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Mr. Zahrádka, could you introduce this special place we find ourselves in?
Zahrádka: We are in Janáček’s house, where Janáček lived from 1910 until his
death in 1928 and where he composed his opera The Makropulos Case. He
composed it on this Ehrbar piano from 1878, which was his wedding gift and
to which he remained faithful for his entire life.

What sources is the critical edition of The Makropulos Case based on?
Zahrádka: The critical edition of Janáček’s penultimate opera, The
Makropulos Case, uses the standard strategies required by the Universal
Edition. This means that the work, this edition of it, should be as faithful to
Janáček’s intentions as possible. It should be rid of any later changes as well as
compromises that have been made in the score. For example, concerning the
extreme range of instruments – the highest octaves for violins, the
requirement for a five-string double bass, and so on. All this should be taken
into account in the edition, so that it corresponds as closely as possible with
the composer's intentions. Of course, for this, a variety of sources are
required. The UE critical edition uses all the extant sources.
This publisher is fortunate to really have all these sources at their disposal.
These include not only the autograph manuscript of Janáček’s composition,
but also its first copy by Sedláček, into which Janáček recorded his corrections
and which he then sent to UE. There is also the Brno score – the score used
for the Brno première. They also have the original of Kundera’s piano vocal
score, as well as its copies, including those used at the rehearsals for the first
production. There are also foundry proofs of the first piano vocal score,
Janáček’s corrections sent to UE and three versions of Janáček’s libretto, which
is an adaptation of Čapek’s drama. All of these have been taken into account in
UE’s critical edition. So the edition is to the greatest possible extent a collation
of all available material, and the score is created in the way Janáček most likely

envisaged, without any compromises.
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Could you give us an example to illustrate the work with sources?
Zahrádka: Here, we can show one small example. This is the first page of
Janáček’s autograph of The Makropulos Case, and here is the second copy by
Jaroslav Kulhánek, which was the conducting score used at the première. And
here already, we can see that these two manuscripts differ. For example, there
are no timpani in the Brno score. There are timpani in the first, Sedláček’s
copy, which is stored in Vienna. This means that timpani are not included in
the original score for the Brno première. The discrepancy between these
sources is quite significant, and it is necessary to consider whether this was a
mistake or an oversight, or whether there was a shift in Janáček’s thinking
about this work. It is also necessary to keep in mind that after Janáček heard
the work, he made some corrections, even after the première. He did not
make these corrections in the Brno copy but directed them towards Vienna,

where they were recorded in Sedláček’s copy, and at the same time, in the copy
made there in 1926. This means that UE had yet another period copy, which
has also been worked into the critical edition. However, in 1928 UE managed
to copy only the first act, as after that the score from Vienna went from Brno
to Prague, where the amanuensis Sedláček again recorded some changes, and
after that it was used for the Prague staging by Otakar Ostrčil.
And of course, this edition is also based on experiences from the first
performance. This means that some changes and alternatives that were made
by František Neumann, the outstanding conductor of Janáček’s work, whose
art Janáček valued greatly and thought exemplary, are taken into account here.
And also the second performance under Otakar Ostrčil. Janáček was very
happy with this performance, too. So, regarding some changes in tempo and
so on – these are also recorded in the edited score, in the footnotes. There is
also the significant and complicated issue of dynamics. In his autograph and
also in the first copy, Janáček uses only very general dynamics. Janáček’s
dynamics are always very expressive, either grand forte or pianissimo. But
with Janáček, forte is used in 90% of the score, which is, of course, absolutely
impracticable. The adjustments in dynamics were done during rehearsals for
the first staging.
Leoš Janáček was always present at the rehearsals of his new pieces, and,
together with František Neumann, he revised the dynamics. And so František
Neumann created very good dynamics and, let us say, phrasing, too,
throughout the whole opera, and Janáček was very satisfied. He even wrote to
Universal Edition that the dynamics were exemplary and should be used in
this way. But later this was forgotten, and more and more layers covered
Neumann's dynamics, which we have uncovered in this edition. This means
the edition uses the dynamics approved by Janáček.
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To what extent are Sir Charles Mackeras’ suggestions taken into account?
Zahrádka: Given that Sir Charles Mackerras has been the most significant 20th
century conductor of Leoš Janáček’s work, and that he himself has done
editorial work for this opera, his recommendations have been taken into
account in this edition, and in some places the solutions recommended by Sir
Charles Mackerras are given in the footnotes.
We must bear in mind that The Makropulos Case is a very demanding and
difficult opera, and in some places it is on the borderline of playability, or
rather beyond it. In interpretational practice, these places are dealt with in
various ways. They were dealt with in various ways, by František Neumann at
the Brno première, by Otakar Ostrčil, and during the entire era, especially in
the 1960s and the 1970s. Sir Charles Mackerras has also dealt with these places
in a different way. In this edition, I usually record these recommendations in
ossia as suggestions or simplifications, or only in the footnotes, which specify
whether this is how František Neumann dealt with it, or how Otakar Ostrčil
solved it, or whether this is how Sir Charles Mackerras approached it. And it
is then up to the interpreters or the conductor to decide which simplification
or approach to such a place to choose, if they do not want to brave Janáček’s
original, which would, of course, always be the best.
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The translation of the libretto by Max Brod also went through several creative
phases. How has the critical edition dealt with this process?
Zahrádka: This edition draws on the first German translation of the opera by
Max Brod. We must bear in mind that the relationship between Janáček and
Brod was not the best at the time; they argued a lot about the libretto. Brod
even suggested some small changes to the Czech libretto, which Janáček
accepted and which even appeared in the first printed edition. But after Max
Brod wrote an unflattering review of Janáček’s new work and its first

performance, Janáček got even angrier with Brod and said that everything
would be according to his wishes and that all Brod’s changes would be erased.
Eventually, they were reconciled. Simply, the issue of the translation, some
dramaturgical changes and the changes to the libretto are very complicated
and unclear. Such instances again clearly offer two alternatives: the ossia gives
this option and the argumentation for it is such and such; or that version can
be used and the argumentation for that version is such. And again they can
choose which version to use.
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You have accompanied the critical edition of The Makropulos Case all the
way to its première performance at the Janáček Brno 2014 festival.
Zahrádka: When possible, my editions for UE are always connected with the
first performance in Brno, partly because the local orchestra has great
experience with Janáček, and also because I am from Brno and so I can be a
part of such a staging. As this is the first performance of this edition, I sit in on
all orchestral rehearsals, correct things, observe how dynamics change and
correct possible mistakes, so I am present at the process from its beginning to
the première.
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