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Finally, after having rehearsals for ‘Crazy for You’ and journeying through the process, it was now time to incorporate the skills developed during rehearsals into the final performance. This was to allow us to discover what was useful and not useful through play. Throughout the rehearsal process I have developed many skills which have helped inform me as an actor, these include status work, the 7 states of tension, hot seating, and amplification. Each of these have allowed me to further understand the world of the show and the relationships the characters on stage hold, giving me a clear and open mind of how to portray them. It has given me the courage to be a decision maker, to take risks, make choices and to not doubt the process. James always said to make bold choices, I took this advice during our dress rehearsal and took on a teacup and saucer whilst playing ‘Patricia Fodor’. Prior to this process, I wouldn’t dare take a risk in fear I was being over-confident or doing something wrong but by deciding to take a risk and try something new, it helped me see that it could pay off. By doing this, it ended up being part of the show and was a clear reward for my effort. 
       A challenge which initially intimidated me when finding out about the show, was how dance orientated ‘Crazy for You’ is known to be. It is a “true dance musical- a genre that had all but disappeared with the influx of blockbuster shows like Miss Saigon, Les Misérables, and Phantom of the Opera (Stroman, S, 2022).”. When researching into the choreography within the show, I discovered how even though our version of the show was completely different in regard to where it was set, this element of incorporating South Wales and including ‘tramps’ to modernise the show, it also followed the same ideas as Susan Stroman. She believed that “you always have to be telling a story. So choreographically, I tried to do the transitions so that, even when you’re changing the set, you’re telling a story (Myers, V, 2017).”. This was similar to James’s concept, which ultimately meant that as characters we were usually always on stage, and this reinforced how involved the audience were throughout the show. I enjoyed how our director incorporated a pre-show for the audience to walk in on, automatically this creates a relaxed environment making them part of the show within a show. Similar to Stroman, I feel as though the choreography within our version of the show felt less about “showing off” and more about the “seamless integration into the story and moving the plot forward (Myers, V, 2017).”. 
      The choreography within the show created by Amy, helped demonstrate the style of the show and paved cleverness into the relationships, highlighting the vaudeville comedy and “exuberant dance (Abelman, B, 2017).” at the time . This was particularly poignant in “I got rhythm” the tap style incorporated, alongside all of the different characters on stage created a wholesome and effective company dance number, demonstrating the different relationships within the world of the show. Similar for “I can’t be bothered now” the diversity in characters on stage, such as the juxtaposition between the tramps and nuns, helped influence the comedy within the dance and was exciting to be able to play and develop over the course of the three shows. 
    During the matinee performance, we were told that it was going to be a school heavy audience. This in essence could force actors into a more childlike play and push one to become more focused on audience reaction rather than following the journey of the narrative. Ultimately this could make the performance less genuine and seem more melodramatic, which takes away from the narrative. Personally, I felt it important to not consider who was in the audience in fear of distraction. But to allow the presence of others to enhance what was happening on stage through atmosphere rather than a concern for them watching. This was especially reinforced by having agents come and watch the performances, I tried not to allow myself to overthink this and to carry on the process I undertook in rehearsals, to influence that into the performance to better myself as an actor. A quote in which I find resonates with this is “being an actor was to be a perpetual child, always playing, always curious, always allowing the body and the imagination to guide the heart (Merlin, B, 2007).”. I am overall happy with the process of ‘Crazy for You’ and feel as though the skills I have developed have made me a more rounded performer. I believe taking risks and listening to yourself and those around you has supported this, after all “we’re both the materials and the instruments with which we create (Merlin, B, 2007).”.
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