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\ Project presentation

In the violent and decadent Europe at the beginning of the XX° century, magic, hallucination and solitude
create a parallel reality that continuously merges with the real world. The characters in the opera live in a sort
of “suspended time”, in which they focus solely upon themselves, whilst searching for an answer to their
internal turmoil. Hoffmann slips in and out of “parallel personalities” and “the world of dreams” during his
cathartic travels reliving the errors of his life until he finally understands that there is an alternative “new
direction” he can take. His subjective perception of world and visions in his mind interact with the present,
and are thus able to transform the objective reality, which on stage becomes the real world. His
hallucinogenic “idea of reality” becomes “objective reality”, a malignant world, which is unleashed directly
upon his mind. Here, the atmosphere is always sombre, which alludes to “evil thought” without it ever being
explicitly portrayed, and is therefore a “psychological evil” that acts directly on Hoffmann’s mind as well of
that of the spectator.

The first act is a black-and-white photograph of reality: grey and decadent. Olympia’s act becomes a
fantastic game that suddenly reveals an evil side to it. The Muse, acting as a Chorus in a Greek tragedy, is
introduced to the public as Hoffmann’s companion, and as such accompanies him through his quest to find
himself, and will ultimately redeem him as a sort of “deus ex machina”, erasing the nightmare of memories
of horror and death. Antonia’s act reaches its climax as a parabolic expression of dream and hallucination, of
the violence suffered by man and his impotence in the face of evil. The oneiric stage designs use objects
from daily life and deformed surreal elements reminiscent of Dali, as a violent and destabilising stage set. In
Giulietta’s act, there is a return to objective reality, which is no less horrific than the world of dreams, and it
leads to an alcoholic and depressed Hoffman destroying himself. The final chorus is a sign for the beginning
of a new communion with the world for Hoffmann and everyone else.

Forward

The stage direction has been principally developed using the Choudens score from 1907, with the insertion
of dialogues and musical excerpts from the Guiraud, Oeser-De Almeida, Michael Kaye versions, as well as
the libretto kept by the University of Indiana (U.S.A.). The numbering of dialogues and musical scenes are
based on the sequence indicated in the Chapter entitled: “Reference system for the numbering of scenes”.

The stage direction uses texts with both accompanied recitatives (Guiraud) and unaccompanied dialogues.
The stage direction and sets have been designed to give the maximum continuity possible to the production.
The stage space does not change, but the environments contained in it do. The scene changes are very
spectacular and take place before the public’s eyes. The production has two intervals: one before, and one
after Antonia’s act.

The costume’s photograph and design are only indicative of the stiles for the model types
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Characteristics of the production

This production takes the form of a journey into Hoffmann's past and his memories. It is an oneiric,
redeeming and cathartic journey that comes full circle, in which the characters and set designs are images
taken from surreal dreams that are in a state of continuous motion.

The stage direction has been created so as to emphasise the following aspects of the opera:

The idea of dream travel and its visionary and hallucinatory aspects
The oneiric continuity and the idea of travel are brought together through the reiteration of
choreographic models presented by the 2parallel characters® (Andres/Cochenille;
Dapertutto/Miracle...) that have the unifying function of creating a realistic scenic model, which
contain multiple surreal realities.
public whilst the music is playing, and draw the public into the action and dreams moving
continuously from one to another.

Man’s fears in the 1800s and 1900s:
Fear of engineering and mechanics, which was seen as a violent and crushing reality, as well as the
improper use of technology and science (Spalanzani's toy house, the mechanical doll with human
eyes, magic lenses, war, arms, the mystery of sound, etc...)
The existence of occult and uncontrollable powers (magnetism, esotericism, ...), as well as magical
and esoteric objects (spectacles, diamonds, machinery....).
Fear of violence (Olympia's eyes that are torn out, Antonia's soul that is imprisoned...)

The need for peace and hope, as well as the possibility for redemption and an escape route.

Solitude and human weakness in individual characters
The joyous atmosphere of people together, as opposed to individual isolation in the face of drama
and evil.
The servants (Andres, Frantz...), who consciously or unconsciously become instruments of evil.
The spasmodic and violent research for happiness and the sense of failure.

Drawing attention to opposites
Real environments and situations in which violent and surreal, magic and oneiric situations are
inserted. Scenes that close time in a sort of parallel dimension in contrast to reality.
The lightness of the chorus and Nicklausse's positive outlook against Hoffmann's depression and
discomfort.
The presence of diverse scenic time frames, one being real time, the other suspended, with
characters that speak to the public, thus interrupting scenic pretence.
The juxtaposition of images and situations: Magic/Reality; Dreams/Materialism

Attention to an element that is or becomes something different from what it appears to be
Olympia's scene becomes an hallucinatory and infernal prison for the soul.
Spectacles are lenses that deform sight.
Spalanzani's house is not a normal house, but a true 2mechanical organism®, built in order to create
illusion (Olympia) and manipulate people.
Giulietta's beautiful, luminous and sunny palace is really an adorned prison.

The strong characterisation of all the characters, as well as minor ones
Exaggerated gestures in @ltalian style®, particularly for the secondary roles (Cochenille, Frantz, etc.).
The main female characters are strong, decisive, and are not victims of circumstance, but
nevertheless, the events affect their destiny.

The use of lights has been devised in such a way as to alternate between realistic and un real
atmospheres, and to emphasise the three principal themes of the production: dreams, reality and
solitude
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\ Settings

First Act

The scene is set in Europe, 1918, during the last months of the first world war in a city near the battle
front, where the cellar of a building has been transformed into a tavern. It is night. On the left, a door
is open that leads into another room, to the right a staircase leads outside. There are regular
soldiers, off-duty soldiers, and a few civilians passing by, important local personalities, as well as
people dealing on the black market (Luther), people making money out of the war (Lindorf). A few
people are drinking, whilst others are talking amongst themselves, or simply sleeping. Guns are laid
down in a few corners, and some people are carrying pistols in gun holsters. The lighting is warm but
low. Nearby in a decrepit theatre there is a cheap show with songs for the soldiers on leave from the
front. A heavy atmosphere permeates the stage, yet happy choruses attempt to distance us from our
morbid thoughts and the spectre of war. Hoffmann's story becomes a pleasant source of interest and
distraction for everyone.

Second Act

1913\14 Study-house of a university professor, who is involved in research at the mechanical
engineering faculty. His study is an enormous 2mechanical musical box° from a giant 2oy house®, it is
a room full of wonders in which they best mechanical inventions are exhibited. The 2mechanical
mother figure®, which moves continuously, gives energy to the whole scene and symbiotically unites
the machines with human beings as a single @living mechanism®. His small mechanical gadgets are
exhibited there. Everything there emanates from him and is influenced by his movements, even
Olympia herself.

Initially, the scene is partially divided by a strange wall, the atmosphere is cold and realistic, with dull
and pale colours. During the trio, the doll's aria and the finale, the lighting effect become surreal,
hallucinogenic and insane. From the moment the chorus enter, and the dividing wall breaking, the
scene opens out completely before the public's eyes, and the small machines cease to move. The
atmosphere is naive, warm, luminous and dazzling, with matching colours that resemble those of a
doll's house, we are now inside the musical box, where the 2doll° lives: it is a toy inside a toy. When
the chorus comes back on stage for the waltz grand finale, the scene turns into joyful and bright
ballroom.

Third Act

Central Europe, 1915, at Crespel's home annexed to a surreal workshop where string instruments
are made. On the right, the room looks out onto the street, on the left, there is the entrance to
Antonia's room, at the back of the scene there is a workbench with tools for making the instruments.
You can see some violins and violas; some are complete, others are in pieces and broken up. Left
backstage there is a large expressionist painting depicting a person singing. Lit from the front it
seems to be a normal painting, but lit from behind is appears as a glass prison, a white hallucinating
room. The surreal setting and the distorted forms of the scenery evoke the idea of hallucination,
esoteric powers, the destructive violence of evil. In this real, yet distorted, space there is a bankrupt
and downtrodden lute-maker; a doctor who Kkills his patients rather than healing them; Antonia's
Mother, who has sold her soul in exchange for her voice, without being aware that this pact included
her death and eternal slavery of her soul, and as if in a terrible hallucinogenic dream she is still alive
trapped in the picture, locked into a glass prison, an aquarium without any sound; Antonia, who to
further her ambitions, betrays Hoffmann and herself, thereby condemning herself to death.

Fourth Act

Venice, the second year of the war. A wealthy nobleman's palace, requisitioned by the army and
kitted out for the amusement of commanders, high ranking officials from the arm and the friends and
business partners. This environment is apparently 2luminous® and radiant, yet behind this facade
lurks violence and abuse, which are used for just one purpose. The palace is a golden prison, and
the girls who frequent it are common girls who fawning upon rich men and foreigners for money.
Nobody can escape: wealth and power, decadence and betrayal. Giulietta would like to escape her
slavery, but again she becomes Dapertutto's new lover. Pitichinaccio is a base and revolting human
being, who works for anyone who will pay him. Hoffmann is used by Giulietta like merchandise for
exchange and by Dapertutto for his pleasure. The palace is transformed into a trap when a cage of
mirrors closes in on Hoffmann and Giulietta whilst the room disappears from view. Hoffmann remains
closed in this space, where he loses his reflection and kills Schlemil, after which he is completely
alone and abandoned by everyone who surrounds him.
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Fifth Act

The finale is a positive sign, of salvation, the idea of finding a way out of the tunnel of sadness, it
represents the idea that, no matter what happens, we have to find the strength to change our own
choices to improve our lives. A cathartic chorus and all the characters from the opera are on stage,
the resolution of all conflict and ultimate reconciliation takes place, as with the opera in 1700, with
the Muse being the @Deus ex Machina®.
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\ Development of key scenes in the opera

The numbering for the spoken dialogues and musical scenes is based on the sequence indicated in the
chapter entitled: 2Reference system for the numbering of the scenes®.

First Act: Prologue]

Characters and costumes

Hoffmann: He is an alcoholic. He is weary, depressed and
gloomy. He is not interested by anything that is going on around
him, and everything annoys him. Sometimes his reactions are
violent and exaggerated, yet he always tries to remain somewhat
aloof. He has a dark-coloured bourgeois period costume (1918),
which is old and shabby.

La Muse: She is young, natural and calm. She reminds a
little of a dizzy Walt Disney fairy, but at the same time she
transmits to us her profound knowledge of the human condition.
She is totally at ease. Her costume belongs to the common
people at the beginning of the century, and it has lace trimmings.

Nicklausse:  She is young and calm in moments where you
would least expect her to be so. Often she observes people and
situations going on around her with amusement but she is
removed from them. She is kind and friendly to everyone. Her
costume is that of a young student, who is not from a wealthy
family.

Hermann / Nathanael: the former comes from the civilian
population, the latter is a soldier. They are young happy and

easy-going. The Muse

Lindorf Lindorf: He is arrogant, powerful, sure of himself, decisive
and histrionic. He comes from the higher echelons of the bourgeoisie, and wears an
impressive high quality suit.

Luther: He is agitated and behaves aggressively towards the waiters, he is servile and cowardly towards
people who area stronger than him, such as Hoffmann, who treat him badly. He is wearing old work clothes.

Andres: He is a quick-witted and intelligent servant, a sort of Harlequin. He is
both a bit of a scamp and servile, but he uses this latter attribute exclusively to further
his own interests.

Male chorus: Regular customers: They are from the civilian population,
old men, and soldiers on leave. Their clothes and uniforms,
respectively are poor and tattered. Their colours are dull.

Hoffmann’s friends: They are young soldiers with new
uniforms, or civilians or students. They are noisy like Italians on
holiday.

Female chorus: Waitresses, girls from the theatre
company with alluring theatrical costumes, and women from the
local population.

Extras: 5 waiters from the tavern.

Hoffmann’s Friend

Male Chorus
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Stage direction of main scenes

N°1 and 2

N° 8

Male Chorus

Lindorf's aria

Prelude and Introduction

The curtain raises on the final notes of the prelude. Both
civilians and soldiers meet together after a day of warfare
to forget the madness of war. They are tired and weary,
and some of them are already drunk. They are either
seated at tables, benches or slumped down on the ground
and they are drinking. They sing raising their glasses to
make a toast to a sort of hymn to wine and alcohol to forget
the oblivion of the daily horrors. As they curtain raises, the
girls form the theatre company enter the tavern, and the
men look on. They too are tired and are wearing sequinned
dresses, but they are not happy. They try to attract the
men's attention to finish off the evening being offered a
drink or two, and they sit on their knees and chat with
them. Some chorus singers draw close, others stay
standing on their own or talk amongst themselves in small
groups. The atmosphere remains heavy despite the fact
that everyone is trying to be calm and happy.

N° 3 La Muse’s entry
La Muse pops up from inside a tavern bench, stands up

Male Chorus

and dusts off her

costume as if she had come through a long and dusty tunnel in search of
Hoffmann, which ends up in a tavern. She steps down from the bench and
moves between the tables and persons, she is invisible to them. She sings to the public while
annoying the men sitting down by playing tricks on them: she takes their hat off, pours wine on the
tables, etc¥ throughout the scene she retains her happy and serene appearance.

Lindorf sings to the pubic and the tavern's regular customers moving amongst them making them
feel uneasy. Everyone looks at him but no-one moves any closer to him. Throughout the scene he
moves about histrionically, striding back and forth making large gestures, as if he were manipulating

Hoffmann’s friends

chemical or physical elements in his hands, as well as
he could do with men's souls.

N° 11 and 13 Chorus — Nathanael, Hermann
and friends — Hoffmann’s and Nicklausse’s
entrance

Hoffmann's friends are young soldiers and students;
they are happy and noisy and they greet each other
with broad smiles patting each other on the
shoulders, laying down their arms, seizing hold of the
tankards on the tables and creating a general
disturbance. Hoffmann enters with his eyes to the
floor without looking at anybody. Nicklausse follows
him almost amused.

N° 14 Kleinzach’s chanson

This is Hoffmann's pantomime, in which he imitates
Kleinzach in a student-like playful way with his
friends. First he is seated, then he stands, as he
mimics Kleinzach's movements with his hands as if
he were playing with a puppet, then he continues the

mimicry touching his friends who surround him, using their bodies to indicate the
contorted parts of Kleinzach's body, with exaggerated ugly gestures. The chorus
imitates him and amuses itself as they mimic him. They move like a comic mask
in a traditional Italian way.

Female Chorus and girls
of the theatre’s
companies
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Scene change

Interlude - Entr'acte

The curtain does not fall, but the scene changes before the eyes of the public to the music of the

Hoffmann's Friends

minuet. Towards the end of the preceding scene, the waiters move in the penumbra
as they bring on the objects for the second act, then they take away the tables from
the first act as the chorus leave the stage. Whilst the scene change is taking place
everyone moves out of the light and leaves the stages as shadows.

From behind the screens, the curtains and the stage, the elements of the scene are
slowly brought on stage, as if they were all one harmoniously moving mechanism or
a large mechanical minuet. The scene change then becomes the first movement of
a gigantic musical box, which is in fact Spalanzani's house. Hoffmann remains in
the centre of the stage and observes this giant mechanism moving and coming to
life, watching Spalanzani enter the stage unnoticed, and at the beginning of the
recitative he leaves the stage to reappear from the opposite side.
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ISecond Act: Olympid|

Characters and costumes

Hoffmann: He is younger than in the prologue, shy and clumsy.

Nicklausse:  She is happy and care-free as in the first act.

Olympia

Spalanzani

Olympia: Olympia is simply perfection. She
does not move mechanically but her gestures are
measured, precise and deliberate. She is
perfectly composed and smiling, like a girl from a
good family, yet she is somehow strangely rigid.

Coppelius: Seems to be your average door-
to-door seller, but he strangely insistent and
untrustworthy. His movements are slow, precise,
and he stares aggressively at anyone who dares
to look at him. As the act unfolds he develops into

Hoffmann

an important powerful and evil man. He is wearing a flowing black cloak with

large pockets that covers his old-fashioned dark suit.

Spalanzani: He is very @ltalian®, initially calm, happy and pleased with

himself, forever gesticulating. He takes short
continuously as he moves from left to right. He is
frightened and defenceless against Coppelius, and
like Rigoletto, he is very anxious about his daughter.
He is wearing a light-coloured professor's shirt and
an elegant bourgeois suit from the beginning of the
century.

Cochenille: He is small and his head is sunken
into his shoulders. He is stupid and frightened of
everyone.

Male and female chorus: Everyone is from the
higher middle classes. The men and women are
wearing evening dress and ball gowns respectively.

Extras: 5 Servants

Stage direction and principal scenes

Né 7 Recitative + Coppelius' entrance

Initially, Copellius acts like an un happy door-to-door
seller. He takes strange objects out of his cloak and
shows them to Hoffmann, then he becomes

rapid steps, speaking

Coppelius

increasingly insinuating and distorted, almost folding up into himself. Hoffmann
is drawn to him magnetically, almost as if he were under a spell, even though
he reveals horror and worry. Throughout the whole of the trio, Nicklausse
behaves as if everything is a joke, going back and forth between Hoffmann
and Coppelius. Throughout the whole scene lights become increasingly

unrealistic as they close in on the three characters.
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Né 9 Trio

11

Coppelius sneers and throws a pair of spectacles down on a table as if they were the ingredients for
a magic sabbat. Through the table, which has a transparent plexi-glass surface a red light moves
continuously as if were liquid, and is filtered through the lenses that project
reflections into space and on the stage that seem to be alive, whilst you can see
other reflections projected onto the background, the stage remains in penumbra
and individual cones of light fall upon the characters. Against his will, Hoffmann is
drawn to the lenses as if to a magnet, and he seizes hold of the spectacles, and

Cochenille

one by one, as if guided by an external force, colours and lights move around hi

m,

which seem to be projected by the lenses. Coppelius stalks them like a dog before

its prey. Nicklausse is amused by this and cajoles
Hoffmann, who covers his ears in an attempt not to hear
and flee from the spell that has been cast on him. Finally,
Hoffmann is completely subdued and he puts on the
glasses, whereupon he immediately becomes calm again
forgetting everything that surrounds him as if he had been
transported into a fantastic dimension. Upon Spalanzani's
entrance the light once again becomes realistic. The
tension recedes in an instant.

Né 11 Chorus * Chorus entrance

The wall opens slowly, the 2mechanical mother figure®
moves unmistakably, as an object at the back of the stage
that comes to life, followed by everyone else, the lights
become brighter, guests enter from all sides of the stage,
as well as from backstage. The lights are coloured like
confetti in a fairy-tale house as they whole scene is
transformed into a marvellous mechanical music box; this
is the doll's house. The guests look around themselves in
awe, the men try to hold back the women who are
overcome by their curiosity and run back and forth to take
a closer look at the house's marvels.

Né 1land 12 Olympia's entrance and aria
Olympia is radiant and beautiful. She walks forward slowly from backstage
amongst the guests, who create a passageway for her and form into a large

circle, looking ahead of themselves greeting each other way by nodding to
one another. The guests comment enthusiastically about her, keeping their

Chorus

Nicklausse

eyes on her, and the servants enter with Cochenille, carrying a mechanical toy
harp with visible mechanics that make it play on its own.

Olympia is the dancer on the music box, aesthetically pure but without a soul.
The light is white and cold, and closes in on her isolating her from the others,
whilst another light focuses on the machine at the back of the stage. She doesn't
move her legs, but she moves her arms and head slowly and gracefully, without
emotion, but using clear and simple gesture.

Cochenille draws near to the 2mechanical mother figure® behind the guests and
when Olympia stops, it becomes still to and Cochenille starts it up again. When
Olympia stops singing, a small moving stage turns her round in a circle whilst
she remains still.

Né 20 Finale £ Chorus and scene

The stage becomes a large ballroom with pastel colour lights and colours from a
fairy-tale room, and now the guests are also toys inside the 2toy house®. All the
chorus dances in a vortex at the centre of which you can see Olympia and
Hoffmann. Spalanzani remains to one side of the stage together with Nicklausse.
When the dance reaches its zenith, Hoffmann stop in his tracks and sits down.
Coppelius enters the stage disguised as Cochenille, whilst the real Cochenille
stays at the side of the stage lost in the attentions of a girl. Olympia continues to
make small waltzing movements whilst she sings, Spalanzani catches up with
her and takes her off stage with the help of the® disguised® Cochenille. The
amechanical mother figure® suddenly stops. Coppelius comes back on stage and
tries to escape unnoticed, but the real Cochenille recognises him. As he is
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uncovered, Coppelius points to Olympia's broken body on the floor, whilst Spalanzani, Hoffmann and
Nicklausse run to her. Hoffmann lifts Olympia's head and is horrified to see that she has no eyes,
whilst at the same time, Coppelius displays Olympia's eyes that he is holding in his hands to
everyone, then he flees laughing.

Hoffmann looks on incredulously and hallucinated, and kneels before the doll picking up the
mechanical parts and dropping them on to the floor again, as he is encircled by the guests, who are
exaggeratedly overjoyed, as if possessed by demons. Whilst the light focuses on him, it becomes
cold and dead, and the guests' embrace becomes increasingly stifling.

CURTAIN
Interval

Female Chorus

Female Chorus Male Chorus
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[Third Act: Antonia

Characters and costumes

Hoffmann: Anxious, emotional and almost afraid. He is sincerely sweet and

passionate with Antonia. He is terrorised by, and unable to react
against Miracle.

Nicklausse:  Smiling, sarcastic and amused.

Antonia: She is her father's assistant. She is not the typical pale sick

Violetta Valery type, but she is an opportunist, a dream
convinced of her talents. She often rebels against her destiny
and father, but at the end she is unwillingly subdued by them.
She is sweet to Hoffman but always very proud.

La Voix, the Mother’'s soul:  She has her messy her tied
up, her hands are soiled with blood, she is barefoot and in a
terrible condition. She is Miracle's prisoner and victim. She is
wearing a concert dress, which was once a splendid ornate
dress, but now it is ragged, dirty and ruined.

Miracle: Calm, very tranquil, 2professional®, cynical and
solemn. He is dressed in black, with a heavy coat worn by an
important gentleman, leather gloves and small dark
spectacles. He keeps everything under control by gesticulating
as if he were moving puppets.

Crespel: Lute-maker and 2alchemist of sound®: He is
continuously anxious for his daughter, angry, nervous, but only
due to his fear. In reality, he is extremely affectionate, sad and
afraid. When see sees Miracle, he is terrorised and becomes
irate and violent. He is dressed in period craftsman's clothes.

Frantz: He is old, with a curved battered acoustic horn
hanging from his neck. He moves slowly as if he were bearing
the burden of centuries on his shoulders. He always has a

Hoffmann stupid reassuring smile, and acts as if he is mortally offended if

people think treat him as being deaf. Evil is associated to his
stupidity, but he is slave to it.

Stage direction of principal scenes

Né 5

Né 8

Frantz's aria

Frantz is in the act of leaving the stage following Crespel, but when
the music starts he returns running to the centre stage, as if he has
remembered that he has to sing at the last minute. He is involuntarily
comical in his gestures, like a Neapolitan actor, and he sings his aria
facing the audience as if he were confiding a little secret, like a
theatre know-all. He is focussed on being serious and smiles funnily
and ingenuously shrugging his shoulders. At the end of his aria he
bows excessively as if her were a great singer at a triumphant first
night.

Romance de Nicklausse's romance

The 3first violinist® enters the stage and becomes a genuine actor, the
scenic movement stops and time is suspended. The violinist, seated
to the side of the stage on part of the scenery, is lit up by lights that
isolate him/her, making the same appear to be an apparition. He/She
plays for himself/herself as if alone in the theatre and magically
bequests his/her instrument with the soul that was missing from
Olympia, and is not even away of the presence of Nicklausse in the
duet. Hoffmann and Nicklausse look at him/her from the opposite side
of the stage as if they were watching a secret rite being performed
that reveals the secret of life and art.

Antonia

Crespel

13



N 13 Trio £ Miracle, Hoffmann, Crespel

Miracle is moving around in the room calmly and solemnly, watching
everything attentively, he starts and stops in time with the music. He sniffs
the air like a predatory animal trying to work out where Antonia is. Crespel
instinctively tries to find somewhere to hide moving very slowly towards his
workbench.

Antonia enters with Frantz holding her hand looking towards Miracle, she is
like a doll without life in Miracle's hands, and Frantz becomes his servant.
The stage is in penumbra and individual lights are focussed upon Crespel,
Antonia and Miracle, and a beam of light follows Antonia's entrance, who
sits where the violinist had been playing. Miracle and Antonia face each
other from opposite sides of the stage. Antonia answers Miracle's questions
slowly but no sound comes from her mouth. Crespel leaps forward to try to
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prevent the scene from continuing but he is
blocked by a gesture made by Miracle. Antonia,
in a trace, stands to sing, then falls back on to
her chair drained of all her energy. Miracle
makes a gesture to Frantz who leads Antonia
outside, then stands between Crespel and the
door to the room to prevent Crespel from
following her. Frantz returns like a shadow and doubles up with Miracle in
subservient manner. Hoffmann moves closer to Antonia's room and still
hidden, he speaks to her through the wall. Crespel slowly encircles
Miracle and Frantz during the concertato, and he moves them towards
the exit from the opposite side of the stage threatening them with tool
from his workshop that are on the bench, yet without hitting them.

N 15 Bis Triox Entrance of the La Voix

When La Voix first enters the stage, the bright lights illuminate the stage
from the front; when she enters for the second time there is a weak
internal backlight from inside the picture the reveals the mother's shadow.
Antonia listens to her enchanted and radiates with joy. When the musical
theme is repeated, the backlight illuminates the whole of the inside of the
picture. The mother's soul becomes perfectly visible: as if in a horrible
hallucination, she is trapped by the picture, imprisoned in a glass cell, a

Frantz

) aquarium without sound, and she is
Miracle Miracle's slave. Her hands are dirtied with
blood and she is barefooted. Such is her joy at seeing her daughter
once again, and because of Miracle's insistence, she is forced to sing
again. Her singing is the only form of communication permitted to her
by her prison guard, but only if this is to his advantage, the joyful
voice contrasts sharply with her pitiful condition. The supplications to
Antonia are not invitations to sing, but requests for help, warnings of
danger, and hopes that her daughter will flee. When she is not
singing, she attempts to speak to Antonia, to warn her not to
surrender, but she cannot make any sounds, and she is desperate
and powerless. Miracle uses haughty gestures to make her sing and
stop singing according to his every whim. He keeps her and Antonia
under his power simply by his hand gestures as if they were puppets.
Antonia is grounded and she does not have the strength to move
closer.
Frantz enters and follows the scene moving like a curious little
creature keeping close to his master, then he takes hold of the violin
and beings to play it hysterically as he moves around Miracle.

Madre di Antonia

Antonia goes towards the picture and through the canvas she places her hands against those of her
mother, the she breaks away and moves to centre stage, she is radiant, smiling, and the light grow
stronger, this is the greatest concert of her life, and with the public before her she sings ideally
embracing the whole of the audience with her arms outstretched to heaven on her last note. Her
mother's hands and body protrude through the elastic canvas as its becomes deformed, and takes
on a new shape and comes to life. Antonia's face becomes contorted, she lifts her hands to her neck
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as if she were short of breath, and she falls to the ground. Miracle laughs: she lost her voice and with
it, her life.

CURTAIN
Interval
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Fourth Act: Giuliettd

Characters and costumes

Hoffmann He is apparently happy and sure of himself but ultimately he
is weak, and although he has renounced his dream of love, he is not totally
cured and easily surrenders to Giulietta.

Nicklausse Attentive as ever and
friendly to Hoffmann, impolite and bad-
mannered to anyone who tries to betray
him.

Giulietta Kind, gracious and
aprofessional® like the perfect host, but she
is sad within. She is sweet and amorous
with Hoffmann, but always ambiguous, and
we can never be sure that she has loved
him or not. She fears Dapertutto, but she is
fascinated by him.

Hoffmann
Pittichinaccio He is false and hunch-
backed, and follows Giulietta like a guard dog.

Dapertutto He behaves with the style of great gentlemen and a
nobleman. He is thoughtful, yet nervous and
impatient. He is very intimate with Giulietta but

he is insinuating, powerful and sly. Giulietta

Schlemil Impolite, false and irate

Male and female chorus: The guests The army are high-ranking officials with
young girls, they are rich and well-off, whilst the girls are brothel tarts.

Stage direction and principal scenes

N 1 Barcarolle
The curtain opens little-by-little in a slow wave-like
fashion on the first notes of the Barcarole. When the
curtain opens, Nicklausse and Giulietta are on stage
at opposite sides of the stage. The guests are seated
at small tables, couples are smooching, friends are
chattering amongst themselves, and some people are
drinking from refined chalices. The girls who are
working in the establishment 2entertaining® guests
are entering the stage and they approach single men.
Nobody pays any attention to Nicklausse, who sings
to herself at the side of the stage, and few people pay
Dapertutto any attention to Giulietta, who greets people with
small gestures and caresses them lightly offering her hand to gentlemen
to receive kisses from them, as she moves slowly between the tables
smiling generously. Pitichinaccio follows her like a small obedient dog.
When the chorus begins to sing, everyone is still and remains in a freeze
position, like a surreal still image, before turning their faces to the public
and sing as if they were completely dissociated from their previous Schlemil
actions. At the end of the chorus each persons resumes their previous
activities.
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N 8 Dapertutto's Aria

Dappertutto puts his hands to his eyes and very slowly and solemnly opens them

very slowly looking at the public, a spot light focuses on him isolating him from the

rest of the stage that remains in penumbra, behind him, a small bright light

switches on and game of multiple infinite mirror images commences reflected

thousands of diamonds. Dapertutto stares ahead of himself, hypnotised as if his

energy and strength is fusing with that of the diamonds. As the aria develops, the
diamond starts to pulse white/blue lights and it becomes very
bright.

N 11+ 13 Giulietta's aria £ Hoffmann's aria

Both arias take place on the centre stage. Initially, Hoffmann
and Giulietta are sitting at one of the small tables somewhat like
secret lovers at Harry's Bar in Venice, and they are holding
hands. She sings looking into his eyes with intent and malice,
he is moved and unarmed and listens to her voice. Hoffmann
sings his whole aria embracing her, being extremely sweet. At
the end of the aria she moves away from him and is suddenly
perturbed.

N 14 Duet
They have got up from the table, and are opposite each other,
centre stage, the lighting is low. The mirrors move in circles and
create a circular perimeter around them. She asks him for his Female Chorus
reflection without looking him in the eyes, perhaps she has a last doubt about
carrying out her plan, then she stares at him with increasing intensity and takes his
hands and brings them to her breasts. The stage lighting goes out leaving a circle
of light around them, which is delineated by the mirrors that reflect Hoffmann's
shadow repeatedly. Dapertutto comes on to the stage from one side together with
Pitichinaccio, and they watch the finale of the scene smiling with glee. Hoffmann
holds his head in his hands, and finally he collapses onto the floor like an empty
Female Chorus sack and remains in the shadows. Dapertutto

moves close to him after having made a gesture to

Pitichinaccio, who goes to call Schlemil. The light slowly returns to

illuminate the stage.

Né 16 and 17 Dialogue and Recitative + Nicklausse and Schlemil's
entrance

Nicklausse enters running and finds herself before Giulietta, who is

about to flee, Pitichinaccio enters with Schlemil who is armed,

Hoffmann realises that he has lost his reflection. He is horrified and

moves about the stage as if possessed by demonic forces with his

eyes wide open and then he stops, hallucinated and distraught,
before a pretend mirror. At Schlemil's
remark, in violent manifestation of his
anger, he breaks the mirror, which
smashes into smithereens, and erupts
onto the stage much to the surprise of
everyone else, who stare at him without
moving and then falling to the ground,;
as the Barcarolle begins he turns round
slowly to face Schlemil with a
murderous intent. Everyone moves to
the sides of the stage until the two of
them remain facing each other on
opposite sides of the stage.

N 18 Barcarolle

Giulietta is frightened, but pretends to

be quiet and invited everyone to follow
Male Chorus her offstage, but she is held back by

Pitichinaccio, who brings her alongside Dapertutto, her new lover and

patron. Schliemil and Hoffmann speak to each other threateningly

Male Chorus

Male Chorus
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from opposite parts of the stage, like two animals who are weighing each other up before attacking;
the others watch the beginning of this challenge, then Dapertutto sends Pitichinaccio to find the
police and leaves the stages arm in arm with Giulietta.

Hoffmann and Schlemil pursue each other round the knocking over chairs, Nicklausse tries to
separate them but she unwittingly makes Schlemil trip at which point Hoffmann transfixes him.

N 19 and 20 Finale - Entr'Acte
Hoffmann runs about the stage like a madman in the direction of the curtains and shouts out
Giulietta's name. Nicklausse goes to Schlemil to see if he is dead. The lights start to go out slowly
from periphery of the stage to the centre, as if they were a wall that was closing in, Hoffmann follows
the direction with increasingly slow and desperate movements, until at last he finds himself at the
centre of the stage with his back to the audience. The scene change begins before public view, in
the dark, and small groups of chorus singers surround Hoffmann, slowly and silently like shadows.

Fifth Act: Epilogue]

Characters and costumes

Hoffmann: Completely drunken and defeated
Stella: Wearing a ball gown, superb. She is confused and
disgusted at seeing Hoffmann drunk.

Stage direction for principal scenes

N 7and8 La Muse's entrance - Dialogue and Chorus -

“Glou glou” repeat
La Muse takes a few steps towards Hoffmann but remains
downstage. Only they and the space the separates them are
illuminated, the rest of the stage is in penumbral blue light. She
sings her aria with the tenderness of a lullaby. Small lights flash
in hidden corners of the stage illuminating them in an hidden
way thus creating strange reflections. The chorus does not
move and remains at the back of the stage.

N 9 Finale £ La Muse “des cendres de ton coeur”
La Muse finally moves close to Hoffmann, who is still asleep at
a table, the light focuses on them alone. As the chorus begins
to sing a warm light spreads slowly across the stage.

N 10 “On est grand par I'amour”
As Hoffmann's friends start to sing one by one they gradually
move away from the chorus and go towards him, to embrace
him fraternally and warmly, he smiles and the burden of his
memories is finally forgotten. At the same time, the chorus
together with which the whole cast has entered the stage
including Lindorf, Stella etc., move gradually towards the front Stella
stage ad the light increases to its maximum level and everyone smiles at Hoffmann and the public,
and sing their hymn to joy, some holding hands with each other. All conflict is finally resolved, and
Hoffmann is finally release from his past.
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Reference system for numbering of scenes

Musical and literary sources

1)

2)

3)

4)

4)

Choudens score for singers with piano accompaniment, 1907
Abbrev.: Choud

Recording reference: Deutsche Grammophon 427 682-2, 1989.
Con. Seiji Ozawa

Full score deposited at the University of Indiana® (U.S.A.)
Abbrev.: Indi

Version edited by Oeser, with recitatives added by Guiraud, amended by
De Almeida.

Abbrev.: Oes
Recording reference: EMI 7 496412, 1988. Con. Sylvain
Cambreling

Version edited by Michael Kaye

Abbrev.: Kaye
Recording reference: Philips 422 374-2, 1989. Con. Jeffrey Tate

Two versions based on the Choudens’ edition for productions at the
Teatro Carlo Felice di Genova and the Teatro Filarmonico di Verona

Indications:

- Where several abbreviations are given, this means that
the versions are the same

- By @Dialogue®, we mean a recited part without
accompaniment, by 2Recitatif?, we mean with musical
accompaniment

- The numbering given is not divided on a scene by scene
basis, not does it follow musical numbering, but it often
subdivides them into minor scenes

- The numbers given in brackets, next to the @reference
numbering system for the stage direction® indicate the
3musical numbers® indicated in the Choudens score
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First Act: Prologue

Nu

mbering

system for
stage

di

rection

Version adopted

1.

(€3]

Prélude

Choud

Introduction

Choeur des les esprits du vin

Kaye

(Oes \ Indi)

Récitatif et Aria

Entrée La Musa

Kaye

(Indi)

Dialogue — Choeur

La Musa et Reprise Choeur des les esprits du vin

Kaye

(Oes \ Indi)

Dialogue

Entrée Luther

Indi

Récitatif

Entrée Lindorf et Andres

Kaye

Dialogue

Lindorf lis la lettre

Choud

Aria

Lindorf : 2Dans les roles d'amoureux langoureux

Choud

(Kaye \ Oes \ Indi)

Récitatif

Lindorf

Choud

(Kaye)

2.
3.
4.
5.
6.
7.
8.
9.

Scéne

Luther aVite, vite..°

Choud

(Kaye \ Oes)

Choeur

Entrée Etudiants 2Drig, drig® 28Luther est un brave
homme...°

Kaye

(Oes)

Scéne

Etudiants avec Luther

Choud

(Kaye \ Oes)

Scéne

Entrée Hoffmann et Nicklausse

Choud

(Kaye \Oes)

Chanson de Kleinzack

Chanson de Kleinzack

Choud

(Kaye \ Oes)

Choeur

Reprise Choeur 2Luther est un brave homme...°

Choud

(Kaye)

Scéne

Duo Hoffmann Lindorf

Kaye

(avec le: DaCapo)

Scéne \ Finale

Choud

(Kaye \ Oes \ Indi)

Second Act

Nu

mbering

system for

stage

direction

Interméde

: Olympia

Scene

Choud

(Menuet)

Version adopted

(Rec. A)

Dialogue et Récitatif

Spalanzani seul

Kaye + Choud

Récitatif

Entrée Hoffmann

Choud

Récitatif

Entrée Cochenille

Choud

)

Récitatif (NO Aria)

Hoffmann seul

Choud

8

Récitatif

Entrée Nicklausse

Choud

Aria

Nicklausse 2Une poupée aux yeux d'email®

Choud

(Rec. B)

Récitatif

Entrée Coppelius

Choud

Scéne

Copp — Nick — Hoff 2Barometres, Hygrometres..°

Kaye

(Oes \ Indi)

©PNoAWINE

Trio

Copp —Nick- Hoff 3J'ai des yeux de beaux yeux®

Kaye

(Oes \ Indi)

Dialogue + Récitatif

Entrée Spalanzani

Kaye + Choud

Choeur

Entrée choeur

Choud

Scéne

Entree Olympia

Choud

Aria

Olympia

Choud

Scéne

Sortie Choeur

Choud

Récitatif

Scéne Hoffmann-Olympia

Choud

Aria

Romance Hoffmann

Kaye

(Oes \ Indi)

Scéne

Entrée Nicklausse

Choud

Duettino

Hoffmann — Nicklausse

Kaye

(Oes \ Indi)

Scéne - Récitatif

Entrée Coppelius

Choud

Final - Choeur et
scéne

Entrée Choeur, valzer et final

Choud

20
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Third Act: Antonia

Numbering
system for stage
direction

Version adopted

Entr’Acte

Choud

(18) Aria

Antonia

Choud

(Rec. F) R citatif + Dialogue

Entr e Crespel

Choud + Indi

R citatif

Entr e Frantz

Choud

(19) Aria

Frantz

Choud

(Rec.G) R citatif

Entr e Hoffmann Nicklausse

Choud

Dialogue

Nicklausse Hoffmann

Kaye

Aria

Nicklausse 2Vois sous l'archet fr missant®

Kaye

(Oes \ Indi)

1.
2.
3.
4.
5.
6.
7.
8.
9.

Dialogue

Hoffmann Nicklausse

Kaye

R citatif

Entr e Antonia

Choud + Kaye

(20+Rec. H) | Duetto

Hoffmann Antonia

Choud

R citatif

Entr e Crespel puis Frantz et Miracle

Choud

(21) Trio

Sc ne et Terzetto Miracle, Hoffmann, Crespel

Choud

(Rec. ) R citatif

Entr e Antonia

Choud

(Oes)

(22) Sc ne et Terzetto

Miracle Antonia La Voix

Kaye

(Indi \ Oes)

(23) Finale

Fourth Act: Giulietta

Numbering
system for
stage
direction

Entr e Crespel Hoffmann

Scene

Choud

Version adopted

(13) Barcarole

Giulietta Nicklausse Choeur

Choud

Dialogue + R citatif

Entr e Hoffmann

Choud

(14) Couplets Bachiques

Choud

(Rec. C) | R citatif + Dialogue

Entr e Schlemil

Oes
Indi)

(Musique Choud, texte

Scne

Sortie Choeur

Choud

R citatif + Dialogue

Hoffmann Nicklausse

Oes

Indi )

(Musique Choud, texte

Dialogue + R citatif

Entr e Dapertutto

Kaye + Choud

Aria

Dapertutto @Tourne, tourne miroir....°

Oes

(Kaye \ Indi)

©ONf & (3] &> WINE

R citatif + Dialogue

Entr e Giulietta

Oes

(Choud + Indi)

Dialogue

Entr e Hoffmann

Oes

(Indi)

Aria

Giulietta 2Qui connait donc la souffrance®

Oes

(Choud + Indi)

R citatif

Giulietta Hoffmann

Oes
Indi)

(Musique Choud, texte

Aria

Hoffmann 20 Dieu, de guelle ivresse®

Choud

Duo

aSi ta presence m'est ravie....°

Choud

Dialogue

Entr e Dapertutto

Kaye

Dialogue

Nicklausse, Giulietta

Indi

R citatif

Entr e Schlemil

Oes (Musique Choud, Texte Oes)

Barcarole

Duel

Oes (Musique Choud, Texte Oes)

Final

Fuite de Giulietta

Oes

Interm de
Fifth Act: Epilogue

Numbering
system for stage
direction

Scene

Oes

Version adopted

Choeur

Choeur Etudiants 2Folie! Oublie tes douleurs®

Kaye

(25) R citatif

Hoffmann + Etudiants \ Entr e Luther

Cho

ud (Oes)

(26) Choeur

aAllumons le punche...2Luther est un brave homme...°

Cho

ud (Oes)

R citatif

Entr e Stella

Oes

Couplets et Choeur

Reprise Kleinzach

Oes

(Kaye\Indi)

Choeur

Reprise Choeur 2Luther est un brave homme...°

Oes

(Indi)

R citatif et Aria

Entr e La Musa

Oes

Dialogue — Choeur

La Musa et Reprise Choeur 2Glou, glou®

Oes

(Kaye \ Indi)

Finale

La Muse 2Des cendres de ton coeur®

Oes

(Indi)

BlO[®(N|o| gk wiNiE

Choeur 20n est grand par I'amour®

Oes

(Indi)
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Scene plans

WH Suspended stage

== Fixed courtain

Stage background

K Hydraulic stage lifting equipment

v Cavern bench and work bench Antonia's Act

| | Stage set wall II° Act

— Hanging mechanical devices II° Atto

- Stage objects IlI° Act

Picture 1lI° Atto

| Windows IVo ACt
Mirrors 1V° Act



