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ROSINA STORCHIO
The three sopranos chiefly featured on this compact disc are linked in a number of
ways. Storchio and Krusceniski were born in the same year, 1872, began their operatic
activity in the 1890s, and retired in the early 1920s. The indissoluble link is that both can
claim to have created the role of Madama Butterfly. Krusceniski made Italy her home base,
although she was born in Galicia in the then Austro-Hungarian Empire. Arkel, too, was born
in Galicia, in 1862, and also sought to base her career in Italy, although with much less
success. Perhaps it is worth bearing in mind that this was indeed a golden age of ‘Italian'
sopranos. A previous disc in this series focused on Burzio, Carelli and Mazzoleni, and we
should not forget Boninsegna and Russ. The careers of all eight coincided with the early
development of the gramophone, and all, except for Boninsegna, recorded for Fonotipia.
Arkel, Krusceniski and Storchio also all made their very first recordings for The Gramophone
and Typewriter Company.
The oldest of the three, Teresa Arkel (1862-1929) probably, it is at present largely
undocumented, had the shortest and least successful career. She studied at the Conservatoire
in Lemberg and, according to one source, made her operatic début in that city in 1884.
Another source states that she sang Valentine in Meyerbeer's Les Huguenots in Warsaw the
following year, and that she also took some lessons with Pauline Viardot. Quite where these
lessons took place is again unclear, but clearly she had headed westwards and may well have
sung in Italy during the late 1880s. On 31 October 1889 she made her début at the Teatro
Real in Madrid as Elsa in Lohengrin. The original cast included Gayarre. After his premature
death at the beginning of January, the role was taken over by Marconi. Just three days after
her début Arkel sang Aïda. By the end of the year she had also been heard in Don
Giovanni, Les Huguenots and Halévy's La Juive; a not unimpressive start to singing on the
international operatic stage. In the spring of 1890 she appeared in the world première of
Serrano's Giovanna la Pazza and also as Venus in Tannhäuser. In the latter role Arkel was
praised for both her voice and her acting.
During her first Madrid season Arkel gave nearly forty performances and was well
received. Even so, her performances in the Spanish capital were thereafter spasmodic. In
the mid-nineties she repeated her Elsa and Venus and added Eva in Die Meistersinger. She
appeared in Meyerbeer's L’Africaine and Bret?n's Los Amantes de Teruel, and also sang

Alice in the Spanish première of Falstaff.
Arkel's sole season at La Scala was 1891-2, as Venus in the first La Scala Tannhäuser,
Norma, Desdemona in Verdi's Otello, and Valentine in Les Huguenots. An early chronology
of La Scala by Pompeo Cambiasi offers a single word description of each opera. Otello and
Tannhäuser are both described as ‘ottimo', Les Huguenots was ‘buono' and Norma just
‘mediocre'. Arkel gave forty performances in all, but does not seem to have been invited
back to the house. In summer 1894 she appeared in Buenos Aires in Les Huguenots,
L’Africaine, Otello, Norma and Don Giovanni. It seems likely that her South American
career was somewhat more extensive, but documentation is sparse. Finally, on 29 December
1900 Arkel appeared for the only time at the Carlo Felice in Genoa, singing Brünnhilde in an
Italian language performance of Die Götterdämmerung.
In retirement Arkel taught singing in Milan. Her pupils seem to have included Eugenia
Bronskaya, Claire Dux, Lucette Korsoff, Nina Morgana and Viola Tree. The last named
never made a singing career but she did write a memoir about her aspirations, Castles in the
Air. Arkel comes over as a somewhat frightening figure. In a final reference Tree states,
“Mme Arkel said that no artist must marry... she looked pretty sick about it”. The recorded
legacy consists of a small number of rare records made between 1903 and 1905. Whilst she
may still have been singing at the time, the most important part of her career was certainly
over. The voice has power and a certain grandeur of style, but there is little really to suggest
a great singer.
We know rather more about the life of Salomea Kruszelnicka (1872-1952). Like
Arkel and Abendroth she was born in Galicia in an area which was ethnically mixed and has
historically been within different states. At the time it was part of Austria-Hungary. Salomea
is said to have been born into an ancient noble Ruthenian family. Some sources suggest her
father was a Greek Orthodox priest. Her original name was Kruszelnicka, but for stage
performances outside Eastern Europe she used the Italian Krusceniski. Indeed it seems
probable that when she settled in Italy she also adopted Italian nationality. She studied
initially at the conservatory in Lemberg with Wysocki and, according to some sources, gave
her first performances in that city around 1892 in Donizetti’s La Favorite. However, a
biographical article in Gazetta di Parma suggests her début was rather later, in Faust, after
which she sang Desdemona in Odessa with huge success. During that period she went to
Milan for further study with Crespi. Her first performances in Italy were probably in Trieste
and Cremona. In the former she appeared in La Forza del Destino and we know, from
annals compiled by Tom Kaufman, that she sang in Ponchielli’s Marion Delorme in
Cremona early in 1896. The Gazetta di Parma article also suggests appearances there as
Valentine in Les Huguenots and Manon, presumably Puccini’s version.
Parma was a much more important operatic centre than Cremona. Early in 1898 the
Teatro Reggio staged La Bohème for the first time. In the presence of the composer,
‘Signora Krusceniska' scored a huge success as Mimi. There is a non-stop flow of
superlatives in the Gazetta: a beautiful voice, the appropriate melancholy for Mimi, grace,
warm passionate singing. The Secretary of Parma’s theatrical commission noted that she

was a ‘splendid Mimi’. She also sang Elsa in Lohengrin. Indeed, between 8 January and 27
February she gave a total of twenty-six performances in the two works. The performance of
La Bohème on 8 February was described as being in her honour, presumably a kind of
benefit, and as an encore she sang (in Italian) the aria ‘Il va venir’ from Halévy’s La Juive.
The focus of the career moved back East after this triumph, and for five seasons she
was the leading prima donna at the Warsaw Opera; presumably under her original name. In
November 1898 she appeared in La Forza del Destino with Battistini, and a month later the
two were together for performances of Il Trovatore and Un Ballo in Maschera. The
following season Kruszelnicka appeared in St. Petersburg. On 30 December she sang what
may have been her first Aïda, in a star-studded cast at the Marinsky. Caruso was singing his
first Radames; Battistini was Amonasro. The same trio also sang in Un Ballo in Maschera,
Maria di Rohan, Perosi’s oratorio La Ri surrezione di Lazzaro and Rossini’s Stabat Mater at
the Grande Salle du Conservatoire. Kruszelnicka also appeared in Ernani with Battistini.
Back in Warsaw she added L’Africaine, La Gioconda, Tannhäuser, Werther, Queen of
Spades and Eugene Onegin to her repertoire. Early in 1902 Kruszelnicka was again in St.
Petersburg. The company included Battistini, Constantino and Tetrazzini. The two sopranos
appeared together in both Carmen and Un Ballo in Maschera. After the 1902-1903 season
in Poland Kruszelnicka’s career was almost exclusively in Italy and Argentina. It seems,
therefore, reasonable to follow local usage in taking the name Krusceniski for the rest of this
analysis.
There is a useful summary of Krusceniska’s career in an early issue of The Record
Collector, but some dates are inaccurate. In particular it seems almost certain that her Italian
career was not resumed until March 1903, after the contract with Warsaw had expired.
However, in May 1902 she appeared for the only time in Paris, as Elsa in Lohengrin
opposite Jean de Reszke. In Les Annales du Théâtre et de la Musique, the critic Stoulig
speaks of her beautiful voice and the delicate taste in her singing.
Kutsch and Riemens (Unvergängliche Sänger) suggest that her return to Italy was
delayed by a political intrigue in which she became entangled, and that she spent all or most
of 1903 in Poland, Russia and the Ukraine. However, we know for certain that at the
beginning of 1903 she was at the San Carlo in Naples, singing in La Bohème, Aïda, Manon
Lescaut and Andrea Chénier. At the end of the year she returned to the San Carlo for a
second season during which she sang Adriana Lecouvreur, La Forza del Destino and Un
Ballo in Maschera. In May 1904 she took on the title role in Madama Butterfly. This is the
link between Krusceniski and Storchio. Storchio created the role at La Scala, but for reasons
which had little to do with her, and which are discussed below, this first performance was a
total fiasco. The legend, now known to be untrue, is that the opera underwent major revision
before its revival with Krusceniski in Brescia. However, it was in fact very little changed,
and she enjoyed an unqualified triumph. In January 1905 Krusceniski made her début in
Rome at the Costanzi as Brünnhilde in Die Walküre. In that same season she also sang Aïda.
Early in 1906 she sang in Catalani’s Lorelei and in Madama Butterfly at the Teatro Reggio
in Turin. These were both conducted by Toscanini as were Salome and Tristan und Isolde

which she sang at La Scala the following season; her first at Italy’s leading house.
By this time, Krusceniski had begun what could almost be described as a love affair
with Buenos Aires. She sang there at the Teatro de la Opera each season from 1906 until
1911. Although the new Colón opened in 1908, Krusceniski actually sang there only in 1913.
Nonetheless, considering her career as a whole, it is quite likely that she sang more
frequently in Buenos Aires than in any other single city. On 24 May 1906 she appeared as
the heroine of Catalani’s La Wally. She was praised for both voice and acting. Next came
La Gioconda, followed by Brünnhilde in Die Walküre. Once again critical comment was
dominated by superlatives. At one point, possibly after Brünnhilde’s Battlecry, the applause
was so tumultuous that the orchestra could not continue. It would be interesting to know the
reaction of Toscanini, who was conducting. Other roles in that first Buenos Aires season
were Tosca, Isolde and Lorelei in Catalani’s opera. In 1907 came Elizabetta in Don Carlos
and the double roles of Margherita and Elena in Mefistofele. The latter was one of her most
popular assumptions in Buenos Aires. When it was revived in 1910 the cast included
Smirnov and de Angelis. In 1908 Krusceniski also sang Butterfly. Buenos Aires was thus
the first city to hear both Storchio and Krusceniski in this opera. Only one other city ever
heard the ‘two creators’; in 1909 Krusceniski was Butterfly at Rome’s Teatro Costanzi and
there too, a decade later and well past her prime, Storchio sang the part. Krusceniska’s sole
season at the Colón was in 1913. She sang in Lohengrin, Loreley, Salome, Die
Götterdämmerung and in the local première of Strauss’ Feuersnot; all in Italian.
Krusceniski married in 1913, settled in Viareggio and more or less retired from the
operatic stage. In 1915 she did, however, create the title role of Pizzetti’s Fedra at La Scala,
and in the 1919-1920 season she gave seven performances each of Lorelei and Lohengrin at
the San Carlo in Naples. From 1923 onwards she gave a series of concert tours in Argentina,
Italy and other places. She sang in the United States of America for the first time in 1928, at
the very end of her career, and there, too, she made her final records. These were for the
Columbia company. In retirement she lived in Viareggio. Her husband died in 1937. She
made frequent visits to her homeland (since 1919 part of independent Poland) to stay with
her family and was stranded there at the outbreak of the second world war. Afterwards she
found herself living in the enlarged Ukrainian Soviet Republic, part of the USSR, where she
died in 1952; presumably once again Salomea Kruszelnicka.
Of the three singers featured on this compact disc, Kruszelnicka/Krusceniski made the
most records, and they span almost her entire career. The earliest, in 1902 for The
Gramophone and Typewriter Company in Warsaw, are probably not characteristic of her
prime, and the repertoire has a considerable Polish element. The records made for Fonotipia
contain some of the most exciting singing on disc; a superb dramatic soprano at the height of
her powers. She seems equally at home in the great Verdi arias from Aïda and La Forza del
Destino as in the verismo La Wally and Adriana Lecouvreur. She also recorded ‘Un bel di’
from Madama Butterfly - nearly a creator record. Characteristic of much of her singing are
passionate commitment and, where appropriate, a kind of melancholic nostalgia. In what is
one of the greatest renderings on disc of ‘Ritorna vincitor’ one begins to wonder of which

homeland she is singing.
The career of Rosina Storchio (1872-1945) was of very similar length to that of
Krusceniski. Thanks to the work of the museum at Dello near Brescia, which acts as a
memorial to her life and career, a reasonably comprehensive chronology is available.
Storchio made her début in October 1892 at the Teatro del Verme in Milan as Michaëla in
Carmen. At the beginning of 1893 she sang Nedda in I Pagliacci in Padua, a role which was
repeated at the del Verme later that year. Over the next few years she steadily built a
reputation across Italy, appearing in the Teatro Lirico in Milan, the Teatro Nazionale and the
Teatro Argentina in Rome, and the Carlo Felice in Genoa. Roles sung included Mimi,
Manon, Santuzza and Mignon. At the beginning of 1895 she appeared as Sophie in Werther
at La Scala. It received six performances, but Storchio's hugely successful La Scala career
did not really start for another seven years. During winter 1896/7 she sang for the first time
outside Italy, appearing at Moscow's Bolshoi Theatre as Bertha in Meyerbeer's Le Prophète,
and as Alice in Falstaff.
In May 1897 Storchio again sang Mimi, but this time in the world première of
Leoncavallo's version of La Bohème. Later that year she repeated the part at the Teatro
Lirico where she also sang with Caruso in Cavalleria Rusticana and in Giordano's Il Voto.
Possibly the latter can be considered as a première: it was actually a renamed, and equally
unsuccessful, new version of his Mala Vita.
It seems that these were the only occasions on which these two great artists sang
together. Storchio never sang at either Covent Garden or the Metropolitan Opera, and they
never sang together in South America where both had important careers.
Between 1898 and 1901 Storchio sang extensively at Barcelona's Teatro Liceu. Her
roles included Iris, Manon, Mimi, Mignon, Violetta in La Traviata and both Margherita and
Elena in Mefistofele. Back in Milan she also created the part of Zazà at the Teatro Lirico
opposite Garbin and Sammarco. Early in 1902 Storchio returned to La Scala. Given her
increasing pre-eminence in major lyric roles, La Scala could, and perhaps should, have been
the centre of her artistic activities for many years. That this did not turn out to be the case
may be attributed to one man, Arturo Toscanini, and one opera, Madama Butterfly.
In her first major season at La Scala (1901-1902) Storchio had given twenty-three
performances in all of Donizetti's Linda di Chamounix, Humperdinck's Hänsel und Gretel
and Weber's Der Freischütz. In his autobiography Giulio Gatti-Casazza, at that time in
charge of La Scala, comments on Storchio as Linda, “she was one of the best-rounded and
perfect artists. . . her voice suave and penetrating. . . impeccable diction. . . an artistic
temperament of the greatest versatility. . . truly one of the glories of Italian art”. It may be
worth bearing in mind that Gatti's book was not written until the early 1930s. By then he had
managed opera houses for nearly forty years and he really had heard everyone.
Toscanini was the conductor for all of these performances by Storchio. It may not be
a cause of great wonderment given his gregarious sexual appetite, and the fact that Storchio
was an extremely beautiful young woman, that they commenced an affair. In March 1903

Storchio bore Toscanini's child - a fact which was hardly a state secret in Milan even before
the age of the tabloid press. Storchio does not seem to have sung again until December 1903
when she re-appeared at La Scala. Meanwhile Toscanini had stormed out following a row
over an encore. There were no problems about Storchio's first assignment as one of the
creators of another opera by Giordano, Siberia; but February 1904 brought disaster at the
première of Madama Butterfly. This celebrated fiasco was certainly arranged and
orchestrated by Puccini's enemies. The opera was virtually booed off the stage. The
introduction of Butterfly's child and a moment when her kimono seemed to blow outwards
led to shouted ribald comments concerning Storchio's private life. In reality this 'disaster'
signified nothing. The opera was soon re-presented at Brescia with few modifications and
enormous success, Storchio sang again at La Scala within a few weeks, and she maintained
her friendship with Toscanini for the rest of her life. (Their child died in infancy.) However,
the direction of her career was assuredly changed in so far as La Scala did not become any
kind of home base. Storchio sang Butterfly, in more of less the same form as originally
written, in Buenos Aires in July 1904 with great success. She autographed a photograph of
herself as Butterfly ‘rinnegata e felice' (rejected but happy) and sent it to the composer.
Thereafter Storchio refused steadfastly to sing the part again in Italy, relenting only to give
five performances in Rome very near the end of her career.
In the summer of 1904 Storchio renewed her artistic association with Toscanini in
Buenos Aires in performances of Faust, La Bohème and Manon as well as Madama
Butterfly. Early in La Scala's 1904-5 season she took part in a hugely successful revival of
Don Pasquale with a cast which included Sobinov and de Luca. This was followed by
Catalani's La Wally and Mozart's Le Nozze di Figaro. The following season she appeared in
La Traviata and in Auber's Fra Diavolo. In both 1905 and 1906 and again in 1910, 1912
and 1914 she spent the entire summer in South America. Buenos Aires was the main centre,
but she also appeared in Sao Paolo, Rio di Janeiro, Montevideo, Rosario and Cordoba. New
operas included Roméo et Juliette, Il Barbiere di Siviglia, Don Giovanni, La Sonnambula
and Tosca. Her singing partners included some of the greatest names amongst her
contemporaries - Zenatello, Anselmi, Schipa, de Luca, Stracciari, Sammarco and Didur. She
also found time to sing more widely in Europe. At Monte Carlo in 1907 she appeared in starstudded performances of Don Pasquale, Mefistofele and Il Barbiere di Siviglia. The cast
for the latter was mouth-watering and is perhaps worthy of listing:- de Lucia as Almaviva,
Ruffo as Figaro, Chaliapin as Don Basilio, Pini-Corsi as Don Bartolo. On her part, Storchio
“following her already enviable success, offered a most captivating Rosina, arousing
enthusiasm for the virtuosity of her ‘Una voce poco fa’”. That same year she sang at the
Staatsoper in Berlin in Mefistofele with Sobinov and Chaliapin, and in Il Barbiere di Siviglia
again with Chaliapin and Ruffo. Finally, in 1907 came Storchio's début in Madrid and her
first European performances of Butterfly since La Scala.
Storchio's career as a leading lyric soprano in the major Italian houses, in Madrid and
in South America continued until 1920. After Italy had joined the Great War on the AngloFrench side, the ever enterprising Gheusi, then directing the Opéra Comique of Paris,

produced his own Franco-Italian accord. Given the unending enormous slaughter at the
front, the notion of cultural exchanges may seem bizarre. The first realization of the
agreement was a visit to the Opéra Comique by La Scala for a performance of Madama
Butterfly with Storchio. Thus she did after all sing the role again with the company though
not at the house. It seems a pity that the only comments on Storchio in Gheusi's book were
that she was admirable, and waved ecstatically to the United States ambassador prior to the
performance.
It was not until 1921 that Storchio finally sang in North America, giving six
performances with the Chicago Opera Association as Linda and Violetta, both opposite
Schipa, and four times as Butterfly with Hislop. The very last Butterfly was on tour at the
Manhattan Opera in New York. During the rest of that year she sang in a variety of locations
in Central America, including Havana, Lima, Panama City, San José and Caracas. Her very
last performance anywhere took place the following year in Barcelona as Butterfly.
Storchio left a small but precious legacy of recordings. We hear an extremely attractive
light soprano. There is considerable agility and expressiveness and much beautiful singing.
Filippo Sacchi claimed that “there will never be another Violetta to sing with such unutterable
perfection, moving, laughing, loving, suffering as the slight and gentle Rosina Storchio (with)
her enormous seductive eyes, her delightful coquetry, her gay tenderness, her fresh
spontaneity”. All these characteristics are demonstrated by a Fonotipia recording of part of
the Act 2 duet from La Traviata with Stracciari, already featured in volume 30 of this series
(Symposium 1223) and also by her sole recording from one of the operas she helped to
create: Leoncavallo's La Bohème. This rendition of “Mimi Pinson” has a sparkle and vivacity
which make it truly ‘hors de concours'. Interestingly, the aria is sung by Musetta; Storchio
created the part of Mimi.
Stanley Henig
On late pressings of Krusceniska’s records her ‘Walkürenritt’ was replaced by a record
of Mary Verriotis. Extraordinarily, the same catalogue number was used. Whether this was
due to a clerical error or because the earlier matrix was damaged is unknown.
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