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CHAPTER I 

INTRODUCTION 

 

This thesis fulfills the requirement for a Master of Fine Arts Degree capstone 

project.  The nature of this task is to demonstrate the ability to audition for, be cast in, 

and perform in a significant role in a play or musical.  The nature of this project is 

extremely challenging because not all students successfully obtain a role large enough 

to fulfill this requirement.  This paper is a documentation of some of the necessary 

research and work involved in a special project of this nature. 

Auditions for the Texas Tech Department of Theatre and Dance’s production 

of the Gershwin musical Crazy For You were held Thursday, September 1, 2005 with 

call-backs the following evening.  Rehearsals began on Tuesday, September 6th and 

ran until the final dress rehearsal, on Thursday, October 13th.  The rehearsal process 

included separate rehearsals for music, acting, and dance.  The show ran two 

consecutive weekends on Friday, Saturday, and Sunday (October 14-16 and October 

21-23).  In addition there was a brush-up rehearsal on the Thursday before the second 

weekend of the run.  Shows started at 8pm on Fridays and Saturdays and at 2pm on 

Sundays. 

This thesis is an in-depth look at my process of creating the character of Tess 

in Texas Tech University’s production of Crazy For You.  The document first looks 

at the lives of the authors and gives a brief overview of their contributions to the field.  

It asserts that, even though the Gershwin brothers had died before the creation of 
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Crazy For You, their artistic voice was respected and utilized in the forming of this 

production.  Therefore, I posit that the Gershwin brothers were posthumous 

collaborators on this project.  I discuss Girl Crazy, the script on which Crazy For You 

is loosely based, pointing out some similarities and differences between the two 

productions. Next, this paper will address the Texas Tech University production, 

elaborating on technical and design elements as well as the director’s and actor’s 

approaches to the role of Tess.  It also addresses how the choices made by the 

designers and the director helped to shape the character.   

The final chapter examines different acing choices and organizes them into 

five different categories: Tess’ function in the script, character traits found in the 

script, character traits inferred from the script, invented character traits, and character 

discoveries derived from the rehearsal process.  This chapter further details how I 

developed Tess from the caricature provided in the text into the fully developed 

character in our production.   

Please note that all references to specific quotes in the text include the act and 

scene reference; the pagination has been intentionally omitted.  This choice was made 

because my quotes were taken from an actor’s “side” (a document created specifically 

for the actor playing a specific role – it contains only the lines and cues for that 

specific character, omitting all other scenes) created for Tess’s character; as such the 

pagination is not the same as any other side or the full script.  In addition, the 

parenthetical stage directions are written in second person, as noted in the side; 

however, in the full text they will be noted in third person. 
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CHAPTER II 

POSTHUMOUS COLLABORATIONS 

 

The Gershwin brothers were born into an immigrant Russian, Jewish middle 

class family.  Their parents, Moishe Gershovits and Rose Brushkin, were first 

generation immigrants.  Moishe Gershovits’s emigration from St Petersburg to New 

York during the early 1890’s enabled him to evade twenty-five years of compulsory 

military service in the Russian imperial army (Jablonski 29-30).  Rose Brushkin and 

her parents quickly followed.  Like many immigrants, Mr. Gershovits Americanized 

his name; Moishe Gershovits became Morris Gershvin.  In 1895 the young couple, 

Rose (nineteen) and Morris (twenty-four), were married and began a family that 

would change the course of American music forever. 

Ira, the oldest of the family’s four children, was born December 6, 1896. His 

given name was Izrael Gershvin. His family called him Izzy.  (Ira actually thought his 

given name was Isadore until he applied for a passport at the age of 32.)  Ira’s 

younger brother, Jacob Gersvin, was born on September 26th 1898.  (Interestingly, his 

parents never addressed him by his given name, they always called him George.) As 

an adult, George further Americanized his last name from Gershvin to Gershwin. 

With all of the confusion surrounding names and name changes in their family, it 

should be no surprise that mistaken names and identities would become a theme in 

one of the Gershwin’s future works (Crazy For You). 
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Interestingly, Morris and Rose were not musically inclined. In 1910 the 

Gershvins purchased a piano with the intention of having Ira learn to play. The family 

was in for a big surprise. George had been teaching himself to play the piano at one of 

his friend’s houses. When the piano arrived at the Gershvin home, George sat down 

and began to play a popular tune. George began piano lessons while Ira was more 

than happy to be left to his books (De Santis 9).  

By the time George was 15, he played well enough to gain employment as a 

professional musician. He worked in Tin Pan Alley as a pianist for Remick, a music 

publishing house. His job involved playing songs for musicians or production 

organizations for the purpose of selling the songs.  According to Joan Peyser, in The 

Memory of All That: the Life of George Gershwin, “the owners [publishing house 

owners] taught their salesmen how to publicize a song by constant repetition or ‘song 

plugging’” (31).  Ira testified that, “‘He was probably the youngest piano pounder 

ever employed in Tin Pan Alley. He played all day, traveled to nearby cities to 

accompany the song  pluggers, was sent to vaudeville houses to report which acts 

were using Remick songs, wrote a tune now and then and whenever he could attended 

concerts’” (Peyser 31). 

The Gershwin brothers continued to pursue their own interests; however, they 

eventually discovered that their skills enabled them to collaborate on projects.  Ira 

began writing lyrics for George’s music.  Ira, not wanting to exploit his brother’s 

success and reputation, used the pen name Arthur Francis until he could establish his 

own reputation in the field.  Together, the Gershwin brothers wrote everything from 
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standards, to musicals, to film scores.  The Gershwin brothers were very successful 

collaborators.  Their collaborations resulted in many wonderful productions including 

Girl Crazy, Treasure Girl, Of Thee I Sing, Funny Face, and even Porgy and Bess.  

Since their passing (George in 1937 and Ira in 1983) their works continue to be 

incorporated successfully into numerous Broadway hits; their work has been seen in 

everything from review shows and revivals to movies and new scripts.  In this way 

the Gershwin brothers posthumously function as artistic collaborators in new works.  

One such production, Crazy For You, is actually based on an earlier work, the 1930 

Broadway musical Girl Crazy. 

Girl Crazy is set in both New York City and Custerville, Arizona.  The plot 

centers around a rich playboy from New York, Danny Churchill, being sent out West 

to a private all boys’ college.  There is only one woman, Ginger Gray, in the entire 

town.  Danny quickly falls in love with Ginger, whose father happens to be the head 

of the college.  The state of Arizona announces that due to low enrollment, the 

college will be closing.  In order to win Ginger’s love, Danny decides to help fix the 

school’s enrollment problem.   

Danny organizes a giant rodeo and beauty pageant.  He publicizes the event 

and talks numerous women into competing by practically promising them the crown.  

Ginger enters the pageant expecting to win.  For publicity and political reasons, 

Danny rigs the voting so that the Governor’s daughter wins.  At this point, Danny 

falls out of favor with Ginger.  The rodeo and beauty pageant, however, are a huge 

success and the school receives hundreds of applications for enrollment.  The 
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applications are all from women.  The college opens its campus to both women and 

men, the enrollment problem is solved, and Ginger is so happy that she forgives 

Danny. 

Crazy For You has a similar –boy meets girl –story line.  The action is moved 

from Arizona to Deadrock, Nevada.  The plot is expanded to create several other 

central characters: Mr. Zanger, Tess, Irene, and the Fodors.  In Crazy For You, Bobby 

Child (equivalent to Danny Churchill) is an eccentric playboy who loves the theatre 

and loves to dance.  The father figure has been replaced in this updated version by 

Bobby’s mother who puts him to work at the bank (the family business).  He is sent 

out west, not to go to college, but to foreclose on an overdue mortgage.   

Upon his arrival in Deadrock, Bobby meets Polly Baker (equivalent to Ginger 

Gray).  It is love at first sight, but later Bobby learns that Polly’s father is the owner 

of the theatre which Bobby came to Deadrock to foreclose on.  Upon discovering his 

identity and motive for being in Deadrock, Polly is furious and refuses his advances.  

Bobby conspires with a friend of his, Tess, to bring the Zangler Follies girls to 

Deadrock for a show that will raise enough money to save the theatre.   

Tess brings all of the girls from the Zanglers Follies (who just happen to be on 

vacation).  Bobby (now disguised as Bella Zangler) and Tess enlist the local cowboys 

to participate in the show.  On opening night the only two people to come to town are 

the Fodors.  When the cast learns that the Fodors are not there to see the show, they 

are devastated.  The attempt to save the theatre is a failure.  
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The Fodors are actually passing through town on a trek westward to map out 

destinations for a travel guide.  Their stay literally puts Deadrock, Nevada, on the 

map.  Meanwhile, back in New York, the real Mr. Zangler has split up with his wife 

and heads out west to find comfort in the arms of the woman he loves, Tess.  His 

arrival is a huge surprise and reveals Bobby’s disguise.  Polly, who has by this point 

fallen in love with the fake Zangler (actually Bobby Child), is furious.  Bobby 

(broken hearted) returns to New York and to his job at the bank.  Meanwhile, Tess 

convinces the real Bella Zangler to produce a big show in Deadrock that will help 

save the theatre.  Bella invests all of his money in the show; he loses his theater in 

New York, but he wins Tess’s love.   

Bobby, meanwhile, misses Polly so much he returns to Deadrock; but, just as 

Bobby arrives, Polly (also lovesick) leaves for New York to find Bobby.  Polly 

misses the evening train to New York and returns to Deadrock.  Tess organizes the 

town in an effort to bring the two together.  Bobby and Polly reconcile, and the show 

ends happily. 

 Crazy For You, though loosely based on the Gershwin hit Girl Crazy, 

has a more complicated story line than its predecessor.  According to Jon Ardoin, 

who wrote about the adaptation process for the PBS special on this Broadway hit,  

One of the problems in restaging shows that were great hits in the 1930s is the 
book, or libretto. Although many of the great tunes and lyrics from musicals 
of the pre-World War II era have become part of our collective conscience 
and our pop heritage, the shows themselves resist revivals. Times have 
changed, dramatic priorities are different, and what is witty is always 
redefined by succeeding generations.  (Par 1) 
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The book for Girl Crazy was re-written by renowned playwright Ken Ludwig.  

The project turned out to be a very successful collaboration.  It seems unlikely that 

posthumous collaborations could be possible, yet the Gershwin brothers and Ken 

Ludwig make up the creative team for the award-winning musical.  Crazy For You is 

a revival/adaptation.  The production includes nineteen Gershwin songs, only five of 

which were in Girl Crazy.  With the exception of “Naughty Baby,” the other fifteen 

were taken from various other Gershwin shows including: Treasure Girl, A Damsel in 

Distress, Shall We Dance, Oh, Kay, and Ladies First.  The plot line for Crazy For 

You is loosely based on the original plot; however, it successfully integrates the new 

songs into the story line of the production.    

The author, Mr. Ken Ludwig, was born in 1950 in York, Pennsylvania. While 

studying law, Mr. Ludwig dabbled in theatre. He studied Shakespeare while attending 

Haverford College. Later he studied musical theatre with Leonard Bernstein at 

Harvard (Ludwig Par 16).  He was awarded an honorary doctorate of Humane Letters 

from York College.  Some of his other credits include Moon Over Buffalo, Lend Me 

a Tenor, Shakespeare in Hollywood, and Postmortem.   

Ludwig is currently working on an adaptation of the restoration comedy The 

Beaux’ Stratagem.  This project was begun by Thornton Wilder, but after Wilder’s 

death the estate has asked Mr. Ludwig to complete the project.  The new script is 

slated to have its world premiere in the fall of 2006. (Ludwig Par 10).   

Mr. Ludwig has won a number of major awards, including the Pennsylvania 

Governor’s Award for Excellence in the Arts and the Edwin Forrest Award for 

8 



Outstanding Achievement in Drama.  He was nominated for the Tony award for Best 

Book of a Musical in 1992 for his work on Crazy for You; in addition the play earned 

him Olivier, Drama Desk, Outer Critics Circle and Helen Hayes awards as Best 

Musical of the Year.  He is a founding member of the Shakespeare Theatre of 

Washington (MTI). 

As well as being an award-winning playwright, Mr. Ludwig also practices 

law.  He has a B. A. from Haverford College (magna cum laude, 1972), a Bachelor of 

Laws from Cambridge University (International Law, 1975), and a Juris Doctor from 

Harvard Law School (1976), Mr. Ludwig joined the law firm Steptoe and Johnson in 

1986, practicing Intellectual Property and Media Law; he currently remains “of 

council” (meaning he is still on the company records –he could be consulted on 

appropriate cases –but he is not actively representing clients).  According to the law 

firm’s on-line employee profile,  

Kenneth D. Ludwig has represented numerous clients who are nationally and 
internationally recognized in the field of arts and entertainment, including 
best-selling authors, publishers, the estate of one of America's most prominent 
artists, a cable television station and several theatres.  Mr. Ludwig is also 
experienced in international law.  (Par 1) 

 
 The original production of Ken Ludwig/George and Ira Gershwin’s Crazy For 

You opened on February 19, 1992 at the Shubert Theatre in New York City.  

Interestingly, it was billed as the ‘New Gershwin Musical.”  It ran for 1622 

performances and closed on January 7, 1996.  The production was highly acclaimed 

and received numerous awards; among them there were a total of nine nominations 

for the 1992 Tony Awards.  Crazy For You received Tony Awards for Best 
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Costumes, Best Choreography, and Best Musical.  It received the honor of being 

filmed and presented in the PBS series Great Performances.  Crazy For You continues 

to wow audiences with its’ show stopping dance numbers and timeless music. 
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CHAPTER III 

PRODUCTION CONCEPTS AND DESIGNS 

 

The Texas Tech University production of Crazy For You was directed by Dr. 

Laurin Mann. The concept of the production was highly influenced by the style of 

vaudeville. Dr. Mann defined the world of the play as existing in three different 

worlds: vaudeville, fantasy, and dream. The idea was to produce a stylized, 

vaudevillian show where the performers were aware of their performance and the 

audience, except in scenes that expressed a character’s fantasy or in a dream 

sequence.  

The design and technical aspects of this production helped to support and 

develop the concept we superimposed on the script. The scenery was stylized both in 

respect to the time period as well as the style. The artistic nature of the painted detail 

was slightly cartoonish and reminiscent of authentic vaudeville scenery. The set for 

New York was composed of curtains and painted drops -- with the exception of one 

practical door flat – all of these pieces were flown in and out. The set for Deadrock 

was more realistic, being composed of two buildings: the saloon and the post 

office/theatre. Both set pieces swung open like books to reveal interior scenes. The 

stylized scenery was framed and reinforced by stylized backdrops. The backdrops for 

Deadrock, Nevada, depicted a stereotypical desert-scape complete with giant cacti. 

The backdrop for the scenes in New York depicted neon signs from Broadway which 

advertised different productions. Though the signs were painted and fit into the style 
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of our production, there was an air of authenticity to them which stemmed from the 

fact that they actually glowed under the ultraviolet lighting used while that backdrop 

was on stage. 

Costumes were intrinsic to the style of this production as well. Within the 

more realistic scenes where characters were supposed to be portraying vaudeville 

actors of the 1930’s, the costumes were accurate period pieces. 

The dream and fantasy sequences expressed the specific stylized nuances of 

our production. The scenes were superimposed over the more realistic set.  The 

stylistic elements in the dream and fantasy scenes were created by preternatural 

costuming and lighting effects.  The majority of the dream and fantasy sequences 

involved the chorus women dancing with Bobby.  They would enter the stage wearing 

feathers and hats and different showgirl costumes instead of the clothes that their 

characters would wear at home or on the street.  For instance, during the song “I Can't 

Be Bothered Now,” the chorus line girls donned silver tailcoats, purple dance 

bloomers, and silver top hats bedecked with feathers while they sang and tap-danced 

along with Bobby’s fantasy.   

Lighting choices aided in creating the illusion of a dream or fantasy.  The 

general area lighting on the stage would fade until the set was barely visible.  

Brightly-colored gels were used to create color washes with ethereal, fantastical 

ambiance.  Spotlights and selective focus helped to frame the audience’s focal point.  

These lighting choices drew the audience’s eyes away from the set and into the scene. 
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Because this show was a musical, sound was an important production 

element. One element that was added to our production was the use of a drum rimshot 

on the punchline of jokes. Actors were directed to be aware of the possibility of 

receiving a rimshot if the joke went well. The rimshots did not accompany every joke 

in the script, and of course they were scripted.  However, our characters could hear 

them in the world of the play and were allowed to aim the joke at receiving one and to 

react to the fact that they did or did not receive one. In this way, the orchestra also 

became a character in our production and the characters could believably interact with 

them.  

Our production seamlessly meshed the orchestra and the cast.  This was 

reaffirmed by the fact that one of our cast members was a musician and played 

instruments on stage.  Terry Chance played the role of Moose.  During “Bidin' My 

Time” and “Slap that Bass” Terry played the guitar and then the bass, respectively.  

The incorporation of his musical talents onstage aided in the cohesive incorporation 

of the orchestra into our finished product. 

In our first-read through and introduction to the concept, Dr. Mann asserted, 

“These characters are aware of the theatricality of their life and share a lot of that with 

the audience.”  The acting style that we used varied from scene to scene to reflect this 

style.  This meant that the theatrical convention of the fourth wall was not maintained 

throughout the production.  At times, characters would even sing or play directly to 

the audience.  
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During our first read-through, I realized that my character had no involvement 

in any of the fantasy or dream sequences.  This insight lead me to believe that since 

Tess only existed in the more realistic vaudeville styled scenes, she was very 

grounded and logical.   

Within the original production of Crazy For You, Tess seems to function as a 

featured chorus girl; within our production, however, the role was more of a 

supporting character.  This was mainly due to the decision to cut several characters 

and songs in the script for our production.  In the original script, the town of 

Deadrock finally gets “put on the map” because the Fodors, two British map makers, 

have come through the town. This, combined with the advertising stratagems of Bella 

Zangler, bring in huge crowds and enable the Zangler Follies to succeed in Deadrock.  

Because the Fodors were cut from our production, the responsibility for the success of 

Deadrock’s show was transferred to both Tess and Bella.  This made their 

involvement in the plot more central.  Tess’ relationship with Bella became the 

rationale for change and resolution in the end of our production. 

The design aspect which had the most influence on my character choices was 

costuming.  My character was, of course, dressed in period-appropriate clothing and 

character shoes and a wig with a sort hair style of the time. Over the course of our 

production, the wig that I wore became more than just a costume piece.  The first time 

that I wore the wig was during our initial dress rehearsal.  The wig had wisps of hair 

that flipped out and obstructed my peripheral vision in a way that I had not 

anticipated.  I eventually ended up utilizing this to develop a character mannerism.  
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Whenever I interacted with Bella Zangler I flipped my hair back, exposing my neck 

and smiling.  In this way I was able to turn a difficult costume element into a flirty 

and creative character choice.  Given that Nate (the actor playing Bella Zangler) and I 

had already decided that Bella had a sort of fetish with Tess’s neck, this mannerism 

served to support that choice.  

Another costuming element that had a substantial effect on my character was 

the choice to have Tess in character shoes in every scene.  Character shoes are 

designed to dance in and are much more comfortable than period specific shoes 

would probably have been.  The character shoes also enabled me to move more 

fluidly than women’s heels or pumps probably would have allowed.  I felt that this 

made my work in dance numbers seem more organic.  Because I wore the same 

costumes and shoes in the acting scenes and in the production numbers, it gave the 

audience the impression that these songs came directly from the world of the 

characters, rather than being contrived.  This also helped substantiate the difference 

between the realistic world of the show and that of the dream and fantasy sequences 

(In the fantasy and dream sequences the actors were wearing highly stylized costumes 

and tap shoes). 

Over the course of the show I wore several different costumes; however, my 

shoes and hair remained unchanged.  In the first scene, Tess was backstage drilling a 

few of the chorus girls in a dance.  At this point, Tess functioned as the stage manager 

backstage during a show.  She was wearing a silk brocade dress.  It is implied that 

Tess was dressed this way because it was the closing night of the show, and Tess and 
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Pasty had plans to go out afterwards.  The next outfit that Tess wore was a suit.  She 

was dressed for the train ride from New York to Deadrock.  In addition to the skirt 

and fitted jacket, she was also wearing a decorative hat and a pair of gloves.  This 

costume gave Tess a more professional, business-like edge.  The other women on the 

train were dressed in much more feminine and flirty costumes.  Tess’s costume set 

her apart from the other women, enabling the audience to distinguish her as the leader 

of the group.  The final outfit worn by Tess was a long dress with a ruffled collar.  

This dress was much more feminine than the suit and enabled more fluid movement.  

I wore character shoes in every scene.  This detail informed the movement choices for 

this character.   

Because Tess was in show business, it seemed appropriate that she would 

have had character shoes.  It also seems appropriate that she would have worn them to 

work in.  The fact that Tess’ character wore character shoes every scene lead me to 

believe that she was in some way working in all the scenes of the show.  In other 

words, the audience never saw Tess in respect to her personal life -- all of her scenes 

relate some way to her job. Because she was working and trying to maintain a 

professional image her posture was lifted, her gait was deliberate, and her demeanor 

was feminine, but professional. 

Interestingly, all of my costumes were some shade of purple.  I utilized this 

detail as a point for character development.  Typically, the color purple is thought to 

represent royalty and wealth.  This definition does not fit my character; however, I 

did find a more useful application of this design choice in my work.   
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This insight came from my study of the eastern philosophies of yoga and 

chakras.  My main resource for the application of these theories is Anodea Judith’s 

Eastern Body Western Mind.  In this text, Judith defines chakras in the following 

manner, “A chakra is a center of activity that receives, assimilates, and expresses life 

force energy.  The word Chakra literally translates as wheel or disk and refers to a 

spinning sphere of bioenergetic activity emanating from the major nerve ganglia 

branching forward from the spinal column” (5).  According to this ideology, there are 

seven main chakras and numerous minor chakras.  The seven major chakras are 

stacked one on top of the other, beginning at the base of the spine and building up 

through the top of the head.  Each of these vortexes of energy represents and governs 

different specific functions.  These chakras differ from person to person in alignment 

and development.  They affect the way people behave and –most intrinsic to this 

application –they affect the way a person moves.  Each chakra is represented using 

different symbols, elements, and colors.  Using the color choices in the costume 

designs, I analyzed the character through an evaluation of the chakras represented by 

those colors.   

Because there were many different shades of purple within my character’s 

wardrobe, I utilized the two primary colors which combine to create purple, red and 

blue, as well as the color purple to inform this analysis.  The color purple is 

represented in the chakras in two places; the sixth chakra is represented by indigo and 

the seventh chakra is represented by violet.  The sixth chakra is named Anja.  Anja is 

located in the forehead and is associated with the element of light.  Anja’s main 
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purpose is pattern recognition.  It orients a person towards self-reflection.  Individuals 

who are strong in this area are intuitive, perceptive, imaginative, and have a good 

memory (Judith 352).   These character traits seem to reflect the type of person Tess 

would be.  These strengths would be valuable for her chosen vocation.   

The seventh chakra is named Sahasrara.  It is located in the cerebral cortex 

and is associated with the element of thought.  Sahasrara’s main purpose is 

understanding.  It orients a person towards self-knowledge.  Individuals who are 

strong in this area are intelligent, thoughtful, aware, and open-minded (Judith 406).  

These traits also seem to be complimentary to the desired qualities needed for success 

in a vocation such as Tess’s.  Because these two chakras are located so high in the 

body, they suggest that the character’s movement would be motivated somewhere in 

the upper portion of the body.  A character such as this would most likely have good 

posture and the high source of energy would seem to lighten and lift her. 

As mentioned previously, I incorporated red and blue to further inform this 

character analysis.  Red represents chakra one, Muladhara the root chakra.  It is 

located at the base of the spine and provides the foundation upon which all other 

chakras are built.  The element associated with the root chakra is earth.  This chakra is 

oriented towards self-preservation.  Those with strong root chakras often exhibit a 

feeling of safety and security, they are well grounded, they are stable, and they are in 

good health.  These characteristics ground Tess’s character in reality, as does our 

production concept.  The qualities of the root chakra temper the loftiness of the sixth 

and seventh chakras and make Tess’ character very realistic and logical.  This 
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confirmed and reinforced the concept that Tess is more grounded and logical than the 

characters who do exist within the other worlds (fantasy and dream sequences) of the 

play.   

The final chakra which was utilized in building this character is the fifth 

chakra, Vissudha.  This chakra is represented by the color blue.  It is located in the 

throat and is oriented towards self-expression.  Its purpose is to provide 

communication and creativity.  A character with a strong fifth chakra has strong vocal 

resonance, a good sense of timing and rhythm, is a good listener, has strong 

communication skills, and is very creative (Judith 298).  This chakra more than the 

others seems to typify the character traits laid out in this text for Tess’ character.  It 

seems likely that these types of character traits would be quite an asset for a woman 

in Tess’s position. 

The text was, of course, my first source of reference for character traits.  The 

design elements and production concept aided me in further developing this character.  

After those options had been explored, I was able to go beyond those sources and 

incorporate other methods of character analysis.  Though chakra theory is meant for 

personal application and not performance, I feel that considering the qualities 

manifest in this type of character analysis creates a more realistic portrayal.  By 

combining the characteristics of all four chakra profiles I was able to develop a well-

rounded character that fit into the text, as well as our production concept and designs.  

19 



CHAPTER IV 

FROM CARICATURE TO CHARACTER 

 

Crazy For You was produced in the fall of 2005 at Texas Tech University.  It 

ran from October 14-16 and October 21-23.  In this production, I played the role of 

Tess, the stage manager and dance captain for the Zangler Follies girls.  This role was 

as challenging as it was rewarding. In the following chapter, I will discuss the 

director’s insights on the character as well as my own insights and discoveries.  In 

building the role of Tess, I gleaned some of the details from the text; others were 

inferred from the text; others were suggested by the director; the rest were my own 

interpretation of the character.  Some of the ideas came from or were influenced by 

the character choices of other actors and the way in which our characters interacted 

within the production.   

One of the largest problems I faced in this production was to develop a 

character who had very little dialogue and no songs.  This character was intrinsic to 

the script because her relationship with Bella Zangler, while only implied for much of 

the play, was the key to the show’s conclusion, is implied but never elaborated upon.  

Our responsibility (mine and Nate’s -- the actor playing Bella) to communicate this to 

the audience was complicated by the lack of textual development within the script. 
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Tess’s Function in the Script 

The character of Tess is a supporting lead role.  Because some of her storyline 

is not addressed in a simple plot synopsis of the show, a more in-depth look at the 

specific involvement of Tess’s character in the overall plot may be helpful.  The 

owner of the Zangler Follies, Mr. Bella Zangler, is in love with Tess and will do 

anything to win her affection.  Tess uses this to her advantage when she wants to get 

her way.  In the production, she befriends Bobby Child and uses her control over 

Bella to get Bobby an audition for the Zangler Follies.   

When Bobby does not get the role, he leaves for Deadrock, Nevada, on a 

business trip.  Meanwhile, Tess and the Follies Girls have finished their run in New 

York City, and the theatre is closed so that the girls can have some vacation time 

before the next show goes into rehearsal.  The vacation is cut short, however, when 

Bobby phones Tess and begs her to bring the Follies Girls out to do a show in 

Deadrock, Nevada.  Bobby enlists Tess’ help.  Bobby has fallen in love with Polly, 

the daughter of the theatre owner.  This is complicated by the fact that the bank is 

going to foreclose on the theatre property unless enough money is raised to pay off 

the loan.  Because Bobby’s entire purpose for being in Deadrock is to serve Polly and 

her father with the foreclosure paperwork from his mother’s bank, he feels that he 

will have no chance of winning Polly’s heart unless he can help save the theatre.  

Tess talks the girls into helping Bobby with this charitable endeavor.  The girls are on 

a vacation from the Zangler Follies and have no prior engagements.  They have more 
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than enough dance numbers in their repertoire to produce a show without too much 

work.  

The text implies that Tess successfully rounds up enough women and 

costumes to produce a show and heads out west.  Once she is there, she disguises 

Bobby Child as Bella Zangler, and together they set out to produce a show that will 

incorporate the Follies Girls and some of the men from Deadrock.  This plan seems to 

be working.  The show comes together beautifully; however, on opening night the 

house is empty, and it seems that all is lost.  Ironically, Bella shows up.  Bella’s wife 

has left him, and he has tracked down Tess in the hope that he can find happiness in 

Tess’s arms.  Tess seizes the opportunity and suggests that Bella help save the theatre 

in Deadrock, since he has enough money to invest in productions and enough fame to 

bring in huge audiences.  She coerces Bella into helping.  Tess helps Bobby get Polly 

back.  Because of Tess, Bella invests all of his money in the theatre in Deadrock.  In 

the typical fashion of 1930s musicals, it seems they are destined to live happily ever 

after. 

Tess’s internal conflict over the course of the show was whether or not to 

accept Bella Zangler’s advances.  The development of their relationship charts the 

change in Tess’ character throughout the production.  In my character history I had 

decided that Tess and Bella had a prior relationship which Tess broke off when she 

found out he was married.  Tess chooses to go to Deadrock and help Bobby win 

Polly’s love.  It is not implied that she will receive anything from this venture.  The 

question which arose for is, “Why?  What isTess’s motivation for going all the way to 
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Nevada to help Bobby?”  The answer is found in her interaction with Bella Zangler.  

Tess never really rejects Bella’s advances.  I think that there is a part of her that truly 

enjoys them.  I believe that Tess is a hopeless romantic and that she is in love with 

Bella.  She hopes that some day things will work out between Bella and herself.  I 

think that the hopeless romantic side of her compels her to aid Bobby in his quest for 

true love.  By the end of the play Tess did find herself in the arms of the man she 

loves.  This resolution was due in part to a change within the character and in part to a 

change in Bella and his relationship with his wife.  Tess finally allows herself to be 

involved with Bella Zangler, but she does so by compromising her standards.  She 

allows herself to become involved with Bella only after she learns that his wife has 

left him. The fact that Bella did something decent for once to help someone else 

(helping to raise the money to save the Deadrock Theatre) also plays into Tess’s 

decision to resume her relationship with Bella.  

Character Traits Found in the Script 

Textual exposition related to Tess’ character is provided initially through 

Bella Zangler’s character.  He defines her as the dance director.  He also professes his 

love for her.  During their initial interaction in the script, she refuses his advances, 

establishing for the first time in the text that Bella is married.   

Though Tess is involved as a minor character in many of the following scenes, 

no exposition is provided about the character in the script until Act II, Scene I.  Even 

in this scene, the very little information that is available to the audience through the 

text must be gleaned from the interaction between Tess and Bella.  The fact that Tess 
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is actually attracted to Bella is suggested non-verbally within the stage notes.  There it 

states: “He starts kissing YOUR arm and works his way to YOUR neck. … YOU’RE 

momentarily turned on; then get a hold of YOURSELF.”  This suggests that Tess is in 

fact hiding her true feelings for Bella.  Though Tess attempts to reject Bella’s 

advances yet again, Bella divulges that his wife has left him –which instantaneously 

changes the dimension of their relationship.  Tess reacts with a bit of sarcasm and 

then proceeds to talk Bella into helping the Deadrock show succeed, thereby saving 

the theatre.  Much of Tess and Bella’s conversation is omitted from the text; they 

converse quietly while others in the scene speak.  The topic of their conversation is 

implied through the few lines that the audience does get to hear.  In them Tess begs 

Bella to help and is refused.  She responds by once again rejecting him: “Fine. Don’t 

ever kiss this neck again.”  At this point Tess tries to leave.  Bella’s attempt to stop 

her transitions into a faux bar brawl.  Tess ends up leaving without any further 

discourse with Bella. 

The next scene in which Tess is involved is Act II, Scene III.  Though the text 

adds no further details about Tess’s character, her function within the scene does.  In 

this scene Tess begins a town meeting.  Though some characters do not get along, 

everyone respects Tess, and her capacity for leadership is again established, this time 

on a larger scale.  She has become a leader in the town as a whole, not just within the 

dance company. 

The remaining textual references to Tess relate to the action of the story and 

give no further information about Tess’s character.  Through this action, however, 
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character traits can be inferred.  These character traits are discussed in the following 

section. 

Character Traits Inferred from the Script 

Because this character is mainly portrayed during key action points, much of 

the details and decisions leading up to these points must be inferred.  In order to 

effectively convey some of this to the audience, the actor must make specific choices 

and at times exaggerate some of the character’s choices.  In other words, because the 

scenes that Tess is involved in are so brief, the actor does not have sufficient time to 

build the scene.  Instead Tess’s scenes must begin en media res, or in the middle of 

the action.  The audience must infer that more has transpired than they are seeing.  

This section addresses some of the character choices that have been inferred through 

the examination of textual references.  

Tess’s relationship with the chorus girls in the script is very direct and very 

professional.  She functions within the Zangler Follies as the dance director. This 

implies that she has experience with both leadership and with dancing.   

In the first scene, Bobby arrives late for his audition.  Prior to his arrival, Tess 

asks Patsy, one of the dancers, where he is.  This statement illuminates, for the 

audience, the fact that Bobby is two hours late.  Once he arrives, she responds by 

inquiring about the reason for his tardiness.  This is indicative of a sense of 

punctuality and organization, while also indicating that she has some concern for 

Bobby.  The idea that she has some concern for Bobby and his feelings is validated 

by the fact that when she leaves the theatre with Bobby she tries to cheer him up by 
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encouraging him to: “Just forget about him.”  This type of supportive gesture is 

repeated throughout the script, both in word and in action.  This suggests that Tess is 

compassionate and friendly. 

Although Tess’ interactions with Bella reveal a sensitive side, they also reveal 

a sarcastic, dry sense of humor, and hint towards a prior relationship with Bella 

Zangler.  For example, in the beginning of the show she refuses Bella’s invitation to 

dinner, stating that she is not hungry.  When he persists, she cattily asks him how his 

wife is doing.  When the implication that she may be attracted to him is validated in 

Act II Scene I, Tess again responds with biting humor.  Bella reveals that his wife has 

left him for some louse and Tess retorts “I guess she couldn’t break the habit.” 

Another character trait that is further established in Act II Scene I is Tess’s 

ambitious nature.  Once Bella confesses that his wife has left him, Tess seizes the 

opportunity to manipulate the situation in her favor.  She tries, unsuccessfully in this 

scene, to coerce Bella into investing in the Deadrock show.  Her persistence, as well 

as her implied prior relationship with Bella, aids her in achieving this goal.  Because 

she knows how Bella thinks, she knows exactly how to get her way with him.   

Finally, the script implies that Tess and Bella’s relationship dynamics have 

changed over the course of the show.  In Act II, Scene III Bella asserts that he is 

funding the show on Tess’s behalf.  Tess’s response is “No kidding. This isn’t like 

you.”  This change in their relationship also triggers the resolution of the play. This 

fact proves that their relationship functions within the script to facilitate the action. 
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Invented Character Traits 

The nature of this art form allows actors a certain amount of artistic license 

when developing a character.  The artistic license is of course tempered by both the 

script and the production concept.  It is also influenced by the director as well as the 

acting and character choices of other cast members. 

The director, Dr. Laurin Mann, came into this production with a very clear 

picture of what this character was like.  The way she approached the process was by 

giving me numerous possibilities or options that she felt were appropriate for my 

character in this production. This afforded me the room to build and interpret the 

character.  We discussed Tess’ personality, appearance, goals, and life experience.  

One of the most important germinal details was the idea that Tess is a retired show 

girl.  This fact allows for some age difference between Tess and the other Zangler 

Follies Girls.  This also gives her experience and foresight when dealing with the 

Follies Girls and posits her as a mediator and mentor within the company.  Dr. Mann 

felt that it was important that the character of Tess be professional and of high moral 

standards.  This is a reflection of both the time period and the text.   

I decided that Tess is a native New Yorker.  Though I could have played her 

with a regional dialect I chose not to.  This choice was influenced by several factors.  

My primary reason was that I wanted Tess to stand out from the rest of the chorus.  

Many of the women in the chorus, including the woman playing Patsy, were using 

New York accents.  Another reason was that I wanted her to seem more educated and 

refined.  I felt that not using an accent could indicate that Tess was more educated 
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and of a higher social class than the other women in the Zangler Follies.  Because she 

is a professional performer, I feel that she would have studied voice and movement 

and learned to overcome her regional dialect; therefore, I felt that my choice to avoid 

employing a New York accent was justifiable.  Although she is now the stage 

manager and dance captain of the Zangler Follies, she once was one of the lead 

dancers.  Mr. Zangler hired her for her talent, but fell in love with her because of her 

personality.  Tess did date Mr. Zangler for a short time; however, when she found out 

that he was married she broke things off.  She is still in love with him.   

Tess is a business woman, an artist, and a professional.  She is well-liked and 

respected.  She is eager to help others and makes friends easily.  When the show 

begins, she has known Bobby for a short time.  He is a regular at cast parties and is at 

the opening of every show.  Tess is a bit flirty and uses that to gain an advantage over 

the men she deals with.  She is, however, worldly-wise and will not allow herself to 

be taken advantage of.  She is most comfortable when she is in charge.  Through the 

rehearsal process, I made discoveries that changed the way that this character was 

portrayed. 

Character Discoveries Derived From the Rehearsal Process 

Regardless of how much character work an actor does before the rehearsal 

process begins there are always discoveries that are made during the rehearsal period.  

Some of the discoveries I made complimented the work I had already done and some 

affected the way my character interacted with others on stage.   
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My character’s choreography set me apart from the chorus.  At times, when 

the chorus girls were dancing in unison my character led the group, and at other times 

I encouraged them by cheering them on.  For example, in the “Entrance to Deadrock” 

scene I participated in the kick line with the chorus girls; however, once the song 

started I functioned more as the inciting character.  My character called the girls 

together and started the dance off, yelling “All right, girls.  Lets show ‘em how we do 

it.”  At this point, I fell back and cheered on the other women.  In doing so, I also 

rallied the men who had gathered to watch.  My character kept a watchful eye over 

the girls.  At one point, one of the cowboys threw one of the chorus girls over his 

shoulders and tried to run off with her.  I came to her aid and got the girls back in 

their ranks, then  I joined them in the dance number.  These choreography and 

blocking choices led me to the conclusion that Tess is very protective of the women 

in the chorus.  This added a bit of a maternal quality to the character. 

Some of the discoveries made during the rehearsal process were made by the 

director.  For example, one note that I received early on in the process was that I was 

to portray Tess as less feminine that I had been.  This makes a lot of sense because 

she is in an administrative/leadership position.  She would therefore be more task and 

goal-oriented than the other chorus girls.  Portraying her as less feminine would 

therefore help set her character apart from the other women. 

Another note that affected my portrayal dealt with timing.  Dr. Mann felt that 

the timing on our lines needed to be tightened up. This would aid the comic timing 

and keep the audience interested.  This note, however, also made sense in establishing 
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our character backgrounds.  It makes sense for characters who are from New York 

City to talk at a more rapid pace than those who are from Deadrock, Nevada.  This 

pacing choice is supported within the text of the music.  The songs that introduce the 

city characters are up-beat lively tunes like “K-ra-zy For You” and “I Can’t Be 

Bothered Now”; the cowboys and town folk of Deadrock, however, are introduced 

during “Bidin’ My Time” which is considerably slower and more solemn.  

My idea for my character’s center of energy came from a combination of text, 

the director’s blocking, and the acting choices of another actor.  Within the stage 

directions of the script in Act II Scene I, it states that Zangler kisses Tess’s arm and 

works his way up to her neck.  Interestingly, the director blocked Zangler’s attempt at 

kissing Tess in the first scene with a kiss on the neck.  This is a choice that the actor 

maintained during other scenes.  It seems that Bella has some sort of fixation with 

Tess’ neck, and so that is where I chose to place her center of energy.  This choice 

seems very natural and even textually validated.  In Act II, Scene I, when Bella 

refuses Tess’ plea for help with the theatre production, she penalizes him by asserting 

“Fine.  Don’t ever kiss this neck again.”  This choice affected the way Tess stood and 

moved.  Having her center of energy so high helped her to exude confidence and 

control. 

During the rehearsal process of any show, one of the most important 

discoveries an actor makes about a character is the way in which the character and 

character choices fit into the dynamics of the production.  Some times the character 

choices of others may effect or change your own.  During our process, I carefully 
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examined the dynamics of status between my character and the others on stage.  

Within the status system, characters can be ranked on a status scale of one to ten; ten 

being the highest and one being the lowest. This status can change from scene to 

scene and is contingent upon the different people in the scene.  I put together a quick 

reference chart at the beginning of our process that helped me navigate the different 

dynamics intrinsic to Tess’s character.   

Table 1 Character Status Chart. 

Character Name Character’s Status Tess’ Status 

Bella Zangler 10 10 

Bobby 6 9 

Polly 7 8 

Irene 10 8 

Lank 8 10 

Everett 4 8 

Cowboys 2 8 

Patsy 5 8 

Chorus Girls 3 10 

 

This chart illustrates Tess’ character status in relation to the different people 

she encounters within the script.  As the chart reveals, Tess is a very high status 

individual.  This is fairly typical of someone in a leadership position, and possibly 

explains why Tess has the power to influence those who seem headstrong or 
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obstinate.  Her high status is one key factor which eventually enables her to persuade 

Bella to produce the Zangler Follies in Deadrock.  Character traits that could also be 

supported by Tess’ status are her confidence, ability to get her way, and strong 

leadership skills. 

 

32 



CHAPTER V 

CONCLUSION 

 

The rehearsal and performance process involved in producing a Gershwin 

musical afforded me the opportunity to utilize, apply and incorporate the acting 

techniques I have studied in my graduate classes in the Texas Tech University 

Department of Theatre and Dance.  The writing portion of the project helped me to 

understand that the artistic process is more than just doing.  It opened my eyes to the 

possible points of entry for scholarly writing pertaining to artistic endeavors.  The 

role of Tess challenged me and enabled me to incorporate my dance and musical 

skills with my acting skills to seamlessly create a character.  Because so many of the 

character traits for this character were not taken directly from the script, this process 

helped me understand that there are many different resources outside the script 

available to inform character choices.  Of particular importance was my discovery 

that the design elements can and should be utilized to help create a character.   

In order to compare my character choices in this production to those of 

another actress, I watched the video recording of the Paper Mill production.  This 

recording was produced as part of the Great Performances Series by PBS.  Because it 

is a filmed stage production, the entire stage is not often visible because the recording 

utilizes selective framing techniques.  Consequently, the recording showed Tess only 

when she had lines, or briefly during a production number.  This factor makes a 

thorough comparison very difficult; however, some basic conclusions can be drawn. 
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The role of Tess in this production was played by Mylinda Hull.  In my 

opinion, her approach seemed more two dimensional and resulted in a caricature.  My 

approach to the role was aimed at creating a three dimensional and realistic character.  

Physically, she resembled the character of Olive Oil in the original Popeye Cartoons.  

She portrayed the character as rather awkward and gangly.  I, on the other hand, am 

very short and curvaceous.  I portrayed Tess as much more feminine and graceful 

than Mylinda Hull chose to.  Both of us had period specific hairstyles.  I was in fact 

wigged for this production in order to facilitate a period hair style.  The wig I wore 

was the same color as my hair, but it was straight and about chin length.  The ends 

curled upward in a very flirty and sculptured manner. Having seen pictures of this 

actress out of costume (including her professional headshot) I suspect that Mylinda 

Hull was also wigged.  Ultimately any comparison that could be drawn is very minor 

as the shows are so different, though it is more so than could be drawn from the 

original Gershwin production “Girl Crazy” in which the character of Tess does not 

exist. 

The Texas Tech Department of Theatre and Dance’s production of Crazy For 

You differed so much in structure and content from the original script that one might 

go as far as to call it an adaptation.  I feel that my involvement in this process has 

been beneficial to me as an actor as well as a director.  Having seen others go through 

the process of adapting a production will aid me in future similar endeavors. 
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