
  “The development of my voice type over a period of 100 years”
Select a period and discuss the development of your voice type in relation to how it has advanced during the time. This might include developments in vocal technique, repertoire and performance delivery for example.

The development of  Mezzo-soprano over the period of 1770-1870.  Historically, the term ‘mezzo-soprano’ has been used to describe the female voice between contralto and soprano with an approximate range from A3 to F#5. According to Rosenthal and Warrack (1979, pp.265), it was also defined as a voice type approaching soprano while acquiring more tenebrous and abundant tone. Furthermore, it could occasionally cover part of the low notes of contralto and high notes of the soprano. Consequently, mezzo-soprano appeared in diverse characters of opera, from teenage boys, young maidservants to old women. Especially between 1770-1870, it was gradually progressing as a vital voice type. This essay will be based on that period and discuss how the mezzo-soprano developed through three of the remarkable composers’ opera work; first Mozart,then Rossini andend up with Bizet.    
  As a representative Austrian composer in the Classical Period, Wolfgang Amadeus Mozart (1756-1791) produced several renowned opera works in his short life. He customized different roles by suitable genres and method, from composing to singing. He frequently applied the mezzo-soprano as young male roles, known as the trouser role (Hopkins, 2017) and their personal characteristic have been well-established. For example, Cherubino from The Marriage of Figaro and Sesto from The Clemency of Titus. Both of them have been performed successfully by mezzo-sopranos, showing that trouser roles could work in opera buffa and opera seria. Mezzo-sopranos have great plasticity, and the roundness of its timbre and the splendour of its temperament make countless opera composers perplexed. Mozart’s last opera, The Clemency of Titus, was composed in 1791. The domain mezzo-soprano role Sesto is the main character of that opera. Marek claimed that was not Mozart’s intention to let mezzos take Sesto’s role. 
  Mozart had originally envisioned the role of Sesto as a tenor. However, the impresario entrusted to produce La clemenza di Tito, Domenico Guardasoni (c.1731-1806), had promised to engage “a castrato of leading quality” for the primo uomo role...Today Sesto is invariably sung by a mezzo-soprano. (2016, p. 47)
  However, Sesto has been successfully performed by mezzo-soprano. His aria ‘Parto, parto’ is mainly composed of three key parts, followed by the main tone down B major, the generic tone F major and the main tone B major. The facility of voice is required. It is in line with Mozart's symmetrical balance and is also its usual technical technique. The overall layout presents a kind of warm and depth tone which suits mezzo-soprano well. 
  Although there were very few pure mezzo-sopranos on the opera stage, the role of mezzo-soprano in the pattern performance is not denied. Mezzo-soprano is elastic, flexible and passionate. Especially with the continuous development of mezzo-soprano singing technology in European opera, people's pursuit of mezzo-soprano in opera performance is no longer just in the level of thick sound, but pays more attention to the flexibility, diversity, drama and lyricism of the vocal. Therefore, the mezzo-soprano was becoming to play a role in shaping characters in opera, thus opera can be developed in many directions and levels. The tone colour of mezzo-soprano has both the lyricism and the dramatic excitement of soprano singing. Especially on the lyric melody, the mezzo-soprano singing flavour is more intense, the expression is more moving. In the floral melody, the sensitivity is higher, the performance is more coherent, and the flexibility is very strong. Therefore, the expression of a mezzo-soprano to the heroine in opera has further emotion and charm, and at the same time increases the appeal of the performance. The mezzo-soprano performance created by Mozart leads to a whole new height of mezzo-soprano, which promotes the development of mezzo-soprano in the process of better characterization, more vivid plot and more intense dramatic tension. 
  Secondly, the decomposition of the three chords is the main melodic factor of the whole aria There are coherent statements of upper and lower progress, as well as concise statements of monosyllabic texture, which undoubtedly do not show Mozart's outstanding creative skills. On the other hand, the floral melody also presents a parabola in this aria. In the process of performance, Mozart did his best to the role of melody reproduction, so that the mezzo-soprano in the opera can enrich the delicate inner changes of the characters in the process of singing. 
  
  Moving to 1792, Italian composer Gioachino Antonio Rossini born in Pesaro. The first half of the 19th century was the prosperous period of Rossini's opera creation. Rossini's favorite comic opera themes are mostly drawn from daily life, with ordinary civilians as the protagonists in the play, the characters are vivid and lively, and the language is more alive. His most famous opera masterpiece is "The Barber of Seville", "The Italian Girl in Algiers" and "Cinderella".  From the above three famous operas of Rossini, we can get a consensus: the stories in the plays are about ordinary people, the heroines are small characters, they have a distinct personality, they speak country slang, humming a country minor tune and their behavior is natural, random. Such roles are performed by the coloratura mezzo-soprano with warmer, broader tone which is softer than soprano. It has got the unique feature: more implicit, introverted, less publicity, more peaceful, such a character design closer to the distance between the character and the audience. 
  The comic opera creation runs through Rossini’s composing career, 39 operas have been created in his life. Rossini's created many operas dominated by mezzo-soprano, and the role of mezzo-soprano in his comic opera is the most fascinating. The great development of vocal music skills in the first half of the 19th century broadened the mezzo-soprano range and made unprecedented great development in vocal music skills. The composer represented by Rossini boldly used the mezzo-soprano, created many glamorous opera characters for the mezzo-soprano, and changed the role position of the mezzo-soprano in the opera, which also enriched the opera creation at that time and promoted the great development of the mezzo-soprano part. Because the ability of the mezzo-soprano is inferior to that of the soprano and the tone is inferior to that of the soprano, so the role played in the opera is in a secondary and subordinate position. This was indeed the case in opera before the 19th century. The mezzo-soprano usually plays older or antagonist women, female servant, underage boys and even men in opera, and plays a secondary role in the development of opera drama. In this case, there are very limited time for them in front of the audience. Their characters are vague and often only a few simple words. Moreover, there is seldomly further opportunity to deliver sound and performance, it was difficult for audience to remember their names after watching the show. At that time, this kind of situation deepened the misunderstanding of this part of the voice, so in the period from the birth of opera to about 200 years after the birth of opera, all the performers who were active on the world opera stage were the treble part. However, opera describes the development of the plot through music, and different characters need to be played in different timbre. Generally, the soprano tone is light and beautiful with full of expression, and many operas need such a heroine, but some of the female characters in the opera need to be interpreted by a different tone, which is thick, deep and warm. In addition, it does not sound so sharp, that suits mezzo-soprano's tone. which has become a reality in Rossini's opera. In Rossini's opera, the first heroine is played by the mezzo-soprano. The status of the mezzo-soprano has been promoted, which has become the mainline affecting the development of the plot. She should not only have an accurate role in shaping ability and excellent drama performance but also have excellent singing skills. Because the mezzo-soprano is located in the middle of the three parts of the female voice, the range of the mezzo-soprano is not absolutely from a certain tone to a certain tone. generally, between the range of g-a2, they can sing bb2, some of them to g-c3 or even lower or higher. There are also three vocal regions in the mezzo-soprano: low zone (chest area, ba-f1), middle zone (f1-be2) and high zone (be2-a2). The mezzo-soprano also has three sound zones: low zone (chest area, be2-a2), middle zone (mixed area) and high zone (Voce di testa) (be2-a2). The characteristics of the mezzo-soprano range enable it to develop in two directions: upward to the treble area and downward to the bass area, unlike the limitation that soprano or mezzo-soprano can only develop upward or downward in a certain direction. The height of the mezzo-soprano range in Rossini opera requires us to refer to Rossini's The barber of Seville, Cinderella and The Italian Girl in Algiers. At that time, the mezzo-soprano was going to sing to the soprano range, and we can see that the mezzo-soprano range at that time was usually two and a half octaves, some as high as three octaves and the treble up to # c3. For example, Rosina's aria " Una voce poco fa " in "The Barber of Seville", Cinderella's aria "Non piu mesta", all with the lowest tone of G#, the highest tone of B2, with the range of two and a half octaves. That relied on That relied on advanced technical agility of mezzo-soprano singing.
  Rossini's preference for mezzo-soprano promotes the emergence and development of mezzo-soprano. The mezzo-soprano belongs to the inner part and its establishment time is relatively late, and its development is relatively weak compared to the soprano. In addition to the general aesthetic habit of sound. As a result, in an opera role, the composer usually gave the main part to the high voice to play. Rossini used a mezzo-soprano as the protagonist of his opera, which had a close relationship to his first wife, Isabella Corbran, who played a mezzo-soprano in seven operas that Rossini had created for her. According to Parker, 2016, with the creation of these operas, it not only brought Rossini a pleasure life in the future, but also increased the number of mezzo-soprano performances, provided more performance space for the mezzo-soprano on the opera stage, let the audience appreciate that the mezzo-soprano could be different from the charm of the previous opera stage. Furthermore, it promotes the great development of his singing art and enriches the world opera stage. It is a rich chapter in the history of European opera and music. The change of the role of the mezzo-soprano not only makes its vocal art fully developed, but also affects and drives the development of other vocal parts and enriches the opera creation.

In the Romantic era, French composer Georges Bizet produced significant role for mezzo-soprano, Carmen. Bizet’s final opera Carmen is still under revival today. This work is full of extremely local color and passion, which is in line with the hobby of Bizet who always liked to pursue novel themes. In 1873, Bizet was invited to create a three-act opera for the Comic Opera House, so he decided to commission the writer Halevy and his partner Meillac to write and later change the original three acts into four acts. In this way, Carmen, one of the masterpieces of French opera was completed. It is still the most box-office successful opera worldwide. The main character, cigarette girl Carmen comes from a gypsy background. Her realistic emotions, passionate and uninhibited attracted the audience (Henson,2015). There are numbers of famous arias, duets and chorus in “Carmen”, among which the three mezzo-soprano ones. They will be briefly disscused below. 
  The first aria “Habanera”, known as "Love is a rebellious bird" derived from a kind of folk music developed in 19-cenrty Cuba. Because it was very popular in Havana, it is called "Habanera". That genre of music is characterized by medium speed and two beats. This material, however, was originally taken from a minor collected by Ilatil in the collection of Spanish folk songs, and the simple and dull tunes were processed more than before. First of all, he added a series of triplets, showing the lines of the tunes very hard to show Carmen's unruly character, and borrowed another kind of Gypsy Polo tune, which was combined with Habanera to show Carmen's strong personality. This song is a 3 / 4 beat in d minor, similar to the small fast wrench of the small line wrench, and the A tune is characterized by a downward semitone scale with three consecutive notes, with a warm and charming color. Paragraph B turns to the same name in major, warm and cheerful, which in contrast with A paragraph’ character.
  The 2nd the aria is in b minor, and the rhythm of the three beats is very strong. When singing, you should show the style of Spanish dance music. The rapid downward writing of the sixteen notes in the third section of paragraph A is similar as the writing of many floral phrases, so it can also show Carmen's playfulness and cunning together with a good floral technique. Paragraph B begins to require very weak singing, maintain a warm atmosphere, combined with mezzo-soprano's depth tone, mellow timbre plus appropriate singing skills, can show Carmen's unique female charm.
  The third aria: the Gypsy Song, "the Song of the Roundboard," which is in e minor, 3 / 4 beats, shows Carmen and her companions dancing in the hotel indulging in the joyful scene, jumping rhythm and faint voice set off the noisy atmosphere in the hotel.
  In a word, Carmen marks the birth of French realistic opera. Due to the reform of Bizet, French opera occupies an important position in the world opera stage. Thus, the role of Carmen has a profound impact on the interesting development of mezzo-soprano. 

  In conclusion, by discussing the opera works of three leading composers, Mozart, Rossini and Bizet during the period of 1770-1870, it is obvious that mezzo-soprano voice has been developed by different aspects, including the design of the roles, music genre and performance. From the additional roles to leading protagonists on the stage, a complicated progress has been occurred. 
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