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PREDMLUVA

Vazeni pratelé,
po deldi prestavce se k Vam dostava jiz Sesty dil pfednasek o scendristice, které kancelar Kreativni Evropa vydava pod ndzvem
Cesty ke scénari.

Cesty ke scénari vydavame uz od roku 2006 - zacaly vznikat jako vedlejsi produkt masterclasst a seminary, které nase kancelar
porddala spole¢né s riznymi vzdélavacimi programy pro filmové profesiondly, a postupné se z nich stal jeden z nasich tradi¢nich
projekt(.

Dosavadni publikace byly zaméreny predevsim na scenaristiku filmovou. Tentokrat jsme se rozhodli zaméfit se na televiz,
konkrétné na seridlovou tvorbu. Snazime se tak respektovat trend, kdy televize nabizi kvalitni pribéhy s vysokou produkénf
hodnotou, které stejné jako film maji tu moc divdka hluboce zasahnout a zprostredkovat mu emoce, i identifikaci s postavami.

Publikaci jsme opét pripravili ve spolupraci se vzdélavacimi programy MIDPOINT a Serial Eyes . Oba tyto vzdélavaci programy jsou
spolufinancovany programem Kreativni Eviopa — MEDIA a nabizeji filmovym profesionaléim kvalitni vzdélavani v oblasti televizni
i filmové tvorby:. Serial Eyes je viibec prvnim evropskym programem zameérenym na praci ve writers’ room.

Text Benjamina Harrise, vedouciho vzdélavaciho programu Serial Eyes, se zabyva raznymi formaty televiznich seridld, jako je
antologie, minisérie, kontinualni seridl, jejich hlavnimi charakteristikami i scendristickymi postupy, které jsou pro né typické.

| pres soucasny boom hrané seridlové tvorby nenajdeme zatim ani u nas, ani v zahranici prilis teoretickych Uvah na toto téma, jsem
proto rada, Zze miZeme jeden z téchto textd prinést nasim profesionalim. Doufam, Ze i tak prispé&jeme k dalsi kvalitni tvorbé
a/nebo jeji reflexi.

Daniela Stanikova
Kancelar Kreativni Evropa — MEDIA

Praha, 6. dubna 2017



FOREWORD

Dear Friends,

After a long pause, the Creative Europe Desk comes to you with the sixth session of lectures on scriptwriting published under the
title Journeys to the Script.

We have been publishing the Journeys to the Script since 2006. It originated as a by-product of masterclasses and seminars held
by the Creative Europe Desk together with a range of training programmes for film professionals. Gradually, it has become one of
our traditional projects.

The existing publications have focused primarily on the scriptwriting for film. This time we decided to focus on scriptwriting for
television, in particular on the series production. We pursue the trend of TV offering high-quality stories with a high production
value which have, likewise the films, a profound impact bringing about both emotions and identification with the characters.

As in the past, we have again prepared the publication in cooperation with the training programmes MIDPOINT and Serial Eyes.
Both of these training programmes are co-financed by the Creative Europe — MEDIA programme and offer film professionals
high-quality education in the field of television and film production. Serial Eyes is the very first European programme oriented
towards the work in the writers’ room.

The text by Benjamin Harris, Head of Programme for Serial Eyes, deals with various formats of television series, such as anthology,
mini-series and continuing series, their chief characteristics and quintessential scriptwriting procedures. In spite of the current
boom of fiction series, theoretical analyses of this phenomenon are quite rare both in the Czech Republic and abroad; therefore,
I am pleased that we can provide one of these papers to our professionals. | hope we will contribute to a further improvement of
scripts and/or reflection on them.

Daniela Stanikova
Creative Europe Desk — MEDIA

Prague, 6 April 2017



DNA TELEVIZNiCH SERIALU

DNA televiznich seriala:
Zmapovani kontinualnich serialu,
antologii a minisérii

BENJAMIN HARRIS

Jednani prvni: Uméni Big Macu

V mnoha zemich po celém svété zaZivame vzestup narativnich hranych televiznich seridld, netyka se to jen jejich poctu, ale

i kvality. Seridly jako Pernikovy tata (Breaking Bad, AMC, 2008-2013),' Hra o triny (Game of Thrones, HBO, 2011 — soucasnost),
Zlocin (Forbrydelsen/The Killing, DR, 2007-2012) a Most (Bron/The Bridge, SVT/DR, 2011 — souc¢asnost) a mnohé dalsi potésily
jak kritiky, tak publikum a ziskaly mnoZstvi fanousk i za hranicemi zemi, kde vznikly. Uzndvané vzdélavaci instituce a tradi¢ni
basty uméleckych filmovych studii, jako je prazska FAMU, berlinska DFFB a pafizska La Fémis, pfipravily kurzy ,psani pro
televizi”. Privsi pozornosti, kterd se tomuto tématu vénuje, mize tedy nasledujici otdzka vyznit ponékud vykonstruované: Co
je vlastné podstatou dramatického televizniho seridlu?

Nicméné pravé tato otdzka mé napadla, kdyZ jsem byl pozadan, abych prednasel o rozdilech mezi kontinudlnimi seridly,
minisériemi a seridlovymi antologiemi na setkani scendristy organizovaném FAMU v rédmci programu MIDPOINT TV Launch
v listopadu 2016. Znal jsem dramaturgickou praci na kontinuélnich seridlech, jako je napr. Pernikovy tata. Nemél jsem

vSak ponéti, jak zobecnit dramaturgickou strukturu minisérii, natoz antologii. Na toto téma jsem toho mnoho nenasel

ani v knihach pojednadvajicich o televizni dramatické tvorbé, které jsem prostudoval. U kontinuélniho seridlu, jak uz ndzev
naznacuje, se ocekav, Ze bude bézet po velmi dlouhou dobu. Déjové linie a postavy se objevuji po nékolik sezon. Oproti
tomu u minisérii se déj na konci sezény uzavie. Dramaticka zapletka se vyresi a postavy odjizdéji do zapadu slunce. Antologie
jako napr. American Horror Story (FX, 2011 — soucasnost) také skonci. Dokonce nékdy na konci sezony nechaji zabit hlavni
postavy, takZe zcela jasné nezlstane zadny prostor pro to, aby déjové linie pokracovaly. Ale pak se seridl zase vrati — jako
zombie v seridlu American Horror Story. Jak pak tedy mdZeme hovofit o seriédlu jako sjednocujicim pojmu?

Fransiza ztélesnuje jednu zdsadu, kterd se da vztahnout také na televizni seridly,
atou je konzistentnost. Kazdy dil televizniho seridlu musi obsahovat urcité prvky,
které ho charakterizuji jako rovnocennou soucast velkého celku.

William Rabkin vysvétluje specifi¢nost televiznich seridld prirovnanim k fastfoodovym restauracim.? V americkém televiznim
odvétvi neni Rabkinovo srovnani ojedinélé. Televize jako uméni je zaloZena na podobnosti s jednim z nejkomer¢néjsich typl
podnikdnf: systému fransizy. Je to proto, Ze fransiza ztélesruje jednu zdsadu, ktera se da vztahnout také na televizni seridly,
atou je konzistentnost. Kazdy dil televizniho seridlu musi obsahovat urcité prvky, které ho charakterizuji jako rovnocennou
soucast velkého celku. Rabkin se oviem vénuje pouze dramaturgii, ja tvrdim, Ze televizni fransiza musi byt rozpoznatelna

ve tfech kategoriich: stylu vypravéni pribéhu, stylu produkce a pozici na trhu.

Tato stat je prvnim pokusem o zformulovani teorie tvorby televiznich seridld, kterd se méZe hodit mladym scenaristiim

a producentdim. Omezuji se na dramatické seridly, jejichZ dily trvaji priblizné hodinu, nebudu pojednévat o komediich

s tficetiminutovymi epizodami, ty vyZaduji zvldstni rozbor. Budu se zabyvat seridly ze Spojenych stétl, protoZe ty zndm
nejlépe. Vychazito iz plvodniho zaméru master class ur¢ené mladym scendristiim z Evropy, jejichZ lingua franca byly v zasadé
americké dramatické serialy. Doufam vsak, Ze tento ¢lanek oslovi i Sirsi publikum milovnikd dramatické televizni tvorby, at uz
se jednd o tvirce nebo divaky.



Jednani druhé: Format kontinualnich serialt

Co mé spole¢ného McDonald a seridl Pernikovy téta? Kazda restaurace retézce McDonald vykazuje stejné rysy jako jiné
restaurace této fransizy. Nabizi stejnd jidla, napr Big Mac a Chicken McNuggets, ma stejny barevny design interiéry, stejného
trochu désivého klauna, ktery hlida détsky koutek, a stejné zlaté oblouky zarici na bezmési¢né obloze. Televizni fransiza obsahuje
vsechny prvky, diky kterym je jeden dil soucasti specifického serialu. Kdyz za¢neme u stylu vypravéni piibéhu, mazeme urcit
prvky, které televizni scendristé velmi dobre znaji: Zanr, prostredi, téma, zapletky a postavy. Kontinuélni seridly mizeme obecné
rozdélit do dvou skupin: proceduralini seridly a seridly na pokracovani. Procedurélni seridly obvykle tyden co tyden zobrazuji
zékladni postavy v epizodickych pribézich s uzavienym koncem, vétsinou se jednd o vysetrovatele, prévniky nebo Iékare.

V televiznim oboru se tento formét ¢asto nazyva piipad tydne (,case-of-the-week”). Oblibenym prostredim proceduralnich
seridli tedy byvaji pracovisté, kde k takovym pripadtim dochazi: policejni okrsky (Kriminalka Las Vegas — CSI, CBS, 2000 — 2015),
nemocnice (Chirurgové — Grey’s Anatomy, ABC, 2005 — soucasnost) a advokatni kancelare (Dobrd manzelka — The Good Wife,
CBS, 2009 — 2016).

Serialy na pokrac¢ovani se vénuji spolecenskeé strukture urcité komunity, proceduralni se spise
venuji moralnimu a etickému rfadu ve spolecnosti jako takové. Cilem proceduralnich seriald
je vzdy obnovit fad: vyreseni pripadu znamena obnoveni rovnovahy celého systému.

Na druhé strané seridly na pokracovani charakterizuji serializované déjové linie s otevienym koncem, které presahuji nékolik
dil, nékdy i nékolik sezoén. Prikladem maze byt Hra o triny, Domek z karet (House of Cards, Netflix, 2013 — soucasnost)

a Prolhané krasky (Pretty Little Liars, ABC Family, 2010 — 2017). Vétsina seridld tohoto typu vyuzivd k oZiveni déje jednotlivych
dild tzv. problém tydne (,problem-of-the-week”). Tento problém je viak relevantnijen do té miry, do jaké ma vliv na vztahy
mezi postavami. Tyto seridly zkoumaji spole¢enskou strukturu urcité komunity. Struktura pribéhu je utvarena podle dynamiky
vztahl. To Ize vyjadrit velmi primocare jako ,kdo ma moc nad kym”, jako je tomu v krutych bitvach mezi val¢icimi stranami

ve Hre o triny nebo v podlych politickych machinacich v Domku z karet. Nebo to Ize vyjadrit spise pomoci emoci jako ,kdo
koho miluje”, jako je tomu v rodinné soap opere To jsme my (This is Us, NBC, 2016 — souc¢asnost).

Konkrétni pripad tydne nebo problém tydne sice mize fidit d&j urcitého dily, ale jestli se ve scénarfi tento konkrétni pripad
skutecné objevi, zélezi na hlavnim tématu seridlu. Téma si klade hluboko zakorfenéné mordlni otdzky o svété, ve kterém
Zijemne, a funguje jako argument, o kterém se znovu a znovu kazdy tyden v jednotlivych dilech diskutuje. Kazdy proceduralni
pripad nabizi novou variaci argumentu a nuti hlavni postavy, aby v této nekonecné debaté zaujaly (¢asto protikladné) postoje.
Serialy na pokracovani se vénuji spolecenské strukture urcité komunity, proceduralni se spise vénuji moralnimu a etickému
radu ve spolec¢nosti jako takové. Cilem procedurélnich seridl je vzdy obnovit fad: vyreseni pripadu znamend obnovenf
rovnovahy celého systému. Jednd se ovsem o Pyrrhovo vitézstvi, protoze po dalsi prestavce na reklamu bude nasledovat dalsi
vrazda.

Sezénni format kontinualnich seridld ma otevieny konec. Nékteré déjové linie se sice na konci sezdny uzaviou, ale Ustredni
dramaticka zapletka, kterd je hnaci silou seridlu, zOstava nevyredend. Ustfedn( dramatickou zapletkou je narativni otazka
polozena v pilotnim dile, ktera spusti déniv serialu. V seridlu Ztraceni (Lost, ABC, 2004 — 2010) je poloZena narativni otdzka:
Zachrani se prezivsi cestujici, ktefi uvizli na ostrové? Pokud Ize tuto zapletku vyresit v rdmci jedné sezdny, hovorime o strukture
minisérie (nebo antologie). Pokud viak zUstava zapletka nefesitelnd, jednd se o kontinualni seridl. Tvlrci seridlu Ztraceni se
potykali s problémem, jak zajistit, aby byl pobyt preZivsich na ostrové zajimavy pro divdky. Postaveni tabora a ¢ekani na lod,
kterd je zachrani, by nemohlo poradu zajistit kazdy tyden tak velkou sledovanost. Proto vytvofili hnaci motor pribéhu jako
zdroj nového materidlu v jednotlivych tydnech tak, ze komunitu prezivsich rozdélili na dvé soupefici skupiny a nechali je, aby
spolu bojovali (a také s dalsimi tajemnymi obyvateli ostrova).



DNA TELEVIZNiCH SERIALU

Obecné rozliSujeme tfi typy Ustredni dramatické zapletky: zpletku zaloZenou na prostfedi, na postavach a na nameétu.

V pfipadé zépletky zaloZzené na prostredi je zdrojem napéti specidlni prostredi, ve kterém se serial odehrdva. Neni zadnym
prekvapenim, Ze zapletky vétsiny procedurélnich seridll jsou zaloZzené pravé na prostredi. V téchto seridlech vétsinou Ucinkuje
skupina postav a kazda z nich predstavuje urcity typ odpovédi na pripad tydne. Jejich rozdilné osobnosti mohou zpUsobit
spory mezi postavami. Avsak tyto spory jsou vétsinou podruZzné oproti zapletce, kterd se rozvine jako reakce na pfipad tydne,
a maji pouze dokreslit tematické okruhy serialu.

Oproti tomu seridly zaloZzené na postavach uprednostiiuji konflikty mezi postavami. Hlavni zépletku seridlu utvareji nesourodé
osobnosti hlavnich postav a jejich protichiidné cile. KaZzda postava musi mit velice specifické vnéjsi i vnitini cile (touhy

a potreby), které nelze skloubit s cili ostatnich postav. Nékdy se mize ta nejkontroverznéjsi zapletka odehravat uvniti psychiky
jedné postavy: Dexter (Showtime, 2006 — 2013) predstavuje kompulzivniho sériového vraha v rozporu s viastnimi instinkty.

Z Dextera vsak nedéla kontinualni seridl konflikt mezi Dr. Jekyllem a panem Hydem v jeho osobnosti, ale to, Ze je tento
konflikt ve své podstaté nefesitelny. V kontinualnich seridlech maze mit hlavni postava silnou emodni potrebu, kterd ji
neustdle k né¢emu nuti a kterd nebude nikdy plné uspokojena. Postava je ve stavu trvalé nespokojenosti, protoZe uspokojent
by znamenalo uzavreni — a tedy konec seridlu. Oproti tomu v hraném filmu s klasickou strukturou jde hlavni postava po

tzv. oblouku postavy, cesté sebepoznani, kterd ji umoZzriuje néco se o sobé naucit, uvédomit si chybu a napravit ji. To
neznamens, ze by se postavy v televiznim seridlu nic nenaucily nebo nic¢eho nedosahly. Alicia Florrickova v Dobré manzelce
ziska v pribéhu seridlu sebevédomi a zkusenosti jako pravnicka. Ale kvili loajalité viici proradnému manZelovi a touze po lasce
neustale déla chyby.

Samozfejmé existuji i strhujici hybridy, které vyZivaji zépletku zaloZenou jak na prostredi, tak na postavach. Skandal (Scandal)
zasazuje skupinu nesourodych postav, které bojuji 0 moc a vztahy, do vysoce konfliktniho prostredi (Washington a Bily dGm).
V nékterych seridlech déjové linie zalozené na postavach docasné prevézi nad ddlezitosti zapletky zalozené na prostredi.
Napfiklad v seridlu Chirurgové jsou mnohé déjové linie zaloZené na postavach uprednostnény pred lékarskymi pripady.

Seridl se zapletkou zaloZenou na ndmétu predstavuje scéndr ,co by bylo, kdyby” a postavy uvadi do mimoradné situace, kterd
jim zméni Zivot, spise nez aby se odehraval v konkrétnim prostredi. Nejvyraznéjsim prikladem jsou Ztraceni a po néjakou
dobu nésledovaly podobné seridly, byt s kratkou Zivotnosti, které mély specifické sci-fi nebo fantasy prostredi: Jericho (CBS,
2006 —2008), Za rozbresku (Day Break, CBS, 2006 — a 2007), Vzpominka na budoucnost (Flashforward, ABC, 2009 — 2010),
Ud3lost (The Event, NBC, 2010 — 201), Revoluce (Revolution, NBC, 2012 — 2014). Postavy typicky zaziji v pilotnim dilu néjakou
velkolepou nec¢ekanou udalost a nasledkéim museji Celit po zbytek seridlu. Z udalosti se ¢asto vyklube konspirace, coz
nastartuje thriller, kdy hlavni postavy hledaji odpovédi na otazky. Seridly zaloZené na ndmétové zapletce zazivaji v posledni
dobé comeback, protoZe televizni stanice hledaji chytlava tématas, kterd by zazarila ve vsednodenni Sedi. Nékteré okazalé
scénare typu ,co by bylo, kdyby” stale jesté mohou hrat na strunu konspira¢nich teorii jako napr. Quantico (ABC,

2015 — soucasnost), Odstrelovac (Shooter, USA, 2016 — soucasnost) nebo Designated Survivor (ABC, 2016 — soucasnost).
Ale nékdy se i v seridlech se silnym nameétem rozehravaji zapletky zaloZené na postavach v rémci komunity a nepratelského
prostredi, jako napft. v seridlu Zivi mrtvi (The Walking Dead, AMC, 2010 — sou¢asnost).

V kontinualnich seridlech mdze mit hlavni postava silnou emocni potrebu, kterd ji neustéle
k néc¢emu nuti a kterd nebude nikdy pIné uspokojena. Postava je ve stavu trvalé nespokojenosti,
protoze uspokojeni by znamenalo uzavreni — a tedy konec seridlu.

Posledni novinkou v oblasti seridl( zalozenych na ndmétové zapletce jsou adaptace komiks(, kdy se neobvyklé postavy
dostavaji do bézného (nebo téemér bézného) svéta. Jedna se mimo jiné o seridly Arrow (The CW, 2012 — soucasnost), Blesk
(The Flash, The CW, 2014 — soucasnost), Jessica Jones (Netflix, 2015 — soucasnost) a VI¢/ mlddé (Teen Wolf, MTV, 2011 —
soucasnost). Prostredi, ve kterych se odehravaji pribéhy téchto tzv. Zanrovych seridld, se fidi zvldstnimi pravidly stanovenymi
na zakladé konvenci toho kterého Zanru. Proceduralni prvek se vétsinou objevuje jako nadpfirozeny ,padouch tydne”
(baddie-of-the-week), ktery zpochybni ,pravidla svéta’, a hrdina seridlu se musi pokusit o jejich obnoveni. Sezonni pribéh

a pfibéhové oblouky postav vétsinou vedou k odhalovani novych vrstev mytologie: hrdina objevi ptivod své moci nebo nové
tajemstvi svéta pribéhu. Tento objev obvykle vede k novému zpochybrovani stavajiciho fadu.



Po tomto shrnuti technik vypraveéni pribéhu bychom se nyni méli podivat na to, jak jsou prvky pribéhu zobrazeny na obrazovce.

Produk¢ni styl zahrnuje obsazeni roli, navrh scény a kostym, styl kamery, stfih a hudbu. Postavy hraji herci, ktefi jsou poté ¢asto

se seridlem Uzce spojovani. Napriklad Larry Hagman byl tak propojen s postavou J.R. Ewinga v seridlu Dallas (CBS, 1978 — 1991), Ze
se v obnovené verzi (TNT, 2012 — 2014) vratil jako jedna z vedlejsich postav (a tim vlastné ukrad| slavu mladsim hvézdam).

V Dallasu se samozrejmé také objevuje typické prostfedi a scéna, a to ranc Southfork. Stejné typickeé je také prostredi Bilého
domu v seridlu Zdpadni kridlo (The West Wing, NBC, 1999 — 2006), vytvorené v ateliéru. Podobné k jedine¢nému charakteru
fransiz, jako je Kriminalka New York (CSI: New York, CBS, 2004 — 2013) a Kriminalka Miami (CSI: Miami, CBS, 2002 — 2012),
prispivd prostredi téchto mést.

Tyto seridly se také vyznacuji specifickym stylem kamery. Modrosedé tény v Krimindlce New York, zlutooranzové v Kriminélce
Miami — barevna schémata v kazdé fransize jsou tak typicka, Ze uz z barvy obrazu pozndme, jaky seridl sledujeme.

Jiz od dob, kdy serial Miami Vice (NBC, 1984 — 1990), plivodné prezentovany jako ,MTV Cops”, pfines| rychlé prostfihy, se
hudby, staci se podivat na Gvodni titulky remaku Hawai 5—0 (Hawaii Five-0, CBS, 2010 — soucasnost), abychom pochopili, jak
duleZitou Ulohu hraje v televizni fransize hudba, pfedevsim snadno rozpoznatelna vodni pisen.

Tyto porady se také vyznacuji specifickym stylem kamery. Modrosedé tony v Kriminadlce New York,
Zlutooranzové v Krimindlce Miami — barevna schémata v kazdé fansize jsou tak typicks,
Ze uz z barvy obrazu pozname, jaky seridl sledujeme.

Velice ddlezitym prostfedkem k identifikaci seridlu a jeho ,znacky” jsou také Uvodni titulky. V seridlu Zékon a porddek

(Law & Order, NBC, 1990 — 2010) se na ¢erné obrazovce objevi ndzev seridlu v typickém grafickém provedeni a muzsky hlas
mimo obraz uvozuje narativni zapletku: v kazdém dilu se objevuje novy zlocin, vétsinou zaloZeny na aktuélnich novinovych
titulcich, a je vypravén ze dvou Uhll pohledu, policejniho vysetfovani a Zaloby u soudu. Ze seridlu Zdkon a poradek vzniklo
mnoho odnoZi, kdy se tato koncepce dostala do jinych prostfedf: Zékon a porddek: Utvar pro zvidstni obéti (L&O: Special
Victims Unit, NBC, 1999 —soucasnost), Zékon a poradek: Zlocinné umysly (L&O: Criminal Intent, NBC, 2001 — 2011), Zakon

a poradek: Porota (L&O: Trial by Jury, NBC, 2005 — 2006), Zakon a poradek: Los Angeles (L&O: LA, NBC 2010 — 2011). Ve vsech
fransizach seridlu Zakon a porddek je Gvodni sekvence témér stejnd, hlas mimo obraz vzdy patfi stejnému herci, a vytvari tak
pocit jednoty. V téchto fransizach se také objevuji stejné postavy a prostredi, které vytvéreji sdileny prostor pribéhu.

Konecné, sprévné zvolend pozice na trhu umoziuje televiznimu seridlu byt vidén divaky. To zahrnuje planovani programu
na urcité stanici, tzn. ¢as vysilani a marketing. Tyto prvky rozsifuji pojeti fransizy i mimo samotny televizni text a vytvareji
rozpoznavaci faktor ve svété televizniho divaka. Dokonce bych fekl, Ze tyto prvky délaji z fransizy soudrZzny a konzistentni
celek v kolektivnim védomi divakd, kritikd a televiznich profesiondld. V linedrnim pojeti televize se seridly tradi¢né vysilaji
jednou tydné. Urceny ¢as vysilani vytvari u pravidelného divaka zvyk. Divaci ve Spojenych statech si zvykli sledovat seridly
Chirurgové (ABC, 2005 — soucasnost) a Skandal (ABC, 2012 — soucasnost) ve Ctvrtek vecer, nejlépe se sklenkou ¢erveného
vina. Predplacené VoD sluzby jako Netflix a Amazon Prime nyni umoznuji divakiim sledovat seridly kdykoli. Mnohé televizni
stanice ndsleduji jejich priklad a zpristupriuji své seridly prostifednictvim webowvych stranek a aplikaci. Disledkem toho se v

predmétem dalsiho zkoumani.

Od konce 90. let 20. stoleti propaguje televizni kandl HBO své serialy na billboardech na verejnych mistech. V téchto
kampanich se vétsinou objevuje typicka grafickd podoba kazdého titulu, coz je strategie zndma z marketingu filmd. Napfiklad
Hra o trdny (HBO, 2011 — soucasnost) ma natolik typickou grafickou podobu, Ze se u propagace 2. fady na nékterych
billboardech uz ani neobjevil ndzev. Pouziti sloganu ,Valka prichazi“ v typické grafice Hry o triny bylo dostacujici, aby
upozornilo fanousky na datum nadchazejici premiéry.®

Kromé billboardové kampané stanice HBO kazdému novému seridlu pravidelné déla jeho viastni vizualni ,obchodni znacku”.
Tento typ vizudlniho brandingu umoZnuje pretvorit televizni fransizu ve znacku jako takovou a rozsifit jeji dopad i do dalSich
oblasti, napr. na spotrebitelské vyrobky. V této oblasti byla velmi agresivni Hra o triny, kdy se nabizela Siroka skala licencovanych
vyrobkd od plastovych hracek, spolec¢enskych her a videoher, az po madni doplitky, parfémy, pivo a exkurze pro turisty*
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Tak daleko od pGvodniho textu se odvazi jen malo televiznich fransiz. To je pravdépodobné dobrd zprava pro vétsinu
televiznich scenarist(, protoZe plvodnim motivemn pro zvoleni tohoto povolanijisté nebyla touha psat postavy tak, aby
se podle nich mohly vyrabét plastoveé hracky. Ale priklad Hry o triny je poucny v tom, jak divaci konkrétni televizni seridl
rozpoznaji a mohou se s nim identifikovat na rGznych platformach.

Jednani tfeti: Format minisérie

Na rozdil od kontinualniho seridlu, ktery neustale rozsifuje svét svého pribéhu a miZe pridavat nove déjove linie, které
nebudou nikdy uzavreny, se minisérie drzi pevné uvnitr hranic svého svéta. Jako priklad z posledni doby poslouzi Vojna a mir
(War and Peace, BBC, 2016), Noc¢ni recepcni (The Night Manager, BBC, 2016), Kennedyové (The Kennedys, History, 2011) nebo
pGvodni Domek z karet (House of Cards, BBC, 1995). Shodou nahod jsou tyto pfiklady adaptacemi romant nebo vyznamnych
biografil. Timto zplsobem urcuje zdrojovy materidl narativni hranice adaptovaného materidlu. Neexistuje zddné pokracovani
Vojny a miru, které by odlvodnilo pokracovani seridlu v dalsi sezoné. Takova omezeni se vsak zmirni, pokud adaptace

od zac¢atku naklada s materidlem predlohy volnéji. Americka adaptace seridlu Domek z karet (House of Cards, Netflix,

2013 — soucasnost) nejenze presunula dgjisté z Westminsteru do Washingtonu, ale takeé vyrazné rozsirila svét pribéhu, ¢imz
seridl v podstaté promeénila v kontinuélni serial.

Minisérie se fidi zdsadou ,oblouku pribéhu” spise nez ,hnaciho motoru pribéhu”. Oblouk pribéhu ma zacatek, stred a konec.
Na narativni otdzku, kterd je polozena na zacatku, se na konci dostane definitivni odpovédi. Kazda déjova linie dospéje

k zavéru, kazda (narativni) otdzka bude zodpovézena. S touto predstavou definitivniho konce se minisérie nejvice blizi
dramaturgii hraného filmu. Hlavni postavy, které zacinaly s jasnou citovou potiebou, dojdou na konci své cesty jejiho naplnéni.
Morélni, pripadné spolec¢ensky rad je obnoven. V seridlu Nocni recepcni se byvaly hotelovy recepéni Jonathan Pine infiltruje
do tésné blizkosti obchodnika se zbranémi Richarda Ropera, aby pomstil vrazdu své pritelkyné. Pribéh nastavi jednoduchou
narativni otazku: Dostane Pine Ropera a pomsti se mu? Cely déj se toci kolem této osy, protoZe Pine a Roper hraji az

do posledni epizody, kdy je Roper zat¢en, komplikovanou hru na koc¢ku a mys. Posledni obraz ukazuje spokojeného Pina, zcela
ve stfedu obrazy, jak stoji pred tymz hotelem, kde jeho cesta zacala. Pribéh se vratil na zacatek.

Minisérie se ridi zasadou ,oblouku pribéhu” spise nez ,hnaciho motoru pribéhu”
Na narativni otazku, kterd je poloZena na zacatku, se na konci dostane definitivni odpovédi.
S touto predstavou definitivniho konce se minisérie nejvice blizi dramaturgii hraného filmu.

Presto se minisérie od filma lisi ifi a rozsahem svého vypravéni. Film se obvykle toci kolem jediného protagonisty,
prostiednictvim néhoZ publikum zaZije pribéh a jehoZ citové potreba v sobé nese hlavni témata filmu. Klasicka struktura
celovecerniho filmu o tfech jednanich uprednostriuje aristotelskou jednotu mista, ¢asu a déje. Oproti tomu minisérie ¢asto
zobrazuje déj v mnohem vétsim rozsahu, ktery umoznuje rozklenout vypravéni pres vétsi zemépisné vzdalenosti a ¢asova
obdobi. Ustfedni dramatickd zapletka se m0Ze rozehrat mezi vice d&jovymi liniemi s v&tsim poctem protagonistll. Ve Vojnd

a miru sledujeme pribéh Pierra Bezuchova, jeho pritele Andreje Bolkonského a Zeny, kterou oba miluji, Natasi Rostovove.
Presto po velkou ¢ast seridlu vsichni tri pratelé Ziji oddélené Zivoty, bojuji ve vélce, vstupuji do manzelstvi, rozvadéji se a souzi
se pro sebe navzajem. Jejich pribéh je protkan pribéhy jejich rodinnych prislusnikl a pratel. Pierre a Natasa se daji dohromady
az v posledni epizodé, kdy se po témeér deseti letech vélky mohou konecné usadit a Zit v klidu a miru uprostred své Sirsi rodiny.
Ani jedna postava neni stejna jako predtim, jejich zkusenosti je hluboce zménily. Na konci se pribéh uzavira tim, Ze jejich citové
potreby jsou uspokojeny. Pribéh konci. Jak by se viibec mohl vratit v dalsi sezoné?



Jednani étvrté: Format antologie

Formét antologie je témér stejné stary jako televize sama. Seridl Kraft Television Theatre (NBC, 1947-1958) se sklddal z hodinovych dild
s uzavrenym koncem realizovanych jako divadelni predstaventi v televiznim studiu. Jediné pojitko, které se tyden co tyden objevovalo
v jednotlivych epizodach, bylo jméno sponzora v nazvu seridlu. Nicméné vétsina lidi bude lépe znat seridly The Twilight Zone (CBS,
1959-1964) a Pribéhy Alfreda Hitchcocka (Alfred Hitchcock Presents, CBS, 1955—60, 1962—64; NBC, 1960—62, 1964—65). Podobné jako
v pripadé Kraft Television Theatre byla kazdotydenni epizoda samostatnou produkci bez opakujicich se postav ¢i déjovych linii. Pocit
kontinuity dodal zanr (drama, thrillery a mystéria v pripadé Pribéhd Alfreda Hitchcocka a sci-fi, fantasy a horor v pripadé The Twilight
Zone), ale iv ramci téchto zanrd existovaly rlizné variace ténu a stylu. Mnohem duleZitéjsi byl pocit ,autorského hlasu”, ktery dodali
hostitelé (a vykonni producenti) obou serialt, tedy Alfred Hitchcock a Rod Serling. Zejména Hitchcockovy jizlivé vody stejné jako
Uvodni sekvence s kresbou Alfreda Hitchcocka zanechaly nesmazatelnou stopu v popularnf kulture.

Ryan Murphy, showrunner seridlu American Horror Story uved|, Zze ,kazda sezéna je do zna¢né miry
svym vlastnim pribéhem, ktery ma vlastni zacatek, stred a konec”, ale ,vSechny maji prolinajici se
mytologii” A tak se navzdory strukture miniserialu jednotlivé rady odvijeji v rémci stejného pribéhu.

Koncept antologie zaznamenal v poslednich letech vyrazné oZiveni se tremi seridly: American Horror Story (FX, 201 —
soucasnost), Temny pripad (True Detective, HBO, 2014—2015) a Fargo (FX, 2014 — soucasnost). Nicméné na rozdil od svych
predchidcd tyto tfi seridly maji déj na pokracovani a opakujici se postavy, které se objevuji po celou sezénu. Proto by nemélo
byt prekvapenim, Ze si antologie privlastiuje dramaturgii minisérie. Najdeme zde nékolik sezénnich pribéhovych obloukd se
zdpletkami, které jsou zalozené bud na ndmétu, nebo na prostredi, a nékolik protagonist prochazejicich prislusnym vyvojem
postavy (i kdyz nékteri z nich skon¢i mrtvi). Ale jak mGZe seridl pokracovat, kdy?Z se hlavni zapletky na konci kazdé sezony rozuzli?

Seridl musi vzbuzovat dojem konzistentnosti, ¢ehoZz dosahuje uplatnénim celého rejstriku konceptu fransizy. Zaprvé, co se
tyce stylu vypravéni, moderni seridlova antologie se inspirovala klasickou antologii a klade dtraz na zanr. Vdechny tfi fransizy
jsou vysoce stylizované, zaroven vsak zanrové konvence vyuzivajl charakteristickym zplsobem. American Horror Story
vyuziva goticky horor, ale obohacuje ho o provokativni, sexualné podbarvené situace a obrazy; Fargo spoléhé na absurdni
rozpor explicitné zobrazeného nésili v mafidnském stylu ve zdanlivé neskodném prostfedi malomésta a Temny pripad dava
ve stylu noir prostor Zivotem unavenym detektivim, na které dopada stin minulosti. D] se vsak odehravé v louisianskych
mokrinach, nikoli v dZzungli velkomeésta. Ve druhé sezoné viak kupodivu tento seridl premistil d&j do béznéjsiho terénu
tohoto zanru, a to dZzungle velkomésta v jizni Kalifornii. Nahradil strukturu tymu dvou protikladnych detektivd tfemi hlavnimi
postavami a Uplné se vzdal rozvijeni pribéhu ve vice ¢asovych osach. Névrat zanru ke konvenénéjsimu formatu byl mozna
dvodem, pro¢ nékteri kritici zhodnotili druhou fadu jako ,fadnéjsi“ nez prvni.?

Zadruhé, skute¢nost, Ze déjova linie skonci, neznamena, Ze mezi jednotlivymi fadami nemGze byt jiné narativni propojeni. Ryan
Murphy, showrunner serialu American Horror Story uved|, Ze ,kaZda sezéna je do zna¢né miry svym vlastnim pribéhem, ktery
ma vlastni zacatek, stfed a konec”, ale ,vsechny maji prolinajici se mytologii.® A tak se navzdory strukture minisérie jednotlivé
fady odvijeji v rédmci stejného svéta pribéhu. To vedlo nékteré pozorovatele ke spekulacim ohledné moznych propojeni
zdpletek a témat, a to zejména mezi rdznymi postavami predstavovanymi stale tymiz herci.’” Podobné Fargo buduje mytologii
kolem mésta Fargo a jeho okoli jako prostredi pro ,opravdovy zloc¢in” (coz je samoziejmé minéno ironicky). Showrunner Noah
Hawley poznamenava: ,Libi se mi pfedstava, ze nékde existuje velka kniha vézana v ki7i, kterd je historii opravdového zlo¢inu
na Stredozapadé a film byl ¢tvrtou kapitolou, prvni fada seridlu devatou kapitolou a [druhé fada] je druhou kapitolou... Libi se mi
prosté predstava, Ze tyto véci jsou néjakym zplsobem propojeny, at uz linedrné, doslova nebo tematicky.™

Hawleyho pozndmky nevyznivaji tak jednoznacné jako Murphyho slova. MGZe to byt tim, Ze na to, aby svoji vizi rozvinul, mél
méné ¢asu a méné sezon. Tyto vyroky viak rovnéZ odkazuji na dalsi lekci odvozenou z klasické antologie: vyrazny autorsky
hlas. Americka televize ji7 tradi¢né prisuzuje showrunnerovi vysadni postaveni. Proto se ve filmovém i populdrnim tisku Fargo
vyrazné ztotoznuje s Noahem Hawleym (navzdory silnému spojeni pivodniho filmu s bratry Coenovymi), American Horror
Story s Ryanem Murphym a Bradem Falchukem” a Temny pripad se spisovatelem a scendristou Nicem Pizzolattem . Tito autofi
o seridlech davajf vefejné rozhovory a hovoif o nich na panelovych diskusich. Casté vystupovani Ryana Murphyho v tisku
vedlo dokonce jednoho bloggera k tomu, Ze ho pomérné drze nazval ,velkou drbnou’, protoZe Gidajné obvoldva ¢asopisy, aby
,propiraly jeho vlastni vymyslené postavy.””
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Zasahovani do verejného diskursu nejenzZe stavi showrunnera do pozice autora, ale také mu umoziuje formovat verejny obraz
seridlu. Prostrednictvim takového budovani znacky maze showrunner ovlivitovat dojmy divakyd ze seridlu a prezentovat jej jako
jedno konzistentni umélecke dilo. Showrunner jako auteur v oc¢ich verejnosti tak muize spojit a ztélesnit viechny tfi kategorie
fransizy: je hlavnim vypravécem, producentem i prodejcem, vie v jednom.

Showrunner pochopitelné neni jedinou osobou Gcastnici se produkce. Nejviditelnéjsi jsou samoziejmé herci. Vsechny tfi
seridlové antologie ziskaly znama jména. Kratsi doba nataceni formatu minisérie umoznila fransizam ziskat filmové hvézdy,
které by se jinak televiznimu seridlu neupsaly, jako byli Matthew McConaughey a Woody Harrelson pro prvni sezonu Temného
pripadu. Anijeden z nich se viak ve druhé rfadé nevrétil. A tak se proces obsazovani filmovych hvézd srovnatelné Grovné stal
soucasti propagacni kampané televizni stanice HBO.”

Oproti tomu American Horror Story vyuzil ,repertodrové” obsazeni hercli zndmych jmen, ktefi byli obsazeni do rGznych roli
v riznych sezéndch. Pri srovnani seridlu s horory Falchuk uznava vznik citového pouta, které si publikum vytvari k televiznim
hrdinGm: ,Na konci to vyZaduje trochu soucitu, protoze se do téch hrdint zamilujete jinak, neZ je tomu v pripadé filmu.
Chcete-li véechny ve filmu s vyjimkou jedné osoby nechat zabit, moznd vém to projde, ale pokud chcete vytvorit hororovy
televizni seridl, mate vici jeho postavam ponékud jinou odpovédnost, protoze publikum k nim ma jiny druh néklonnosti.”*
Sledovéni postavy po dobu témér 13 hodin, které divéak stravi u televize, davé vzniknout hlubsimu poutu divéka k hrdintm.

Je to emocionalniinvestice do postavy, na niz obvykle stavi kontinualni serial. Jestlize je tedy hrdina zabit, znovu obsazeni
stejného herce do nové role umoziuje fransize zachovat si divakovy sympatie. Pfenos hercovy emocionalni ,znacky” z jedné

role do druhé je trik stejné stary jako systém filmovych hvézd. Jeho vyuZiti v rémci jedné fransizy je vsak novinkou.

Vizualni styl je dalsim prvkem pro udrzeni konzistence fransizy. ReZiséri mohou byt z televiznich seridlé odvolani, ale vedouci
oddéleni kamery, filmové vypravy, kostym( a maskérny obvykle zistévaji. Tuto praxi vidime u seridlu American Horror Story
a Fargo. Oproti tomu Temny pripad zachoval stejného reZiséra po celou prvni fadu, ale osm epizod druhé fady pak natacelo
Sest rznych rezisérl. Jedini vedouci oddélent, ktefi zGstali zachovani po obé fady, byl vedouci oddéleni filmové vypravy

a hudby. V disledku toho je celkovy vizudlni vzhled seridlu v ramci jednotlivych fad méné konzistentni.

Jestlize je tedy hrdina zabit, znovu obsazeni stejného herce do nové role umoznuje fransize
zachovat si divakovy sympatie. Pfenos hercovy emociondlni ,znacky” z jedné role do druhé je trik
stejné stary jako systém filmovych hvézd. Jeho vyuZiti v rdmci jedné fransizy je viak novinkou.

Vizualni branding kazdé fransizy vytvari pocit kontinuity napiic¢ jednotlivymi fadami. Zejména Uvodni sekvence v American
Horror Story a Temném pripadu vytvéii dojem vizuédlni a hudebni konzistence napfic¢ celou fransizou, prestoze pouzivané
obrazy se sezonu od sezény méni. Temny pripad pouziva odlisné, i kdyz podobné temné bluesové pisné, které vybral hudebni

pisen a hlavné stejnou grafiku titulkd.

Vyrazna grafika seridlu American Horror Story se dokonce pouziva pro propagacni Ucely, ¢imz rozsifuje fransizu az do oblasti
marketingu. Ve druhé az paté fadé se na billboardech objevoval ndzev seridlu a podtituly dané fady — Asylum, Freak Show,
Coven a Hotel — s vysoce stylizovanymi, znepokojujicimi obrazy vztahujicimi se k danému prostiedi. Nicméné pro zatim
posledni, Sestou radu, vytvorila stanice FX na zékladé inspirace kampanémi televizni stanice HBO billboardy s pouhymi tfemi
pismeny, AHS, s typickou grafikou a zahadnymi znaky ,?6" doplnénymi o vysoce stylizované obrazy vikodlakd, strasidelnych
tvor( a znetvorenych panenek  Marketingova kampan pocitala s tim, Ze divak je s fransizou a formatem antologie
obezndmen, a naznacovala odtajnéni podtitulu rfady aZ pfi vysilani. Avsak i ndhodni kolemjdouci v réamcilosangeleského
medidlniho trhu, ktefi serial nikdy nevidéli, byli schopni billboardy zafadit jako soucast dané sekvence.



Na Halloween roku 2016 zdbavni parky Universal Studios v Hollywoodu a Orlandu otevrely expozici tematicky vénovanou
seridlu American Horror Story. Bludisté zahrnovala dekorace a témata z fad Murder House, Freak Show a Hotel ® V tomto
pripadé se fransiza rozpada do konkrétnich, ikonickych postav z jednotlivych epizod, jako je klaun Twisty ¢i Rubber Man, ale
také do hlavnich grafickych motivd z marketingovych materiald. Prvky pribéhu i marketingové prvky zde existuji vedle sebe
a vypravéji pribéh jiz ne na obrazovce, ale jako interaktivni zazitek. Diky tomuto ,rozsifeni znacky” se fransiza setkdva se svymi
fanousky ,tvari v tvai“ a prinasi specifické prvky pribéhu do fyzického prostoru divékd. Tento pfistup umoZiuje zasdhnout
nejen divaky, ale i ty, ktefi seridl nikdy nevidéli.

Vizudlni styl je dalsim prvkem pro udrZeni konzistence fransizy. RezZiséfi mohou byt z televiznich
serial( odvolani, ale vedouci oddéleni kamery, filmové vypravy, kostym( a maskérny obvykle z{stavaji.

Zavérem: Divaci

Komerc¢ni aspekty fransizy by nemély odvadét nasi pozornost od toho, abychom ocenili naprosto jedinec¢nou uméleckou
formu televize. Televizni seridl je treba chapat jako systém samostatnych prvkd pribéhu, produkce a marketingu, které
spolecné tvori konzistentni celek. Tato studie zacala jako formalni analyza a srovnani seridlovych formatl. Na trovni
dramaturgie se objevily dva klicové koncepty: oblouk pribéhu a hnaci motor pribéhu. Oblouk pribéhu popisuje pribéh, ktery
ma zacatek, stred a konec. Je to pribéh tykajici se zapletky, kterd vznika, rozviji se a propukd, nacez nasleduje feseni a pocit
naplnéni. Hnaci motor pribéhu na druhou stranu vytvari nekonec¢nou zédsobu pribéhd, které doopravdy nikdy nekondi,
protoze hnaci motor pribéhu sam o sobé poukazuje na konflikt, ktery je ze své podstaty neresitelny. Hnaci motor pribéhu
udrzuje kontinuélni seridl neustale v béhu, kdeZto minisérie je zaloZena na oblouku pribéhu. Antologie pak vezme oblouk
pribéhu a znasobi jej. Pretvori tim oblouk pribéhu do jiného hnaciho motoru pribéhu? Nad tim je tfeba se zamyslet.

I kdyZ existuji jasné rozdily mezi vsemi tfemi seridlovymi formaty v oblasti dramaturgie, vsechny tfi pouzivaji velmi podobné
strategie tykajici se produkce a marketingu. V rdmci jedné fransizy vétsinou existuje konzistentnost ve stylu produkce.

V nékterych pfipadech mdzZzeme pozorovat pokus o ,restart” fransizy, ¢ehoz ndzornym prikladem je druha fada Temného
pripadu. Néktefi divaci nemusi vZdy ocenit zmény toho, co povazuji za hlavni soucasti fransizy. A tady se dostavame

k nejzajimavéjsi ¢asti fransizového systému: televizni fransiza je procesem tichého vyjednavani mezi producenty a divaky.
Producenti i divaci si vytvareji fadu ocekavani ohledné toho, co do fransizy patfi. Tato ocekdvani se vsak nemusi vzdy shodovat.
Rozpor maze ¢astecné vyresit marketing a divacké prizkumy. Ale v zdsadé je vzdy na autorech a producentech, aby se do
tohoto rozhovoru zapoijili. Tim totiz fransiza ve skutecnosti je — dialogem.
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SERIAL EYES

serial
eyes

SERIAL EYES je evropsky vzdélavaci program urceny pro televizni scendristy a producenty. V kontextu evropského
postgradualniho vzdélavani je jedinecny svym specidlnim zamérenim na praci ve writers’ room (scenaristické dilné). Zaméruje
se na pripravu nove generace evropskych televiznich scendristd, producent( a showrunner(, ktefi se pod vedenim spickovych
odbornik( z oboru naudi, jak postupovat prfi tvorbé seridld, pripravé scénart i produkci a jak pracovat samostatné i v tymu

se zamérenim na specifické skupiny divakd. Vzdélavaci program SERIAL EYES timto zplsobem nejen rozviji nové talenty, ale
také podporuje tvorbu nového programového obsahu a napomaha Gcastnikam pri hledani novych a originalnich pristupt

k televizni seridlové tvorbé, které rozvijeji moZnosti televizniho média a prispéji ke vzniku konkurenceschopnéjsi a zajimaveéjsi
evropské televizni tvorby.

Z3kladnim stavebnim kamenem programu SERIAL EYES jsou scendristické dilny, ve kterych se Gi¢astnici seznami's praci v tymu
a's postupy, jak vytvorit evropsky model produkce seridl( (showrunning). Mentorem povérenym vedenim scendristicke dilny
je zkuseny americky producent Frank Spotnitz (The Man in the High Castle, Akta X) spolu s britskym kolegou Benem Harrisem
(Ransom). Ucastnici ziskaji zkusenosti s praci v tymu spolecné se zkusenymi kolegy a osvoji siv ramci tvlirétho procesu Ulohu
showrunnera.

Ucastnici se kromé toho podrobné sezndmf s dramaturgickymi strategiemi a narativnimi postupy, které se s Uspéchem
vyuzivaji pfivyrobé seridll, aby vytvorili své vlastni nové a originalni projekty. Jako inkubétor novych televiznich projekt(
podnécuje program SERIAL EYES Ucastniky k tomu, aby popustili uzdu své fantazii a predstavili si, jakd bude televize

v budoucnosti. Béhem programu SERIAL EYES Ucastnici vyvijeji fadu konceptl a pilotnich navrhd pro ,tradi¢ni” televizni
i kabelové stanice, a budou také navrhovat pribéhy pro nové digitélni platformy.

Tym SERIAL EYES tvori $pickovi tvirci, showrunnefi a decision makefi z celé Evropy a USA. Mezi lektory patfi zavedeni
showrunnefijako napf. Frank Spotnitz, Ben Harris a Jeffrey Bell (Marvel’s Agents of S.H.L.E.L.D., Alias), vykonni producenti jako
Maggie Murphy (Houdini & Doyle), Steve Matthews (HBO Europe), Jimmy Desmarais (The Returned) a Olivier Bibas (Borgias),
jako? i dramaturgové z televiznich spolec¢nosti jako RTL, SKY ¢ CANAL+. U¢astnici programu ziskajf $pi¢kové informace o praci
v dnesnim televiznim primyslu véetné odborného vedeni svych vlastnich projekt.

www.serial-eyes.de

Benjamin Harris
Benjamin Harris vede vzdéldvaci program Serial Eyes. Odpovida za dohled nad studijnim pldnem a administrativnimi
zélezitostmi programu.

Benjamin Harris pUsobil jedenact let jako zéstupce feditele magisterského programu pro producenty na divadelni, filmové
a televizni fakulté Kalifornské univerzity v Los Angeles (UCLA). Je autorem fady televiznich seridld a odbornikem na filmovy
a televizni pramysl. Pfedndsi o tvorbé scénarti pro film a televizi, o kreativni produkci a 0 americkém a mezindrodnim
medidInim pramyslu.



MIDPOINT

Mezinarodni dramaturgicky program MIDPOINT je celorocni vzdéldvaci program, jenz vznikl z iniciativy FAMU v roce
2010 a ktery se orientuje pfedevéim na Ceskou republiky, stfednf Evropu a oblast Balkanu.

MIDPOINT je centrum komplexné pokryvajici dramaturgii hranych filmd ve vyvoji a v postprodukci. Program nabizi
dramaturgické konzultace pro projekty v rané fazi vyvoje, analyzu scéndrti a dramaturgické konzultace ve stfizné pro projekty
ve fazi hrubého strihu.

MIDPOINT se ji7 tri roky aktivné vénuje také vyvoji kvalitnich televiznich seridll, specializovany desetimési¢ni program nabizi
komplexni dramaturgické konzultace i vzdélavani pro kreativni producenty.

PROGRAMY

MIDPOINT FEATURE LAUNCH
debuty a druhé celovecerni filmy
2 reziden¢ni workshopy a on-line konzultace
tymy ve sloZeni producent, scendrista a rezisér
Rough Cut Atelier pro projekty ve fézi hrubého stfihu
cena MIDPOINT Development Award 8.000 EUR
UZAVERKA PRIHLASEK: 15. bfezna 2017

MIDPOINT TV LAUNCH
vyvoj epizodickych televiznich seriald
3 reziden¢ni workshopy a on-line konzultace
pro tymy profesionalnich scenaristl a producentl/reziser’ s projektem televizniho serialu
cena HBO Europe
UZAVERKA PRIHLASEK: zafi 2017

MIDPOINT INTENSIVE @KVIFF

individualni scendristické konzultace s experty ze Sundance Institutu

pro kreativni tymy ve sloZeni scendrista-producent s projektem hraného filmu v rané fazi vyvoje
UZAVEKA PRIHLASEK: 26. kvétna 2017

MIDPOINT SHORTS 2017
absolventské nebo profesionalni kratké filmy
tymy ve sloZeni producent, scendrista a rezisér
UZAVERKA PRIHLASEK: 26. Eervence 2017

MIDPOINT INTENSIVE CZ
pro tymy ¢eskych filmovych profesiondll ve sloZeni scenarista-producent
dvoudenniintenzivni analyza scénard v ceském jazyce
organizovano ve spolupraci s Czech Film Center a Kancelari Kreativni Eviopa — MEDIA
UZAVERKA PRIHLASEK: podzim 2017

MIDPOINT International Script Development Program
Kanceldr: Stépanskd 61, Paldc Lucerna, 116 02 Praha 1

Sidlo: Malostranské ndm. 2, 118 00 Praha 1

T: +420 773187 441

M: midpointcenter@famu.cz

W: www.midpointcenter.eu



N Kreativni
s Evropa

Kreativni Evropa je program Evropské unie, ktery vytvari jednotny ramec pro financovani projektd v oblasti scénickych uméni,
vytvarného uméni, nakladatelstvi a literatury, filmu, televize, videoher, hudby, mezioborového uméni a kulturniho dédictvi.
Celkovy rozpocet programu je 1462 mld. EUR.

Okruhy podpory

Diléi program MEDIA
vyvoj — podpora vyvoje hranych, dokumentarnich a animovanych filmd a vyvoje pocitacovych her
TV programy — podpora koprodukce a vysilani televiznich program(
distribuce — automaticka a selektivni podpora distribuce zahrani¢nich evropskych filmd
vzdélavani — podpora projekt( dalsiho vzdéldvani filmovych profesionald
pfistup natrh / filmové festivaly — podpora filmovych festivalt, koprodukénich for, prezentaci namétd, filmovych trhd
online distribuce — podpora VoD sluzeb
filmova vychova — podpora spole¢nych projektd filmove vychovy
kina — podpora kin sdruzenych v siti Europa Cinemas

koprodukéni fondy — podpora mezindrodnich koprodukénich fond(

Dilé¢i program Kultura

projekty spoluprace — propagace mobility kulturnich aktért a obéhu uméleckych dél, posileni dovednosti, kompetenci a know-
how, podpora pohybu kulturnich a kreativnich dél a mezindrodni mobility kulturnich a kreativnich ¢initeld, zejména umélcd

literarni preklady — podpora literdrnich prekladt, propagace obéhu kvalitnich literarnich dél

evropskeé sité — podpora evropskych siti ¢innych v kulturnich a kreativnich odvétvich

evropské platformy — podpora kulturnich a kreativnich organizaci, které podnécuji rozvoj novych talentt, nadnarodni
mobilitu kulturnich a kreativnich profesionald a obéh uméleckych dél

7 prostredkd programu jsou podporovéany i dalsi iniciativy jako Evropské hlavni mésto kultury, oznaceni Evropské dédictvi,
ceny EU za pédi o kulturni dédictvi, za architekturu a dalsi.

Kancelar Kreativni Evropa

Vv Ceské republice se Kancelar Kreativni Evropa sklddd z kanceldre pro dil¢i program MEDIA, se sidlem v Narodnim filmovém
archivu a z kanceldre pro dil¢i program Kultura, se sidlem v Institutu uméni — Divadelnim Ustavu, jejiZ soucasti je i Sekce pro
kulturni dédictvi programu Kulturs, se sidlem v Narodnim pamatkovém Ustavu. Koordindtorem Kancelare Kreativni Evropa je
Narodni filmovy archiv, kancelar dil¢iho programu MEDIA.

Kancelaf Kreativni Evropa — MEDIA Kancelar Kreativni Evropa — Kultura
Narodni filmovy archiv Institut uméni — Divadelni Ustav

Narodni 28,110 00 Praha 1 Celetnd 17,110 00 Praha |

221105 209-210, media@kreativnievropa.cz 224 809 118, 119,134, kultura@kreativnievropa.cz
www.mediadeskcz.eu www.programculture.cz

www.kreativnievropa.cz



THE DNA OF TELEVISION SERIES

The DNA of Television Series:
Charting the Continuing, Anthology
and Mini-Series Formats

AUTHOR: BENJAMIN HARRIS

Act 1: The Art of Big Mac

Fictional, narrative television drama shows are currently experiencing a boom in many territories around the world, both

in terms of quantity and quality. Shows like Breaking Bad (AMC, 2008-2013), Came of Thrones (HBO, 20T1—present),
Forbrydelsen/The Killing (DR, 2007-2012), and Bron/The Bridge (SVT/DR, 2011-present), among many others, have excited
both critics and audiences alike and inspired massive fan followings beyond their national borders. Venerable educational
institutions like FAMU in Prague, DFFB in Berlin, and La Fémis in Paris, traditional bastions of art film education, have launched
training programs for television writing. With all this attention, it may therefore seem a little counter-intuitive to ask this
question: What constitutes a television drama series?

Nonetheless, that was the question that presented itself to me when | was asked to discuss the differences of the continuing
series, mini-series and anthology series at a writers’ retreat organized by FAMU’s Midpoint TV Launch program in November
2016. I was familiar with the dramaturgical concerns of 8 continuing series, such as Breaking Bad. But | had no idea how to
generalize the dramatic structures of a mini-series, let alone an anthology series. Nor did | find much written about either

in the TV dramaturgy books | consulted. A continuing series, as the name implies, is expected to run for a very long time. Its
storylines and characters keep going for multiple seasons. In comparison, the mini-series concludes at the end of a season.
The dramatic conflict is resolved, and the characters ride off into the sunset. The anthology series, such as American Horror
Story (FX, 2011—present), also has a fixed endpoint. In fact, it may even kill off its main characters at the end of a season,
leaving irrevocably no room for continuing storylines. But then it comes back - like a zombie on American Horror Story.
How then can we talk of a series as a coherent concept?

The franchise incorporates a principle that applies also to the television series: consistency.
Each episode of a television series must contain elements that mark it as an equal part
of a larger whole.

William Rabkin explains the distinctiveness of a television series by comparing it to a fast food restaurant.? Rabkin's comparison
is not uncommon inside the American television industry. Television as art is predicated upon its affinity to the most
commercial of enterprises: the franchise system. The franchise incorporates the principle of consistency, which applies also to
the television series. Each episode of a television series must contain elements that mark it as an equal part of a larger whole.
However, whereas Rabkin is concerned solely with dramaturgy, | argue that the television franchise must be identified across
three categories: storytelling style, production style, and positioning in the marketplace.

This article offers an initial theory of television series production that may prove useful for young writers and producers. I am
limiting myself to the one-hour drama series, as opposed to half-hour comedy, which requires its own separate analysis.
I'am also going to be referring to US American drama series, since those are the ones | most familiar with. This approach also
incorporates the original intent of the master class, which was aimed at young writers from Europe whose lingua franca was,
essentially, American drama series. Hopefully, though, this article will also speak to a larger readership of lovers of television
drama, both practitioners and viewers.



Act 2: The Continuing Series Format

So, what do McDonald’s and Breaking Bad have in common? Each McDonald’s restaurant features the same elements as

any other restaurant in the franchise. It offers the same mealy-tasting Big Macs and Chicken McNuggets, the same color
scheme in its store design, the same scary-looking clown watching over the children’s playground, and the same Colden
Arches shining away in a moonless sky. The television franchise includes all the elements that make every single episode part
of a distinctive series. Starting with storytelling style, we can identify the elements most familiar to television writers: genre,
arena, theme, conflicts, and characters. Continuing series are generally categorized in two types: procedural and serial.
Procedurals typically feature the core characters engaged in close-ended, ‘episodic’ storylines from week to week, most
often in an investigative, legal or medical capacity. In the TV industry, this is often called a “case-of-the-week” format. Favorite
arenas for procedurals are therefore workplaces that produce many such cases-of-the-week: police precincts (CSI [CBS,
2000-2015)), hospitals (Grey’s Anatomy [ABC, 2005—present]), law firms (The Good Wife [CBS, 2009-2016]).

While serials deal with the social structure of a specific community, procedurals deal with the moral
and ethical order of a society at large. The goal in the procedural is always to restore order:
solving the case means restoring balance to the overall system.

Serials, on the other hand, feature open-ended, serialized storylines that run for multiple episodes, sometimes for several
seasons. Examples include Game of Thrones, House of Cards (Netflix, 2013—present), and Pretty Little Liars (ABC Family,
2010-2017). Most serials use a ‘problem-of-the-week’ to animate the episodic plot. However, the problem’ is only relevant
in so far as it impacts the relationships amongst the characters. Serials explore the social structure of a community. Here,
relationship dynamics, rather than cases, organize the story structure. This can be expressed in a straightforward fashion of
who yields power over whom, as represented in the brutal battles between the warring factions in Game of Thrones or the
more duplicitous, political machinations in House of Cards. Or it can be expressed in more emotional terms of who loves
whom, as represented in the family soap opera, such as This is Us (NBC, 2016—present).

While the specific case-of-the-week or problem-of-the-week may drive the episodic plot, it is the underlying themes of the
show that determine which specific cases will make it into the scripts. The theme asks deep-rooted moral questions about
the world we live in and works like an argument that is debated anew with each weekly episode. Each procedural case offers

a new variation on the argument and forces the main characters to take up (often competing) positions in this on-going
debate. While serials address the social structure of a specific community, procedurals deal with the moral and ethical order of
asociety at large. The goal in a procedural is always to restore order: solving the case means restoring balance to the overall
system. Yet it is a Pyrrhic victory since the next murder is just after the next commercial break.

The seasonal format of the continuing series is open-ended. Even though some seasonal storylines conclude at the end of
one season, the central dramatic conflict that powers the series is not resolved. The central dramatic conflict is a narrative
question posed in the pilot that kicks off the physical action of the series. In Lost (ABC, 2004—-2010), the narrative question

is: Will the stranded survivors escape from the island? If this conflict can be resolved within the span of one season, we

are working with a mini-series (or anthology series) structure. However, if the conflict remains irresolvable, we are dealing
with a continuing series. The Lost creators were faced with the challenge of making their survivors’ sojourn on the island
interesting for the viewers. Pitching up a camp and then waiting for a ship to sail by would not have kept the show’s large
viewership engaged week in and week out. Therefore, they created a story engine that could generate scores of new material
by dividing up the community in two warring factions and letting them have a go at each other (as well as other mysterious
island dwellers).
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Generally, we distinguish among three types of central dramatic conflicts: arena-driven, character-driven and concept-
driven. In arena-driven conflicts, the specific setting in which the series takes place generates the conflicts. Not surprisingly,
most procedural shows are arena-driven shows. These shows are usually manned by an ensemble cast of characters, each of
whom represents a distinct type of response to the weekly case. Their different personalities may lead to strife between the
characters. But those conflicts are typically secondary to the main conflict generated by the case of the week and are meant
to illustrate the thematic concerns of the show.

In comparison, character-driven shows prioritize the conflicts between the characters. Here, the incongruent personalities of
the core cast and their conflicting goals generate the main conflicts of the show. Each character must have specific external
and internal goals (wants and needs) that are incompatible with other characters’ objectives. Sometimes, the most divisive
conflict can also be housed inside one character’s own psyche: Dexter (Showtime, 2006—2013) features a compulsive serial
killer, at odds with his own instincts.

However, what makes Dexter a continuing series is not the conflict between the Dr. Jekyll/Mr. Hyde sides of his personality,
but that the conflict is inherently irresolvable. In the continuing series, the lead character may have a strong emotional

need that continually pushes him/her forward; however, that need will never be fully satisfied. The character is left in a state

of permanent ‘dissatisfaction” because satisfaction would mean closure — and thus constitute an ending. In comparison, in

a classically structured feature film the main character follows a character arc, a path of self-discovery that allows the character
to learn something about her/himself, realize a flaw, and remedy it. That is not to say that characters in television series do not
learn or achieve anything. Alicia Florrick in The Good Wife becomes more self-assured and experienced as a lawyer as the
series goes on. But her loyalty to her scoundrel husband and her yearning for love keep tripping her up.

Of course, there are exciting hybrids that marry arena-driven and character-driven conflicts. Scandal places a cast of incongruent
characters who fight over power and relationships in a very conflict-ridden arena (Washington and the White House). In some
series, there is a dynamic whereby character-driven storylines can temporarily overtake the importance of the arena-driven
conflict. For example, many character-driven storylines in Grey’s Anatomy take precedence over medical cases.

The concept-driven show presents a “what if” scenario and places its characters in an extraordinary, life-altering situation,
rather than a specific locale. Lost is the most prominent example and, for a brief period, followed by a number of similar,
albeit short-lived, shows that had distinct sci-fi or fantastical set-ups: Jericho (CBS, 2006—2008), Day Break (CBS, 2006—2007),
Flashforward (ABC, 2009-2010), The Event (NBC, 2010—2011), and Revolution (NBC, 2012—2014). The characters typically
experience a spectacular, unexpected event during the pilot, and are then forced to deal with its aftermath for the remainder
of the series. The event often turns on a conspiracy and thus sets up a thriller story engine that pushes the lead characters to
seek answers. Recently, concept-driven series have made a comeback with networks seeking marketable hooks than can call
attention to themselves in a very competitive marketplace. In current programming, some spectacular “what if” scenarios
may still turn on a conspiracy plotline, as in Quantico (ABC, 2015—present), Shooter (USA, 2016—present) or Designated
Survivor (ABC, 2016—present). But we are also seeing the high concept yield to character-driven conflicts that are played out
inside a community placed in a hostile environment, e.g. The Walking Dead (AMC, 2010—present).

In the continuing series, the lead character may have a strong emotional need that continually pushes
him/her forward; however, that need will never be fully satisfied. The character is left in a state of
permanent ‘dissatisfaction” because satisfaction would mean closure — and thus constitute an ending.

A final roster of concept-driven shows are the comic book adaptations that place extraordinary characters inside an ordinary

(or almost ordinary) world. Examples include Arrow (The CW, 2012—present), The Flash (The CW, 2014—present), Jessica Jones
(Netflix, 2015—present), and Teen Wolf (MTV, 20T1—present). The story worlds of these so-called ‘genre shows’ are governed

by specific sets of rules that are predicated on the conventions of the genre. The procedural element usually appears as

a supernatural ‘baddie-of-the-week’ who challenges the ‘rules of the world’ that the show’s hero must preserve. Seasonal story
and character arcs are usually geared towards revealing new layers of mythology: the hero uncovers the origins of his/her powers
or unveils a new secret about the story world. This revelation usually generates a new set of challenges to the existing order.



After this review of the storytelling techniques, we should now look at how the story elements are represented on screen.
Production style includes casting, set and costume design, camera style, editing, and music. The characters are played by
actors who often become closely associated with the show. Larry Hagman became so identified with his character J. R. Ewing
on Dallas (CBS, 1978-1991) that the revival (TNT, 2012-2014) brought him back as a supporting character (in which, incidentally,
he stole the show from the younger stars).

Dallas, of course, also features a very iconic setting and set design: the Southfork Ranch. Equally memorable may be the
studio set of the White House in The West Wing (NBC, 1999-2006). Similarly, locations like New York or Miami contribute to
the distinctive feel of franchises like CSI: New York (CBS, 2004—2013) and CSI: Miami (CBS, 2002-2012), respectively.

Those shows are equally instructive for their camera work. The color schemes in each franchise are distinctive: bluish and gray
huesin CSI: New York, yellow and orange in CSI: Miami. The visual associations are so strong that we know which show we are
watching just by the color of the image.

Ever since Miami Vice (NBC, 1984-1990), which was originally pitched as “MTV Cops,” introduced rapid cuts, editing has been
a stylistic device and can set a deliberate storytelling pace for a franchise. And in terms of music, one only needs to watch
the opening titles of the remake of Hawaii Five-0 (CBS, 2010—present) to see how vital music, and specifically a recognizable
theme song, can be to a television franchise.

Those shows are equally instructive for their camera work. The color schemes in each franchise
are so distinctive, bluish and gray hues in CSI: New York, yellow and orange in CSI: Miami,
that we know which show we are watching just by the color of the image.

In fact, opening titles are a significant device to identify and ‘brand” a show. In Law & Order (NBC, 1990-2010), the title card

in its signature typeface flies in over a black screen while a male voiceover introduces the narrative conceit: each episode will
feature a new crime, usually adapted from current headlines, as told from two vantage points, the police investigation and the
prosecution in court. Law & Order has spawned many spin-offs that have pushed this concept into other arenas: L&O: Special
Victims Unit (NBC, 1999—present), L&O: Criminal Intent (NBC, 2001-201), L&O: Trial by Jury (NBC, 2005-2006), L&O: LA
(NBC 2010-201). In all Law & Order franchises, the opening sequence is nearly identical, with each voiceover performed

by the same actor, creating a sense of unity across all franchises. The franchises also share some characters and settings,
contributing to a shared story universe.

Finally, the right positioning in the marketplace allows the television series to be seen by viewers. Positioning includes
network scheduling, i.e. the time slot, and marketing. These elements extend the franchise beyond the television text and
create a recognition factor in the world of the television viewer. In fact, | would argue that positioning turns the franchise into
a coherent and consistent whole in the collective consciousness for viewers, critics and broadcast industry professionals. In
linear television, series are traditionally broadcast in weekly installments. The consistency of the timeslot builds up a routine
for reqular viewers. Viewers in the USA have become accustomed to watching Grey’s Anatomy (ABC, 2005—present) and
Scandal (ABC, 2012—present) on Thursday nights, preferably with a glass of red wine. SVODs like Netflix and Amazon Prime
now let viewers watch shows at any time. Many broadcast networks are following suit and are making their series available for
catch-up viewing on their websites and OTT apps. As a result, viewers” habits and expectations are shifting in the non-linear
world. In how far these new habits will affect our understanding of the television series leaves room for further investigations.

Since the late 1990s, HBO has promoted its shows with billboards in public places. These campaigns typically include
distinctive typefaces for each title, a strategy adopted from movie marketing. For instance, Game of Thrones (HBO,
207-present) uses such a distinctive typeface that, in promoting season 2, some billboards did not even mention the title
anymore. The use of the tagline “War is coming” in the Game of Thrones trademark typeface was apparently sufficient to alert
fans of the upcoming premiere date ?

In addition to billboard marketing, HBO also trademarks the visual presentation of each new show’s title. Such visual
associations can further turn the television franchise into a brand, and expand its reach into other fields, such as consumer
products. Game of Thrones has been very aggressive in this realm, offering a wide range of licensed products from vinyl toys,
social and video games to fashion, fragrances, beer, and touring exhibitions*
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Few television franchises will ever venture this far outside the original text. That is probably good news for most TV writers,
since writing characters that will be turned into vinyl toys may not be what they signed up for. Yet the Game of Thrones
example remains an instructive example in the way that viewers identify, and may seek identification with, a specific television
series across a variety of platforms.

Act 3: The Mini-Series Format

Unlike a continuing series, which constantly expands its story world and may throw up storylines that will never be closed,
the mini-series contains itself within the boundaries of its universe. Recent examples include War and Peace (BBC, 2016),

The Night Manager (BBC, 2016), The Kennedys (History, 2011), or the original House of Cards (BBC, 1995). Interestingly, all of
these examples are adaptations of either novels or prominent biographies. In this way, the source material determines the
narrative bounds of the adapted material. There is no sequel to War & Peace that would justify a second season. However,
such limitations become less rigid when the adaptation starts off less faithful to the source material. The American adaptation
of House of Cards (Netflix, 2013—present) not only changed the setting from Westminster to Washington, but also expanded
the story world, transforming it into a continuing series.

The mini-series follows the principle of the story arc, rather than the story engine. The story arc has a beginning, middle

and end. The narrative question that is posed at the beginning finds its definitive answer at the end. Every storyline reaches

a conclusion; every (narrative) question is answered. With this notion of a definitive ending, the mini-series most closely
follows the feature film dramaturgy. The main characters, who started out with a clear emotional need, find a sense of
completion at the end of their journey. The moral and/or social order is restored. In The Night Manager, former hotel
manager Jonathan Pine infiltrates the inner circle of arms dealer Richard Roper to exact revenge for the murder of Pine’s
girlfriend. The story sets up a simple narrative question: Will Pine catch Roper and exact his revenge? The entire action
revolves around this axis as Pine and Roper play an elaborate cat-and-mouse game until, in the final episode, Roper is arrested.
The final image rests on a contented Pine, fully centered inside the frame, standing in front of the same hotel where his
journey began. The story has come full circle.

The mini-series follows the principle of the story arc, rather than the story engine. The narrative
question that is posed at the beginning finds its definitive answer at the end. With this notion
of a definitive ending, the mini-series most closely follows the feature film dramaturgy.

Yet mini-series are also much broader in narrative scope. A movie is typically organized around a single protagonist whose
emotional need carries the thematic concerns and through whom the audience experiences the story. The classical three-
act structure of the feature film favors the Aristotelian unities of action, time and place. In comparison, the mini-series often
displays a more epic scale that allows the narrative to span across geographic distances and time periods. The central dramatic
conflict may be played out across multiple storylines with multiple protagonists. In War & Peace we follow the story of Pierre
Bezukhov, his friend Andrei Bolkonsky, and the woman they are both in love with, Natasha Rostova. Yet for much of the
series, the three friends pursue separate lives; they fight in the war, marry, and divorce, while pining away for each other. Their
narrative is interspersed with the stories of their family members and friends. Not until the last episode do Pierre and Natasha
get together, settling down for a life of peace amongst their extended family after nearly a decade of war. Neither character is
the same as before; their experiences have changed them profoundly. The ending offers closure with the satisfaction of their
emotional needs. The story ends. How could it possibly return for a second season?



Act 4: The Anthology Series Format

The anthology series is almost as old as television itself. Kraft Television Theatre (NBC, 1947-1958) consisted of one-hour,
close-ended dramas, staged and performed like plays inside a television studio. The only connective element from week to
week that unified the episodes was the name of the sponsor in the series title. However, most people will be more familiar
with The Twilight Zone (CBS, 1959-1964) and Alfred Hitchcock Presents (CBS, 1955—60, 1962—64; NBC, 1960—62, 1964—65). Like
Kraft Television Theatre, each weekly episode was a standalone production with no recurring characters or storylines. A sense
of continuity was supplied by the genre (drama, thrillers and mysteries for Alfred Hitchcock Presents and sci-fi, fantasy, horror
for The Twilight Zone); but even within those genres, variations in tone and style existed. The sense of an ‘authorial’ voice,
supplied by the host (and executive producer) of each show, Alfred Hitchcock and Rod Serling respectively, proved even
more important. Especially Hitchcock’s droll introductions and the title sequence, which featured a line drawing of Hitchcock,
left an indelible mark on popular culture.

American Horror Story showrunner Ryan Murphy notes that, “every season is incredibly its own
story and its own beginning, middle and end,” but that they have “intertwining mythologies.”
Thus, despite the mini-series structure, the individual seasons exist within the same story universe.

The concept of the anthology series has seen a prominent revival with three shows in recent years: American Horror Story (FX,
20N-present), True Detective (HBO, 2014—2015), and Fargo (FX, 2014—present). Unlike their predecessors, however, these three
shows feature continuing storylines and recurring characters that last through an entire season. Therefore, it should not come as
a surprise that each anthology series appropriates the mini-series dramaturgy. We find multiple, seasonal story arcs with conflicts
that are either concept- or arena-driven and multiple protagonists who chart their respective character arcs (even if some of
them end up dead). But, with major plotlines completed at the end of each season, how can the anthology series continue?

The series must project a sense of consistency, which it does by pulling all the registers of the franchise concept. At the

level of storytelling style, the modern anthology series takes a leaf out of the classic anthology playbook and foregrounds
genre. All three franchises are highly stylized, and very distinctive in how they use genre conventions. American Horror Story
uses gothic horror, but inflects it with provocative, sexually who chart situations and imagery; Fargo trades on the absurdist
contradiction of graphic, mafia-style violence in a seemingly wholesome, small-town setting; and True Detective places
noirish, world-weary detectives with a past in the Louisiana swamplands, rather than the big city jungle. Curiously, though, for
season 2 the latter series moves to more familiar generic terrain, the Southern California big city jungle. It replaces the buddy-
cop structure with three leads, and drops the multiple timeline structure. Returning the genre to a conventional format may
be a reason why some reviewers found that season “more mundane” than the first, according to Brian Lowry of Variety.®

Although anthology series” storylines end, there can still be other narrative connections between seasons. American Horror
Story showrunner Ryan Murphy notes that, “every season is incredibly its own story and its own beginning, middle and end,
but that they have “intertwining mythologies.” Thus, despite the mini-series structure, the individual seasons exist within

the same story universe. This had led some observers to speculate extensively on potential plot and thematic connections,
especially between different characters played by the same recurring actors.” Similarly, Fargo builds up a mythology about
Fargo and its environs as an arena for “true crime” (an expression to be taken in jest, surely). Showrunner Noah Hawley notes,
LI like the idea that somewhere out there is a big, leather-bound book that's the history of true crime in the Midwest, and the
movie was Chapter 4, Season 1was Chapter 9 and [Season 2] is Chapter 2... But | like the idea that these things are connected
somehow, whether it's linearly or literally or thematically.”®

Hawley’s comments come across as more tentative than Murphy’s. That may be because he has had less time, and fewer
seasons, to develop his vision. But these utterances also hint at another lesson drawn from the classic anthology playbook:
foregrounding authorial voice. American television has traditionally privileged the role of the showrunner. Thus, Fargo is
strongly identified in industry and popular press with Noah Hawley (despite the original movie’s strong association with the
Coen brothers), American Horror Story with Ryan Murphy and Brad Falchuk,” and True Detective with writer Nic Pizzolatto.©
These writers speak publicly in interviews and on panels about the shows. In fact, Ryan Murphy’s frequent press appearances
have led one blogger to call him, rather cheekily, “a huge gossip,” supposedly calling up magazines to “dish about his own
fictional characters.”"
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Intervening in the public discourse establishes the showrunner as author, and it allows him to shape the public image of the
series. Through such brand-building, the showrunner can manage viewers’ impressions of the series and present it as one
consistent oeuvre. The showrunner as auteur in the public eye can thus pull together and incorporate all three categories of
the franchise: he is the chief storyteller, producer and marketer, all in one.

Obviously, the showrunner is not the only person on the production. The actors are, of course, most visible. All three
anthology series feature name talent. The shorter production schedules of the mini-series format enable the franchises to
recruit movie star actors who might otherwise not commit to a television series, such as Matthew McConaughey and Woody
Harrelson for the first season of True Detective. However, both did not return for a second season. Thus, the process of
casting movie stars of comparable stature became part of the promotional campaign for HBO.?

In comparison, American Horror Story has employed a repertory’ cast of name actors, who have been cast in different roles
in the various seasons. Comparing the series to horror films, Falchuk acknowledges the emotional bond that the audience
builds with television characters: It does demand a little bit of compassion at the end because you fall in love with these
characters in a different way than you would in a movie. If you want to kill everybody in a movie except one person, you can
kind of get away with that, but if you're looking to do a horror TV show, you have a different responsibility to the characters
because the audience has a different affection for them.”" Viewers build up deeper engagements by following a character
over nearly 13 hours of screen time. A continuing series usually builds on this emotional investment in the character. So, if that
character is killed off, recasting the same actor in a new role allows the franchise to retain the viewer’s affection. The trick of
transferring an actor’s emotional ‘brand equity’ from one role to another is as old as the movie star system; however, the fact
that some anthology series accomplish this within the same franchise is new.

Visual style is another element of a franchise for which creators must maintain consistency. Directors may be switched out on
television shows, but the department heads for camers, production design, costume, and make-up usually stay on. We see
this practice on American Horror Story and Fargo. In contrast, True Detective retained the same director for the entire first
season, but then used six different directors for the eight episodes of season 2. The only department heads to remain in place
for both seasons were production design and music supervision. As a result, there is less consistency in the overall look of that
series from one season to another.

So, if that character is killed off, recasting the same actor in a new role allows the franchise to retain the
viewer’s affection. The trick of transferring an actor’s emotional ‘brand equity’ from one role to another
is as old as the movie star system; however, the fact that some anthology series accomplish this within
the same franchise is new.

The visual branding of each franchise establishes a sense of continuity across seasons. The title sequences in American Horror
Story and True Detective build a sense of visual and tonal consistency across the franchise, although the images that are used
change from season to season. True Detective uses different, although similarly haunting, blues songs, selected by music
supervisor T Bone Burnett, and it overlays silhouettes of the actors with images of the setting. American Horror Story uses the
same song and the same prominent typeface for its title cards throughout.

In fact, American Horror Story deploys its distinctive typeface for promotional purposes, extending its franchise into the
marketing realm. For seasons 2-5, billboards featured the series title and the seasonal subtitle — Asylum, Freak Show, Coven,
and Hotel — with stylized, disturbing images related to each respective arena. However, for the recent sixth season, FX took

its cues from HBO's campaigns, producing billboards featuring only three letters, AHS, in its trademark typeface alongside the
enigmatic characters ,?6" and stylized images of werewolves, creepy creatures, and mutilated dolls.* The marketing campaign
traded on viewers’ familiarity with the franchise and its anthology format, promising the eventual reveal of the subtitle in the
broadcast. However, even casual onlookers in the Los Angeles media market, who had never watched the show, may still have
been able to place the billboards as part of a sequence.



For Halloween 2016, Universal Studios theme parks in Hollywood and Orlando featured an American Horror Story — themed
exhibit. The maze included sets and themes from Murder House, Freak Show, and Hotel.” In this case, the franchise was
broken down again into specific, iconic characters from the episodes, such as Twisty the Clown and Rubber Man, and also
featuring key art from the marketing materials. Here, story elements and marketing elements existed side by side. They no
longer told the story on screen, but instead as an interactive experience. With this ‘brand extension, the franchise met its
fans ‘face-to-face’, bringing its specific story elements into the physical space of the viewers. This approach reached both the
viewers, as well as those who had never watched the show.

Visual style is another element of a franchise for which creators must maintain consistency.
Directors may be switched out on television shows, but the department heads for camera,
production design, costume, and make-up usually stay on.

Tag: The Audience

The franchise’s commercial aspects should not detract from our appreciation of the unique art form that is television.

A television series must be understood as a system of story, production and marketing elements that, together, form

a consistent whole. This study began as a formal analysis and comparison of series formats. What emerged on the
dramaturgical level were two key concepts: story arc and story engine. The story arc describes a narrative that has

a beginning, middle and end; it is the story of a conflict that arises, builds and erupts, followed by a resolution and a sense of
completion. The story engine, on the other hand, produces an endless supply of stories; that is, the story engine itself points
to a conflict that is inherently irresolvable. The story engine keeps the continuing series moving along; the story arc services
the mini-series. The anthology series, on the other hand, multiplies the story arc. The anthology series raises the question
whether the story arc can itself become a story engine.

While there are clear differences among the three series formats at the dramaturgical level, all of them employ similar
strategies in terms of the production and marketing. For the most part, franchises maintain consistency in production style. At
times, franchise creators may attempt a reboot’, with True Detective’s second season being a case in point. Viewers may not
always appreciate it when aspects of a franchise that they consider central to the series DNA change. Such changes hint at the
most interesting part of the franchise system: the television franchise is a tacit negotiation process between producers and
viewers. Both producers and viewers develop a set of expectations about what belongs to a franchise; yet, what producers and
viewers expect might be quite different. Marketing and audience research can do their part to bridge this gap. But ultimately,
it is up to writers and producers to contribute to that conversation, because that is what a franchise is: a dialogue.
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SERIAL EYES

serial
eyes

SERIAL EYES is Europe’s premier postgraduate training programme for TV writers and producers. SERIAL EYES prepares the
next generation of European TV writers, producers and showrunners to bring first-class serialized storytelling to the television
screen. Unique in postgraduate education, SERIAL EYES is the first full-time programme specifically designed to train writers
in working in a writers’ room setting. In small classes taught in English by top industry professionals, twelve participants from
all across Europe learn to develop, write and produce serial productions independently and as a part of a team, with a focus
on engaging specific audiences. In this way, the 8-month SERIAL EYES programme incubates not only new talent, but also
new programming, and encourages participants to create new, original TV series concepts that expand the medium and will
contribute to a more competitive, exciting European television landscape.

The core of the SERIAL EYES programme is the writers’ room experience that trains participants to work as a group and design
a European model of showrunning. Veteran US showrunner Frank Spotnitz (The Man in the High Castle, The X Files) oversees
and mentors the writers” room workshop with fellow UK showrunner Ben Harris (Ransom,). Participants gain experience in
working directly as a team with experienced colleagues and learn to assume the role of a showrunner in the creative process.

Along with that experience, participants gain a solid understanding of the dramaturgic and narrative strategies used in
successful serial productions in order to create their own new, original projects. As an incubator for new television projects,
SERIAL EYES encourages its participants to push the envelope in envisioning the future of television. During their tenure
SERIAL EYES participants originate and develop a slate of concepts and pilots for ‘traditional” broadcast and premium cable
outlets as well as design storytelling concepts for new digital platforms.

The SERIAL EYES faculty is comprised of top creators, showrunners, and decision-makers from across Europe and the

USA. Teaching staff include established showrunners such as Frank Spotnitz, Ben Harris, and Jeffrey Bell (Marvel's Agents
of SH.LE.L.D, Alias), executive producers like Maggie Murphy (Houdini & Doyle), Steve Matthews (HBO Europe), Jimmy
Desmarais (The Returned) and Olivier Bibas (Borgias), as well as commissioning editors from television broadcasting
companies such as RTL, SKY, and CANAL+. These instructors provide participants with seasoned, professional knowledge as
well as cutting-edge information about working in today’s television business. At the same time, mentors from the industry
advise students on their individual projects and their career paths.

www.serial-eyes.de

E—
Benjamin Harris

Benjamin Harris is Head of Programme for Serial Eyes. As such, he is responsible for the curricular and administrative oversight
of the programme.

Prior to that, Benjamin was the Assistant Director of the MFA Producers Program in the UCLA School of Theater, Film
and Television for eleven years. He is a TV writer and a film and television industries scholar, and teaches classes on story
development for features and television, creative producing, and the US and international media industries.



MIDPOINT

MIDPOINT is an international project development program for emerging film professionals — aimed at creative teams of
writers, directors, producers.

MIDPOINT focuses on narrative film and TV projects and operates as a year-long center organizing a string of workshop
programs.

PROGRAMS

MIDPOINT Feature Launch
first and second feature-length projects
short film projects
both in development and in rough-cut stage

WORKSHOP I: June 10 — 16, 2017, Ohrid / Macedonia
WORKSHORP II: October 15 - 21, 2017, Prague / Czech Republic
DEADLINE for applications: March 24, 2017 / July 15, 2017

MIDPOINT TV Launch
development of ongoing episodic content-rich TV series
HBO Europe Award

WORKSHOPS: November 2017 / April 2018 / August 2018
Deadline for applications: September 15, 2017

MIDPOINT Intensive @KVIFF
individual script consultations with Sundance Institute experts
writers from Central and Eastern Europe, the Balkans, Turkey and Baltic region

WORKSHOP: July 4 - 8, 2017 (Karlovy Vary IFF)
Deadline for applications: May 26, 2017

MIDPOINT

International Script Development Program
Residence: Academy of Performing Arts in Prague (AMU)
Malostranske nam. 12, 18 00 Prague 1, Czech Republic
Office: Lucerna Palace

Stepanska 61, 116 02 Prague 1, Czech Republic

T:+420 773187 441

E: midpointcenter@famu.cz

W: www.midpoint-centereu
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Creative
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Creative Europe is the European Commission’s framework programme for support to the culture and media sectors for the
2014-2020 period.

Following on from the previous Culture and MEDIA programmes, Creative Europe, with a budget of €146 billion, supports
projects in stage performance, creative arts, publishing and literature, film, television, music, cross-sectoral arts, cultural heritage
and video games, while maximizing synergies between different sectors to increase the effectiveness of the support.

The Creative Europe programme consists of two sub-programmes and a cross-sectoral strand.

® MEDIA sub-programme — support for the European audiovisual industry

® Culture sub-programme — support for international projects in the culture and creative industries
u Cross-sectoral strand

MEDIA sub-programme areas of support:
u Producers’ support

u Distribution

= Online distribution

® Promotion/Festivals

= Training

u Exhibition

® Film education

m Coproduction funds

Culture sub-programme areas of support:
u |nternational co-operation projects

u Literary translations

B European networks

® European platform projects

Applicants for programme support may request more information from the Creative Europe Desk information and service network
with representation in all member states.

www.ec.europa.eu/creative-europe
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