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ABST.ACT

The purpose of this study 1s to show that it is
possible to take one of the classie short stories studied in
the secondary schools of Michizan; adapt it for television;
and produce this TV drama using a high school cast. The

selection of The Yecklace for this study was based on a careful

consideration of both the short story and the television

medium, The story offered material suitable for production
within the 1limits of time and space. It had a sultable theme

and was practical in terms of continuous production. In

writing the sdaptation it was necessary to have the script pass
through three stares of development: the scenario, the manuscript
and the production,

In preparing for the production the producer had to
select the cast on the basis of telegenic sultability, quality
of charscterization, and projection. Once the cast was selected
mectincs were held to study the production possibilities of the
script, design the scenery, 1list the props, make the light plot,
decide uvon the costume recuirements, select the music and nlan
the make up.

The rehearsal schedule was divided into three periods:
the read-through, the walk-throush and the camera rehearssal.
During the read-through period the producer worked on vocal
interpretation, Action was blocked and camers shots were planned

durinz the walk-throush and executed during the camera rehearsal.
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The Necklace was vroduced over station WKXAR-TV and a

kinescope recording was made of the production. The kinescope

was shown to the high school teachers and students of Resurrection
Hich School and thelr reactions and comments were recorded 1n the
final chapter tocether with the producer's anslysis and recommend-
ations.

The experience was of egreat value to hoth the cast and the
producer, The students recelved televislon acting experlence and
the producer was able to suvplement the theorv of production with
actual experience.

This study 1s an introduction to the problems and
procedures invnlved in writine and producine a television
adaptation of a short story. It could be expanded to include other
adaptable forms of literature and the information galned from
adapntation and production could be made available to vrosvective

television writers and producers.
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CHAPTER I
INTRCLUCTION

Television, like Rabelais's "Gargantua," is a stripling
giant, growing so rapidly that it cannot be ignored or overlooked
by educators. True, it's a Johnny come lately amcng the media of
communication, but it attracts and influences youth more than any
other channel of education.l In a recent survey it was discovered
that 80 percent of tocay's teen agers spenc over three hours a day
before the television screen.2 'Yhat other medla of communication
possesses such a magnetic holding power?

Many teachers deplore the fact that modern teen agers are
more interested in television programs than they are in class work.
It has been suggested that instead of trying to compete »ith this
new media or complain about it, educators ought to use it. After
all, as the ancient Chinese philosonher said, "One pnicture is worth
a thousand words."3 Indeed many teachers have already canitalized

on this facte

1

William A. Coleman, "TV in 53," America, Vol., 88 (March 7,

1953)’ PPe 624625,

2James Keller, Careers that Chance the Vorld, (Garden City,
New York: Permabody, 1950), p. 93.

3Ibid., pe 9.
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In November of 1951, Miss Gloria Chandler initiated a
series of television book programs for children on station KING-TV,

Seattle, 7ashington, under the general title, Telaventure Tales.

The orocram ccmbined drama and story telling. The results were
gratifying to Seattle teachers. Libraries within viewing distance
renorted that within two hours after the program was shown, all
books written by the varticular author of the day hacd been
withdrawn from the library.

The public and parcchial schools of Philadelvhia cooperated
to proauce Sterytime on VIFIL-TV., This program, which went on the
air in 1951, featured stories by guest authors and librarians. It
was viewed by many classes, and when the experiment was over,
educators declared that class room activities were stimulated,
wvocabularies enlarged and librarians were kent busyv sunolying boolks.

These are but two examples. There are many more. During
the past ten years educators all over the United States have
gradually come to realize the potentialities of television and have
given it careful consideration. At the present time about nineteen
educational television stations are beaming signals to a potential

of forty million people in this country.

hMarion Elizabeth Corwell, "Television Precgrams Designed to
Stimulate Interest in Reading Books" (unpublished Master's thesis,
Dent. of Speech, Michigan State College, 195L), p. 11,

Charles Arthur Siepmann, Radio, Television anc Society
(New York: Oxford University Press, 1950), p. 103.
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However, if television is to realize its vast potentialities,
in a way at all adequate, those responsible for the shaping of the
policy will have to remind themselves, or be frequently reminded,
that worth while subject matter must be brought to more viewers and
with as much emphasis and attractive nresentation as nossible, To
accomnlish this, more ecucators will have to actively engage in
television activitiese.

It was in the hope of stimulating high school English
ﬁeachers to use television as a tool for introcducing the short
story unit that this thesis evolved,

One of the major considerations for this thesis was that of
choosing a story for television adantation that would be of valye
to the average high school audience and which could be adantable to
limitations of the average television studio.

The Necklace by Guy de Maupassant had both qualifications.

It would be of value to students because it was one of the classics
studied in many Michigan high schools. Moreover it was a
technically perfect story because:
1. It had a definite setting or background.
2. The story revolved around a predominant character.
A, Tt was original and dynamic.

B. It was nresented uncer the strain of a strong
emction.

3. One cutstanding event was chosen to develop a
sinzle effect.

Lhe All minor events and incidents contributed
directly to the development of the action which
led to the climax.
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The Necklace could be adapted to the limitations of the

average television studio because it woulcd only require two major
sets and a system of rear-view projection could be usec for the
extericr scene. The number of characters could be limited to seven
and no more than two characters woculd need to appear on the screen
at the same time., This latter noint was an important consicderation
because of the limited size of the television screen on the home
receiver.

The purvose of this thesis was fourfold: (1) to write a

half hour television adaptation of The Necklace; (2) to analyze the

writing problems; (3) to nroduce this drama over station WKAR-TV;
and (L) to analyze the nrocuction nroblems,

So that there will be no misunderstanding of the terminology
used by the writer, the following qualifications of some of the
phrases used in the title of this study are offerec.

Adantation, as used in this study, is a translation and

not a transference of material from one medium to

another. The process calls for rearrangement of the

text of the original material in consideration of the

potentialities and limitaticns of the television

mecdium to which the material is being adapted,

The Necklace, by this the writer means that the theme,

plot, setting, and characters in the drama were based

on those in de Maupassant's short story. The Necklace

was the first short story written by de lMaupassant,
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Procduction problems describes all the problems involved

in directing the play, including a consideration of

casting, blocking, designing, costuming, lighting,

camera movement.

Television program directors are continually searching for
new sources of material. Since the area of classic short stories
offers a wealth of ideas for television cdrama, the writer selected
a classic short story, vrote the scrint, and made an analysis of
tre oroblems involved in writing and producing an adartation. Such
a study should be of value to persoms who might be called upon to
write and onroduce nrograms of a similar nature, under similar
concditions.

A study of this type is of particular value to the author,
since her vrimary purvose in coming to Michiran State University
was to obtain both a theoretical and practical knowledge of
television. In doing a thesis cf this nature, she will bhe able to
supplement the theory obtained from course work, with the practical
experience of oroducing a drama,

Outline of chapters. -- For the purposes of this study, the

problem will be divided into the following chapters: Chanter I
will give an introcduction; Chapter II will inclucde an analysis of
the writing nroblems and an acting script of the author's

adaptation of The Necklace; Chapter III will discuss pre-procduction

problems; and Chapter IV will give an analycsis of the production.



CHAPTER II

"MITING THS ADAPTATION

Principles of "riting

Preliminary Considerations. -- The first preliminary

consideration for adantation is the source from which the play is
to be written. It may be a narrative poem, a novel, or a short
story. ‘hatever the source, the playwright should choose something
that interests him; something that will be of interest to his
audience; and something which can be condensed into conformity with
the demands of the television medium and still achere to the
principles of unity, emphasis, and coherence; and something which
contains several clearly outlined episodes and a justifiable
climax,

Secondly, it is of prime importance that the play appeal to
the viewers. This appeal will differ with the age level of the
audience, for varying age levels have varying dramatic interests,
For example, high school students enjoy the idealistic and
romantic, while grade school children demand action and suspense,

It is important, therefore, that the writer decide the ace for

7inifred “ard, Theater “or Children (New York: D. Appleton
Century Company, 1939), p. 61-62,

7John E. Anderson, "Psychological Aspects of Child
kudiences," The Fcucational Theater Journal, II (December, 1950),
pp. 285-291.
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which he is writing, and make his adantation accordingly. After
the age group has been decided unon, the author is reacy tc select
the specific story from cne of the pnreviously mentioned sources.

In making an adaotation for television the playwright
should select only that which can be vlayed, only that which has
significance tc the eye and the ear. UYiords should be judged in the
forms of nictures and sounds. In the graphic words of Victor Rorge,
"The writer should be able to see how it is going to look and hear
how it is going tc¢ sound."

The television writer has a rich supply of material at his
disposal. Olcder forms of fiction, such as the novel or the short
story, can easily be adanted to television. As a matter of fzct,
it has been proved over and over again, in radio and motion
pictures, that the presentation of familiar material is welcomed by
the audience.9 Television offers countless opportunities for
bringing the best in literature to a vast number of homes.

Specific Considerations. -- To the unitiatec it may

appear that adaptations are an easy way ocut of the nroblem cf
digging up orogram material. Actually, it is often more difficult
to write a good adaptation than it is to create a new play, ancd in

any event it calls for knowlecdre and skill, This is because

Yoyland Bettinger, Televicsion Techniques (New York: Harper
and Rrothers, 1955), p. 87,

o)
“Irid., p. 90.

n
111("7'.6., Ne 97,
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there is always the temptation to incorporate evervthing that was
in the criginel, regzardless of how unsuitable that material is to
television, Figh selectivity and a thorourh cencention of the

. o1l
potentialities and limitations of television are essential,
Visual continuity is a cifficult problem for the writer, but it
will be an imnossible cne for the producer unless the writer makes
it oractical from a procuction standpoint. In live television,
transition scenes are mace in the control rcom. The writer,

_p . . 12
therefore, must use transitional devices that are procducible, He
must be well aware of what the cameras and microphones can and
cannot dos This is because television is a coonerative activity
and tre final nroduction is the result of many minds, talents, and
skills working together. To satisfy everyone concerned, the author
must make meaninrs clear, characters dynamic, nlot development well
cdefined, and finally, he must arrange the script in proper form.

In order tc produce a drama that will satisfy everycne, the
script should nass thrcugh three stages of develomment: the
. . . ., 13
scenario, the manuscrivt, and the »nrocuction scrint,
The scenario exnlains tre play in outline form. It 1is

based on action and shculd describe the type cof cdrama, the

characters, the divisions cf the nlay, the action, the required

11
Ibid., p. 96

12Tbid., D. 95.

Ibido, po ,0(30
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settings, the mood, in short everything that happens should be
cescribed. The theme, the real point of the »nlot, shculd be stated
clearly.lh The primary function of the scenario is to simplify the
play so that it can be judged for what it really is, when stri-ped
of all its trimmings.ls If the scenario seems worlcable, the author
goes on to write the manuscript,

The manuscrint is the comnleted script and has all the
dialogue and stare cirections necessary to incicate tre action and
outline the mechanics of production, but it leaves the production
details for the »roducer to work out.16 In ceveloping the dialogue,
the playwright should make his characters act like real human
beirngs in real 1ife situations. Only when this is the case does
the audience respond to the cdramatic situations.17 William Archer
further stresses the importance of character by stating that the
play will be of small account as a work of art unless character at

every point enters into and conditions its develonment.l

1hLa,jos Fgri, The Art of Dramatic “riting (New York: Simon
and Schuster, 1946), o. 3.

Rettinger, oo, cit., p. 98.

Ibido’ po 99.

17

’Tﬁrd, ODe Cito, De Sho

18
William Archer, Play-Making (New York: Dodd, Mead and
Cempany, 193L), p. 72.
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Besides acting real, the characters must speak character-
istic dialogue. In adapting a short story, dialogue must be
carefully selected and condensed, since it has the threefold
function of clarifying the situation, tellirg the story, and
shewing the character.lﬁ Stort natural conversation which gets to
the point at once is the only kind of dialogue which is
successful,

The form of the television script follows the format used
for motion pnicture manuscripts. MNMr. Bettinger gives the following

rules:

Picture directions and camera cues are written on the
left side of the pare; audio directions, sound effects,
music cues, and dialogue are nlaced on the right. The
page is thus divided into two main columns: the one on
the left, headed "video," has all the viceo information
neeced; the cre on the right, heaced "audio," contains
all tre audio information as well as the dialogue. The
cialogue should be double-spaced, but not the video or
audio instructions, which should be brief and explicit,.
The names of the characters should be in full caps. The
pages should be numbered in both upver and lower right-
hand corners for quick handling during the rehearsal,

There should be a title page giving the name of the
piece, a word or sentence classifying it, and the
running time. If it is an adaptation, or if it is copy-
righted, complete information of this kind shculd also
anpear cn the title page,

Page cne sheould 1list the cast, with a brief
cescription cf each of the members; the number of sets
and their descrintion should te given; any special
motion picture footage or stills shculd beQSescribed, as
well as any special effects or properties,

Prgri, on. cit., p. 228.

?OBettinger, 9_Bo _Citﬂ_o, De lq?o
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I'he procduction script is complete in every detail,
However, it cces not reach this stage until the 1l7st rehearsal has
brouwght all cues, »rcduction directions, and warninsrs to light.
This is because there are four orincipal staff members using the
script during t*e production; tre nroduction cirector, the
technical cirector, the video engineer, and the aucdio engineer,
Fach one must follow a senarate set of cues. All camera switches
(cuts, fades, and cdissolves) may be mace to stand out by uncer-
scoring lines. A set change can be indicated by ruling a dotted
line across the page. Throughout the script certain strategic
voints are used for writing in running time. ‘/hen a switch from
the studio to film is callecd for, there must be a warning cue for
the technical director. This should indicate the exact time for
starting up the projector, allowing time for it to come un tc speed
so as tc bring the picture in at the designated time. A smooth
television script requires complete cooperation of all who are
concerned: the nrocducer, who directs the camermen from the
control room; the director cn the studio floor, who translates the
producer's messages to the cast; the videc engineer, who acdjusts
the lighting; the video engineer, who makes the cuts, fades, and
dissolves; and lastly the andio engineer, who controls the sound.?1

Even though the nrocduction script differs from the first

manuscript, the author must consider the audience, the machinery,

1Gilber‘c Seldes, ‘riting for Television (New York: Louble-
day and Comvany, 1953), p. 1L5.
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and the production time cr his adaptation will not be practical
production material.22

The audience is subject tc countless distractions. It is
the writer's job tc catch the interest of the audience at once and
to see to it that the story is well on its way within the first few
minutes. Therefcre it is the onlaywright's first business to reveal
to the audience the who, what, where, when, and why of the story.
This presentation is called exposition.23 Because the television
play is contained in a unit of time less than half that of the
average play, the opening must be developed without ceremony.
Exposition must be limited to the essentials and characters must be
quickly introduced and identified. The television audience is not
willing tc wait for the minor characters to discuss the affairs of
the dramatic principals. Instead, the principals themselves nust
usually present their own exnosition and begin to involve themselves
before the eyes of the audience.

As soon as the characters are introcuced they should begin
to lead the audience on to the main conflict of the nlay. This
step by sten nrogress to point of issue is called rrogression.
Gilbert Selces has written that the motive power for forward

movement is suvpplied by conflict.2S Conflict involves a struggle

22
Ibide, p. 17.

23y arnard Hewitt, Art and Cra®t of Play Production (J. B,
Lippincott Co., Hew York, 19L0), p. 73

2hJohn Howard Lawson, Theory and Technique of Playwriting
and Screenwriting (New York: G. P. Putnam's Scns, 19L49), pe 178,

Seldes, on. cit., p. 157.
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and a chcice, and may be between character and character, between a
character and a social order tﬁat is represented by another
individual, or even within the character himself.26 It is
important that the ccnflict be identified and exnlained as soon as
possible because the viewer's interest cannot be assured until he
is brought to a point where he can literally question the outcome
of the conflicts This outcome is brought about by the rising action
which leads up to the turning noint or crisis which is the most
significant cramatic situation in the play.27 In order to maintain
the interest of the audience, the crisis should be followed by a
rapid cdevelopment of the plot until the climax is reached. The
climax is a concrete realization of the theme in terms of an event.
The adaptor must make sure that the highest voint of interest is
contained there.28

Resides imposing a faster nace on the televisicn play the
playwright must emphasize clarity in his dramatic construction. 1In
many instances it 1s necessary to cver-emphasize the important
elements cf the plot. PRecause of this necessity for reneated
emphasis, the television crama has developed a more obvious type of

29

dramatic construction than that assumed by the stage nlay.

26
Ibid., p. 158.

Milton Marx, The Enjoyment of Lrama (New York: F. S.
Crefts and Co., 15L0), p. 73.

28

Lawson, op. cite, pe 267,

29

Seldes, on. cit., p. 39,
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As Hoyland Rettinger has vnointed out:

Pecause of the conditions of the televisicn medium,
limitations in nlot develepment, exnosition, characterization,
and pricturization are cften believed necessary in order to
assure that the inngmation given will be picked un and
understood at once,

Television machinery should be the author's biggest concern.

After all, if he writes without thinking of the practical side
(floor space, available scenery, cameras, microphones, and lights)
he will have to take the entire scrint apart later on to make it
suitable for production,

" Time is another verv essential element for the author to
keen in mind. HKe must remember the overall time allotted for
physical movement, and changes of costumes ancd nakeup while the
program is on the air. It is important, too, th~t he keen in mind
the time granted to a nrogram by the audience for capturing
attention cr losing it to another station.

In summary, the vriting of an adaptation fcr television 1is

a matter of following these five considerations:

1. The author shculd select a suitable story that will
appeal to a stated are level and be adaptable to
television,

2. He shoulc have his script pass thmugh three stages
of development: the scenario, the manuscript, and

the nrocduction script,

3. Fe should see to it that his characters are real
and that they speak characteristic dialogue,

L. The adaotor shculé consider the television audience
and the television medium,.

5 The adaptor should consider the principles of
dramatic structure,

Fettinger, op. cit., p. 1L,
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Application of Princinles

The author selected The MNecklace for television adantation

because (1) this short story offered material that was of
sufficient dramatic importance to make the production over
television worth while for the intended high school audience; (2)
it offered a story capable of vroduction within the character-
istic limitations of the television facilities at Michigan State
University.

In orcder to test the dramatic importance of the story, it
was necessary to determine the needs of the intended audience and
then to write an adaptation that would satisfy those needs,

The author selected a high school audience because she had
taught students in the secondary grades for several years and was

acquainted with their needs. GJhe chose The Necklace by Guy de

Mauvassant because it was one of the short stories read and
analyzed in the ninth grade,

The teen age audience would appreciate and onrofit by the
procduction. They would avpreciate it because it is one of the
classics studied in high school; and they would profit by it
because it is a story that requires an audience to dc some

thinking, some Jjucging, anc some evaluating. The Necklace has a

strong and worth while theme. It is the type of presentation that
leaves a semi-vermanent impression upon an audience,
The theme concerns people who are never satisfied with what

they have, who have a superficial set of values, vho fail to face
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reality, and who, as a result, meet with failure and disanpointment.
Such a theme is a valuable consiceration for youth living in a
materialistic age.

The theme conforms with the norms of morality and presents
evil as evil, UDe Maupassant's ideal, or rather idea, comes to life
as the plot unravels. It is “he story of a selfish girl who is
eventually caught in the web spun by her own greed. Mathilde
Loisel is one of those girls who has a sunerficial set of values,
She selects a paste necklace.from her wealthy friend's jewel case,
loses it, and works ten years to pay for it, only to find cut that
the criginnl necklace was worthless. The nrlot is strong and would
make an aucdience want to listen until the end of the play in order
to find out what happens. It is not until the last line that Jeanne
Fcrrestier reveals that the necklace was only paste. Here is a play
for an audience who likes to think; here is a play that tccay's
youth should have,

The high school audience would bte interested in the play
because the story is well on its way vithin the first few minutes.
The opening scene gives the setting, shows the inccmpatible
marriajge of the Loisels, and depicts Mme. Loisel's unhappy
disposition. There is a rapid cevelopment of the incidents leading
to the crisis:

1. Invitation to ball

2. Procuring a gown

3. Borrowirng of necklace

L. 3uccess at ball

5e Fast departure
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The crisis cccurs when Mathilce discovers that she has lost the
necklace. It is followec by a rapic succession of incidents which
lead on to the climax:

1. Searching for the necklace

2. Securing the substitute necklace

3. Payment of debt.
The climax of the story takes place when M~thilde ancd Pierre
discover that the necklace was not genuine. The cdrama ends here
end the conclusion is coincident vdith the climax. The story 1is
fast moving and shculd catch and hold the attention of the intended
teen are audience,

In order to determine the facility of procducing The ilecklace

within the characteristic limitaticns of television it vms necessary
to: (1) break cown the story into a scene by scene chart; (2) write
the scenario; and (3) write the script.

Charting the adantation. == As Bretz and Stasheff have

stated, "One good method in acantation is for the director to sit

down with the original script and work cut the scenes into which
. . . .. 1

his scrint will be d1v1ded."3 Therefore, following the general

analysis of the form and structure of The Yecklace, the writer began

the process cf charting the acdantation. This required (1) a
structural breakdovn of the story in order to determine the
essentials of its dramatic composition; (2) a process of selection

and compression, in order that the elements be adjusted to the

3liaward Stasheff and Rudy “retz, Tre Television Program
(New York: A. A. Wym, Inc., 1901), n. 273,
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breakdown of the action is as follows:

Scene

Act I, Scene I

Act I, Scene II

Act I, Scene III

Plet Line

Mathilce is cistressed
because she coes not
have a new cdress to
wear.,

M~2thilce has the
dress, but weeps
because she has no
jewels,

Mathilce borrows a
necklace frcm her
wealthy friend.

This scene by scene

Wathilde is not
haopy because she
yearns for the things
fierre cannot afforc.

The more she has, the
more she wants,

“he uses everyone to
further her selfish
ends.

Act II, Scene I

Act II, Scene 11

Act II, “cene III

Ltct II, Scene IV

mathilde lcses the
necklace,

Pierre search2s for
the lost necklace.

They replace the lost
niece of jewelry.

Mathilde and Pierre
work ten years to pay
for the necklace.

Mathilce 1s starting
to pay the ~rice for
her selfishness,

Mathilcde begins to
lean on her husband.

Mrthilde is too proud
to acmit that she
lost it,.

Mathilde's beauty
faces, but through
suffering she
beccmes less selfish,

Act III

Mathilcde learns to her
dismay that the
necklace was only
paste,

Mathilde is shocked.
Sre realizes what her
pride has caused,

Following the breakdovm of the play into a scene by scene

chart, the author began the process of selection.

By selecting

certain important elements to be retained in their entirety and by

eliminating and adding others, it was possible to incorporate the
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substance of the short story into the script. The author kept the
scenes which best illustrated Yathilde's selfishness and the
results of this weakness of character., Segments demanding

extravagant sets were omitted.

Adcitional scenes. —— Fecause the completec adaptation

would have to be contained in a unit of thirty minutes' time, and
because the reading time of the short story was only twelve
minutes, several minor scenes had to be added. In orcer to
emphasize Pierre's long search for the necklace, scenes in the
police station, newvspaper office, and cab station were added. The
baXlroom scene was cmitted because of the elaborate set cdemands
and the descrintion of the narty was taken care of in the dialogue
which the author added.
PILRRE
You looked lovely tonight, Mathilde.
Why, you were really the most
pooular lacdy at the ball.
MATHILDE
Oh Pierre, it was a wonderful.party.
All the ministers asked me to cance,
and the ladies loved my dress. Ch,
I'1]l never forget this night.
PIERRE

I'm glac you enjoyed it. I had a
good time myself,

LATHILDE

Pierre, con't try to fcol me. You
slept all evening in that little

ante room. 1%y, I even had to wake
you up wren it was time to go home,
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In vriting additional c¢ialogue, the author had to consider
three things: (1) the techniqe of infomal conversation; (2) the
technique of dialogue imitation; and (2) the technique of visual
tems,

The technione of informal dialogue., —-- Tecause television

dialogue is less formal than the short story conversation, certain

changes had to be made in The NWecklace. It was recognized, for

example, that many lines were too stucied anc precise for the life-
like manner of television speaking. For example, when in the short
story, Mathilcde discovered that she had lost the necklace, Pierre
declared,

I'm going back over every fcot of the
vay we came and see if I cannot find it,

In adapting this part for television, the author changed the lines
to:

I'm going back over every (oot of the
way. If you dropped it, I'1l find it,

The technique of dialogue imitation., -- Imitation was

another problem that the adaptor faced. "Any additional dialogue
written by the adantor will try to keen the style and feeling of
the original.“32 It was necessary to include many speeches in the
adaptation that were not in the original. This required a study
and an imitation of Guy de llaupassant's style.

It was discovered that de i'aupassant's cialogue, though
stylized in the manner of Nineteenth Century prose, was never-
theless short and easy. The lines of Fierre and .athilde in the

first scene illustrates this:

32Ibid., 171.
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She looked at him with irritation, and

said, imnaviently; "What do you expect

me to put on my bacl if I go?"

He had not thought of that. He stammered,

"Yhy the dress you go to the theater in.

It seems all right to me."
Consequently, in most cases, acditional dialogue was included in
the script in this fashion. In the ovening scene, for example,
the writer wrote the following lines:

PIERPE

¥M~thilcde, this is the coldest winter we've
had in twenty years,

WATHILDE
'Who toldé wou that?
PIFRRE

Says so, right on the front page of the
Paris Gazette.

Technique of visual temms. -- In making a television

adaptation it is necessary to state many icdeas in visual rather

than in aural terms. Robert Greene calls this technique the use

of charades.

The key tc visual writing is the use of the charace.
A characde is simply this: Through symbelic representation,
an idea is communicated. The idea may have originally been
stated in worcs, but the charade translates it into 3
symbolic picture languace which stands for the same thing, 3

An examole of this anoveared in the first scene as follows:

33Robert S. GGreene, Television “riting (New York: Harper
and Brethers, 1952), p. 23.
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LATYILLE IS ARCACGING TYE LISPES NCISILY
I T7% KITCHUEN CUPBOARD,., SUE IS GETTING
DINNER IN TUZ KITCIEN IN A LCWZER OLDLE
CLASS APARTLZNT. PISRAE IS RIADING TEE
PAPER, CAMEPA OPIIS CN KATHILLE, LCLLIES
BACK AWD INCLIDES PIXRRE,
The above charade tells tre adience three things: (1) it is
mealtime; (2) Mathilde is upset; anc (3) Pierre is preoccupied.
In vriting dialogue, therefore, the adaptor must:
1. Keep it informal, that is short and easy.
2. Imitate the original,
3. Use visual tems,
Tre last step in charting the acdantation was the
construction of a comparative chart showing the outline of the
drama as it would be adanted. This second chart described the

play in cutline form and was called the scenario.

The Scenario

Theme. -- Pecple who are selfish, ~rasping and proud usually
bring abcut their own unhanpiness.,

Flot. -- lathilce Loisel, a selfish materialistic minced
woman, borrows a necklace, loses it; and rather
than admit that she lost it, buys another to
replace it. $he works ten yecars to »ay for it,
only to leam in the end that the borrowed
necklace was worthless,

Conflict. -- The conflict was internal, Mathilce's deep
seated pride vied vith her sense cf honesty., She
had the choice of aamitting that she had lost the
necklace, or of buyving a new one to renlace it
and nretending it was the original,

Characters. — lMathilcde Loisel - a beautiful, selfish,
unsatisfied young bride.

Pierre Loisel - a hard working netty clerk,
completely satisfied with himself -- the victim
of a nagging wifees
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Jeanne Forrestier - wealthy young socialite.

Maid, Cab Driver, Jeweler, [ditor -
differentiating traits are un tc the director.

Setting, -- Paris, winter cf 1830,

———ea e

Mood, -- Serious.

Required Settings. —- The Loisel apartment

Jeanne Forrestier's becdroom
A park

The scenario showed that The ilecklace did nresent specific

production problems. The actual flocr space at station WKAR-TV is
at a minimuan., This limitation meant a restriction upon the number
of sets that could be useds To solve this nroblem the author
recommended the use of suggested realism. Thws, it was not
necessary to use elaborate sets. For example, a vanity table and
several chairs could simulate an elaborate boudoir; a littered
desk, a newspaper office; and a park scene nrojected on the rear
view preojection screen, would suffice for the outdoor scene,

A seccnd consideration was that a large vortion of it had
to be reserved for the television equipment; camers, microrhcne
booms, dollies, lighting stands, floor menitors, title rollers, and
cables. The writer hacd to keeo in mind that the technicians needed
sufficient room to operate, A cameraman, for example, has to have
room to operate his camere, and the bocm onerator had to be atle to
place his boom in a position to pick up the required sound. The
playwright handled this problem by calling for only seven

characters, four of vhom had only walk-on lines,
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Since time is of majer imnertance in television procduction,
the writer had to capture the attention cf the aucdience in the
first scene. Therefore bMathilde and Pierre were quickly
introduced and identifiec and the conflict began before many
minutes kad passed.

The author hzd to make provisions for transitions between
scenes. In making the adaptation for The lecllace, it was deciced
that relatively simple transitional devices shculd be emploved
because of the inadequacy cf production facilities. For instance,
a clock was used to bridge the gap of time between Pierre's exit to
search for the necklace and “is return, four hours later, withont
it.

Cne of the problems faced by the television writer and
solved in part by the transition, was the oroblem of continuous
action. When, for example, it was necessary for Pierre to move
from one set to another in the second act, the authcr hacd to pad
his action for a time sufficient for him to make the move from one
set to another. This nroblem presented itself when Pierre had to
leave the jeweler's and get back to the next set for the next line.
It was decided tc give lathilce the opening lines and supply her
with a piece of business with which she might occupy herself until
Pierre appeared.

The problem of three costume changes was anticipated and
solved by having Mathilde make one costume change behind a screen

in the Loisel apartment. Her ten yecars of drudgery were filmed
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ahead of time and thus, three costume changes could be eliminated

on the night of the performance.

Therefore, in vwriting the script the author:

1.
2.
3.
L.
5.

Used few characters.

Recommended suggestive realism.
Reccmmended simple transitions,

Padced action to allow for scene changes.

Used a woocden screen and a film clip to solve
costiume changeses

Summary. -- The selection of The Necklace for this study

was based upon a careful consiceration of both the chort story and

the television medium. The story offered material suitable for

procuction within the limitations of time ancd space, and was

selected because it had a suitable theme, because it was one of the

classics studied in the seccndary grades, and because of its

practicality in terms of continuocus dramatic production. It was

also hoped that tre story of The Wecklace might benefit from a

television performance, because of the sense of intimacy provided

by the medium,



THE TELEVISION SCRIPT

THT NECKLACE

Adapted frcem a short story
by

Guy De Maupassant

Running time 29:30
Nunber of sets 3
Number of characters 7
Place Paris

Time 1380
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CUARALCTTERS

MATHIIDE. -- She is about twenty-one years old. Perhavs she could
be referred to as one of those pretty and charwing girls who, as if
by a mistake of destiny, was born into a family of employees. She
suffers intensely, feeling herself born for all the refinements and
luxuries of 1life. Her taste is chean; she is attracted by the gaucy

rather than by the genuine.

PIERRE, -- Pierre is about twenty-eight years old. He is a hard-
working petty clerk, totally unaware of his wife's discontent. le
is completely satisfied with himself and the world about him.

Though he is the victim of a selfish, nagging wife, he remains to

the end a loving and cdevoted husband.

Jeanne. -- Jeanne is about the same age as Mathilde, but her
backgronnd is quite different, GShe ccmes from a family of wealth
and culture. Her cdaily schedule is one of parties, beauty anspoint-
ments, and other social engagements. She ncssesses about her an
air of dignity, grendeur, and roise, Although she is generovs with
her superfluous goocs, she is not abowve looking down on those who

are not quite as fortunate as she,

liaid, == She is a typical young French servant who is comnletely

devonted to her mistress, Mademe Ferrestier.

C2b Driver. -- He is a harc-working middle-aged man.
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Editor. —— He is a matter of fact typne of individual, money-

grabbing and sarcastic,

Jeweler., —- He is a smooth-talking salesman. Ue is demonstrative,

effervescent, and not ahove flattery,



TITLE CN ROLL TRIM
THT "ECKLACE
by
GUY DE LAUPASSAN MITSIC
ADAPTED FOR THIEVISION S
by (
SISTAR KTVIN LARIE !
1
BIACK
DISSOLVE
(L) VATHILIE AT CUVTUARD
SUPZR CLIDE 1330
COLLY IN

IC<E SLILE
TNCL'TLE PIERRE

(T) CLOZE UP VATHIIDE

G
ACT I SCEIE I
A SECOND RATE APARTNEMNT KITCHEXM

SART5...18804 4 JATHIIDE IS
ARRA'GT ™G DISFES NCISILY I THW
CUPRCARL., PIERRE IS RUAII G TIE
PAPRR,

PIZRRE

Mathilde, this is the coldest
vinter we've hacd in 20 years,
VATHILLE ('CVES TO TAELE)

Who told you that?

PIKR2E (SHCYWING FER)

(Tays) so...right here on the front

PIERRE INW PACKGROUID

2/

paze of the Paris Gazette.

MATHILLE

!lell, T believe it; when I was
walking on the Boulevard I nearly
froze in that cloth coat of nmine,
PIERR® (LCCKI'™: OUT THE I DOW)

“hy ge dowmntovn in weather like
this? WWe don't need anything do we?
VATHILLE (BUSY AT TYE TARLE)

Can't you uncderstand? I like to go
downtown. "Window shopring is the

only pleasure I have.
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PIERRE SITS AT TARIE:
WMATHILDE GOES TO CUPBOARD
(5) DOLLY IN - PIZRTE PIERNE

Kind of a waste of time if you ask
me. e can't afford those things,
you know that.
VATHILDE
Oh, I kncw it -- how well I know
it == but I can dream, can't I?

FOLLO™ PIERRE TO PIERRE (RISES)

CUPBOARD

Sure.e..sure. Dream all you want
to. Say, what did vou say we were
having for supper.
UATHILDE (LCVES TO TABLE)
I didn't say.

PIERRE (WALKS OVER AND UMCCOVERS
TFL SOUP)

Oh, the delicicus stew! I know of
nothing better than that.

VATHILDE (SITS AT TARLR TC TVE RIGHT
PIERRE) (BITTERLY)

(1) CLOSE UPZ%éiﬂlLDE (TI) course you don't,
2 /

PIERRE (MCY701S TO EER)

What is the matter, lathilde?
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WATHILDE

Ycu are satisfied with stew served
on a table cloth three days old,
Other youngz couples are eating
quail served on shining silver
dishes. But you...you know nothing
better than stew.

PIZRRE (MOTICHS TO RuCM)

("fhat) is the matter, lathilde?

(L) ¥ECIUM SHCT MATHILDE

We have a maid to heln ocut. ‘Vhat
mcre could you want?

VATAILDE

L
Lo/

(%) CLOSE UP PIERRE

("hat) more could I want? WHAT
MOPE CCULD I WANT? Look at the
dirty walls, the worn out chairs,

(the) ugly curtains...Ch why did I

(L) 2 sker /L7

let myself marry a petty clerk?

PIEPRE (LOOKS AT NER, LOLKS A
LITTLY ASHALED)

Well, why did you?

NMATHILDE (GOZS OVZIR TO THE TABLE
AU SITS DOWN)

DOLLY OUT ILCLULE PIERRE

(Because) I had no dowery, no means
of becoming known and loved by rich

and distinguished men,
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PIER2E (II0VSEs3 TO HxR, PUTS HIS
HAYD ON HE? SHOULDER

You don't mean that. You've

worked hard today. You are tired,

we shoinld get out more.

MATHIILE

We certainly should.

PIERRE (REACHES I HI3 POCKET)

Here...here is sorething that will

please you.

MATHILDE

() ¥. S. UATFILDE /N7 (‘rat) is it?

PIFRRE
Read it.

MATETLDE (TEZARS OPEN TFE B'VEIOPE,
TAKES OUT TU'H CARD AND

READS)
The Minister of Public Instruction
DCLLY IN
CICSE UP LVATHILDE and ladame Georges Rampouneau

request the (honor) of Monsieur and
(T,) BUST SHCT PINRRE
Z§7 iladame Loisel at the Palace cf the

Ministry, Monday evening, January 15,

VATEILLCE (TUROV3 TO'E INVITATICN ON
THE TARLE AND SAYS ITH
DISTLIN)

Viell, what do you want me to do

with that?
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PIERRE (SITS LEFT...LIANS
TCTIARLS I'ER)

(5) COVER (hy), my dear, I thoisht you
DOLLY IN 0. S. would be pleased, you never get

LATHILDE TO PIERRE /2/
cut and this is such a fine

oprortunity. I had awful trouble

getting it. Everyone wants to go;

it is very select and they are not

giving many invitations to clerks.
() CLcSE Up MATUILLE (You'll) see all the official

Z§7 vorlde

WATHILDE (CISGUSTELLY)

Ufficial world, inceed}

PIFRRE

Why, lathilcde, I bargained vith
one of the officials to get this

invitation., I thought you'd want

Vhat co you expect me to put on my
back if I go?

Cz) TIGET 2 SHCT FRCM RIGHT PIERRE (SITS BACK)
"hy, the dress you gec to the theater
in. It seecms all right to me,

DOLLY IN OVER I'ER HIAD VATHILDE (MQVE3 IN...PU™S UER 1'EAD
TO PIESRRE LC™MN AND 3CLS)



-33=

PIZRRY (LCVEX CLCZiR,..PLTS EIS
BAD OV FaER ARW)

Thy evervone loves that red silk
dress you wear to the theater,
It's so becoming, wathilce, and
it's scarcely three menths old.
CATELILDE CCITINGAS TU SOB
PITRRE
The dress your mother sent -- why

don't you wear that?

CE) CLCEE UP ATHILDE VATHILDE (PISES SULDEILY A'D "WIDPES
L/ T2 CIEEKS. 45F'S WALKS TO
THE 0T ¢ 78 TARLE)
DOLLY OUl ®IGHT AS (CALNIY)
SHE RISES
PICRRE I SACKSRCUND I have no cdress and consequently I

cannot go to the ball, Give your
invitation to someone whose vife
has better clothes than I.

PIERRE (LEZPAIRINGLY)

Let us see, illathilcde, how much it
would cost--a suitable cress. Cne
you could wear on future cccasions,
of course,

UATHILLE

Let me see, we must consicer the
material, the pattern, the

dressmaker,



(B) 2 swer Froy RIGHT /L7

DOLLY OUT LEZT
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PIZNRE (ITTHRRUPTING)

Yes?

UATVILLE

I cdon't know exactly, but it seems

tc me that with L0OO francs I conld

(Zut) lathilde == LNO francsi!

e

S. PIERTE

VATEILLS (TURS QUICKLY)

Den't you have it? Don't you have
the LN0 francs?

PIERRE (SLOTLY)

(Tes=s-s=s)

LATHILDE

]

"ell, then?

PIERRE

Put I've been saving just that sum
to buy a gun.

ATYILEE (CAICVES TC T3 CORNTR OF

THY TABLE)
To buy a gun???
PIERRY (TURS TCO HER)
Yes, I wanted to take a little
bunting trip next summer,
LATHILLE

A hunting trip?7?



(L) TIGHT 2 SHEOT

PIGRRE

Yes -- in the country near
Hanterre. I was going to shoot
larks.

CATHILEE RBWMNDRS OVIR TS TARLZ...
THEPS.  PIERIE MOVAS TOWARD PLR,
PIZRRE CONTINULS

‘Jell, I don't have to have that
gun,

YATHILDE (LCVING CIOSER TC EILU)

(Ch), Pierre. Vould you buy me

& cover /L7

the dress?

PIERRE

Yes, you take the 70 francs, but
see that you buy a pretty dress,
one that you can wear on future

(occasions).

DOLLY IW

MATHILDE

PIERRE LIAVES

MATHTIIDE PATS HER BAIR, TWIRLS
AROUND, AMND ADMIRES MINSTLF IN
TIE IRROR.

MATHIIDE (UCVING TO THE FRCNT OF
TARLE)

Ch yes, Pierre, one that I czn
wear on many future occasions...
Now let's see, what should I do
first...l could get the material
at Marie's, She has the finest
selection in Pzris. I'lerre, is

it too late to go now...
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Yes, I guess it is, the stores

cleve at five...%ell, I can go

LUSIC early tcmorrow morning. Oh, I'm
DISSOWE TO BLACK so hapvy.
LoIC) TRAYSITION TO ITTICATE
SASSAGD O TLUE

MCVE BOCLI BACK TO CUT
EDGE CF &0

ACT I SCELZ II

PIEP2E IS5 SITTING OY THE SCFA
PUADING, MATHILLE 'JALKS IM AND

LISSCLVE SIT3 DO,

(@) sock  [f27 PIINRE

DOLLY CViR TO 2 SHOT Well, well, Mathilde, the cay of
the ball is almost here.

DOLLY I AS YATHILDE (SEULIG) (FLATLY)

SKE SITS

Yese.
PIERRE

And your dress - the beautiful
éress - is it finished?
LATHILDE

Yes, it's ready.

PIERRE

Put it on, llathilde. I want to

see it
DOLLY CVER AS SFE RISHES VATHILLE RIGES, WALKS BEHIND
Mike 3 SCRUEN, AT, CPANGED VED DRESS)
PIZRRE

athilde, is there anything the

matter?



T

a1

-
-



Mo

PILRRE (DPUTS THS PARER DOWT)
’athilce, T can hardly wait to
see you. Ycu'll be the envy of
Paris. Zuch beautiful material
and !ladame Duval is one of the
finest dressmakers in irance,
Ycu'll be the belle of the ball,
Inceed you'll te the envy cf Jaris,
UATHILIE

Yes, yes, of course,

PIERRE (LEANS FURITARL)

!lathilde, there is something
wrong. .hat's the matter?
YATHILDE

Oh, no, it's ncothing really.
PIZRRE

Come now, you've been locking
strange trese last few days,
You've hardly said a word. Tell
ne, kathilce, what is it?
LATHILDE (THR07VS DRESS CVIR SCREEN)

I have no jewels,
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(5) 1'opITd SHOT PIERRY PIERRE (SITS BACK)
SCREEN IV L/CKLRCUKD

Is that what's bothering you?

JCATHILD

(]

T

Yes. I have no jewels. YNot a

single stone to put on.

PIERRS

“lear your rhinestcne clin. It's
so becoming,

TATHILDE

Nol!! I shall look wretched
enough. I would almost rather not
go to the party.

PIZRRE (1AUSIS)

Wy don't you wear natural
flowers? They're very fashionable
this season. Yhy for ten francs
you can get two or three

magnificent roses,

MATHILLE (FORCEFULLY)

() CLCTE UP PIE?RE (57 (You) want me to wear roses?
PIERRE

Well, T just thought you might
like to wear them. llany women do,.
YATHILLE

well, I am not wearing roses.
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PIERRE (LCOK3 AT PAPER)

Look, there's a sale at

La Valles this month., iy don't
you buy some imitation jewelry.
VATEILDS

Mo, it's no use. I could not bear
to vear anything so cheap. There
is nothing more humiliating thén
to look poor among a lot of rich
women.

PIEPRE (RICING SUDDENLY)

(E} COVER LAFT /2] (*ow) stupid you are! Eow stupid

I am! Fow stupid we both are!
You can borrow jewels from Madame
Forrestier.

ATHILDE

e

Madame Forrestier?

PITIRE (EYXCITEDLY)

Certainly - Macame rorrestier,

You know her well encugh for that.
MATHILDE

But, Pierre, I'm always asking her
for something.

PIZRRE

And, my dear, she is always glad

to help you.
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VATHILDE

Che is, isn't she? Pierre, you're
right. I will ask Jeanne Forrestier
for some jewels, (COLING CUT WITH
TEZ LPRESS CN) I'1ll go this very
afternoon,

PIERRT (MALKS CVIR, TAKES I'ER HEAND)

() r. =, p137eE /M7 (Ch) i‘athilde, the dress...the dress

is beautiful., (

(5) CCVER N

than the day I married you.

Vou) look prettier

VATHILDE (ALWIRING URRSELF I THE
MIRRCR)

I do lock lovely...(QUICKLY) You
know, Pierre, I'm going to take a
cab and go over to Jeanne

Forrestier's right now,

) DELDY JEA'TE AT VANITY
PIERAE

(L) »epIvs SHOT PIERRE /L7
- A cab, Hathilde? Eut it will cost
DOLLY IM PIGRRE
five francs to take a cab...the

coach stops only a few stops from

her door. "hy not take a coach?

VATHILDE
DISSOLVHE RIACK Recause I'm going to wear this
dress.
KUSIC MATHILDE STRUTS BACK AND FCRTH
i ADIIRIVG EERSELF ITHE SATISF:CTION

CUT MUSIC. ... TILE TRANSITICN
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ACT T SCENE III

{5) DISSOLVE TO J7ANNE IN MADAIE FORRESTIER'S ELABCRATELY
LIRRCR FURNICHED BCULCIR, SANITE IS

CoING Ei FAIR, SHE SITS IN
CNT OF VAWITY TABLE.

JEANNE

CUB Yanette, who was that at the front
door?

MATID (CCLING CVER TO JUANNE)

It was Mathilde Loisel, lladame.
JTANIE
Mathilce Loisel! Oh yes, my little
peasant friend. lave her core in,
Nanette,

JTANUE CONTINURS PRINPING.
VAID GCE3 To DCOR AND CALLS.

MAID

Macame Loisel,

i’ATHILDE

Yes.

MAID

Come right in. Madame Forrestier
is waiting for you.

WATHILDE (ENTERIG THE RCOL)

DOLLY C/ER A5 UATHILLE Thank you.
\'YI\ R o



JEANNE (LOOKIIG AT MER TERCUGH
HIRGOR)

Ah, Mathilce. !y dear, dear friend
liathilcde., I will be with you in
one moment, [ININTT3 PRIVMPING...
TURNS ON SWIVEL CHAIR. There,
that's all finished. It is good

to see you. 'y don't you core
more often? I was just telling my
husband that it had been months
since you hacd been here,

VATEILLE (HUMBLY)

() BUST 3FOT LATHILLE /6/ (I've) been meaning tc come, but

I've been so busy. You know how
it is, Jeanne,

JUANE (YTITH Al AIR OF SOPIFISTICATION)

(©) _croz v Jitnue /L7 (T) should say I do. BHonday I go to
Francois', on luesdey to the club, on
Ylednesday I have my hair set, and on
and on. My husband will tell you all
about it at dinner tonight. e

comnlains every chance he gets.



(L) mzpIwd stor XATHILDE /L/

LCLLY CUT 0N TE5E

(5) 2 SHOT OVER SHCULDER

13-

MATEILDE

Ah, but Jeanne I'm not staying. I
have to be home before seven. I'm
goine to the Public Official's Ball
tonight., I just wanted you to see
my dress,

JEANNE

Your dress? But how stupid of me,
I meant to tell you how lovely you
looked., It's really a beautiful
dress, kKathilce.

MATHILDE (COMES CLOSER...DPUTS HER
HAND TC HIR NECK)

But it looks unfinished, don't you
think?

JEANNZ (DISTRACTEDLY)

Mo, I think it's just perfect,
LATUILDE (QUICKLY)

Put I have no jewels...not a single
stone. That's really why I came.

(?i1l) you lend me one of your

MATIILDE /27

Jewels? .eeh clip? ...4 stone?
eesAnything?

JELNIE

Why, of course, but with a cress

like that you really don't need

any jewelry.



MATHILLE COMES CICS™R, RENDS CVER
TAELE, LOCOKT AT JZVILS.
LATHILLE

(L) cress v LLTrILLE /57 (Ch), I was sure you would lend

me so ething.
JEAINE
Vou ¢an have anything you wish,
LATFILDE (QUICKLY)
(%) 2 sHor /2] (Ch) thank you, Jeanne.

JEANNE (HCLDIIG UP A 3RACELET)

Here. Here is a bracelet.

VATEILDE (LCOKS AT IT)

No, it is not whrat I had in mind.
JEANNE (HOLDING UP A PRARL NFCKLACE)

(E) RUST SHOT WATHIIDE /G (“hat) about this pearl necklace?

MATHILLE (TRIZS IT OY)
No, it dces not match,
JEANNE (CVITH AN AIR CF DINCOVIRY)

(8) 2 SHOT OVER SUCULDER Ah, (here) is a Venetian cross of
MATHILDE

goldeeeset with precious stones.

Just lock at the workmanship. Try

it ONe

VATEILDE (TRI®WS IT CN BESCRE THE
GLASS, HEZITATIVG TO DART
SITH IT)

You have nothing else?



Vihy yes, but I do not know what
will please you,

VATFILDE (DISCCVERS & BIACK SATIN TOX)

“ihat's in this black box? Ah, a
diamend necklacel (F&? PATDZ TREIDLE
AS SFE TCUCHET TUR LIALNCHL TICKLACE)
Look at it sparkle. %hy, Jcanne,
it's beautiful and just what I want.

Viculd you lend me this -- only this?
TANNE

Why yes, certainly.

VATFILDE (KICSI': JERANITR)

Ch, Jeanne, I'm so grateful,

JUANTE (CCLLLY)

I'm glad it suits you.

CATRILEE (UITH BYEILARTION)

Cf course it suits me...You are so
good to me, Jeanne. When I came in

I didn't care vhether I went to the

ball or not...and now I can hardly

wait until nine o'clock. Cpeaking

of time, what time is it now?
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JEANNE (IOCK3 AT THE ZUALL CILCCK
0N FEP VANITY TADLE)

It's about six o'clock.

HATHILDE

Oh, I must be leaving. (SI'E STARTS
TCZARD TI'S DCOR)  Pierre will be
waiting. I hate to hurry off like
this but I hate to keen him waiting.
JTATNE (RISITNG)

Let me call my carriage. You can't
go through the streets dressed like
that,

MATIILZE (WITH PRIDE)

(Ch), don't bothers...I asked the

FCLIOT NAID BACK

cab cdriver to vait.

JEANNE (SZEING HER TC THE LUCR)
fell, all right. 'atch your step.
Have a good time tonight, llathilde.
And next week come over and tell me
all about it,

JATUILDE (HUPRYING CUT)

Yes, yes, I will. Goocbye Jeanne,
Thank you a million tines,

MAID (CONTES OVZIR TG JEANNE)

“he was all dressed up, wasn't she?
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JERANTE (LOOKING AT 'SR LA IN THE
¥IRRCR, CCUFITG IIER FAIR)
Too cressed up, Hanette, far too
dressed upe
WATD (LULTING)
Too dressed up, llacame?

JEANNE (STILL PRIMPING)

(5) ciesg vp 1vreeer /L7 (Yes), that dress was fussy enough,

she didn't need any jewelry. I
tried to tell her but she wrculdn't

listen. . ~he would have been

Y0, 2 BOOK READY FCR miserable if I hacn't given her
JEWTLRY SET the neclklace.
NAID

Have you known llacame Loisel long,
icacame?

JEANNE

Yes, we went to school together.

FR0OM THE She was a beautiful girl--smart,

BACK-
GROGUND too—but always mutting on airs.
(LIRRARY)
She used to tell us that she was
LAP going to marry a count and live in

a mansion., I've often wondered how
she ever narriecd Fierre Loisel...

he's only a netty clerk, you know,

JEANUE CONTIVTES TALKIMG TC MAID.
LICROPHCIES AN CUT,

I\{”SIC X QT‘)_““.‘J-,ITIOI‘I

(@]
(e
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ACT II SCEWE I

T'Z LOISEL APARIVENT,...FIZSRRE AND
’MTWHJEAWmcn‘TIMPUWPE FROM

THE JFLL...,ATYIIW Cuhbt Il FIRST,
" IPLS ARUTD, AND SIUES
CCITalTZLLY I TU A C”AIR...

PIERRE FOLLCWS SLELPI
MATEILDE (LEANING RACK)
It was such a wonderfnl narty.
PIERRE (COMINZ IN THE LLCR)
You looked lovely tonight, Wathilce.
Vhy, you were really the most
popular ladyv at the ball, I'd sweor
I cow you cancing »ith the president

hinself,

PTRRRE TAKRS OFF CUECOAT .. JTHROTS
IT CN COUCH.

NATEILIE (DRTANILY)
(Ch, Pierre,) it was a wonderful

party. All the ministers asked me

to dance, and the ladies loved my
dress. Ch, I'1l never “orget this
night!

PIERRE (TALZS CF# VEST)

“ell, I'm glad you enjoyed it. I

had a good time myself,
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LMATEIIDE (SHAKING HER FINGCR AT HIM)

v, varnripg T/ (Plerre), dontt trv to fool me, YVcu

S

slept all evening in that little
anteroomn. Why, I even had to wake
you when it was time to zo home,

FIERRE (STRETCHING ATL YATTNING)

@) w. s. PiErRE /L7 I w-c tired, lethilde, Resides, I

have to be at the Ministry tomorrow

merning, same as usual. (LOCKING

B. S, maTEIIZE /L7 AT HER SERTCNSIY) (Tell) me, why
/

were you in such a rush to leave?
Ycu didn't even wait until I got

your coat.

VATHIIDE
LCLLY OUT Why of course I didn't. All the
2 SFCT
CVyEn 3IOTVLLZR other women had furs. I wanted to
PIENRE

get out before they noticed this
cloth coat,

PIERRE

I still think you could have waited
until I had called a cab. 'ie must
have lcoked ricdiculous running down
the street trying to hail one.
VATHILDE (SFRUGGING HER SHOULLLPRS)

You'll never understand.
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PIZRRE

(I) suppose not. ‘'lell, it's good

PAN “ITH HIN
. TO
.. VATHILDE

to be hecne. I'm gecing right to
bed..o (YATNS) Have to be at the
office at nine.

VATHILLE (PUTS ERR HAND TO FER
WMCK AND SCREALS)

Pierreleeececefierrel veeeee
PIZRNE (DRCWSILY)

("hat's) the matter?

VATHILDE (LOOKING FRATTICALLY IN
TFE FOLLS OF E¥R GO'I)

(I've) lost it... Look, it's gcne.

&) cover /27

FROW RIGHT

DOLLY IN TIGHT 2 SHCT

PIERRE (DAZED AYD FUZZLED)

I don't know what you're talldng
about. That's gone?

LATHILLE (FYSTENICALLY)

The necklace..,. The necklace. I
no longer have hadame Forrestier's
necklace,

PIERRE (STANDS UP LISUAYED AND
BEGINS TO LCOK ARCUNL)

“hat...??? How??? It is
impossible., Look in the folds of
your dress,

THIY BOTH LGCK FIVZRISHLY
MATHILDE

Vo, it is not there.
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PIZRRE

Look in the folds of your cloak.
MATFILDE (OW TVE POINT OF TEARS)

I can't find it anywhere.

PIZRRN (LOOKING AT FER)

Are you sure you still had it when
you left the ball?

MATHILDE

(L) c. U, ¥aTHILDE /%] Yes). I felt it on me in the

vestibule at the palace,
PIZRRE

(5) 2 SHCT /27 (Tut) if you had lost it on the

street we would have heard it fall,
It must be in the cab,
MATHILDE (CLUTCHING HIS ARL)

(L) c. u. varuIivE  /G] (Yes), in the cab... Did you take

the number?
FIERRE
FKo. Did you notice it?
MATHILDE
3 2 sucr /2] (o).
THEY LOOK AT ZACH CTHER

THUNDERSTRUCK.  PIEPRE PUTS OR
HIS COAT.

DOLLY WITE PIKRRE PIERRE
I'm going back over every foot of
the way. If you dropred it I'1l

find it,
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VATEILDSE (SINES INTC A CHAIR)

DOLLY I DATHILD

[<3]

I'11 wait up for youe.e.. Look
PAYN TO CLCCK everyvhere, Pierre. You must

find }E. You must.
S ACT II SCEUE II
CUANGE TILE CLOCK

MUSIC TC DENC™E PASSAGE CF TILE
(L BCuRs) mAmuIHuv I3 SLEAPING ON
T"E CCUCH., PIEDRE VaLKS It SLOWLY.
CuT VATHILDE CPE'S FER EYES AND CALLS.
LI330.VE BLACK

(%) crock  [2/

DOLLY OUT MATHILDE

VATITILDE

Pierre??? TIs that you, Pierre?
PIEPRE (ALKS PAST HE SLCULY)
(FLATLY) Yes.

LATHIIDE (BCPZrULLY)

Did ycu find it? Tell me, Pierre,
did you find it?

PIERRE

Yo, lathilde. I cdid not find it.
WATHILDE

(I) 2 syoT TIGMT /27 (Tut) did you look? Fierre, did

you really look?
PIERRE (FORCEIULLY)

(5y cover /27 (T) traced and retraced every step

of the way. I got on my knees. I
looked into gutters, liathilde --

I've looked everywhere,
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VATHILLE (SIN¥S TO SCFA)
Oh, Pierre. vhat vill we co?
FIERRE (TURIS)
I don't knowe I don't know,.
YATHILDE (5ITS UP) (EXCITHDLY)
Pierre, why didn't you find it?
Yhy didn't you find the cab we
took? I know that's where I lost
it. If T hacd dropved it on the
street we would have heard it fall.
Ch, Pierre...if only you had found
it. (SIKES BiCK)
SEE PITS FER HEAD DOMWT AND WEEPS
PIERRE (WALKS OVTR TC THE YALL...
RIS UP AN OLD FASHIOMED
PHONE)  (¥ERVOUSLY)
Hello --- hello, onerator. Give
ne the Crief of Police...Yes,
police. e o« PHOULHIHCH#E e V€S ns
Hello, is this the Chief of Police?
This is Pierre Loisel, and I'm in
great trcuble...loisel...
L:O#I%5*E*Le L9 Rue de Martyres.
Yes, I said I was in great trouble,

(i) wife lost a necklace last

night. Yes, very valuable...vorth

thousands of franCSeeecscccscceces
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(You) say nothing has been turned

BRCCM 3

DIGSCOLVE FLACF
)

1
i

L . S. EDITOR

D. 0. ICLULE
PIERRE

in? --- I see. Yo, no I haven't
put an ad in the paper yet, —---
Yes, yes of course I'1ll offer a
revard. ——— By all means have the
men male the customary checkup and
call...call in the midcle of the
night if you find it. It's worth
at least 20,000 francs, nerhaps

more. You must find it, Ycu must.

MUSIC BRIDGE (PIEPRE PUTS ONW KIS
TOP COAT)

ACT II SCENE IIT
EDITOR'S OFFICE, THE TDITCR IS
BUSY WITH PASTE AND SCISSORS FE
LOCKS UP AS PIERRE ENTERS.
ELITCR
You wish to run an ad?
PIZRRE
Yes, Yes. I have lost a necklace.
EDITCR
You, lonsieur?
PIERRE
This is no time to be funmy. Ny
wife lost a diamond necklace...
Lost it somewhere between the
"inisterial Palace and the Rue de

Martyres...I want to offer a reward.
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1fUSIC

C —
S
=1

EDITOR
A reward?...How much of a reward?
PIER?E (PRCUTLY)
200 francs.
EDITOR
200 francs! Excellent...Now how
shall we word this ad?
1USIC.. ,RRIDGE
CAB DRIVER IN LIMS0 ANSWERS PHOMNE.
PIXPRE CEANGES CLOTLES FOR
APARTYENT SCENE.

ACT II SCENE IV
PIYRRE 2PUT3 CVERCOAT OVER CLOTMES.
DRIVZ=R
Eonjour, Paris Cab Company... Yes,
llonsieur., Yhat can I do for ycu?
You say ycur wife dropned a necklace
in one cf our cahs, lonsieur? Cne
of the cabs on the Rue de Martyres
run is not much help, Monsieur. Our
drivers go all over Paris. A cdiamond
necklace? Nais ouvi, konsieur. I'll
ask the drivers if they saw the

necklace, but...I do not guarantee.

TAKES OUT HIS PAD, PULLS FENCIL FROL
BEZIND HTS EAR.

USIC. . +BRIDGE TO SCENE V.
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ACT ITI SCENE V

JEZYTELRY SEOP...JEVELER I35 SHINIIG
JEVELS., MATHILDE IS SEATED,
PIERRE IS TRYING TC REASONI WITH
HER.,

PIZRRE

It is the only way, Mathilde. Uvie
can wait no longer. We'll have
to replace the necklace,
JETELER

Bon jour...Bon jour. Some jewels
for Madame, lonsieur? I have the
most beautiful jewels in rrance.
“hat would you like?

PIERRE

Ve are looking for a necklace.e.e.

A diamond necklace.

JEELER  (LOCKING CLC3ELY AT PTERRE)

(I) understand. Something that will

become lladame, yet...um...something
reasonable, eh, lkonsieur?

PIERRE (FLATLY)
Here is tre box. The name of the
necklace is inside. We would like

to see something just like it.
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JEELER (AVAZED)

L BS JEELER /L7 (Ah) La Pelle...Monsieur must love
FOLLOW HIM Madame very much. Just one
/[ CUs  / minute., I have the very necklace

/ ¥1SIC /

you're looking for under this
counter...«Ah yes, here is what
you're looking for. Lock at the
cut, the cut is pverfect. And the
design. You can see it had expert
handling and the sparkle..e
Konsieur, did you ever see such a
sparkle?

PIERRE

How much?

JEVELER

(%) c. U, pIEoRE /37 (Only) LO,NN0O francs...and for such

a beautiful necklace. You like it,
Kadame?
PIERRE
40,000 francs? Excuse me just one
second,
HE WALKS OVER TO MATHILDE

(L) C. U, XATHILDE /B/ (Mathilde), it will take everything

we have, Everything...And what we

have will only pay for half the
cost. e'll have to borrow the

rest.
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MATHILDE

What about the money your father
left?

PIERRE

Father left me 13,700 francs.
I'1]1 have to borrow 22,000, I£
will take a lifetime to pay it
back.

MATHILDE

Ch) Pierre!

PIERRE

We'll have tc let the maid go;
move on the other side of tovm.
VATEIIDE

Oh Pierre!

PIFRRE

(I'm) sorry, Mathilde, but there

PAN TO JEELER

is no other way.

LATHILDE

Yes, there is no other way.
(GIVING HIM A SLIGHFT PUSH)

Go and ask the jeweler to put the
necklace away for us.

PIERRE (MOVES TO JETELER)

Oh, jeweler...Jeweler, we'll take

the necklacee
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MATHILDE LEAVIS

JETELER

It will look beautiful on ladame,

chall T wrap it up, or would she

like to wear it?

PIERRE

I don't have the LN,"MN francs

with me. I wonder...would you nut

the necklace away for me? I'fll

pick it up Friday,.

JEVELER

Of course, Monsieur. rriday. I'll

put it away...low give me ycur name

and address,

17USIC. . «BRIDGE
ACT II SCElE VI

LOISEL APARTHE!IT KITCHEN

PIEZRRE (WALKS INTO THE KITCHEXN SLOWLY)

Did you return the necklace?
MATHILDE

Yes. I went over to Madame
Forrestier's this afternoon,

PIERRE (SITS)

Did she notice, liathilde?
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MATHILDE

I co. o3, warvicns /L7 (“otice)? Oh, Pierre, she didn't

even bother to open the box. She

just tossed it on the bed.
PIFERRE

(5) 2 SHCT L.ell), it's well for us that she

didn't notice that the necklace

was not the same,

IIATHIIDE

(L) B. S. NATVILDE (Tt) will take us a lifetime to
vay for it, Pierre. You know, I've
been thinking, if we both work we
can get it paid for twice as fast.
PIERFPE

(5) cu pizore /67 (Yo), iathilde. I will not hear
of it,

STANL BY FILXM

VATIILLE

But, Pierre, it's the only way.
I'11 take in washing anc sewinge.
It's hard work, I know, but it's
the only way.

PIERRE (LEANS ON TABLE)

(L) o. s. :rvrien /L7 (Yes), lMathilde, it is bard work...
D. I. VATH, much too hard. I will not have it.
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UATHILDE (WITH LECISICY)
ROLL rILY
Pierre, I must. It's all my
L. I. EBE. C. U,
VATUIILLE fault. I must nay the debt., I

miste

MUSIC PIERIME AND MATHILL® CPFANGE CICTHES,
ADD MAKEUP REQUIRED TO LAKE THE TEN

RCLL A O .JWUTE FILI CLIP.

SUPER YUARS.

FILM SHCWS VATHILICE CRUING, PISRRE
VIORKING LAYs IRTCO TEE NIGHT,
IATRILDE COMIING HCLE WITH GROCERIES,
tATHILDE SCRUBBING TF:Z FLCOR

ACT IIT

TEM YEARS LATER. MATHILUE A'D
PTERRE ARE SITTIVG ON A PARK BUNCH.

YUAR AGTI G.ea
ITUSIC...UP AYD UNDER.
GuT PIERRE
DIZZ BLACK “iell, Mathilde, we're all paid un.
oUT I felt like a king yestercday when

p12Z (L) 2 SHOT I made that last payment.

Yes, we're free at last...But it's
taken ten years and we've worked
hard...very hard.

PILERRE

. C. (Mathilde), tecll me, why did we

come to the Emperor's Park? You
know it's right across tre street

from Madame Forrestier's, don't you?
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IATHILLE
Yes, I knoew. That's vhy I cane,
tie've paid everythirg. ''e have
nothing to be ashamed of. I want
to see her, Pierre. Let's just
sit here and wait until ske comes
bye

MU5ICee e« TO INDICATY PASSAGE OF
TRME. PIERRE RIZES, PACES BACK
AND FORTH...TiRNS TO MATHILDE.
PIFRRE

Here she comes.,

YVATEIIDE (CALLI'G)

Jeanne --- oh, Jeanne,

JEANNE

Yes?

VMATHILDE

Oh, Jeanne, it's good to see you.
It has been years since we've seen
one another, hasn't it?

JEANNE

But, Madame...I don't know jou.
You have made some mistale,
MATHILDE

(No), I have not macde a miztakes

You know me well,



)

-63-

JEANIE

(T'h) afraid you're thinking of

soneone else. I am liadame
forrestier,
“ATVIIDE

(And) I == I am lLathilde Loisel,

JEANTE (UTTERING A CRY)

(Ch)t Oh, my poor Mathilde! How

@

I'a R.

2 SFOT

changed you are. How very changed.
LVATHILDE

(Yes), I've had hard days since you

saw me last. Ten years of wretched
cays and all because of yrur
necklace,

JEAIE

Decause of me? Fow so?

VATHILDE

(Zemember) the diamond necklace...

©)

2 SHCT

The one I borrowed to wear to the
Yinisterial Ball?
JEANNIE

(Yes), I remerber. ‘hat about the

necklace?
MATHIIDE

well, I lost it
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JEANYTE

You must be mistaken, kinthilde.
You returned that necklace years
ago., lVhy, I remember the morning
you broght it backe Noses MNOsss
you are mistaken. I'm sure you
returned it.

LATIILDR

@) /L7 (*0), I did not return ycur necklace,

I cdeceived you. I locst your
necklace on the way ho e from the
ball., We bought ancther jurt like
it. It cost LN,N00 francs and for
the past ten years we've been paying
for it. It was not easy for us,

but it's all over now, and we owe

Nno One,

JEANYE (LOOKING STUNNED)

& c.v. [ (Tcu) say you bought a diamond

necklace to replace mine?
LATHILIDE

Ah, then you didn't notice. They
really were just the same. I was

afraid...
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JEANKE (INTZRRUPTING)

() LAT'IIDE B. C. U, /8] (C—h), Ilathilcdes..my necklace was
MUSIC paste. It was worth 500 francs

( at most.es
? I’.lUSIC.l..STAR. e o ATFILLE PUTS FER
HAYDS TO HER FACT...THE.E MISIC
LLUSIC UNDER
TITLE AND CREDITS
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CHAPTER III
PRE-PRODUCTION PRODLELS

This section includes the problems encountered during the
seven-week preparatory veriod for the television procduction. This
ore-production neriod was divided into seven periods.

1. Casting

2. Pre-planning

3 Reac-through

L. ‘“7alk-trrough

5. Dry rehearsal

6 -Camera rehearsal

7. Dress rehearsal

1. Casting

Once the play had been written and played upon the stage of
the author's imagination, a cast of characters was selected. There
is a wide variation in the patterns of auditions and rehearsals.
Fach director chcoses the method which best suits his particular
set-up. But no matter which pattern is used, the purnose remains
the scme, Auditions are designed to acquaint the director with the
talents of those who are trying out for the show. Auditions give
those who are trying‘out for the show an opportunity to display

their talent.Bh

BZ‘Charles F. Lindsey, Radio and Television Communication
(New York: McGraw-Hill Book Co., Ince., 19%2), De 235,

66—
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In professional situations, everyone should be given a
chance to try out, and those who are patently the best should be
selected. Before casting roles for The MNecklace, the producer had
the oprortunity of observing the students of Resurrection High
School curing the preparation and presentation of their annual
talent show. Since every student was required to be in the
performance, it was possible to observe all those who were
interested in trying out for The !ecklace, and eliminate those who
would not qualify,

Recause of the number interested, it vas necessary to set
aside two days for casting. The students came to the convent and
tried out for parts curing *heir study periods. The procucer gave
a short synopsis of the play and a brief description of each of the
characters in the play to each of the nrospective try-outs. She
explained the nature of the production and the time which the
rehearsal period would cover. The students were given an opportunity
to ask questions. Then each was given a chance to read selected
scenes., If the student showed an aptitude for the role, he or she
was asked to re-read the scene and incorporate certain suggestions
macde by the producer.

Many of those who auditioned proved that they had the ability
to act.e This made the decision of the cast a difficult one. In
making the final decision, each member was chosen primarily for his
or her quality of characterization, telegenic suitability, and power

of orojection,
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After the final decision was made on the cast, all were
notified that the first rehearsal would be held on February 16, 1956,
The producer began a series of nre-planning activitiese

?. Pre-planning

The pre-planning period was cre of the most important stages
of the pre-nroduction time. Meetings and conferences were held to:

1, Study the production possibilities of the script

2. DLesign the scenery

3. List the required furniture and prons

L. Make the light plot

5. Decide costume requirements

6. Select music

7. Plan makeup

The first ore-planning session occurred before the members
of the cast were assembled for the procduction. A meeting was held
in the conference room at station WKAR-TV. The program manager,
the cdirector, the viceo technician, the set designer, and the
producer were present. It was decided that The Necklace would be
done live and kinescoped on Friday night, March 30 at 9:00,

Then the script was read and each of the staff members
tested it for suitability in his department. For example, the scene
cdesigner felt that the rear-view projection screen positioned on an
‘ angle could be used for the park scene; however, the video ergineer
said that if the screen were positioned in that way it would present

lighting problems, Therefore, it was decided to keep the screen
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straighte The director saw complications in having the main set
cloud his view, so the designer came to his rescue and repcsitioned
ite The jewelry store was the biggest stumbling block. An array of
jewels wculd be too reflective for good picture resclution, and the
extravagant furnishinss of a better clacss store would be a strain on
the studio's budget and space. To solve this »roblem, the designer
suggested using selective realism and keening the jewelry under
cover., Yhen each of the staff members felt that the drama could be
procducec effectively and in comnliance with the limitaticns of his
department, the meeting was adjourned,

Designing the scenery was an important part of the nre-
planning, Samnel Selden recommends that sets be an organic part of

35

the production. iloreover, they should be attractive, expressive,
projectile, simple, uvtilitarian, practicable, and organic.36 It is
the procducer's job to determine how many settings will be needed and
what general arrangement should be made in orcder to establish the
mood of the scene.37 VWihen this is determined, the designer makes
the =tudio look as it should in temms of the play. He places acting
areas, furniture and apertures where they should be in terms of the
producer's and director's plan of composition, picturization, and

camera movement. This statement is reinforced by Lee Simonson's

deduction that "the test of a good design continues to be its

35Samuel Selden and Hutton D. Sellman, Stage “cenery and
Lighting (New York: F. S. Crofts and Comnany, 1930), p. 6.

36Ib'1d., PeTe

3MTbic., p. 20,
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38

effectiveness in interpreting a script in performance, Four steps
are necessary to achieve this effect: (1) floor plans, (2) rough
sketches, (3) elevation drawings, and (L) construction of sets.

After the procduction meeting was over, the staff artist
drew up the floor plans in accorcance with the recomcendations of
the producer and tre director, The floor-plans are designed to give
a view of the set, including all furnishin:ss and nronerties, that |
will take place on the studio floor, as seen hen lookinr down on
the set from a position un in the grid.39

The floor-plan was valuable for four reasors: (1) It
enabled the cdesigner to determine whether or not the useable floor
space was adequate. By drawing furniture, cameras, the rear-view
projection screen, and the bcom micrcrhore to scale, he was able to
estimate the remaining acting space; (2) It revealed an unnatural
arrangement, an awkward placement of conversational groups; (3) The
director vas able to block the actions to the camers. lie
reproduced the exact measurements of the floor-plan on the floor of
the rehearsal room and thus provided actors, from the first walk-
through rehearsal, with a clear-cut diagram of what they would work
vith; (L) The floor-plan made it possible for the electrician to
plot the placements of his lisghts., He was able to determine where

the light would fall, from what directicn it would come, and what

speclal effects were called for.

8 . . .
3 Lee Simonson, The irt of Scenic Design (New York: Harper
and Frothers Comnany, 1950), p. L9.

39... . .
’9W1llard J. friedrich and John . Fraser, Scenery for the
Arateur Stage (YWew York: MNac''illan Comrany, 19¢4), n, R0,
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After the floor plans had been apnroved by the procducer and
director, the staff artist made rough dravings of the varicus sets.
These sketches were valuable for three reasons:

1. The designer was able to develon his gray-scale color

scheme, achering to the rules recommended by Howard
Chinn,

A. The total range in brightness used in scenery painting
should not exceed a 20 to 1 ratio. This range shculd
te covered in 10 stens, each having a reflectance of
2 times that of the next darker sten. Largze areas of
the set should be held betrreen the numbers 2 and 7
inclusive, extreme black and white being used only for
small accent features,

B. Color may be used to obtain the various tone values in
scenery ancd at the same time provide a more natural
envircnment for the performers. To actieve uniform
renrocuction, samples of all scenery colors, paints,
and materials shculd be observed over the television
system and numbered in accorcance with the nearest
gray-scale stepe

C. At Jeast a small area of both extreme black and white
shoculd be inclucded in every scene to aid viceo level
adjuc-tments,

D. The reflectance of relatively lar-e (as seen by the
camera) acjacent areas should not differ in tone value
by more than two to one (two standard stens on the
gray-scale).

E. FExtrenely large monotone areas, particularly those
which are dark, should be avoided, If unavoicable,
very large areas should be broken up by a nattern and
sho1ld be licht in tone (eges, cray-scale steps 2 to L).

F. DLetails which anpear in long shots should be kept
relatively bright,

G. Continuous horizontal lines or structures of either
cdark or light tcones should be avoided or broken up by a
pattern or texture,
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F. A low gloss paint shoulé be used for all scenery
painting and should be applied in an even manner,

I. GExtremely dark, highly nolished furﬁature and similar
stage vroperties should be avoidedas

2. Poth the producer and the director were able to put
themselves into the position of the spectator.

3. They were able to show them to other members of the
procduction staff for sample reactions.

In making the rough sketches, the studic artist bezan with

the demands of the scrirt. Since The Neclklace was a realistic play,

bhe had to create the illusion of life as it might have been lived by
Pierre and Mathilde Loisel in Paris in the late 1300's. The cesigner
used suggestive realism because of the limitations imposed by the
facilities at station WHAR-TV. In this way it was rossible to use a
minimim number of realistic details, and still create the illusion of
life in Paris in 1880,

To illustrate: a littered desk was enough to give the
aucdience the illusion of a newspaper office; a park bench in front of
the rear-view projection screen simulated the park scene; a dressing
table and two or three chairs sufficed for the exclusive Parisian
boudoir; and a jeweler in front of a natural background was 211 that
was neecded to create the jewelry shope.

Once the floor plans and rough sketches had been drawn up and
approved, the scene designer was re=dy to plan the construction of

the sets,

hOHoward Chinn, Television Broadcasting (Yew York: YcGraw-
Eill Eook Comnany, 1952), ne 27l
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In planning sets for The lNecklace, the first requirement was

that they be light in weight since, like all cther sets used at
station WEAR-TV, they would have tc be set and struck again in
record time. The cdesigner decicded to use flats, hanging units, and
the rear-view projection screen.

The flats were designed so that they could be taken apart
quickly and stored away for further use without too much difficulty.
They were to te anproximately nine feet hizh and four feel wide,
sunported by a triangular frame hinged to the back of the flat,
(This frame is prcperly called a "jack,")

Hanging nnits were used to simulate the Jjewelry shop, taxi
office, and editor's shop. In planning these sets, the artist used
the cyclorama. The cvclorama is a semi-circular hanging mace of
stout duck, which hangs from a rod which is zbout as high ag the
light grid.

In planning the park scene the rear-view projection screen
vas used. (This screen is macde of a translucent cellulose acetate
and is prlaced fifteen feet in front of the vrojector, A four by
five inch slide is projected on the screen,)

Another nre-planning sessicn was held to decide upon the
furniture and hand-props that would be used in the production. The

follewing list vas drawn up.
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furnitnre

“cene 1

Hand-Props
————— ettt

Scene 1

~as nlate
Znall table

2 chairs

Scene 2

Newspaner
Tealkettle

Pans and spoons
Invitation
Tablecloth
Table service
Cval picture

“cene 2

Tanity table
Stool
Straight chair

Zmall table

Scene 3

Jewelry

Hat-box

Cosmetic jars
Perfure bottles
Mirror, comb, brush
iuster

2 small oval pictures

Scene 3

Chaise-lounge
Chair

Table

7all phone

Folding screen

Eveniprg bhag
Gloves
Table clock
Fook

Small table
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Scene L

“cene

Large desk

Newsvape =, books in
tockcases

Pencils, paper

“ire basket

Lcat rack

“cene § Scene 5
Pencil
Faper
Hand phone

Scene 6 Scene 6

Potted Plant
Woocen riting cesk
wall cases (shacdow bexes)

Ornate chair

Scene 8

Lisnlay racks
Jerelry
Sales nad
Pencil

Scene 8

01d rocking chair

0ld fashioned writing cesk

Scene 9

Dress
Needle, thread
Quill, ink, vnaper

Bag of groceries

Pail and scrub-brush

Scene 9

Park bench
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After the sets were designed, a meeting was held with the
video engineer to discuss the lighting problems. Lighting far The
Necklace was limited by five conditions:

1. It was a continuous production

2. Scene II had tc be played in front of a large mirror

3. The last scene had to be played in front of the rear-

view projection screen

L. The floor space was limited

5. The oroduction was gecing to be kinescoped.

1. Continuous procduction. —=- The aption of this multi-set

show as continucns. Therefore the nroduction could not be s*onped
to make lighting acjustments. This mnant that all the settings
used on the shew wenld have to be vrelighted at one time.

?. Using a mirror. -- Since S5cene II had to be nlayed in

front c¢f a large mirrcr, the video engineer had to make sure that
the lighting instruments would not be seen in the reflection of the
mirror, Moreover, thre intensity of the light had to be balanced so
that there would be no noticeable difference tetween shots taken of
reflected imaces anc¢ shots taken directly on the set. It was
decicded that the mirror would serve as a secondary source of light,
This could be accomplished by vplacing general or area source
instruments so that the light falling on the mirrcr would be
reflected back into the playing area.

3e Rear-view projection screen., — The park scene had to be

enacted in front of the rcar-view projection screen. 3Since light
falling on the screen had the tendency of washing out the projected

picture, it would be necessary to keep the light from fallinc on the

screenas
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L. Limited floor spvace. —- The show was to origina-e from

Studio B, which is LO' x 50', Since the script called for several
sets, scenery would take up considerable room. The little space
that would be left would have to be “ept free for the movement of
two cameras and two boom microphcres. In planning the lighting it
was necessary to make sure that there would be no svot lights in
the path of the microphones, because if the boom passes through a
beam of light it produces sharp shacows,

S. linescoring, — The procuction was going to be

kinescoped. This meant trat high key lizrting wculd be used in
order to ottain the best possible picture.

The basic lizht pattern that was used to light the sets is
inclucded here. (See figure 1, page 73)

Costumes. —-- In deciding upon the costumes, the author had
tc consider the periced, the action, and the television medium.

First, the author considered the neriocd. The ‘‘ecklace tocok

place in france in the late 18N70's and therefore the characters had
to dress accorcingly. It was necessary to select neriod ccstumes
which would reflect the dress of the day, the spirit of the nlay,
and the disposition of the character.

“econd, the action of the nlay had to be considered. Since
there wculd be considerable movement in the play, practicality had
to trke oriority over antiquarian accuracy. <for example, the
bustles would have to be removed from the dresses in order that the

girls might move about vith greater ease,
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Third, the television medium had to re considered. (The
ima-e orthicon tube oroduces a halo effect »ten stark whites or
cdead blrcks cr an extreme contrast of both a2re used.) l'herefore,
the male characters wearin- darx suits wculd have to wear light
blue shirts instead of white,

After tle speech cdenartment had given consent, the costumes
vere selected from the 1380 rack in the costume room.

The selection of sound for the nrocuction of The "ecklace

was confined to the choosing of record mwsice Fefcre auditioning
the recor¢s, the author went through the script and marled all
music cdirections. If the music wvas to continue under talkine, a
wavy vertical line was cdrawvn cdown the pare anc a sharp herizontal
line indicated the termination of the music. After marking the
script, the author determined the mcod of the music demanded by the
over-all theme ancd the action of each scene., "he charted it as

follovs e

Theme-sericus, but not heavy

Transitions

Scene 1 LICOG=J0V e athilce is celighted be-
cause Pierre is going to buy her a
rew dress.

Scene 2 Neod=joy. L-~thilde hopes to borrow
Jewels,
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Scene 3 licod-serious. Jeanne analyzes kzthilde.

Scene U Mcod-fear. Mathilce discovers necklace
is gone.

“cenes 5-7 Mood-anxiety. {Plerre scarches for
necklace,
Scenes 3-9 Mcod-serious. They realize that they

must replace the necklace.

"ith the script marked and the mood of the entire play and
each scene ceterminec, the remaining task was to locate records
that woulc fit the requirements of the scripte. To insure harmony,
are had to be tazken tc chcose one composer, or at least one tyre
of orchestration. ©Since the program was going to be kinescoped,
the records chosen had to be cleared for filming regulations. After
hours of selecting, rejecting, and listening, the following records

vere selected from the B. G. Library:

Required lusic Selected Mnsic
Theme BG 3N2 Bvening

Zxpectations

Transiticons

“cene 1 BG 530 R Satirical
episode

“cene 2 PG 115 Pricdges E
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“cene 3 A 115 A
Ccene -5 BG 115 B
Scene 6 KG 115 C
Scene T =G 538 Kurky and
lystical
“cenes §-9 PG 530
539 LMoment of
Fear

After the records had been selectecd, they were cuec. Thls

¢

means that the record was played up to the spot where the cdesired
chords were located and a yellow grease pencil was used to mark the
snot, After the recorcds were cued, they were numbered with masking
tane., The numbers indicated the order in which they would be played
curing the performance,

Since the mechanics of nlaying the records will not be
discussed in a later chapter, the author will discuss it briefly
here.

The records shculd be placed on a *urntable and the needle
carefullyv placed on the marked spot. A few minutes before it is
time to bring in the music, one hand is lightly placed on the ecge
of the record to holc it stationary, while the other hand turns the
switch that starts the turntable in mction., The volume is completely

turned off until about a second before the music is to te played,
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then the banc is lifted from the record and the volume is brought
up to the desired point. The andio man must be exact aboit
tringing the volume un. If it is brought up too soon, the music
beccmes distorted as the record weculd still be picking u» spneed,
Cn th= other hand, if the music is breught in too late, the actual
spot might te passed and the effect of the music leocst,

ire last nre-planning meeting was held in tle makeup
department of station "KAR-TV. Since the makeup man would nct be
in town on the night of the nrocuction, it was necess:iry to draw un
a tentatie maleuo plct. All makeun h2d to be one shade darker
than usual because the show was going to be kinescoped. The followirg

Max Tactor requirements were listed:

Character Leccription nakeup
wlathilce Attractive young 5 N Panchromatic black
“rench bride pencil to line natural

wrinkles. «hite grcase
cream to line bone
structure. lNec. 1
lipstick

lathilde Tired and worn after Bone structures to be
ten vears of hard work lined with black grease
paint...Hair powrdered

Pierre retty clerk, homespun, 6 Y Panc*romatic bl=zck
about thirty vears nencil to line natural

vrinkles in face.
Grease highlichts on
nose bridge and eye
bones. Llack nencil to
draw mustache ard
sideburns.
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Character Tescrintion Mzleun
Pierre Tired and worn after Zye shadow to line
ten yesrs of hard fleshy pa-ts cof face
labor. (£i11 in). Mlack
2encil to line more
rrinkles. Powder hair.
Cabby iiiddle-aged 5 N Panchromatic eye

rrenchmen

shadow, *lack pencil

Tditor to line natural
vrinkles, to c¢raw in

Jeweler rmustache anc siceburns,
Jeanne Feautiful, wealth S N Pavchromatic. o
b
voung French girl 1 liostick. white
(about twenty-one crease cream to line
years). bone structure.
Red vig)
taid Plain...about same § 1 Panchromatic. e,

are as Jeanne 1 li-stick. Trown
nencil on eyebrows.
Natural wrinkles to be

lined with black pencil.

3. Read-through
The script was reacd in its entirety during the first read-
through rehearsal. &~uring this initial reacing, the ovrocucer found
it profitable to interject brief comments, but she cdid not make a
cetailed critique of the interwvretations until the cast had finished
reacings. This reau-through followed by a second, took place around
a table. The meeting was informal and was designed to orient the

case with the script ancd with the individual roles,
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Reading rehearsals continued every night after schcol for
the first two weeks. &t these rehearsals the producer worked
carefully =ith the cast on vocal internretation and characterization.
The students had treir lines memorized by the end of the seccnd week
ané they were reacy to begin blocking. iemorizing lines Tirst and
blocking later was not the ideal method of drilling for a television
nerformance, but since tre nrocucer had never had any television
evperience, it was tre most practical method. At the encd of the two
week neriod the cdirector cane to the convent to block the action.
L. %alk-through

This was the most important staze cf the vractice. It was
here that most of the problems and details cf camera movement were
worked out. This blocking of shots meant that a specific lens was
assigned to a specific camera. Then a descrintion of the shot and
the instructions for the movement of the camera were written on the
script. The director hacd the chcice cof using the conference room
at "TAR-TV and transferrirg the floor plan of the stucdio to this
rerearsal hall by means of maskine tape, or of using three small
convent varlcrs and a cdinette to simulate the four sets. Oince
these rooms were adjoining and since they were furnished, the
cirector deciced to use them for the first blocking sessions and
then move to the conference room to polish the action,

“Mhen the cast began rehearsing in the conference room, the
bigrest nroblem was to get the performers te nlay nearer to each

other so that thev would te vithin the frame of the television



cameras when the time came to transfer to the studios. They were
also directed tc hold their positions so that the cerrera would not
have to follow them =2hont the rlaying area unless this effect vas
desired hy the nroducer. Kany of the actors' actions had to be
su~pressed, es»ecially dvring the insiances when closeups were
planned, since too much motion would do one of four things:
defocus the shot, cut off a nortion of the performer, lose the
rerformer completely, cor block another actor,

s the actors rehearsed, the director wns constantly on his
feet nlaying tre mart of first cne canera and then another, as he
viewed the action fro- each camera positiocn. Since television
cameras are ejuipped vrith four shandard lenses, the cirector hacd to
plan his chcice of lens. Using a ncertable Dyston Tele-viewer, he
vas able to move around from spot to spot establishing definite
lenses and camera positio:s.

5. bry rehearsal

This was the reriocd in which the cast and the technical crew
transferred to the studio in which the play would be performed.
Since thre working script and a tentative selection cf lenses had
been carefully prepared during the blocking period; and the position
of the members cf the cast for every shot had keen ~orked cut curirg
the walk-through rerearsals, this nrericd served as a visual check on
the lens cheice and actor position. Facial evpressions anc the

manipulatior of parts of the body which were to be taken in cleseups
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were carefully scrutinized. iinute attention was paid to the hand
gestures of Mathilce cduring the last lines of tre play vihen she
discovers that the necklace was only paste. These cetails were
observed in orcer to cecicde their best execution.

The movement of the membe:s of the cast was also watched.
Fierre's walking vace in tre first two scenes, which had been slowed
down durirg the walk-through rehearsal, was further retarced. The
twirling of the delighted llathilcde had tc te nlayed on the cdiagonal
with respect to camera positicon in orcer to maintein the correct
comrosition for the shot. Pecheck on all movements previously
drilled npon was the prime nurrose of the dry rehearsal.

6. Cameré rehearsal

Levelopment of the cast hod teen the major consicderation
during all nrevious rehearsals. DNow, curing the camera rehearsal,
consideration of the technical aspect of the procuction was the main
issue,

Trke rersonnel required to operate tl'e studio equipment is
vast. Tre exact number of veople working on a nroduction is in
great part cetermined by the equipment. The general grouping of
perscnnel at station “KAR-TV included:

1. Technicians

2. Projectionist
3. Aucio engineer
L. Vicdeo engineer
5. Camersmen
6. Switcher

7. irocucer and cirectors
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During the camera rehearsal the camermen, engineers,
director, and rrccucer became a working unit. the aucic engineer
controlled the scunc¢ as it cane over the tro boom micronhones
which were loca'ed on either sile of stucdio B. The video engineer
controlled the lizht sheding of the pictures from each of the studio
cameras. 1ihe director nre-cued each shcet by instructing tre
cameramen over the telephone system between the contrcl room and tie
studice In triz wey the camersmen knew just which cavera would be
used, what area the camera —ould cccupy to take the shot, vhat lens
would be used, and what the ccmposition cf the shot wonld include.
Since this information had been written on the left cide of the
scrint, the director merely referrec to the script and called cut
kis instructions tc the technical crew in the studioe.

The director ¢id hic own switching ard manipulrtecd the
controls which would switch or cissolve from one camera to another.
Three cameras “ere nced in this procuction. Twe studio cameras, a
trinod dolly, snd a nedestal doclly, followed the action of the
performers., <I{hre third camera was used for a brief veriod at the
orening to pick up slices; for a one-minute se ment within the
c¢rama which was on 16mm “ilm. The svitcher wes resnonsible for
coorcdinating these three pieces of equipment,

During the comera rehearsal both the director =2n¢ the
procucer rere able to shudy the composition cf shots seen hy the
stucdio cameras and the film camera., It was necessary te malc sure

that the cameras were not pickinz up the microrhome tooms or “ertions
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of the scen=zg outsice the set. All tre techrnicues which the cact
rad mastered cduring the seven-week rehsarcal nericd were visible

on the monitors. hen the director felt that it w5 nececcory,

the action was stooned and errcrs in actnr or camera nlacement were
corrected,

Poath the director and »rodiucer were nleased to observe tiatb
the majority of the members of the cast were sble to concentrate on
lines and gestures cdespite the distr=ctio s of the cameras, lirhts,
microrhcnes, and tectnical crew., However, two of tre minor
characters were somevhat cistracted, but oace they were acclimated
to the technical sicde of television, this concdition lessened and
the cast seemed ccmnletely at home in the television stnudic by tre
niz*t cf the dress rchearsal,

7. Dress rehearsal

This rehearsal was tre one v ich most resembled the actual
broadcast. Split second timing and coordination was necessary,
since both the cast and the crew vere vorking under rigid timing
concitions., Though most of the rough edges had been smcothed dovmn
prior to t!'e dress rehearsal, there were still some im-erfections
in both the cdialogue and ovement., [or example, the maid's lines
were too hurried and her voice sounced mufflec; the editor lacked
enthusiasm; and Jeanne lac%ed exnression in Scene 3. An
illustration of incorrect movement was exennlified in tre sce-e in
which iathilde slept on the couch while Pierre searched for the

necklace, .athilde forgot to move over to the right sice cof the



couch befors reclining. iherefore, when she delivered her line of
dialogue she coulcd not be seen., This was remedied by reminding
her that she was vorking with very limited space and this nrecise
movemnent had to be made, This example serves to illustrate the
precision cdemanded by television.

The director regulated the comnosition of each shot. Fe
used closeun shots as much as possible and avoided extreme long
shots excent for short reriocs of tire, FHe made sure that there
was neither tco much space above the reads of ttre nerformers, nor
too much floor svace shewing to unbalance pictorial comnosition.
After this rehearsal the weaknesses were pointed out to both cast
and crew and last-minute instructions were given before the final

production,



CGradTsy IV
PROLVCTICN ALALYZIS

Aucience Reaction
In the lacst analysis, the success of any orocuction is
cetermined by the reactions of tre intenced audience. w-ince The
Jecl:lace was nrocuced for a high school audience, the author showed
the “inescope reccrding to tre puvils and teachers of Pesurrection
Figh 3chocl and recorded their reactions. Comments were given by
both the faculty anc student bocy curing t'.e discussion vhich

follcwed. Reactions and comments were charted as follows:

ELPATEIC TIPATIIC
RNTP0YMEES RISPCHCES
SCEWDE CT TTLC RS QF STULAMTS
1 Tair Good
2 Good Good
3 Pair Gocd
L Tary Good Good
S tood Good
6 Good Good
7 Good Fair
8 Fair Good
9 Fair Very Good
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SCENE  COLLIENTS OF TEACFERS COLIENTS OF STULEMTS

1 ¥othilcde lacked maturity. Slide of the necklace superim-
Jlerre seemed relaxed and posec over titles was very
at ease, 200C
Pierre's makeup vas not
professional, Mnthilde's weeping was overdone.

2 Mathilcde's gowm did not fit Pierre's expression cof concern
her prorerly. at the end of the scene was

Mathilce cid an excellent  well done,

job of celivering her lines

wvhile changing her costume Mathilde's dress was beautiful.
behind the screen,

3 It was effective to have If tha other girls trad wigs,
the camera shoct into the  the maid chculd have had cne
mirror. too.

Jearne was toc heavily lMethilce should have looked
mace up. closer at the jewels,

T

\athilde's responses
seemed too mechanical,

L liathilde acted better in Mathilde's weeping and leaning
this scene than in any cn the chaise lounye was over-
cther. done,

Pierre's telerhcne The use of the clock as 2

ccnversation was evcellent, transitional cevice was "just
like thre rovies,"

5 Tha ecditor's ccetume was The editor seened to be cut of
convincing., focus,
"ierre stood in front of
the editor and it was hard
to see hin.
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SCENE CCITTENTS 0F THACHERS COIT BWIS OF STIDENTS

6 Cab driver's French accert Cab cdriver sh» gred his
yas corvincing. shculders too o“ten,

7 The jeweler looked tre vart,The jeweler found the jewels
The set used for the ~tore too quickly.
d43.d not lock as ccavincing
as it rerhane conld have,

3 k-thilde had the same dress rierre did not have sideburns
on and it looked as though in this film clip.
she vore the same outfit tathilce's hair was teoo
for ten years, mocern lecokinge

9 The transition between the lathilde cid not look as
film ¢lin and the park thoush she hac been working
scene was tco abrunt. hkarc for ten years,

The facial exwressions of The music stab wes splendid.
Meathilde and Jeanne were
excellent,
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Froducer's Analysis

actual television broadcast of Th= “ecklace »=s a

culrination of seven weeks of work. The experience was cf great

value to toth the cast and tre producer., The stiucdents received

television acting experience and the producer was :ble tco supplement

the theo of »nroduction with actuval exnerience. Acs a result cf the
ry .

study the author was able to make the following recommendsations for

prosnective television writers and nroducers:

Recomuendations for writers.,

1.

24

5.

The adaptor shculd be familiar with the nature and
content of the original,

He or she should also have a kncwlecge of the
television mecdium and be aware of its limitations
and 1ts creative tools of exvression.

Tre selected short story must be one that can be
told within a limited veriod cof time,

The story must be vractic=1l from a vrocuction
standncint.

A, One that can be presented under the conditions
of continuous procuction,

B. One that reqiires a limited number of
characters, sets, and costume changes,

The story should be one that would have genuine
aindience a2npe=l and dr=mmatic value,

Secommendations for the procucer cf the short story

adaptation,

1.

The producer should select the cast on the basis of
characterizntion, telegenic suitability, and »ower
cf ~rojecticn,
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2. The nroducer must study the production possibilities
of the script so that he cr she can:
A. Design the scenery.
B. List required f'rniture ana proos.
C. Nae the light plot.
D. Zelect musice
E. Plan costumes and makeupe.
3. The producer must snend hours rehearsing Jor the show.

A. The read-through nericd is spent working cn vocal
interoretation,

B. The walk-through veriod is spent on blocking the
action.

C. The camera-rehkeersal veriod is nsec for working
out the technical aspect of the procuction,

The folloving critical analysis of the vperformance was
prenared with as much objectivity as the author could draw upon to
reach the necessary conclusion of this creative exveriment.

The technical nhases of the vproduction worked cut smocthly
and were responsible for many realistic effects. One of the staff
members supgerested that a greater variety of camera angles would
have addad to the overall nictorial comnesition of the show. The
reccrdecd music was effective., The mood of each scene was set by
tre opening music, which gave the audience a trief introduction to
what vas to come, In two or three places, however, the music was
too loud and made a harsh rather than soft transition.

The settines designed for the procuction were effective as

the backgrounc surrcuncing for the various scenes, and conveyed the
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sugrestive realism that the producer had hoped to achieve. The
roar-vi=w projection screen was particularly effective in creating
the illusion of "The Emperor's Park.,"

Although the actors failecd to give the emctional impact
th=t the producer had been trying to ac’ieve, thev did accomplish
the feeling of ensemble acting in scenes two, four, six, seven, and
nire, Mcrecver, not cne of the characters missed a line, which was
quite an zcceomnlishment in view cf the many cdistracting elerents on
the ~tucdio floor. |

The members of the cast were only juniors in high school and
many of them lacled the emctional maturity that the various roles
demanded, lovever, as the author watched the cdrana rrogress from
the Ffiret read-through to the final nroduction the was pleased to
note “royrress mace by Mathilue, who had hac¢ little cr no nrevious
acting exverience. Pierre's nrojection had improved steacily each
week anc on the night of the shcw hls nertrayal of the poor hen-
pected netty clerk was excellent.

The makeup was overdone anc tenced to detract rather than
add to the production. Mathilde did not lock as though she had
worked for ten years in scene nine,

Fecommencations fer further study. -- This study has been an

introcduction to the problems and procecdures involved in vriting and
nrocucing a television adavtation. The study was limited to the
consicderation of the problems encounterec.in the adantation and

rroduction of a s*ort story. It could be expancded to incluce other
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acaptable materials such as novels, tiogranhies, and cdramas. Zach
literary anc draaatic form would vnresent nrotlens cof acaptation and
production in keeping with its resnective character. If stucies
were nmace of each of there forms, tte information cained from

television acdaptation 2nd procduction could be made availatle tc

rrosnective television writers anc nroducerse
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