subjects will be adrift, 
empty, and without points of  reference.

Thus, we find ourselves with a new psy-
chopathological paradigm in our culture. 
From the clinic of  the lack, based on repres-
sion, on unconscious desire, and on the re-
turn of  the repressed, on the interpretation 
of  the symptom, and on the division of  the 
subject, we move to the clinic of  the void, 
which is irreducible to the neurotic constitu-
tion of  the symptom. 

Pathological dependence on psychotro-
pic substances could be defined as a substi-
tution of  the Other by the object of  con-
sumption. The subject structurally depends 
on the Other, since it is the Other who 
steals the object from us and bestows us a 
double consolation: the symbol and the de-
sire, the metaphor and the lack. But the new 
individual has not been constituted and re-
mains submerged in his/her narcissism, and 
for this reason in the pathologies of  depen-
dency “the comfort of  both the symbol and 
desire fails” (Recalcati, 2003, p. 151).

According to Recalcati (2003), both drug 
addiction and food dependencies are forms 
of  hatred towards the Other. If  for Freud 
psychosis consisted of  not accepting the law 
of  the Other, the drug addiction typical of  
this new clinic of  the void, driven by this ha-
tred of  the Other, has something psychotic 
about it, of  rejection of  the mortification in-
flicted by the Other: 

There is no desire for the Other, only 
infinite demand for the object of  con-
sumption. There is no contingency of  the 
encounter, but rather a technique, a practice 
of  jouissance as a mere driving practice. 
Drug-addicted jouissance of  the syringe, 
of  the chemical substance (...) Desire is 
annulled in a non-vital, autistic, autotrophic 
jouissance. It is a desire without light, full of  
death, it is a desire abolished by jouissance, 
by pure hatred of  the Other (Recalcati, 
2003, p. 157).

RUE, HER DRUG ADDICTION 
AND THE CLINIC OF  

THE VOID

Recalcati (2011) argue that drug addiction 
is epidemic in our hypermodern times (Li-
povetsky & Charles, 2004). We live in what 
Recalcati calls an “intoxicated time” (2011, 
p. 244) both socially and individually, a time 
in which the triumph of  the always-available 
object, thanks to turbo-capitalism combined 
with digital ubiquity, has introduced an accel-
eration that makes our experience difficult, 
if  not impossible (Rosa, 2016).

Private life has undergone a transforma-
tion in the two basic spheres of  existence: 
intimacy, sexuality, and the family (Gid-
dens, 2006; Illouz, 2020), on the one hand, 
and the world of  work and professionalism 
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(Domingo, 2018; Han, 2012; Sennett, 2006) 
on the other. Thus, the new generations 
seem to grow up lacking a moral axis, ac-
cording to psychoanalyst Lola López Mon-
déjar’s (2022) definition of  this new narcis-
sistic clinic of  the void, which favors certain 
symptoms typical of  our time, including the 
compulsiveness of  the object type of  drug 
addiction, as opposed to the slow narration 
of  the history of  desire that starts from a 
certain privation and what Freud considered 
necessary for the maturation of  the subject 
and civilization. 

Let’s make a minimal association of  
the characteristics so far described with 
respect to the discomforts of  the culture 
of  our hypermodern civilization and drug 
addiction and what we observe in the se-
ries Euphoria. In a panoramic view of  the 
series, we quickly observe various details 
that point to this disenchanted, ideal-less 
vision, which becomes especially oppres-
sive in the first season, and later combines 
with the appearance of  various testimo-
nies that would allow a certain recovery 
and consolidation of  the lost or alienated 
humanity. The very beginning of  the series 
portrays the birth of  Rue and of  a genera-
tion at the very heart of  the crisis of  the 
American dream that the attack on the 
twin towers represented. The cynical voice 
of  a seventeen-year-old girl already disil-
lusioned with everything, with any mean-
ing that existence may have, describes her 
short biography from birth, her diagnosis 
of  mental illness and medication from the 
age of  eight –Obsessive Compulsive Dis-
order (OCD), Attention Deficit Disorder 
(ADD), possibly bipolar disorder that we 
will later see confirmed in the episode 
“The Trials and Tribulations of  Trying to 
Pee While Depressed” (1x7) together with 
the series title, which seems to indicate the 

euphoric, manic moments of  the disease–, 
and the death of  her father from cancer 
when she was thirteen years old. 

This last element of  her life story be-
comes a symbol of  that generation with-
out parents, without adults, in which the 
evaporation of  the father has taken place, 
of  which Recalcati (2003; 2011; 2014; 2015) 
speaks, hand in hand with Lacan, in his es-
says. Curiously, however, it is the disappear-
ance of  the father, which is seen on so many 
different levels in the various teenagers in 
the series, that causes Rue to become ad-
dicted to opiates –Oxycodone prescribed 
to her father as a palliative medicine– in 
order to endure a world that, without the 
hand of  an adult strengthened by an ideal 
that transcends the merely immediate life, 
appears mercilessly absurd. 

Rue thus lives in what Han (2021) calls an 
algophobic or palliative society in which the 
only way to deal with suffering and pain is 
to anesthetize oneself  and thus free oneself  
from reality, thus remaining in the pleasure 
principle as only limitless happiness, of  nar-
cissistic fusion with the whole2. 

Recalcati would argue that Rue uses 
drugs in two ways. Firstly, she uses them as 
an anesthetic: “the substance acts as a rem-
edy against the pain of  existence and the 
discomfort of  civilization” (2011, p. 260). 
In this sense, Rue starts using the drug as a 
remedy against the suffering caused by see-

2 A good example of  this cultural inability to deal 
with death is at the beginning of  Lexi’s play, “Our 
Life”, in which we witness the funeral of  Rue’s fa-
ther and the woman who tries to console her by 
saying stupid, trifling things. And, in contrast to this 
pusillanimity, showing the stature of  human desire, 
Lexi quotes C.S. Lewis (“Grief  is like a long valley, 
a winding valley where any bend may reveal a to-
tally new landscape”) and Rainer María Rilke in his 
poem “Let this darkness be a bell tower”.
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ing her father wasting away from cancer and 
carries on using it to free herself  from that 
civilization that she cynically comments on 
in the narration at the beginning of  most 
of  the first season’s episodes. And she also 
uses the drug in another way, which resem-
bles psychosis to the extent that it involves 
“a radical choice to reject the alienation of  
the signifiers of  the Other” (Recalcati, 2011, 
p. 263). It is not wanting to know anything 
about reality, which is merciless and a source 
of  pain, injustice, etc. 

In Rue the two uses would appear com-
bined in search of  a Nirvana that corre-
sponds to the reduction of  life to a minimum, 
not through asceticism, but through a (hypo-
thetically) controlled high. There are several 
scenes in which Rue seems to move in this 
dreamlike pre-Nirvana space that allows her 
to inhabit the world beyond her discomforts. 
She herself, who has already experienced an 
overdose, takes her pulse to see if  she needs 
to take a stimulant before her heart stops –
for example when she meets Elliot, in 2x1, 
although she confesses on several occasions 
that she doesn’t plan on living too long –for 
example in E1 and 2x6.

The first of  the images in the series, Rue’s 
voice speaking of  her happiness in the womb 
and her expulsion into reality by her moth-
er’s merciless cervix, is symbolic of  the long-
ing for primordial narcissism. The first frame 
of  her punk Mohican in the primordial broth 
of  her mother’s womb, with red illuminat-
ing the blackness, is reproduced throughout 
the series in a softer, more psychedelic ver-
sion whenever Rue is high, usually at night, 
in closed environments and where the light 
seems to be between fuchsia and violet. This 
is the world that tries to emulate that of  her 
origin, and that she sometimes shares with 
Jules and Elliot.

However, the series’ portrayal of  the 
world and of  the experience of  drugs is by 
no means complacent but shows us all sides 
of  it. The first season begins after Rue’s first 
overdose, detox, and rehab. She has been 
on the verge of  losing her life and this has 
caused untold suffering for both her mother 
and her little sister, who is just becoming a 
teenager. 

During the first season, Rue relapses and 
tries to stay clean for Jules (1x5), and drugs 
–alcohol, marijuana, ecstasy, benzodiaz-
epines, fentanyl, oxycodone, etc.– become, 
both in Rue’s life and in the lives of  other 
characters, a source of  pain, discomfort, 
violence and even ridicule. Not to mention 
the deaths that occur as a result of  drug traf-
ficking (2x1), of  Faye, a young heroin addict 
who appears in the second season and who 
lives outside of  reality, or the debt that Rue 
incurs with a mobster for a suitcase full of  
drugs (2x3) who is about to turn her into an 
addicted prostitute in exchange for her daily 
shot of  morphine (2x5). 

In this fifth episode of  the second season, 
titled after a collection of  short stories by 
Henry Miller, “Stand Still Like the Humming-
bird”, Rue turns into a wild animal as a result 
of  her consumption. She screams, insults, 
manipulates, lies, and attacks her mother, 
her sister, her girlfriend, and anyone who 
stands between her and drugs. The series 
transforms in that one episode. It seems 
that the colorful designer drug that was 
Euphoria becomes a street drug, and with 
it Rue also transforms, becoming a sweaty, 
miserable drug addict in the style of  Requiem 
for a Dream (Aronofsky, 2000) or Trainspot-
ting (Boyle, 1996). All this head-on flight, 
which only by infinite luck does not end with 
Rue’s life or with her arrested for breaking 
and entering, culminates and is surpassed in 
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the following episode, “A Thousand Little 
Trees of  Blood” (2x6), at the beginning of  
which we witness the very harsh withdrawal 
symptoms that Rue goes through.

Also very interesting is one of  the usual 
settings of  the series, the supermarket of  
Fezco and Ashtray, two stepbrothers who 
were brought up by their hustler grand-
mother who taught them the drugs busi-
ness. There, among sweets, chocolates, and 
soft drinks, in the false bottom of  a fridge, 
they sell –thus weaving neoliberalism with 
the triumph of  the object and with the evap-
oration of  the father– the drugs that allow 
them to pursue their narcissistic path in life. 

As we have already said, during the first 
season, most of  the adults are absent or 
their presence is not at all encouraging. We 
see some examples in Cal, Nate’s father, 
who has relationships with minors who he 
meets in a roadside motel, contacting them 
through an app similar to Tinder; Lexi and 
Cassie’s mother, who the two girls live with 
after their parent’s divorce and who limits 
herself  to drinking white wine and watch-
ing reality TV; Lexi and Cassie’s father, who 
went from being a good-looking, vain guy 
to an opiate addict after a car accident, and 
from there to a drug addict who steals from 
his own house for a fix; Kat’s parents are vir-
tually absent, as are Maddy’s; we also see a 
couple of  adults –both the school principal 
and the roll call man in Narcotics Anony-
mous– whose soundness is more than 
doubtful, since they easily give in to the kids’ 
sexual blackmail, and so on.

During the first season, a certain courage 
is glimpsed in Rue’s mother, who has been 
supporting her two daughters through her 
job and paying her ailing husband’s medical 
bills, although not much time is devoted to 
this. The camera, during the first season, is 

determined to highlight the nihilism of  the 
world in which the American and perhaps 
Western middle class wallows. However, 
from E1 onwards and after Rue’s drug re-
lapse during the first 5 episodes of  the sec-
ond season, in 2x6 Rue’s narration makes 
it clear that in her experience there are 
already testimonies, that there are already 
people who do not allow themselves to be 
reduced to the economic paradigm of  con-
sumption. They are beacons in which shine, 
improbably and weakly, the hope that con-
temporary human beings need.

TESTIMONY AS A  
SHARED PATH

Seeing the portrayal made in the first sea-
son and in most of  the second, the ques-
tion arises as to whether, after the impact 
of  drugs and their nihilism in the life of  Rue 
and generation Z, there is any possibility 
for them. According to Massimo Recalcati, 
jouissance alone is not enough for human 
beings to be satisfied. This leads us to the 
dead end of  the jouissance of  death, of  a 
search for pleasure that, as in Rue’s case, 
leads her on so many occasions to skirt the 
border between life and death. We all need 
our search for pleasure to be limited by 
something impossible. Only through this en-
counter with the impossible does jouissance 
become a human desire, a vocation, a law, 
and can we live beyond immediacy and face 
sacrifice, pain, and suffering.

This impossibility that we need to en-
counter is this finite, fragile, vulnerable 
adult, who somehow attests to something 
in experience that is beyond any attempt at 
explanation, putting himself  as a token of  
the promise he makes to you. Recalcati de-
scribes it thus: 
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a father is not he who holds the last 
word about the meaning of  life and death, 
but rather he who is capable of  carrying the 
word and, consequently, capable of  losing 
the power to have the last word. If  a father 
did not take upon himself  the experience 
of  the impossible that the Law of  the word 
inscribes in the human being, the Law would 
degenerate into a mere authoritarian impo-
sition (2014, pp. 314-321).

However, when Recalcati (2014) talks 
about father, he does not have a patriarchal 
vision in the sense that is so elusive today. 
He enunciates it as an adoptive paternity, 
beyond gender and blood. 

In what follows, we attempt to show a 
moment in the series in which this figure of  
testimony appears (Recalcati, 2014) –or at 
least appeared in the experience of  this au-
thor. We refer to the special episode made 
during the COVID-19 lockdown and star-
ring Rue, “Trouble don’t last always” (E1), 
considered in its entirety –the testimony 
can be a thing like an episode of  the series 
and not a person, according to the Lacanian 
reading–, but also with regard to the afore-
mentioned character of  Ali. In this episode, 
the testimony is received by the viewer in 
two ways –as an episode, and as the char-
acter Ali and his effect on Rue–, while Rue 
receives it only once.

The special on Rue (E1) is set on Christ-
mas Eve, with all the symbolic force that this 
implies. We are in a diner in the middle of  
the night. Rue and Ali meet after Rue’s re-
lapse, who has snorted a joint and called her 
sponsor from Narcotics Anonymous. Both 
internal and external shots of  the premises 
remind the viewer of  the work of  Edward 
Hooper, whose paintings such as “Night-
hawks”, “Automat” or “Chop Suey” serve 

the director to illustrate an encounter be-
tween two solitudes. Hooper’s work is 
painted a second before that encounter, and 
thus becomes an amplifier of  the nostalgia 
for human relationships and the diminished 
sense of  existence in big cities. Sam Levinson 
knows that art speaks those subtler languag-
es that Charles Taylor talks of  in Sources of  
the Self (1989), which is why he uses paint, 
soundtrack and camera to say as much as 
the dialogue and the narrator’s voice.

The conversation in the diner is basically 
a Socratic or maieutic dialogue perfectly cin-
ematically embodied in a continuous shot/
reverse shot in which Ali helps Rue both to 
be honest with herself  and to gain clarity 
about her situation. And he does it in a way 
that is not abstract but concrete. Ali is will-
ing to accompany Rue on the hard road to 
rehabilitation that lies ahead of  her.

We see that throughout the episode Ali 
manages to introduce or redefine various 
ideas in Rue’s soul. He makes her realize 
that she is an addict and that she is hurting 
herself  and everyone around her, especially 
those who love her the most. He makes 
her realize that she alone is not enough to 
change herself, that she needs an ideal great-
er than her own self, that is, that she needs 
to undergo a revolution, not a narcissistic, 
consumerist revolution but a slow, true 
revolution, something that will allow her to 
really change herself, and that she can only 
do it by believing in a superior force that he 
believes to be God, but that she calls poet-
ry, since she has serious difficulties believing 
in God after her father’s death. He shows 
her that she is not what society says she is, 
that is, what she has or what she has done, 
but that she is much more than that, and he 
shows her the existence of  her awareness, 
that she realizes that what she has done is 
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wrong, and that she is therefore above what 
she has done, that she has not lost her dig-
nity. Finally, he shows her the need for and 
real possibility of  forgiveness, that is, that it 
is possible to continue living well after all the 
bad that she has done thanks to the fact that 
she recognizes that she is more than what 
she has done.

With these new concepts, which space 
dictates can only be outlined here briefly, Ali 
accompanies Rue on the road to finding a 
possible new life. Ali becomes a light in the 
dark for Rue, also explaining his addiction 
and the many wrongs he has committed, 
and that, despite the wounds in his life that 
have not yet healed, none of  his mistakes 
managed to diminish him but turned him 
into someone certain enough of  the value 
of  his existence to show it to others, to give 
his time and his life for others. Ali describes 
himself  as “a crack addict who wants to do a 
good deed before he dies” (E1). And it is he 
who makes it clear that it is possible to stop 
using drugs and that life makes sense to live 
it, even if  we cannot make its meaning fully 
available, that is, of  eliminating the mystery.

Ali launches Rue into a search for the 
meaning of  life and becomes a companion 
on the road in a dramatic narrative full of  
boundaries, in a narcissistic, nihilistic culture 
that reduces human beings and that she 
does not want to have anything to do with:

-Because thinking about those questions, 
those ideas, they’re a large part of, uh, 
what makes this life worthwhile. Right? 
That’s what I was talking about earlier. 
You gotta believe in the poetry. The 
value of  two people sitting in a diner 
on Christmas Eve, talking about life, 
addiction, loss. You don’t want to be a 
part of  it, Rue, because you care about 
the big things in life.

-I don’t know if  I care about the big things 
in life.

-Come on now, of  course you do (...) 
You said it earlier. I love talking to you. 
We talk about real shit (…) Like, who 
do you want to be when you leave this 
Earth? (...) How do you want your mom 
and sister to remember you?

(…) (Rue starts crying in dramatic silence.) 

-As someone who tried really hard to be 
someone I couldn’t.

-I have faith in you (he says taking her 
hand) (…)

In a way, the setting, the music, the res-
onance of  the neon lights in the dark, Ze-
ndaya’s performance –which won her two 
Emmys for Best Actress in a Drama Series, 
in 2020 and in 2022– and of  the actor Col-
man Domingo, in short, the aesthetic whole 
of  the episode enables viewers to identify 
that resonance and experience it in parallel, 
making the whole episode also a testimony 
for them.

The final scene is the artistic culmination 
of  this testimony. Ali and Rue leave the diner 
at night, get into Ali’s van, and it starts to 
rain. The vehicle’s headlights come on and 
we realize that Schubert’s “Ave Maria” is 
playing, performed by Labrinth, who com-
posed much of  the series’ soundtrack, in 
this case, though, updating its sounds, which 
are much more metallic and electronic than 
usual. The voice sings in Latin against a post-
modern musical background. It is a perfect 
synthesis of  the Western religious tradition 
recreated and rediscovered today. It echoes 
the words of  Mahler, a composer ahead of  
his time who stated that tradition is not the 
worship of  ashes, but the preservation of  
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fire. It also echoes Goethe’s phrase, in which 
he states: “what you have inherited from the 
fathers, reconquer if  you really want to pos-
sess it” (Recalcati, 2022, p. 48). 

Leaving the diner signifies the beginning 
of  an educational path or journey, in which 
the adult cannot replace the adolescent but 
can only accompany him/her, in which the 
adult has to step aside sufficiently to allow 
the adolescent to start their journey in or-
der to inherit because the child must be 
prevented from becoming a prisoner of  the 
father’s desire. Rue returns to a real-world 
slightly changed. As Ali told her during their 
conversation, true revolutions take time and 
effort and begin with a dramatic change.

The lyrics to “Ave Maria” continue to play 
as Ali’s truck slowly pulls out of  the car park 
and onto the road. The windshield wipers 
continue moving, adding a steady rhythm 
to the scene and to Labrinth’s song. The 
camera zooms in on Rue’s face, filming it 
through the windshield and the heavy rain. 
The van stops, perhaps waiting for the rain 
to stop for a while, and continues to linger 
in the blurry foreground. The effects of  the 
drug can still be seen in Rue’s pupils; she is 
someone whose identity remains to be de-
termined. If  we follow the lyrics, however, 
we realize that they are full of  grace. She 
carries within the heart of  her experience 
something that she did not have before. She 
has discovered that she is not the evil she 
has committed, but rather a good gift. She 
has discovered that it is possible to aspire to 
happiness, even if, as Ali told her, these are 
bad times for hope. If  she has discovered 
that the impossible is made flesh in Ali, why 
can’t that also be true for her? 

The camera lingers on Rue’s expression-
less face, her eyes lost, transformed by the 
reflections of  the traffic lights, by the rain, 

and by the rhythmic movement of  the wip-
ers. As the song ends, just before the show’s 
name appears in small silver type, that entire 
expressionist painting of  Rue’s face seems 
to turn into a maroon heart, pulsing to the 
steady rhythm of  the relentless windshield 
wiper blades. Life has awakened: the beat-
ing of  that new heart is proof  of  it: christ-
mas eve has become that Christmas Eve. 
The new good has entered the history of  
the world so that Rue can make way for her 
gradual transformation. We will see in the 
second season how she relapses, but we will 
also see that when the angel left Mary after 
the Annunciation, he did not leave her com-
pletely alone, but that she already had a new 
humanity beating in her womb. In the same 
way, that horizon of  hope opened up for the 
biblical story, so does one for Rue and her 
generation.
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