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Our final project was a production of Nine the Musical, directed by Angharad Lee, musically directed by Keiran Bailey and choreographed by Elan Isaac. Written by Arthur Kopit and composed by Maury Yeston, Nine is based on the Frederico Fellini film ‘8 ½’ where Fellini references his own career through Guido Contini. In the musical, Guido is a troubled Italian film director who experiences a midlife crisis when he can’t find any inspiration for his next film. He is stuck between the pressure of his relationships with his wife, mistress and the recurring actress that he uses for his films (Luisa, Carla and Claudia). He is also haunted by the women of his past that are conjured inside his head, which holds the emotional maturity of his nine-year-old self. This leads him to blur the lines between his reality and his inner world in order for him to find muses for his film and suffering the consequences of that when he ultimately is left with no one. 
The character that I played was Carla, Guido’s mistress who shows up at the most inconvenient times when she craves his attention. She believes that Guido truly loves her, so much so that she divorces her husband thinking that he will divorce Luisa, which doesn’t happen. This is the final straw that pushes Carla to leave him and build her own life without Guido. In my interpretation of the character, I wanted to find the humour in Carla’s naivety and highlight the contrast of her making the difficult decision to put herself first and leave him, showing how she’s become wiser. I also intended to accentuate Carla’s confidence in her body image, playing with body language and being brave enough to portray the sexual intimacy with Guido that is required for the role. 
In Nine, Carla, among other characters, is Italian. When auditioning for the role, I researched the structure of the accent to make it convincing, where I learnt that there are no silent vowels in the Italian language [Dettori, G. 2012], so I had to accentuate vowels that I wouldn’t usually have to accentuate. I also had to be aware of my inflection, as the Italian accent has a lot of upward inflections to create a lively speaking rhythm. Knowing these fundamentals worked well for me during the audition, but I had to develop this to capture the Italian energy in both voice and body. 
To do this, actor Francois Pandolfo workshopped the dialect and mannerisms with us as a class, which was extremely helpful. He introduced the Italian Passeggiata; when Italian people stroll after an evening meal in their finest clothes and jewellery. By embodying the Passeggiata in later rehearsals, I naturally started to present myself more, as if I were strolling in expensive clothes and jewellery as well. This gave Carla a lot more confidence in her body language and gait.
To develop Carla’s sensuality, I also started to experiment with the heat of Italy, as Francois had told us that the heat of Italy can affect the way that the people walk, swaying their hips more and using more slow and sluggish body language. This worked when Carla is flirting with Guido, as I could work the text more when it was slowed down and more sultry. However, I struggled to maintain energy, losing Carla’s naivety and immature characteristics when she tantrums or becomes excitable. So, I took from Francois’ references to hand gestures and how Italian people speak quite quick and expressively, wanting to get to the point as soon as possible. Becoming more expressive and quickening my talking pace naturally created an upward inflection in my voice, which kept my energy up as Carla, allowing me to embody her femininity more easily. 
The most important lesson that I took from Francois was that “it’s less about the accent and how it sounds, but more about the way we embody the feeling of being Italian and being in Italy” [Pandolfo, F. 2024]. This reminded me of a quote from actor Kunal Nayyar talking about his experience in an Italian role, where he said “the audience isn’t thinking about what you look like or sound like. The truth is, if they can tell that you believe your characters journey with every cell of your being, they’ll always be on your side.” [Nayyar, K. 2016]. By not worrying so much about the structure of the accent and its logistics, like I had been, I began to have fun embodying the energy of a confident Italian women, which was seen through my voice and physicality. 
To become more intentional in our physicality, dancer/choreographer Justin Sparkes came in workshop our own personalised ‘score of physical action’. This technique was used frequently by practitioners Grotowski and Toporkov (one of Stanislavski’s students who applies this technique in his book ‘Stanislavski in Rehearsal’). Grotowski explains that an everyday activity can be turned into a physical action when met with a set of intentions and purpose, “as it now had a specific rhythm, born from what he was doing, in turn born from his circumstances” [Richards, T. 2003]. We started an exercise by moving a chair into the space, then repeating the movement several times with different intentions. Once the chair was placed, we had to find 4 different positions on and around the chair without context. By creating this score of positions, I could use them as blank canvases for different circumstances in the performance, such as sitting in a way that would entice Guido or moving a prop in a scene change while spotting Guido in his scene. This helped me understand why I was doing any action at any time, no matter the circumstance. I also used my score of physical actions to become more comfortable with moments of stillness such as in the song ‘Simple’, where Carla’s uncharacteristic stillness helped me portray her found strength and maturity, prioritising the mixture of pain and resolve in her voice when she makes the decision to leave Guido. 
Throughout getting to know Carla as a character, I needed to create the difference between Carla in reality and the version of Carla that Guido imagines. To do this, I had to step into the thought process of Guido by having a conversation with Lloyd, who played Guido. I learnt from his interpretation that the women in Guido’s head are in a dreamlike state and constantly have the objective of pleasing him, in comparison to Carla in reality who is a lot more bratty and despite relying on him, is also not afraid to push against him. I took this on board for moments where I am under Guido’s dining table and in Carla’s song ‘A Call From the Vatican’, as both of these events are what Guido’s envisioning in his own imagination. The words that Carla sings over the phone to Guido in ‘A Call From The Vatican’ are set in reality, but the physical interaction with Guido is what he’s fantasising, so it needed to be particularly heightened and exaggerated, which I used my score of physical action for to create intention in my choreography.
When Carla is situated under the table, I initially didn’t think about the way that she would move while she was there, as I thought that I couldn’t be seen. However, when the final table set piece was constructed, I realised how visible I was. To push past this obstacle, I took from my score of physical actions that I developed in Justin’s workshop and created more blank canvas positions that would work with the limited space of being under a table. This repertoire of actions allowed me to have a more visible intention while there and helped me stay active throughout.
As Carla is Guido’s mistress, her sexual relationship with Guido is highlighted through her many interactions with him, including ‘A Call From the Vatican’. These moments have a lot of intimacy, so our stage manager Amy led us through intimacy calls. The intimacy calls started with check ins on me and Lloyd to ensure that we were comfortable with the actions and then moved onto the choreography. For example, there is a moment in ‘A Call From the Vatican’ where Carla gets on top of Guido and uses a phone cord to wrap him up. It was important that this choreography was directed in detail so that the action was the same every time, which is what we focused on during the intimacy calls so that we could hit all of the marks that we needed to hit in a safe way. It is important that intimacy calls use “quantifiable choreographic terms” rather than having intention based phrasing, as this helps separate the personal discomfort from the professional job that has to be done [Black, A. and Newhauser, T.M. 2022]. This helped me to focus on my characterisation rather than worrying about whether the intimacy was too much or not enough. This choreographic approach also worked well when we had to make adaptations, such as realising that me and Lloyd were visible under the table for a scene so new choreography had to be created. 
For the rehearsal process, I was given the role of dance captain. In this role, my primary responsibility was leading review sessions [Kincman, L. 2016], which is when the choreographer will have finished a musical number, and the dance captain helps to clean it and keep it fresh in the casts minds. There were also individual review sessions, such as working with Lloyd on choreography that he did on his own in ‘The Grand Canal’ which included learning it myself. On the 3rd week of the rehearsal process, our choreographer Elan Isaac couldn’t continue due to unforeseen circumstances, so we worked with Justin as a stand-in choreographer. This was a challenge that I had to overcome as Justin wasn’t present when the original choreography was created, so I had to take on a bigger leadership role, communicating with Justin on what moments in the choreography were intentional and didn’t need to be corrected and what did. Due to Justin stepping in last minute, he didn’t have time to correct blocking outside of the dance choreography, so he gave me those moments to make/relay his notes on as well, communicating with Angharad regarding what she agreed with and what didn’t need to be corrected. As I had more responsibility than I had at the start of the process, I had to ensure that I was approaching it in the correct way; making sure that I was leading with empathy for the rest of the cast and critiquing the movement rather than the individual in order to maintain the mutual respect between me and the cast [Duran, C. 2024]. By striking the balance between doing my job and being respectful, everyone was communicating well with each other.
As we moved into our production week, we had a technical rehearsal. This is described as ‘a stopping run-through which incorporates every technical aspect of the show’ such as lighting and sound [White, M. 2017]. Due to how staggered this run was, I found it particularly difficult to maintain the energy needed to portray Carla. To help keep me engaged, I began to take risks and try different things with my delivery, which not only allowed me to explore Carla more, but also gave me the opportunity to get a variety of reactions from the crew acting as the audience and my other cast members. Usually, there is only one dress run during this period, but due to the double casting of some characters, we did two. This gave me the chance to further build up my energy ready for the final performances.
In conclusion, I feel as though I was brave enough to embody the sensuality of Carla, as I understood her intentions throughout. Understanding Carla’s many layers also helped me portray her immaturity when she is introduced compared to what she has learnt from being hurt at the end of the performance. I also learnt a lot about how professionally intimacy is choreographed and what it means to be a dance captain on a larger scale. 
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