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Abstract 

 

The purpose of this thesis is to discuss a possible way of studying an operatic role 

from the performers’ point of view. The content of the thesis focuses mostly on the character 

study, since it is an important part of the study process that is sometimes neglected both by 

voice students and professional singers. The author uses the character of Barče from Bedřich 

Smetana’s opera The Kiss (orig. Hubička) as an example for the analysis. The methods used 

in the thesis to analyse the text and explore and build the character are a combination of the 

author’s own experience gained through her studies and extracts from the renowned 

Stanislavski Acting Method. The questions “Why singers might sometimes not pay enough 

attention to the study of the text and of the character they are about to portray?”, “Why 

Stanislavski is not an outdated source of inspiration for actors?” and “How and why his 

system could be beneficial for opera singers?” are discussed in the Introduction. Since it is 

also beneficial for the interpreter to be familiar with the origin of the piece, the background of 

The Kiss is included afterwards. Analysing a character is not possible without knowing the 

context of the story. Therefore, a synopsis based partly on the libretto and partly on a 

synopsis from the composers piano score of the opera was added. “Creating Barče” is the 

name of the chapter that deals with the character study – inspired not only by the title but also 

by the process of text study described in Stanislavski’s book Creating a Role. A short 

paragraph named “Following Steps” puts the character analysis back in the context of the role 

preparation and suggests a possible procedure for studying the music.     
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Introduction 

 

“First we shall go through a course of preparation for opera which was not 

included in your conservatory training. Until you have finished that you will not be fit 

to set foot on our operatic stage, that is to say until you have chosen as the goal of 

your artistic life a kind of singing which is not only beautiful but also informed with 

that thought and inspiration. That kind of singing is without exception the true kind 

for all of you.”1  

– Konstantin Stanislavski 

After writing the phrase “How to Prepare an Operatic Role” in the search engine 

Google.com many articles discussing the topic will appear - among them an article called 

“Top opera singers discuss how they choose and prepare new roles” from the blog 

Gramilano2. In this article, a renowned opera singer, Barbara Frittoli, and three of her 

colleagues discuss their experience with a preparation of a new role. Frittoli says that once 

she agrees to a role she focuses on the character and background before learning the music: 

“Learning a role doesn’t only mean the music. It means doing research on the period, the 

composer, the music itself, learning the actual notes, making a translation if it’s in another 

language, knowing the story and where your character fits into that story, how they relate to 

the other characters, what it all means as a whole.”3  

In my own experience of a classical singing student, from years of singing, studying, 

sharing practice strategies and working with other singers and their teachers, I realised that 

many voice students and even professional singers do not always follow the kind of practice 

Frittoli describes. There might be a wide variety of reasons why that may occur. The main 

concern of singers through their studies is to naturally develop a solid vocal technique. While 

the most amount of time and energy are dedicated to developing and tuning one’s voice, other 

aspects related to the art of singing might be neglected or seen as less important. In this 

process, singers tend to forget, that producing beautiful sounds that will carry through an 

orchestra and a reliable breath support are not everything that matters. They tend to stop, 

never start, or keep forgetting to search for the meaning behind the vowels and consonants 

                                                           
1 Rumi︠a︡ nt︠s︡ ev a Stanislavsky, Stanislavski on Opera, 2. 
2 Spicer, „Top Opera Singers Discuss How They Choose and Prepare New Roles". 
3 Spicer. 



   
 

they are trying to pronounce clearly every day. That leads to singers who might sing pieces 

without knowing what they are singing about. Michael Ernst Goldstrom, who has taught 

acting in the Domingo-Thornton Young Artists Program in Los Angeles, talked about this on 

a TEDx Santa Monica conference in 2011. If the singers do not really know the story, the 

audience will not connect with the performance, no matter how much money goes into the 

production.4   

Apart from paying good attention to the meaning of the words, singers are also 

advised to dedicate more time and focus to their acting skills and to study a libretto just like 

an actor studies a play. Because opera is a form of theatre in its essence. For example, an 

American musicologist, William Berger, defines opera in his book NPR The Curious 

Listener’s Guide to Opera simply as “…a form of drama that uses vocal and instrumental 

music to tell its story”. He then expands this definition by saying: “…it is a form of drama 

told through music and all other aspects of performing arts.”5 An opera singer is a fine 

synthesis of an actor-singer-musician.    

In my thesis I decided to focus on the very exciting and important, although by some 

singers sometimes neglected, part of the process of studying an operatic role and that is the 

character study.   

For this purpose, I have chosen a role of Barče from Bedřich Smetana’s opera - 

Hubička (e. The Kiss). I have been in the process of studying the ‘sky-lark’ aria of Barče 

myself – I have studied it both vocally and dramatically. That is also one of the reasons I 

have chosen this role. 

There are many methods dealing with character building. In my thesis I am going to 

use and refer mostly to the renowned Stanislavski Method of Acting as a guide for exploring 

and creating the character of Barče. Although Stanislavski lived at the turn of the 19th and 

20th century, his tremendous influence on the art of acting reaches into to the 21st century. As 

the drama critic, Michael Billington, wrote in his article “S is for Stanislavski” for The 

Guardian in 2012: “[Stanislavski] is undoubtedly the greatest single influence on modern 

acting and – despite everything that's changed in the last century – what he has to say is still 

vital.”6 Stanislavski might have become an opera singer himself had he not become an 

                                                           
4 Goldstrom, „Translating the Language of Opera". 
5 Berger, The NPR curious listener’s guide to opera. 
6 Billington, „S is for Stanislavsky". 



   
 

exceptional  actor and director - he studied singing with the great opera singer Fyodor 

Kommisarjevsky.7 In 1918 Stanislavski became a director in the Bolshoi Theatre In Moscow 

which was later separated from the Bolshoi and renamed to Stanislavski Opera Studio.8 

There, Stanislavski would give practical lessons to young singers based on his system. He 

defined two main objectives for his students: first was to focus on a clear diction and second 

was to relax their bodies and free them from all unnecessary tensions.9 He was a strong 

advocate of realism in theatre – he opposed supporters of the argument that “if a singer has a 

real voice he does not need any training in acting.”10    

The Origin of The Kiss 

 

Hubička is the sixth opera Bedřich Smetana composed. Out of all his operas it is the 

one that probably brought him the most happiness and satisfaction, although it was created 

under difficult circumstances. As he wrote it, Smetana had already realised the inevitability 

of his misfortune and had begun to reconcile with his deafness. That might had been the 

reason for his dedication to the work on this particular piece, whose lyrical, intimate nature 

resonated with Smetana’s inner state of mind.11 The libretto was written by Eliška 

Krásnohorská based on a novel by Karolína Světlá. Smetana started to work on the piece 

about one year after he lost his hearing – at the turn of 1875 and 1876. Eliška Krásnohorská 

was his only librettist at that time and Hubička was their first collaboration.12 

The first draft was finished at the end of February 1876. Smetana began with the 

instrumentation right after that. He finished the first act in April, and the second act in July 

1876. The opera was premiered in the Prague Provisional Theatre on the November 7th 1876. 

It was the first premiere of Smetana's opera, that was not conducted by the composer himself, 

due to his deafness.  

The premiere resulted in a true triumph. Hubička immediately became Smetana's 

second most popular opera after Bartered Bride. Unlike Bartered Bride, Hubička is a 

continuous music drama. The short story by Karolína Světlá was inspired by the Czech 

                                                           
7 Rumi︠a︡ nt︠s︡ ev a Stanislavsky, Stanislavski on Opera, ix. 
8 Rumi︠a︡ nt︠s︡ ev a Stanislavsky, x. 
9 Rumi︠a︡ nt︠s︡ ev a Stanislavsky, 4. 
10 Rumi︠a︡ nt︠s︡ ev a Stanislavsky, 3. 
11 Smetana, Hubička, Prostonárodní opera o dvou jednáních, Klavírní výtah skladatelův, 1949:5. 
12 Guinn a Stone, The St. James opera encyclopedia, 766. 



   
 

village. The realistically depicted image of the life in the mid-19th century gives insights into 

the customs and relationships of the village and tries to show what was permissible in the 

relationship between a man and a woman and what was not. The main heroine is considered 

stubborn from the man’s point of view because she refused to submit to his wishes and 

desires. That places the story among Světlá’s works that deal with the status and the rights of 

women in Bohemia of the 19th century.  

 

The Story of the Kiss – Opera Synopsis 

 

Act I. 

 

Lukáš, a young farmer, has been in love with Paloucký’s daughter, Vendulka, for a 

long time. But to fulfil the wish of his parents he married another, who is now dead and has 

left him a little baby in the cradle. Barče rushes to Paloucky’s cottage to announce that Lukáš 

has come with his brother in law, Tomáš, to ask for Vendulka’s hand in marriage. Vendulka’s 

father is not delighted by the idea, gives his consent but warns the couple that they are not 

well suited for each other, both being extremely stubborn. As a matter of fact, only a few 

minutes later, after a duet of the two lovers, a misunderstanding arises between them over a 

kiss, which the bride-to-be refuses to give her fiancé, saying that it would be a mark of 

disrespect to the memory of his first wife if she allowed herself to be kissed before their 

wedding. But all seems to be well again when Tomeš starts up a drinking song in which 

everyone joins, before leaving the couple alone. When the couple remains alone, they sing of 

their love at first, and Lukáš’s child is brought by Martinka and Barče in a cradle, much to 

Vendulka’s joy. Lukáš tries to kiss her again, but she will still not allow him to do so. The 

misunderstanding grows into a heated quarrel and at last Vendulka drives Lukáš from her 

house. A little later, Vendulka having fallen asleep leaning over the cradle of Lukáš’s baby, 

he returns with a crowd of young people and, accompanied by the village band, sings a 

mocking serenade under her window, kissing girls with whom he dances. Vendulka very 

much incensed at his behaviour, resolves to leave home and go to her aunt Martinka’s home 

in the forest.  



   
 

Act II. 

 

Matouš, an old smuggler, is leading a band of his associates through a forest. They are 

disturbed by the appearance of Lukáš, who has been driven into the woods by his bad 

conscience over the trick he played on Vendulka. Tomáš, who has followed Lukáš, succeeds 

in calming him, telling him that everything may be set right again, if he only acknowledges 

his guilt by publicly asking Vendulka’s forgiveness. This conversation has been overheard by 

Matouš, who is waiting for Martinka to come and take away the smuggled goods. Martinka 

arrives together with Vendulka, who has come to help her carry the goods. Matouš, learning 

the whereabouts of Vendulka, decides to give the secret away to the unhappy Lukáš.  

 

Change of Scene 

 

Next morning, outside Martinka’s house. Barče comes running to tell Vendulka the 

news she heard from Matouš - that Lukáš is on his way to ask her forgivness. There is no one 

in the house. Barče thinks she can hear someone coming before realising it is the voice of a 

lark. She rejoices in the larks singing in her aria. Just then Matouš, Lukáš and Paloucký 

appear together with a crowd of villagers. Lukáš apologises to Paloucký for his behaviour, 

and soon afterwards Vendulka appears, and seeing Lukáš rushes joyfully to his arms, asking 

him to kiss her. Now Lukáš refuses to do so – until he is being publicly forgiven for his bad 

behaviour. Vendulka forgives him and the opera ends with their kiss and a short epilogue of 

all the other characters and the chorus.13   

Creating Barče 

 

In his book Creating a role Stanislavski divides the creative process of learning a new 

role into three parts: “I. The Period of Study”, “II. The Period of Emotional Experience” and 

“III. The Period of Physical Embodiment”14. I am using the first, analytical part of his book – 

                                                           
13 The synopsis was made by the author herself based on the original libretto of Hubička and on a synopsis 
included in the composer’s piano score: „Smetana, Hubička, Prostonárodní opera o dvou jednáních, Klavírní 
výtah skladatelův, 1949.“ 
14 Stanislavskij, Creating a Role, 9. 



   
 

“The Period of Study” as a guide line for exploring my character – her importance and 

development within the play, and also her outer and inner circumstances.  

 

First Acquaintance with the Part 

 

Stanislavski stresses the importance of the first performers acquaintance with the 

script/libretto. Becoming acquainted with a part is a preparatory period in itself.15 He advises 

not to underestimate the impact that the first impression can have and to try to avoid outside 

influences before the first reading in order to prevent one’s prejudice towards the text. 

According to Stanislavski, prejudice is one of the most dangerous obstacles to the receiving 

of pure and fresh impressions16. This can be especially difficult, sometimes even impossible, 

for an opera singer who is about to study a part in a well-known opera. Here I would suggest 

to at least try to resist the temptations of the nowadays easily accessible audio and video 

recordings of former performances at the beginning of the study process and focus truly on 

the story itself.  

The next step after the first acquaintance is to analyse the text. The performer should 

go deeper, study carefully the play and its roles. The conscious study will help him or her 

stimulate the unconscious creative process.   

The first thing to focus on in our analysis of the play are the external circumstances. 

Those are the facts we can find written in a play – they cannot be a subject to personal 

interpretation, unlike feelings which are intangible and difficult to define17. If we look 

exclusively at Barče’s character and her development within the play, these are the facts, we 

find: 

1) She is a girl working in the Paloucky house as a maid. 

2) She enters the scene for the first time in the first act, after the dialogue between 

Martinka, Vendulka and Mr. Paloucky, announcing that: ‘They are coming and the 

whole village is following them here! They are coming, they are coming!’ She is 

talking about Lukáš and Tomeš, who appear just seconds after her entrance. 

                                                           
15 Stanislavskij, 3. 
16 Stanislavskij, 4. 
17 Stanislavskij, 12–13. 



   
 

3) Her second entrance comes after Vendulka’s lullaby. Here again, Barče plays the role 

of a news announcer, rushing into the house and thus changing the character of the 

scene. She is the first to try to warn sleeping Vendulka about Lukáš’s pathetic 

revenge: ‘Such a shame! The whole village is going to gather today, such a shame! 

She is sleeping and does not know, what is happening to her, that she was 

dishonoured! You there, you will be answering to me! What is it? It sounds closer and 

closer! Would he dare to come here? They are coming!’ 

4) She is indisputably on Vendulka’s side in the conflict. When Lukáš comes with all his 

girlfriends to mock Vendulka, Barče does not stop showing her resentment, and her 

loyalty to Vendulka, through her rage: ‘I will come for him! I will show him! 

Shameless man – the girls with him!’ 

5) Her most significant entrance comes in the second act right after the change of scene. 

She enters the stage once again as an excited messenger. She wants to share the secret 

she heard from Matouš – that Lukáš is coming to ask for Vendulka’s forgiveness. But 

when she arrives at Martinka’s home, she finds no one there. The cottage is empty. 

She calls Martinka and Vendulka, but they are not anywhere close. She repeats the 

calling one more time. She confuses the voice of a sky-lark with the sound of 

somebody’s steps. After she realises her mistake, Barče rejoices in the sound and 

encourages the bird to sing more and to welcome the morning sun with its beautiful 

voice.  

6) Right after that she announces that Matouš, Lukáš and Mr Paloucký are coming. They 

enter the scene with a crowd of people. Barče shares with them, that no one is at 

home, and that she hopes, they will soon appear. When everyone gets together to 

witness Vendulka and Lukáš’s reconciliation, Barče becomes a member of the crowd 

– she sings together with the choir.  

  

From the first reading and sum-up of the facts it is possible to say that Barče is a minor 

character – a character that is a part of the story but does not affect the plot significantly.  

  



   
 

 

Creating the Inner Circumstances 

 

After we became familiar with the facts of the play, the next step in the study period is 

the exploration and creation of the inner circumstances - the characters’ inner life – their 

motivations, which are “the ground in the characters’ temperament, desires and moral nature 

for their speech and actions.”18  

In order to explore the character more closely, focus is put on what Stanislavski, in his 

book, An actor prepares calls Units and Objectives. In an eponymous chapter of An Actor 

Prepares, Stanislavski uses a metaphor of cutting a turkey – it is impossible to take in a 

whole play at once just as it is to eat a whole turkey. It must be dissected into slices – or in 

the case of a play, into units.19 The play should not be cut into too many units and defined 

units should be perceived by the actors as milestones or guides for them in a continuous 

channel, to prevent the part and the play from remaining in fragments. A unit ends with the 

end of the objective. The moments of change between single units are called shifts. 

Objectives are active controllers of the units. Their most important feature is that they are 

active – driving the text forward. For that reason, Stanislavski insists on describing them with 

(ideally active) verbs rather than nouns.9 To be able to identify the large units of a play, we 

ask the question: “What is the core of the play – the thing, without which it cannot exist?”20   

In the case of The Kiss the answer seems obvious – the kiss - or more precisely the 

conflict between Vendulka and Lukáš is what makes the driving force of the plot. With that 

in mind we can carve a channel of larger units for example: 

1) Lukáš is coming to ask Vendulka for a hand in marriage 

2) She accepts the proposal but refuses to kiss him. 

3) That results in a conflict - Lukáš leaves the scene. 

4) And then he is coming back just to mock Vendulka with his female company. 

                                                           
18 Abrams a Harpham, A glossary of literary terms, 48. 
19 Merlin, Konstantin Stanislavsky, 53. 
20 Stanislavsky, An Actor Prepares, 115–16. 



   
 

5) Vendulka – feeling disgraced – leaves her house to live in the forest and work as a 

smuggler. 

6) (During the Night In the forest) Lukáš - chased by the feelings of guilt – is listening to 

Tomáš’s advise to apologise for his behaviour.  

7) Matouš overhears their talk. 

8) Vendulka and Martinka are meeting Matouš to trade the smuggled goods.  

9) (In the Morning near Martinka’s house) Lukáš comes to ask for Vendulka’s forgiveness. 

10) The two lovers reconcile and give each other the long-expected kiss.  

 

The underlying objective of that channel would be: To restore peace between 

Vendulka and Lukáš. 

All the characters in the story seem to incline towards this common objective and they 

all together contributed to its successful delivery. From the external circumstances we know 

that Barče is on Vendulka’s side of the conflict – she is a loyal employee of the Paloucký’s 

family. Many times, she plays a role of a messenger – the one who always brings news to the 

house. Therefore, she creates the necessary momentum for major shifts within the play – it is 

her character that first introduces any new information and upcoming action to the spectator. 

 

Creating Scenes 

 

Now, when the play has been looked at from different angels - learning about the 

origin, reading through the libretto, creating a synopsis, writing down the facts and defining 

large units and main objective - the focus is aimed on each of Barče’s scenes individually, 

defining smaller units, objectives and shifts within the scenes. For this thesis I am going to 

work only with two scenes that include Barče to demonstrate this kind of creative work. From 

now on, most actions and thoughts related to Barče will be talked about in first person (“I”) to 

help me – as a performer – to truly understand and embody the character I am about to 

portrait.  



   
 

 

Creating the First Entrance - experimenting with the Magic of IF 

 

“Už jdou a celá ves sem za nimi se 

shlukne dnes!” 

“They are coming and the whole village 

will be following them here!” 

 

That is my very first sentence in the opera, introducing me to the audience. I am 

without any doubts excited – I repeat my message three times.  

My objective in the first scene might be “I wish to bring the exciting news.” I must 

enter the scene with a high level of energy, with a justified fast and intense tempo rhythm. To 

help me achieve that, I ask myself questions that are sometimes not answered by the writer 

herself, and that will help me even better understand and embody my character’s state of 

mind, such as – Where am I coming from? What was I doing there? Why did I leave? Why 

have I come here? What will I do here? What is the environment that surrounds me like and 

how does it affect me? Are there any people? Who are they? What relationships do I have 

with these people? Here I am touching a concept that Stanislavski called The Magic IF, 

which is, as Stanislavski said in his book An Actor Prepares, a tool that “...acts as a lever to 

lift us out of the world of actuality into the realm of imagination.”  

What if... 

“... I was just in the middle of washing my laundry on a washboard outside of 

Paloucký’s house, when I saw a group of men on the horizon coming my direction?”  

“... the moment I recognized it was Lukáš, Matouš and some other folks from the 

village, I stopped doing what I was doing, forgot about my laundry all together and rushed to 

the house, to share what I have just seen with Martinka, Vendulka and Mr. Paloucký?” 

“... there were not many exciting events happening up to this point in time in our 

village, and if so, then not in our house? That is why I feel so thrilled to be the first one to 

inform about such a juicy gossip and that is why I repeat it several times.”   

“... I am a young girl – happy, naïve, village girl, that does not feel a pressure for 

keeping a decorum? I express myself freely – I am not suppressing my emotional reactions. If 

I feel something strongly, I let it move me.”     



   
 

“...I know, that the people that are right now in Paloucký’s house know me very well 

and accept me? I feel good and free among them.”  

By answering my questions, I have acquired new information about the inner life of 

my character, about the subtext behind her words and actions. To make an action effective, 

the actor must master the subtext which can be in a contrast with a superficial interpretation 

of the text.10 With all this extra information I can edit or extend my objective: “I wish to share 

the exciting news, I have just come across, with my dear Vendulka and anyone else, who 

might be in the house at the moment.”   

 

Creating the Skylark Scene - adding subtext and marking shifts  

 

‘The Skylark Scene’ is without any doubts my character’s most prominent part in the 

opera – I am given the most space here. I am on the stage on my own. Most of Barče’s 

entrances contain only a narrow number of objectives. Here I am, once again entering the 

scene with a high level of energy, bringing news, I have just heard. The only thing that 

distinguishes this Barče’s entrance from all the others is that this time there is no one to 

receive the news. Suddenly something unexpected happens, I am left to deal with my 

excitement alone.  

In that moment I start to think out loud. My stream of thoughts is unstoppable and 

volatile. I seem to be simply jumping from thought to thought as they come to my mind. That 

is basically what happens in the recitative. Then, suddenly, a skylark’s voice gets my 

attention and that is where I forget about my original task and get lost in all the beauties of 

the morning – I let myself rejoice with the bird.  

Here it is useful to think about the subtext behind my words (just like I did in the first 

entrance) but this time I will mark it under the actual lines of the monologue. The objectives 

and the shifts between emotional tactics will be marked also. Tactics are the character’s 

strategies used to achieve their objectives.   

 

     



   
 

ORIGINAL TEXT ENGLISH 

TRANSLATION 

+ SUBTEXT 

OBJECTIVES + 

TACTICS 

“Ó, NEDÝCHÁM, JAK 

POSPÍCHÁM? 

 

 

VENDULKO, 

MARTINKO, SLYŠTE 

MĚ, KDE JSTE? 

 

DOBROU MÁM NOVINU 

HONEM JI VĚZTE! 

 

MATOUŠ MI POVĚDĚL 

-  

 

DOBRÝ TEN 

MATOUŠEK, ODPLAŤ 

MU PÁN BŮH SÁM, 

ACH, TO JE 

ZLATOUŠEK! 

 

VENDULKO, 

MARTINKO, - DOMA 

JICH NENÍ; 

ŠLY ASI DO LESA. 

 

 

 

VENDULKO! - ANI 

POHÁDKY. 

 

Oh! I cannot breathe for 

running! 

My heart is beating so fast, 

quickly! I must tell them! 

Vendulka, Martinka, 

listen, where are you? 

Oh, they will be thrilled! 

I have good news! Quickly, 

listen! 

I can already see their faces 

lightning up with delight  

Matouš told me  

Ah, how lucky I was to hear 

this secret from Matouš! 

Good old Matouš, may 

God himself repay him, 

Oh, he is a darling! 

Who would have guessed 

that this old smuggler has 

such a big heart?   

Vendulka, Martinka – they 

are not at home; 

Are they not here?! 

I guess they went into the 

woods. 

I am sure, they did not go 

far. Let’s call them again! 

Vendulka! - not a glimmer. 

Hm...but...I need to tell 

them! 

I wish to surprise Vendulka 

and Martinka and tell them, 

that Lukáš is coming to ask 

for forgiveness. 

TACTIC: At the beginning 

of the scene my tactic is to 

attract their attention by 

calling their names.   

 

SHIFT: A first little shift in 

my thoughts occurs – I loose 

attention for a moment 

I am grateful and happy for 

what I got to know from 

Matouš and I wish to 

express it.  

TACTIC: I show my 

gratitude to God by praying 

for Matouš’s happiness. 

SHIFT: I focus my attention 

back to my original task.  

I wish to reach them. 

 

 

 

 

 

TACTIC: Calling their 

names louder, repeating 



   
 

MARTINKO! - ANI 

PAMÁTKY. 

 

JDU JIM VSTŘÍC, NE! 

MOHLA BYCH JE 

MINOUT. 

 

 

 

CHCI ZDE 

ODPOČINOUT; 

 

 

ALE JAK SE DOČKÁM?! 

MOU DRAHOU 

VENDULKU LUKÁŠ MI 

ODPROSÍ, 

 

JAK SE TY UPŘÍMNÉ 

OČI JIM ZAROSÍ. 

 

 

 

AJ, KROKY!  

 

NE! TO VZLETĚL 

SKŘIVÁNEK, 

 

A ZPÍVÁ, AŽ TO V 

SRDCI HRAJE! 

 

 

Martinka! - not a glimpse. 

What now?  

I’ll go to meet them! No, I 

might miss them. 

If the mountain won't come 

to Muhammad, Muhammad 

must go to the mountain. But 

what if the mountain is 

coming? 

I want to rest here; 

I didn’t even notice, how 

tired I feel. 

But how can I wait?! 

They must know!  

Lukáš will plead for my 

dear Vendulka, 

I can’t wait for him to do 

that! 

How their honest eyes will 

fill with tears. 

And then they will be happy 

ever after. 

Ah! Footsteps! 

They are coming! 

No, a skylark took flight, 

What a beautiful bird! 

And is singing, till the 

sound rings in my heart! 

It makes me want to sing 

with him and dance! 

 

them, putting more emphasis 

on the words. 

 

SHIFT 

TACTIC: To run out to meet 

them.   

 

 

SHIFT 

TACTIC: To wait and 

surprise them here.  

  

SHIFT: I seem to be torn in 

my tactics – to wait or to go? 

I lose attention again 

imagining how great it will 

be after I finish my mission.  

 

 

 

SHIFT: I get interrupted in 

my thoughts by a strange 

noise. 

 

SHIFT: Once I realise the 

noise is in fact voice of a 

skylark I leave my original 

objective all together. 

 

I wish to enjoy this beautiful 

moment, I wish to encourage 

the bird to keep singing its 

song, to rejoice with him 



   
 

HLÁSEJ PTÁČKU, 

HLÁSEJ DOBRÝ DEN!  

AJ, DOBRÝ DEN! 

 

Z TRÁVY KVÍTEK 

RANNÝ VSTAL,  

JITRA ZÁŘÍ POLÍBEN, 

AJ POLÍBEN. 

 

 

JÁSEJ, ZPÍVEJ, JÁSEJ 

SKŘIVÁNKU, 

 

 

 

POZDRAV RŮŽE V 

ČERVÁNKU. 

 

JÁSEJ, ZPÍVEJ, JÁSEJ! 

 

VSTÁVEJ, KRÁSNÉ 

SLUNÉČKO, AJ 

SLUNÉČKO! 

 

PÁN BŮH BRÁNY 

ZOTVÍRAL 

 

V NEBES KRAJ A V 

SRDÉČKO, A V 

SRDÉČKO. 

 

Announce, little bird, 

announce a good morning! 

Ah, good morning! 

How happy I am! 

An early morning flower 

aroused from the grass 

kissed, ah kissed by the 

morning light. 

Everything is so beautiful! 

All the colours... 

Rejoyce, sing, rejoyce 

skylark, 

Its voice is filling my ears 

and my heart. 

Greet the rose of the dawn. 

It is so beautiful, and happy, 

so fragile and sweet this 

little bird. 

Rejoyce, sing, rejoyce! 

I’ll rejoyce with you! 

Wake up, beautiful sun, ah 

beautiful sun! 

These early morning warm 

colours 

The Lord has opened the 

gates 

I feel so grateful 

Into the heavenly realm 

and the heart. 

So thrilled! 

How gladly it would rise at 

once,  

So happy. 

and to let the morning sun to 

embrace me. 

 

TACTIC: I will encourage 

the bird by joining him in 

his song.   

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



   
 

JAK BY RÁDO 

VZLÉTLO HNED, JAK 

BY VZLÉTLO. 

 

ZPÍVAT, ZÁŘIT V ŠIRÝ 

SVĚT. -  

HLE, MATOUŠ, LUKÁŠ 

A NÁŠ HOSPODÁŘ!  

Sing and shine through all 

the world. -  

I feel the warmth of the 

morning sun on my skin 

Look, Matouš, Lukáš and 

our master!  

Oh! They are here! I did not 

hear them coming!  

 

 

 

 

 

 

SHIFT: I get interrupted 

again from my rejoiceful 

moment by men coming to 

the house.   

  

This scene is unique in a sense that the character verbalizes her inner life. Almost all 

her thoughts, objectives and tactics are transparent and relatively easy to grasp just from the 

original text. There is no hidden subtext contrary to her words, no irony or sarcasm. The 

speech is very natural and fits perfectly to the character of Barče - young girl, who is still 

somewhat wild and free in her way of emotional expression.  

 

Following Steps in the Study Process 

 

Now, after the singer has learned about the origin of the piece, studied the text and got 

to know the character, it is the time to get acquainted with the music. The text and the music 

are of course not supposed to be separate entities – they are like layers of a fine cake that 

complement each other and that are added gradually as the performer goes through the study 

process. Understanding my character and the emotional state she is currently in, helps me 

when studying and interpreting the music – it allows me to use the whole variety of shades 

and colours of the voice accordingly.  

As Barbara Fritolli said in the interview for Gramilano: “It is important for me to 

define the character: I read the libretto and go and discover what it’s based on… story, novel, 

legend… to understand what evolution has taken place to bring it to the opera stage.[…] In 

the end, I need to concentrate on the character in the libretto, of course, but I try to learn all I 



   
 

can. Then, when working with the music, it is possible to apply the most suitable vocal 

colours for each situation.”21  

When starting to study the music it might be useful to follow a procedure, a recipe - so 

the learning process is logical, and errors are prevented from being memorized by the singer. 

For example: The Art of the Song Recital by Shirlee Emmons and Stanley Sonntag offers that 

kind of recipe for studying songs and arias in the 10th chapter called “Methods of Study and 

Memorization”. There, it is advised to start with learning the rhythm perfectly, slowly 

connecting it with the music sang at first on one syllable and adding the actual words at last.22     

Conclusion 

 

 The task of learning a piece of vocal music be it a song, an aria or a whole operatic 

role is a complex one and it requires a lot of dedication and attention from the performer. 

Singers should be aware of all the components that belong to their art. Some may argue that 

the type of analysis and work I presented can be time consuming and unnecessary for opera 

singers. I believe that we singers should keep in mind, that we do not sing for the sake of 

singing itself or to show of our voices. We sing to communicate, to tell a story. That is why 

we must in times think more as actors, artists, musicians and why we should take the time, 

close ourselves in a room and try to think about our work, about our characters, about the 

music. As you could see, that kind of work is very creative – as we follow through our 

analysis and use our imagination to fill the blank spaces that were left by the writer, the 

character is slowly unfolding in front of our eyes. The method used in the process does not 

have to be the same I was researching, there are other methods, newer than the original 

Stanislavski method, for example, the Meisner Technique, Stella Adler or Lee Strasberg’s 

Method23. Nevertheless, there still is a lot what we as singers-actors-musicians can learn by 

studying Stanislavski’s legacy. Of course, what I have discussed in this work deals only with 

the initial introverted part of the process of learning a new role or an aria. There was no space 

for a discussion about the collaborative process that comes afterward in the theatre, when the 

singer is facing a task of re-shaping and negotiating his or her perception of the role with the 

director, conductor and other members of the production once the rehearsals begin.  

                                                           
21 Spicer, „Top Opera Singers Discuss How They Choose and Prepare New Roles". 
22 Emmons a Sonntag, The Art of the Song Recital, 181–83. 
23 Hodge, Twentieth century actor training, 129. 
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