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ito de la siguiente investigacion es poner de manifiesto las pautas de las
transformaciones que se han producido en algunas de las series de television mds
igiosas de los Estados Unidos en cuanto al conflicto, personajes y descomposicion
de las categorias cldsicas (libertad). Metodolégicamente, se trata de realizar un
andlisis empirico, en el marco de ciertos modelos cientificos, que aborde el actual
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propia de la cosmovisién libertaria y anticldsica que enriquece el idioma esparfiol.
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1. Introduction

The death of the neoclassical model of dramatic character in the area of television fiction, particularly in the
United States, is nothing but a manifestation of the effects of post-drama in the television field, which is already
affecting the conception of cinematography as well, as evidenced by some of the most outstandjg® productions
of our days.

Theatrical post- drama which started in the seventies ofthe 20th century in Europe and als

continues to do so, also in recent years, in the conception of cinema as a spectacle and as
in the production of this type of art that continues to grow (Martinez-Sala et al,, 2021).

In order to get an idea of the dimensions of the change, we anticipate that this t
renewal of paradigms only occurs every long time, sometimes centuries, which clearl
of capital importance. The purpose of this research is to highlight the characterist

TV-serials.

Particularly, we are going to focus —this time— on the novelties present
in the United States, with nuances and novel structure if we compare it
of a neoclassical brand. We will also approach the study of the ones we
functions in the TV-serial phenomenon (as well as their fragmentatigg
contexts). Finally, we will refer to the decomposition, or if you prefg
theatrical categories that brings as a consequence a freedom only co
culture of spectacular-dramatic nature (which we will analyse in its
the author).

The transition from an essentially dramatic model to a pos
prestigious television series forces us to analyse the situation in
dramatic fiction environment in the United States over these last

2. Methodology

The present work, of mixed approach with predomj
the aesthetic organization of the post-dramatic Ame

qualitative paradigm, has as its object of study
s and specifically its conflict, the characters and
o the dramatic culture in the Spanish language.
" first, there is a decomposition of the scripts in
several of their constituent parts and, subse on characteristics are synthesized in order to be
able to draw relevant conclusions.

We are not talking about a simple descig
trends in the field of serialized fiction i
spends a little time reviewing this stu
up of two empirical models that hi
culture (previous to the post-drarjhtic TV series in the United States) and the cultural-(post)dramatic one in
Spanish language.

From here, it is possible to pose
are experiencing, seen from i
in the United States in terms
(freedom); and, subsequently,
with the popular and likg i
validated through th
indeed, thereisad
series fiction of t
language. The
conveniently

theoretical exposition of the state of current narrative
s devoid of a methodology and results. The reader who
tan authentic scientific framework has been developed, made

ic model, and what is the identity of the new TV-serial phenomenon
d act (conflict), characters and destructuring of neoclassicism categories
is new post-dramatic model of the North American TV-series connect
lture that characterizes drama in the Spanish language. The initial premise is
Is with their corresponding variables in the sense that itis verified as follows:
nd a new post-dramatic model (which is embodied in some prestigious TV-
hat brings its origins from a freedom linked to the dramatic culture in Spanish
ecisely identified (in terms of conflict, characters and decategorization) and we

ork

assical conflict (previous to the post-dramatic model of the US TV series)

dramatic model always points to the protagonist’s objective and, consequently, to the
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Table 1. Neoclassical dramatic panel

Category Component

Turning points. Emotional projections.

1 Plot Selection of facts (story): not all the life or legen
hero, but only the events necessary to tell the th
work.

External: blocks or acts

2 Dramatic organization resolution).
Unity of action (a protagonist who
Conflict or confrontation (obstaclef@hat separat
. . protagonist from his
3 Dramatic tension o
Activation: style, specta
discourse, c
Narrative organization within drama. Narrative organization,
4 . o (arrangements/organi
Type of narrative organization.

5 Technical-formal organization

The Western “conflict” has a clear teleological nature that s
life) by virtue of which the human being is born, develops cert
it over time; difficulties arise (confrontation) that make it difficu
reaches that goal, or not.

This conflict appears in the second act and usually b angible-
real, and poses a scenario according to which one of
is aloser. In other words, Western conflict has a cle

K philosophy (around tragedy and
" chooses a goal in life and pursues
achieve and, in the end, the protagonist

e (some say “competitive”) aspect, unlike other
on (for example, the indigenous Latin American
of drama but also for obtaining “tension”, that is,
019). There is no other culture in the world that
e with an attention filled with interest deeply linked

the interest of the script that should excite (
has been so intensely concerned with provigy

With regard to the “characters”, w
above: the plot, the dramatic orga
concerned, those who are familia
is the action, it is translated into an
In terms of the organizatio
struggles to reach his goals

ation and the tension or interest of the work or script. As far as the plot is
ith cinemggographic or theatrical techniques usually say that the character

concerned, as we have already pointed out, the character is born,
jective), and —in the end— he reaches them, achieves them, or not. This
is one of the essentia cter is made in and reflects his essence, what he truly is, in the confrontation
ore Classical viewpoints and approaches.

W important role in its relationship to dramatic tension as part of what we call
play, tlife script or the spectacle has taken flight thanks to the conflict, the character or

elements to maintain that strength or height that we have reached by virtue of the

pective of the drama phase (as opposed to the post-drama period), the characters are usually
r is those that undergo evolution as opposed to the latter, flat, which are generally called

based on turning points throughout the story. Turning points are connecting elements between one scene and
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the next to give continuity to the plot. The dramatic organization, if that were not enough, is divided into contexts
(setup, conflict and resolution), but not only this, each cell of this planning enjoys these three impulses to which
we have just referred, in addition to its structure based on acts, themes, motivations, dramatic objectives, unity of
action, thematic hierarchies, among others. Tension also obeys rules, sometimes strict, related toy,confrontation
and to what we call “activation”. “Conflict” generates interest or dramatic attention because the sp€tator projects
himself on the interests of the protagonist: any difficulty that jeopardizes his dramatic obje i
an interest in the development of the play. The dramatic “activation”, on the other hand, picks
strength derived from the “conflict” and maintains the height of the play’s interest through the c
literary styles, the depth of the themes treated, the spectacular staging or the visuality a inally, the
dance, for example, that appear in the play (Orosa et al, 2021).

3.4. The trigger provided by Spanish-language culture

The drama in the Spanish language, unlike the Elizabethan drama of Greek origin, i@not born gifan intellectual
attitude that seeks beauty and how to achieve it through the appropriate techni is ose. The drama
in the Spanish language has popular origins, it is born from the festivity and t a a narrative motif
that is celebrated, from the popular participation or from the public pres e the cathedral or the
church. The people, the simple people, know the reason for the celebratio ith very ®w rules of an informal
nature, carry out their intentions in a free or libertarian way.

Table 2. (Post-)dramatic culture in the Spa

Category Component

1 Plot/Story The play does not necessarily wor

ith a story or a motive
within which there are not

Characters be)'opposing forces.

ewhat in the hands of the author
oses other than those that could
entity.

line, in addition there is a certain
jve look at the scene

Dial The constitution of the characters see
lalogues (puppets), and perhaps serves differen
claim their ow

ect, in its historical evolution, certain
among others, but its dispositions and
eductive and narrative than the classical

2 Dramatic The dramatic organi
organization  structural components s8
architectures are h freé

3 Dramatic The play may ental components of the dramatic tension, but
tension the intensj ning of the narrative phases within drama may
T f dispense intense use of dramatic attention on the altar of the festive
ype 0 ration and what is happening within it.
narrative
organization The cgfage originated®y multiplane techniques, simultaneities and narrative
multjerspectivisms is predominant, the festive freedom and participation of
the audience is prevalent
4 Narrative The n ponent is very strong, as opposed to the dramatic one. The
organization i d on the Greek agon and its dramatic technique by virtue of
within ctors are placed on stage motivated by the confrontation of forces. The
drama. narrativity of the situations is predominant
5 Technj k tends more to juxtapositions, to narrative organizations (much more
for crigtive and loose) than to other more intellectual or dogmatic dispositions

or architectures such as those of the form

Source: Orosa (2022)

Asfarast its origins is concerned, Spanish-language dramais notsimilar to that of Greek inspiration.

prepon a magical style (Orosa et al., 2019).
g i Pé (2004) y Poza (2015), the characteristics of medieval theatre, could be summarized as

foll e that does not have its own textual realization, nor is it autarkic, and neither was it usual to
co no, therefore, it has reached us through the common ways of literary transmission of the time, if
not t oh the occasional and careless copy; it moves in an unbalanced way between word and gesture (there

very static ahd is resolved either in gestures and visual displays or in long didactic or pious speeches; in short,
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these are plays that are close to the ritual act. It is an overdue theatre that of Spain in the Middle Ages, as befits
narrative techniques on stage, where the constitution of the characters -they seem to be puppets- is somewhat
in the hands of the author, they do not have their own independent nature; the dialogues, in turn, do not follow
alogical-causative line and the precious, ornamental, liturgical spectacle is evident as a constant igthese texts.
So, then the question is this: aren’t these notes, patterns or characteristics the very ones that
post-drama of our time?
When we speak of “narration”, “narrative” of an act celebrated in Spanish culture, we m
already a previous story (not an action or dramatization), but a story in the heat of which the peop
spontaneously perform a scenic presentation. That previous story can be the adoration
the homage to certain saints or, why not, to the Virgin of Mercy for protecting us from t
the dead their future life or celebrating the feast of the sun. Then all the people fre
previously planned action to celebrate with their songs, dances and actions (also pilg
In the Greek theater things do not happen like that. It is not that it is built outside th
construction is in the hands of experts, of authors who have a technique, studies, ggult
expert artists who dramatize the plot (the confrontation of the West) in a way,

T

4. Discussion and results

4.1. The new conflict of the North American TV se

The burden (oppression, overwhelm) and its sensation would be
within the TV serial discourse, giving it a certain aroma that is pecu
and generally desirable flavor. This stress, this substanceg
other elements, namely: tension and the historically

This feeling of overwhelm, which we are dealing
of what is happening on stage “at this moment",
masterful use of dramatic tension and, as we
two elements, tension and conflict as a spice,

f those substances that is always present
to it and that endows it with a rather tasty

not necessarily so; what is really happenin rful use of dramatic tension, and particularly of agon,
are engendering a sensation of the prese ce of tempo, of interactivity, which makes us be almost
inserted as one more actor in the scen our experience of the dramatic action is particularly intense.

If in an attempt to rejuvenate a
the conflict, was tinged with spectgffilar discourse Yo the point of being able to affirm that there was no dramatic

nd therefore the spectacle, with constant doses of confrontation.
aces that of classic conflict; it is more a feeling of discomfort, of
o do with a matter more related to the senses than with a dramatic
h of an objective.

The aspect that we a
as far as their be
character, and thg
of the themes

hent on next has to do with the changes of functions or roles of the characters
¥ oncwr other forces of the dramatic action is concerned. We mean that the same
gnt feature in the North American paradigm, can fulfill a role as protagonist within one

piece— and, { e dramatic action and soon after, we insist, go on to perform other functions such as, for
example, i surprisingly, as antagonist and, suddenly, become a dramatic target. The point is that
this is o reas where constant changes and fertile ambiguity or freedom are shown when constructing

e of The Sopranos, which is considered a canonical work within the North American

tel a close look at the fantastic Dr. Melfi, Tony’s psychiatrist, we can observe how she plays
di roles depending on the moment and development of the action. We see her as a deuteragonist
thr t the pilot chapter trying to help Tony Soprano to discover the cause of his depression in order to heal

Soprano wh n he comments to his psychiatrist that his mother, Tony’s mother, would have liked Dr. Melfi to be
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his daughter-in-law. Also, she plays the role as the main character in a meeting of friends with Dr. Cusamano with
whom she talks about Tony Soprano or, in that same role, when she meets him in an important restaurant in the
city and they greet each other as if they were friends or even as if they were going to be in the development of the
dramatic action a sentimental couple; consequently, when Tony gets her a table for dinner, whichntil now was
unattainable for her and her companion. And what to say, to cite another of the moments of chge of dramatic
force, of his role as an antagonist opposing the darkest part of Tony Soprano’s character and ma
depths of his soul and observe how lonely it is in order to understand the importance of commu
human beings.

Next, we are going to address another issue that has to do with what we usually cal on and
i e is more
the great

this is an issue that presents a relative novelty and for the same reason, we also war in this section.
When we speak of fragmentation we refer to that lost and broken piece of t a character is
reflected, in one of the aspects of his multiple, varied and complex personalitygth scattered pieces);
and when we speak of deconstruction we mean that side or facet of the per, i haracter that emerges,

these two singular and persistent characteristics of the characters of this¥ew that we do not wish to omit
to refer to. There is a constant reinvention and multiperspective of thg acters 1

Tony Soprano (in The Sopranos) is a very complex character who;
of rupture and fragmentation in so many different pieces and so many waYe@f reacting, which make him a museum
temperament for universal and possibly historical dramatic
characters of the new dramatic model, who reinvent themselv
thousand different ways, as appropriate in each case, perhaps like
historical moment. Tony is, without question, a friend and a good
in the pilot episode when he blows up the restaurant of Arti Bucco,

n and women of our time and this specific
nd, as befits a serial mobster. He proves it
close and best friend and schoolmate, to

o endowed with vulnerability and melancholy,
the face of the passing of time or the change of
E since his youth, and the incomprehension and

and not see his life and fortune destroyed. His per
not without a certain romanticism; his attitude, oft
values, the memories, so many dreams that ins
loneliness to which the human being is so ofte

his children, protective; understanding mits with his wife, a tremendous cynic, who does not
understand him and wants to ignore herselfls not interested in, thus provoking a psychological and

ime a good female is put in front of him and he feels like it,
to be his mistress for a while. Faithful philosopher in his search for the truth

at all costs of a family he essential
especially if she is vulgar and willi
about life and the human being an

nd its business, which he has had to face in a historical moment that
ly, he is implacable with his enemies and, if necessary, an irredeemable
alues that tradition has placed in his hands and that he, as long as he lives, is
d a few others not mentioned, are facets and perspectives that are observed
nd at the same time multiple and fragmented personality of this eternal
deconstruction, one of the characteristics of this new model that we are now

, the dramatic culture in the Spanish language is born of the fiesta, of improvisation, of the
ofthe participants who join in the event or situation that is being represented. This fiesta is
4 ctiveto be celebrated: a river, a wasteland, a holy field, a pilgrimage to a saint, a visit to a volcano... It is

not a st74@e of an aesthetically conceived plot; we are talking about a popular event; and this concept is the one
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that will modify the conception of the scene in contemporary drama and will influence the architectures of the
new American TV series.

And from this ambition, which we believe to be de-structuring (by comparison with a classical paradigm),
also liberating and creative of an absolutely new dramatic impulse (where the new is feasible and gossible in the
difficult world of art), arises this original model in the popular field of the dramaturgy of televisigli series whose
dramatic essences or founding characteristics we will now enunciate in some of its aspects.

impulse of the moment, by intuition, by the formal creative desire; feeling the needs of the
from a current perspective typical of the people of our time.

The theory of drama according to which a protagonist character pursues a dram
of the action, passing through a set of conflicting circumstances until reaching, or
the play) would be sustained in the new American model in general if, and only if,
maxims for the development of the dramatic action or of the characters typig@l o
or academic conception of drama. The new categories and ideas are more i
formal desire.

The result of all this phenomenon and conception is the permanent chan ternal s®stitution of situations,
characters, manners, objectives, struggles, goals and, therefore, of dram ies so that the intrigue and
the structural puzzle are the organizational and labyrinthine consta
dramaturgy. Hence the use of so many themes at the same time that @tator has to guess slowly; hence the
use and change of ambiguous hierarchies that move in time as life &
dismemberment of the themes from their forces of origin, the substantid tation of the themes or their oblique
presentations, the constant changes of roles and functions of t
second act (essential for the drama of western character), the
(real, fantastic) or so many other novelties that are nothing more
precise circumstance arises that can open the doors to the seductio

d by a creative or

res or, why not, of different worlds
n invitation to do what we feel when the
f the spectator of always.

5. Conclusions

The transition from a dramatic model of a neoclag to an essentially contemporary post-dramatic
model is reflected primarily in the area of dramaticSQ@anizatiorfalso called dramatic arrangement or structure)
and not in other areas such as tension or attenti K formal techniques of a dramatic nature. It is true
that the techniques related to attention or inte econd position, due to their prominence, to those
more classic technical-formal techniques.

Within the dramatic structure, we have lements of fundamental importance in this change in
the United States television series: the cq ers and the freedom that emerges in the new teleserial
model as a result of the decomposition, ssic categories of a previous model.

The conversion of the classic confg
pressure, noise and overflow, is on
of the new characters, we refer to
deconstructive process.

The classical categories of archite
similar to the post-dramati ise

One of the points to men
relationship between the new
narrative and undoub ibe

the dramatic stamp § @

the same time itd

the patternstind variables that we point out in this article. When we speak
eir multiplicity of reflections and dimensions, and to their fragmentation and

vanish in the new teleserial model and its conception or approach,
uch freer and contemporary categorical universe.

per, which stands out for its surely unprecedented character, is the
ramatic model and the dramatic culture in the Spanish language, much more
jan than the Greco-Isabelline one. The paper insists on the Spanish origin of
uted to the most prestigious television series in the United States, while at
escriptions of this culture of medieval origin.
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