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LOGLINE  

 
In the ancient kingdom of Israel, a young shepherd outcast from his own family receives a divine 
call he cannot yet understand. The pilot traces the invisible distance between who David is and 
who God has already determined he will become, against a backdrop of a kingdom whose king 
has already begun his own quiet unraveling. 
 
 
 
SYNOPSIS 

 
The pilot opens with a flash-forward: David on a battlefield, facing the giant Goliath. It is a 
glimpse, not a scene — deliberately incomplete, designed to hook the audience on a destination 
they already know from Scripture while making the path to it feel genuinely uncertain. We are 
then pulled back to the beginning. 
 
David is a young shepherd in the hills outside Bethlehem, kept there by his father Jesse and 
shunned by much of his community because of the circumstances of his birth. He is visibly 
restless — not out of ambition, but out of a deep spiritual conviction that God has something 
more for him, and the daily frustration of not knowing what or when. His relationship with 
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his father is defined by Jesse's refusal to release him: there is love in it, but also control, and 
David struggles against both. 
 
Across the story, we are introduced to the House of Saul — Israel's king, his wife Ahinoam, his 
son’s Jonathan and Eshbaal, and his daughter’s Mirab and Mychal, whose narration frames the 
entire series. The siblings are immediately and precisely differentiated: Jonathan and Mychal’s 
faith is resolute and outward-facing; contrasted by Eshbaal and Mirab whom look towards the 
world rather then faith. The court around Saul is fractured between genuine devotion and 
political performance. Saul himself is a man who began with faith and has quietly, incrementally, 
replaced it with fear and pride. 
 
The prophet Samuel moves through the pilot as a figure of spiritual authority and 
barely-contained severity. His confrontation with Saul over the failure to destroy the Amalekites 
— and particularly his execution of the captured king Agag — is the pilot's most jarring scene, a 
deliberate tonal rupture that reframes the show's spiritual stakes from mystical to mortal. His 
declaration that he will go and find a new king closes the pilot's primary narrative arc and opens 
the series' central dramatic question. 
 
In the hills, David makes the pilot's defining choice: defying his father's authority to go and kill a 
lion that is threatening the flock. The decision is impulsive and costly — it is made before the 
outcome is certain — but it is also an act of faith. He goes alone, prays briefly, and acts. When 
he succeeds, the pilot has established everything it needs to about who David is and what 
he is capable of. The episode closes on Mychal’s narration: destiny, she tells us, comes at a 
cost — and the rise of David will cost her family everything. 
 
 
 
CHARACTER BREAKDOWN  

 
 

CHARACTER  NOTES 

David  David’s central tension – between passionate 
devotion and impulsive action – is established 
with precision and economy. His fatal flaw is 
not faithlessness but the opposite: a fire so 
intense it sometimes moves faster than 
wisdom. The pilot is careful to show this not 
as a weakness to be corrected but as the 
very quality that makes him both dangerous 
and chosen. His declaration to Jesse that he 
is going “where he belongs” as he walks 
away is one of the pilot’s finest moments of 
layered writing: it operates simultaneously as 
a statement of present defiance and a 
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foreshadowing of the entire arc of his life.  
 

King Saul  Saul is written as a man in active spiritual 
decline, and the pilot communicates this 
without ever needing to state it directly. His 
first words in the flash-forward — a quiet, 
fearful question about Goliath — immediately 
establish the distance between his faith 
and the faith the moment requires. He is not a 
villain yet; he is a king who began 
believing and has slowly, privately, stopped. 
That trajectory is more dramatically 
interesting than outright antagonism, and the 
pilot earns it.  

Jonathan  Jonathan's characterization in the pilot is 
accomplished almost entirely through 
contrast and economy. His first line — "He is 
just a man, father" — spoken about 
Goliath in the flash-forward arrives right 
before Saul's fearful question and 
functions as a complete spiritual portrait. He 
believes where his father doubts. The 
simplicity of this device is its strength: the 
audience knows both men's hearts within 
five minutes of the pilot's opening, without a 
single scene of direct exposition. 

Mychal (Narrator)  The choice to give narrative perspective to 
Mychal rather than David is the pilot's most 
structurally significant decision, and it is the 
right one. David's story, told from David's 
point of view, would be the story of a man's 
relationship with God. Told from Mychal's 
point of view, it becomes the story of what it 
costs everyone else when one person is 
Chosen, and it affected history and the world 
at large.That is a richer, more tragic, and 
more dramatically sustainable framework for 
a long-running series. 

Samuel  Samuel functions in the pilot as the 
embodiment of the show's spiritual argument: 
that devotion to God is not sentiment but 
sentiment backed by action, and that action 
has weight and consequence. His killing of 
Agag is the pilot's most deliberately shocking 
moment, and it is effective precisely because 
it is unanticipated. A prophet executing a 
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captured king with his own hands is a 
statement about what it means to take God 
seriously in a world that has largely stopped 
doing so. 

Jesse  Jesse is efficiently drawn as a figure of loving 
obstruction — a father whose protectiveness 
has calcified into control. His refusal to 
release David operates as both a personal 
wound and a narrative engine: every scene 
between them clarifies what David is pushing 
against and why. 

 
 
 
STRUCTURE 

 
INCITING INCIDENT: The Flash-Forward 
Opening with a glimpse of David facing Goliath is the pilot's most confident structural decision. 
The audience already knows the outcome — David kills Goliath, becomes king — so the 
traditional question of "what happens?" is unavailable. The flash-forward converts that dramatic 
liability into an asset: by showing the destination immediately, it reframes the entire series as a 
question not of outcome but of cost. How does a shunned shepherd's son get to that battlefield? 
What has to break, and in whom, for the story we know to become the story we witness? This is 
precisely the right structural instinct for an adaptation of a story whose ending is already in 
Scripture. 
 
There is also a thematic resonance in the device that the pilot earns without pointing to directly: 
David himself, throughout the pilot, operates on glimpses. He knows God has something for him 
without knowing what. The audience is placed in the same position — given a glimpse of what is 
coming and asked to trust that the path will reveal itself. The form mirrors the content. 
 
 
MIDPOINT: David and the Lion  
David's choice to defy Jesse and go alone to kill the lion is the pilot's most efficient single scene. 
Before it, David is a character defined entirely by what he says and feels — his faith, his 
frustration, his conviction. After it, he is a character defined by what he does. The choice is 
impulsive, and the prayer is brief, and both of those details are correct: this is not a man who 
has achieved wisdom yet. But he acts, and he succeeds, and in doing so, the pilot establishes 
the foundational argument of the entire series — that David's greatness is not despite his flaws 
but inseparable from them. 
 
 
ENDING HOOK: Two Closing, One Weight 
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House of David earns a double ending hook, and both elements are doing distinct narrative 
work. Samuel's execution of Agag — accompanied by the line "God is not mocked" — is a tonal 
rupture. It closes the pilot's spiritual register on a note of severity rather than mystery, and 
immediately repositions the show's stakes from its supernatural “otherworldly” presence, to what 
spiritual reality truly means in the mortal world. His declaration that he will find a new king is a 
clean, propulsive call to action that bridges directly into the series' central plot. 
 
Mychal's closing narration is a different kind of hook entirely. It operates not on plot but on 
emotional anticipation. We know David rises. Her words tell us the rising will cost her family 
everything — and because we have just spent a pilot falling in love with that family, the cost 
becomes personal. The word "cost" is doing precise and powerful work here: it is not a threat, 
not a warning, but an elegy in advance. The audience is not afraid of what is coming; they are 
already grieving it. That is a sophisticated emotional position for a pilot to leave its audience in, 
and the writing earns it. 
 
COMMENTS  

 
What Works 
The pilot's greatest achievement is tonal balance. Biblical epic is one of the most difficult 
registers to sustain in prestige television because the material risks two opposite failures: the 
reverential and the irreverent. House of David avoids both. Its world feels ancient and specific 
without feeling remote, and its characters feel spiritually real without feeling like archetypes. 
David and Saul are not symbols; they are people with particular fears and particular loves, and 
the show's dramatic engine runs on the gap between who they are and what they are called to 
be. 
 
The decision to open with the Goliath flash-forward is structurally correct for reasons beyond 
simple hook mechanics. It immediately reframes the audience's relationship to the material: this 
is not a story about whether David wins. It is a story about what winning/destiny costs and what 
the journey reveals. That is a more durable, dramatic framework for a long-form series, and 
the pilot establishes it within its first five minutes. 
 
The characterization through first lines of dialogue is one of the pilot's most precise craft 
decisions. Jonathan's faithful answer and Saul's fearful question arrive back-to-back in the 
flash-forward, and they constitute complete spiritual portraits of both men. This is the kind of 
writing economy that separates skilled pilots from merely competent ones: two sentences of 
dialogue that do the work of entire scenes. 
 
Mychal's narrative perspective is the right choice for the series, and the pilot earns it by giving 
her a closing line with genuine dramatic weight. Her relationship to David's story — intimate, 
consequential, ultimately tragic — gives the show an emotional vantage point that David's own 
perspective could not provide. His story told from inside is inspiration. Told from the outside, 
from someone who will pay the price of it, it becomes something closer to tragedy. That is richer 
material for a long-running drama. 
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The Messianic parallels embedded throughout the pilot — David as shepherd, born in 
Bethlehem, outcast, destined king —are handled with restraint and specificity. The show does 
not underline them; it trusts its audience to recognize them. That is the correct choice. 
Audiences who know the parallels will find them resonant; audiences who do not will still find the 
character compelling. The writing works on both levels simultaneously. 
 
 
Areas for Consideration 
The lion-killing scene is the pilot's one significant structural underdelivery. The buildup to it is 
substantial — David's defiance of Jesse, his prayer, his charge — and the emotional and 
thematic weight of what the moment needs to accomplish is well established. But the scene 
resolves too quickly. Before this moment, David is a young man of great conviction and untested 
capability. This is the scene that proves the capability is real, that the fire in him has teeth, that 
he is not merely passionate but genuinely dangerous. A longer, harder-fought confrontation 
would have made that proof land with the weight it deserves. As written, the scene establishes 
that David can kill a lion. A stronger version would have made the audience believe — 
viscerally, not just intellectually — that this shepherd could one day face a giant. 
 
This is a minor note on an otherwise strong pilot, and it is worth flagging primarily because the 
lion scene is doing foundational work for the series' long-term credibility. The audience needs to 
leave the pilot not just emotionally invested in David but physically convinced of his potential. 
That conviction is almost there. A little more time in danger would have sealed it completely. 
 
 
 
RECOMMDATION  

 
STRONG RECOMMEND 
House of David is a genuinely exceptional pilot. It solves the central problem of Biblical 
adaptation — how do you create dramatic tension around a story whose ending everyone 
already knows — with structural intelligence and emotional precision. Its tonal balance between 
the mystical and the relatable is rare and difficult to achieve. Its characters feel like people 
rather 
than figures. And its framing device, anchored in Mychal’s perspective and her closing elegy, 
positions the series not as a celebration of David's greatness but as an honest accounting of 
what that greatness costs. That is the right story to tell, and this pilot tells it with confidence, 
craft, and genuine feeling. 
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