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Foreword


The Gilded Age conjures up images of ostentatious, elegant mansions embellished with plush furniture and exquisite artwork, fancy balls and dinner parties, and stylish, expensive clothing. In short, anything that flaunted significant monetary wealth. This excessive opulence was a direct result of the technology, inventions, and fresh ideals that proliferated during the era.

Since innovation was the foundation for this extreme wealth, it also spawned new opportunities, particularly for women. Prior to the Gilded Age, sharing intelligent, inspiring thoughts or creativity through writing, lectures, or artistry was an achievement only a few lucky women ever managed. It was tough to be taken seriously. But then women’s organizations such as New York’s Sorosis Club and Philadelphia’s New Century Club came on the scene. These clubs encouraged free thinking, creativity, and charitable work among women and the promotion of science, literature, and art within a comfortable and convenient meeting place. The Women’s Suffrage movement also helped push the needle for women, enabling them to air and share their thoughts more freely, exchange ideas, and rally together.

These factors likely helped propel Amalia Kussner’s success as a miniature painter. Artistic, adventurous, and independent, she was “a ‘self-made’ woman ahead of her time, with a passion and a personality that made her one of the most sought-after artists of the elite women” of the Gilded Age, notes The Miniature Painter Revealed author Kathleen Langone. Exposed to art and music at a young age, Amalia displayed painting and creative talents early on and had the support of family members, allowing her to pursue her interests. And she, in turn, appreciated this same sense of independence in the women she painted and befriended.

Although she enjoyed being a financially independent woman, her lifestyle and philosophies mirrored other women of means at the time. She admired and emulated the high society women who were her subjects, considering herself on the same playing level rather than a member of the working class. As Langone speculates, “her approach might have further put her subjects at ease and encouraged conversation while she worked.” This ability to engage in conversation with her clients was a skill both affable and practical, helping grow her list of patrons and name recognition within the field.

[image: ]

Art exists in many forms—not just in paintings and music but also in the culinary world. I have written quite a bit about the cooking school instructors and chefs who were so popular during the Gilded Age, and I see similarities with Amalia—she too was sought after for her craft. Just as wealthy Gilded Age women needed their portraits painted in the latest style, they also needed their cooks and servants to prepare the intricate foods required for their receptions, balls, and banquets. Cooking instructors trained in French culinary techniques saw this as an opportunity and began to hold classes for the young ladies who worked in these mansions as domestic help. Society women would also pay French chefs to work as their personal chefs in order to pull off extravagant dinner parties successfully. These chefs soon became an upper-class fixture, with society women such as Marietta Stevens (the wife of hotelier Paran Stevens and one of Amalia’s sitters) paying reputable French chefs upwards of forty-five dollars a week (equal to about twelve hundred dollars today) to do their personal cooking. Some ladies would even try to steal away a particularly exceptional chef from another wealthy household by offering more money. For those who did not employ a chef, Gilded Age society authority Ward McAllister recommended knowing an “artist” that could be hired for special occasions.

Just as Amalia spent time making a “wish list” of the elites she wanted to paint and cultivating her connections to them, these culinary experts often worked for months planning and preparing food for high society events. These occasions included extremely detailed dishes, such as decorative molds made from cold cooked foods set in aspic (a savory, transparent gelatin) and embellished with fashionable garnishes. Lavish centerpieces, ranging from floral arrangements to ornate sugar molds to plaster-cast animals, were front and center on banquet tables. A famous ball given by Mrs. Cornelius (Alice) Vanderbilt in 1888 in her new home on New York’s West 57th Street featured dishes depicting scenes from Roman mythology, such as a filet of beef garnished with vegetables resting on the shoulders of Hercules, accompanied by wax cupids. The god Mercury was poised in flight over a piece of ham decorated with truffles. But a pool of water containing real fish and frogs held the most striking display: a two-foot-long salmon nestled in a wax boat, pulled by Neptune driving a seahorse-led chariot made from seashells.

    This is just one example of how Gilded Age women were extremely status conscious, competing with each other in just about everything, from their luxurious mansions to the over-the-top dinners they hosted. Amalia’s portraits became one of their “must-haves,” and indeed she painted portraits of many well-known women from the era, including Alva and Consuelo Vanderbilt, Louise Mackay, Minnie (Stevens) Paget, and Emelie Havemeyer, whose portrait was Amalia’s entrance into the closed circle of New York’s elite society known as the “Four Hundred,” a select list of the only people Caroline Astor and Ward McAllister deemed socially worthy.

Though her talents likely didn’t extend to the culinary arts, Amalia had training in the decorative arts, which included not only painting and drawings, but also embroidery, china painting, and decorated linens. As Langone notes, “both during Amalia’s time and in the current art world, miniatures will always be seen as straddling the styles of decorative and fine arts.” Amalia was also aware of the classical styles of miniatures but used her expertise to put her own stamp on her portraits. Her success and techniques in painting miniatures became a novel differentiator for privileged and influential Gilded Age society, whom she portrayed as American “royalty.” She was essentially a trailblazer able to hobnob with the elite and proved that her artwork was worthy, desirable, and in fact highly coveted—a fitting example of the innovation that embodied the Gilded Age.

Becky Libourel Diamond
Food writer, librarian, and research historian
Author of The Gilded Age Cookbook, The Thousand Dollar Dinner, and Mrs. Goodfellow









Introduction


Though I am distantly related to Amalia Kussner through the German side of my family, I didn’t learn much about her until five years ago. Like so much of the world in 2020, I had time on my hands and started to do online family research, beginning with Amalia. As a child, all I had known was that she was a miniature portrait artist born in Indiana during the Civil War and that she had risen to fame in the late 1890s and painted the Prince of Wales, just prior to his becoming Edward VII with Queen Victoria’s passing. My grandmother described the prince as someone who was “sweet on Amalia” and had given her a piece of jewelry. I had seen that piece before it was unfortunately sold; it was a stunning pear-shaped emerald pendant. I also grew up around three of her miniatures, encased in a gold-gilt cabinet, among the clutter of many other family mementoes.

For most of my adult life, my perception of Amalia as told through these few family stories remained unchanged. The assumption that she primarily produced her artworks in Indiana, with just one trip to Europe, was soon dispelled as I started my research. The first “major” discovery was that she also painted Czar Nicholas II of Russia and his wife, Czarina Alexandra. And not only had she traveled to Russia and done their portraits, but she later wrote a detailed and intimate article, published in Century Magazine, on her almost month-long visit to the Romanov family.

I was now on a hunt for everything I could learn about Amalia, and I expanded my research to many online sources (newspapers, digitized materials from libraries and museums, etc.). Her popularity both for her artwork and in the late Gilded Age social circles became evident from the mentions of her in hundreds of newspaper articles and the fashion magazines of the day.

What also became clear was that there was an air of mystery about her—mostly designed by her own efforts. She wanted to be perceived as a child prodigy with no formal artistic training. And when she arrived in New York City during the waning days of the Gilded Age to promote her talents, she claimed to be twenty years old—barely an adult. Both of these self-promotions were blatantly false, as she did have many occasions of previous art instruction and was almost thirty upon her arrival.

Her art style—that being miniature portraits—was likely not seen as fine art and instead was sometimes relegated to decorative art, considered a hobby of women and only seen in homes. Regardless of the label, however, she was fortunate to be part of the resurgence of miniatures around 1890.

Soon after, numerous articles cited Amalia Kussner as the primary person responsible for the revival of miniatures, which would last through the 1930s. Those who supported this art form felt that these dainty paintings captured a person’s spirit better than the existing photography techniques could. The portraits could provide realistic coloring of the subjects’ faces and a vitality that was missing in black and white photos. Miniatures were often given as a gift to a special loved one or worn as jewelry, such as pendants or tiny bracelet charms. One of Amalia’s miniatures was even carried all the way to Alaska during the region’s gold rush by a prospector who wanted a painting of the girl he had left behind.1

Amalia’s earlier career, mostly spent in the Midwest and New York City, had Chicago and New York periodicals showering her with accolades. During this time, she painted Mrs. Astor and many other wives of the Gilded Age tycoons. Her portraits would sometimes bestow upon these women an idealized view of their beauty. Furthermore, the women she painted were posed without the strictures of modest Victorian fashion; instead, they were often clothed in wraps of diaphanous fabric, boldly exposing their neckline and shoulders.

Amalia’s star burned bright for almost twenty-five years, a period in history that spanned the end of the Gilded Age into the Progressive Era. During this time, she became friends with the Czar and Czarina of Russia, joined the social circle of Edward VII, and established a brief friendship with Cecil Rhodes, the British diamond magnate of South Africa, during the Boer War. Unlike some artists who were retained by famous men and women but would remain “in the background,” Amalia was allowed to establish a more intimate relationship with her subjects and to become part of their lives. She accomplished this not only through her talent as an artist, but also through her charm and a keen understanding of how to navigate the complex social structures of the times.

However, publicity about her turned more negative starting in 1900, with a “hidden” marriage closely followed by two lawsuits. Detractors also began saying she was too self-promoting and aggressive in her manner—certainly unacceptable behavior for a woman at that time. Possibly because of the New York elite society turning away from her, she and her husband increasingly traveled to Europe, eventually settling in England.

Though some accounts say her career ended at this time, Amalia did in fact continue to paint portraits of almost all the key figures of European royalty during the 1900s. Her career as an artist did not truly end until 1911—around the time when the society and lavish lifestyles that had propelled her to international fame and fortune would soon be irrevocably changed with World War I and other historical events. At this time, her life also became more focused on her family, who were frequent visitors to England. In total, she painted at least 110 miniatures (and likely more that went unrecorded).

As I finished writing this book, who exactly Amalia was as a person still eludes me. I find viewing her life much like looking through a kaleidoscope—as you turn it, you see a constantly changing image of the same object. But the more I research her life, notable aspects of who she was remain consistent. She was a “self-made” woman ahead of her time, with a passion and a personality that made her one of the most sought-after artists of the elite women of her time. My hope is that as you read this book, you will become as fascinated as I have been in learning about her art, adventures, and even a few scandals.









Chapter 1


Humble Beginnings

Amalia Kussner was born to two German immigrants whose ancestral homes were in different parts of Germany. Her mother, Emilie Weinhardt, emigrated from Schwabach, Germany, in 1853, at age fourteen. Emilie’s father, who was a brewer, may have arrived in America before her in 1850. The Weinhardt family settled in Greencastle, Indiana, and one branch also ran a brewery in Fort Wayne, Indiana. Amalia’s father, Lorenz Kussner, arrived shortly before Emilie in 1852, from Hesse-Darmstadt. Lorenz came from a musical background, since his father was a music teacher in Germany, and he became an apprentice in musical instrument repairs after settling in the Midwest.1 He held this position in Greencastle, working with a manufacturer of pianos. Lorenz and Emilie likely met in Greencastle and married in 1857, both at eighteen years old.2

By the time Amalia was born in March 1863, the Kussner household already had a daughter, Louisa (later called Louise), born 1859, and a son, Albert, born 1861. In the year of Amalia’s birth, the country was well into the Civil War. Indiana was a Union state but bordered on Kentucky, a Rebel state. Greencastle was mixed in allegiance to the Union, but later in the war, it aligned with the Union efforts.3 At least one of Emilie’s relatives, her brother John, enlisted in the Union Army. In addition, the southern part of the state was invaded in 1863 by Rebel soldiers as part of Morgan’s Raid. This certainly would have been a challenging time for the family.

In February of the following year, the family moved to Terre Haute, helped by a direct train route from Greencastle. Lorenz opened his own musical instrument repair and sales business, Palace of Music, at 213 Ohio Street.4 With the end of the war, his business did well, but his building burned down in 1867; with help from Emilie’s parents, John and Babetta Weinhardt, the Kussners purchased the abandoned State Bank of Indiana building. This second store location was nearby at 219 Ohio Street and opened around 1870.5 A number of Emilie’s Weinhardt relatives also moved to Terre Haute in the coming years, including John Weinhardt, who had survived the war, and his family.

The Kussners lived on the second floor of the Palace of Music building, and it was recorded that in one room a stage was built on which the children would perform plays in English and French.6 Living above a music store, Amalia and her siblings grew up hearing the melodies being played on pianos downstairs, either by potential customers or by Lorenz himself. This environment would inspire Albert to pursue a career as a music composer in the later 1890s and Louise to pursue a career as an amateur vocalist.7

The Kussner family first shows up in the 1870 census in Terre Haute, when Amalia would have been seven years old. Intriguingly, this census shows the value of their property as seventeen thousand dollars, but it’s listed in his wife’s name, indicating the property was owned by Emilie. Ads for the Palace of Music from that time period have also survived.

A map produced of Terre Haute in 1880 identifies many different municipal structures and businesses.8 The legend for this map indicates no fewer than twelve churches and various industries like iron works and wool mills. Certainly, Terre Haute was well located for the transport of goods, being on the Wabash River and with the Union Station train depot. The Palace of Music is located on this map, identified as building number twenty-two. The Kussner home would have been in more of a business area than a residential area but did border on a park. And the Kussners were only two blocks from the Opera House, where Amalia’s Weinhardt relatives were active in the music performances.

Amalia’s early years were part of a rich musical environment, listening to her father conduct instrument repairs on the floor below and sometimes hearing him creating his own musical compositions. One of these was a waltz he composed in 1875, called Woodland Home. The front page of the music included his dedication at the top: “To My Little Amalie.”9

[image: ]
An advertisement for the Palace of Music showing the building, as seen in the February 1878 issue of the Saturday Evening Mail. 
[image: ]
An enlarged panoramic view of Terre Haute, Indiana, in 1880, with the Palace of Music (building number twenty-two) highlighted. Beck and Pauli (1880), Library of Congress
But it was art that would inspire her, and there are various tales of how she became interested in the style of miniature portraits. One account cites that the same year Lorenz Kussner composed his waltz, he gave Amalia a miniature painted on ivory.10 This was probably her first exposure to the art form. Soon thereafter, she started practicing on discarded ivory piano keys from her father’s store.11

Her parents appreciated her talents at an early age and sent her, along with Louise, to the local St. Mary of the Woods Academy to get art lessons when she was as young as six years old.12 This academy was started by a French order of nuns, upon the request of the bishop of Vincennes, to provide education to Catholic immigrants in Indiana. The institution was granted the first charter for higher education of women in the state of Indiana (1846).13 One of the nuns, Sister Maurice, was a talented artist and credited with providing lessons to Amalia.14 Lorenz also became involved with the academy, raffling off one of his organs and providing funds to the school.15 A pen and ink depiction of the school at this time can be seen on the cover of the sheet music for Woodland Home.

[image: ]
The sheet music cover for Woodland Home by Lorenz Kussner (1875). Music for the Nation: American Sheet Music, Ca. 1870 to 1885, Library of Congress
Amalia’s art lessons continued when she was enrolled in the Terre Haute High School (renamed to Wiley High School a few years later in 1884). Two pieces of her artwork were featured in a collection comprised of fifty-four sketches from the special art classes held on Saturdays. The purpose of this weekend class was described by William H. Wiley in 1876: “This instruction is supplementary to the regular course in drawing. Its design is to furnish more advanced work than is given in the regular courses to all the pupils above the Fourth Year Grade who have any special aptitude in that direction, and desire to pursue the subject.”16

Her sketches, as seen here, aren’t especially remarkable, but there is a bold style to her lines depicting the church and the farmhouse.

Some of her earliest work as a teenager was painting on Minton tiles, which were produced in England and had dimensions of six inches by six inches. Some of these tiles were then used as a decorative accent in some of her relatives’ fireplaces. This was a common interior design approach in the later Victorian age. One of her surviving tile paintings (see color insert) is a whimsical gathering of three cherubs around a head, which almost looks like that of a Roman soldier.

Another Minton tile work done around this time was her painting of a Scottish family crest (see color insert), showing a knight atop the crest decorated with bold red and blue flourishes. It is unknown who commissioned her to do this artwork, but it’s attributed to Amalia from her initials on the back of the tile. It displays the Gordon family motto, Animo Non Astutia, which translates to “Courage not Cunning.”
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Sketch of a farmhouse by Amalia Kussner (1876). Courtesy of Vigo County Library, Terre Haute, Indiana.
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Sketch of a church by Amalia Kussner (1876). Courtesy of Vigo County Library, Terre Haute, Indiana.
When Amalia graduated from Terre Haute High School in 1881, she wrote an essay that was read to the graduates and audience to a resounding applause. It was entitled, “Money Lost, Nothing Lost, Honor Lost, Much Lost; Courage Lost, All Lost”—a quote by the German writer von Goethe. The local newspaper described how “in composition and delivery, the best performance was that of Miss Amelia [Amalia] Kussner. She commanded the closest attention of the audience and was frequently interrupted with applause.”17

Shortly after graduation she was sent to Mme. Da Silva’s and Mrs. Bradford’s school in New York City. She likely traveled east with her brother, who was then enrolled in Phillips Exeter Academy in Exeter, New Hampshire. Though Albert graduated in 1882, she likely returned to New York for another year of schooling.

There were many such finishing schools for young ladies in New York at this time, and they were seen as taking the place of what would later be more formal college education for women. Da Silva’s and Bradford’s was located at No. 17, West 38th Street and near to Reservoir Square, which just a few years later would become the park Bryant Square. The neighborhood is now the Garment District. During Amalia’s years attending this school, numerous grand mansions were being built by the Vanderbilt family, including the Triple Palace (640 Fifth Avenue) and Petit Chateau (650 Fifth Avenue).18 Alva Vanderbilt and her daughter Consuelo would live in the latter mansion. Amalia likely saw these magnificent structures as they were being constructed, and she would interact fifteen years later with Consuelo, as Duchess of Marlborough, to do multiple portraits of her in England.

The advertisements for the finishing school highlighted teaching multiple foreign languages. Amalia’s facility with foreign languages undoubtedly was an asset for her later travels to Europe in the later 1890s. One Terre Haute historian records that while at this boarding school, Amalia also attended New York’s Art Institute League,19 located in 1882 at 38 West 14th Street, between Fifth and Sixth Avenues.20

One of her most stunning works that survives today from her early career is what has been labeled Moon Lady (see color insert). This was another work painted on a set of three Minton tiles, again to accent a fireplace. It depicts a mysterious, almost mythical woman draped across a crescent moon. The character is clothed in a diaphanous fabric, and it’s truly a revealing and sensuous portrait. Amalia’s depiction of a full female figure in Moon Lady may have been the only one she ever painted. Though she certainly portrayed many women in her miniatures with a sensuous appearance, where the subjects were wrapped in gauze-like fabric with much of their décolletage exposed, these women were only painted from the waist up. Moon Lady is not dated, but given the sophistication of the image, it was likely done in the 1880s upon her return from New York.

She also received further art training from Helen Minshall of the Terre Haute Decorative Arts Society, joining as a charter member in 1882 (along with seventeen other women and young ladies). An article entitled “Decorative Art Society” listed Miss Helen Minshall, secretary and treasurer, and Louise and Molly Kussner as members. The article further stated:

The object of the society is mutual improvement in those things belonging in the realm of Decorative Art, and particularly that branch known as household art—the making of the innumerable beautiful objects which go to adorn our homes, make them so aesthetic, and which can only be made by the deft fingers of woman.21


In the theme of decorative arts for the household, Amalia painted a watercolor still life of heliotrope flowers (see color insert), most likely in the later 1880s. As would become a trademark of many of her pieces, her bold signature is prominently placed in the lower right corner of the painting (see color insert).

In 1885, she opened her own studio in Terre Haute and provided instruction in “decorative painting and drawing from life.”22 Her interest and talent for miniatures became her primary artistic medium at this time. She soon started to get commissions from the well-to-do in Terre Haute, painting the prominent residents Crawford Fairbanks (owner of breweries), Charles Minshall (an industrialist), and Stephen Reynolds (an attorney) and family.23

With early indications dating back to her high school graduation that Amalia enjoyed being in the public eye, it’s no surprise that in addition to her business, she took an opportunity to return to the stage by participating as a dancer in an 1890 Terre Haute play. The production was based on General Lew Wallace’s book Ben Hur: A Tale of the Christ. This novel is most well-known now from the 1959 movie starring Charlton Heston, and of course for the famous chariot race. But in the context of the culture at the time, the book was a runaway bestseller after its publication in 1880.

Numerous dramatic episodes of the novel were converted into dances, and the performance at the nearby opera house featured Amalia in three routines. One of her dances, termed the nautch, a dance style taken from India, was cited to be the most difficult technically.24 A preview of the performance declared: “This evening the famous Nautch dance will be given by the Misses May DaMond, Amelia [Amalia] Kussner and Elise Hudson. This will well be worth seeing, for these three ladies are the most graceful dancers in the case.”25 Amalia was never trained as a dancer, but again, the performances gave her a chance to be up in front of the Terre Haute public and were an indication of her almost chameleon-like character to adapt her role to fit the moment.
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While Amalia’s business in Terre Haute was starting to flourish, her father’s financial situation was in question. Along with his music business, he seems to have also invested in various real estate purchases both in Terre Haute and Greencastle. However, they were fraught with legal issues. He was involved in legal disputes both in 1880 and 1882, and the local newspaper listed a foreclosure against Emilie and Lorenz Kussner in 1886.26 Advertisements for the Palace of Music continued up through 1890, but the focus of these later ads was his son, Albert, who seemingly became the primary representative for the piano and organ repairs.

One must wonder: did her father’s business failings, which must have been known in the community, instill in Amalia both an economic insecurity and the drive to aggressively push her business as an adult? As will be seen, during her career she demanded commission prices way beyond those of other miniaturists in the 1890s.

At some point in the early 1890s, the Palace of Music closed and major changes were in store for the Kussner family. Albert moved to Chicago, where he could exclusively dedicate his time to composing romantic piano pieces—a career that lasted for at least fifteen years. The rest of the family followed him, but their transition to Chicago coincided with a fateful invitation Amalia received in 1892 from a school friend to join her in New York City. Amalia certainly realized her career opportunities would be more likely to succeed in New York, and she would be returning to a city much changed since her school years there. In a few short years, the elite of that city would know her name.27









Chapter 2


The Rise to Fame

With the end of the Kussner family business in Terre Haute and the family shifting their home to Chicago with Albert, it was an opportune time for Amalia to also leave the Midwest in her search for greater opportunities out East. Fortunately, her way was paved by Alice Fischer, a high school classmate from Terre Haute. Alice was already an established actress on Broadway and had at her disposal many contacts among the elite of New York City. Her society connections were further helped by her organization of Twelfth Night Club, a group initially only for women actresses in the New York theater world, formed as a response to the men-only clubs. Twelfth Night Club was dubbed “the woman’s club par excellence of the theatrical profession.”1 With time, the club expanded to include other persons of note from the arts, and eventually similar clubs were formed outside of New York.

Alice sent an invitation to Amalia in 1892 to join her in New York, which Amalia eagerly acted upon. Though many references describe Amalia essentially arriving on the city scene by herself, her mother was in attendance to support her new ventures in that city. Emilie, however, returned to Chicago within a year.

Amalia arrived in New York at the beginning of the miniature art revival that was occurring both in America and Europe, especially in the cities of London and Paris. The miniature art form had been around for centuries but had undergone a marked decline in the middle

This decline was mainly caused by the introduction of photography, but it was also probably due to poor work. The miniaturists of the Victorian days seem, both in England and abroad, to have grown mechanical and hard in their method of painting. The feeling of making dainty, decorative little pictures seems to have been greatly lost.2










    
    


    
    


It still remains a matter of surprise that to a female—and a very youthful one at that—should fall the rare genius that must result in the renascence of the most refined form of pigmentary art . . . [her work] will surely restore to miniature painting the vogue and virtue that it enjoyed with Hans Holbein and Nicholas Hilliard to William Ross and Alfred Chalon.20
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Etching of the Windsor Hotel in New York where Amalia Kussner had her studio (1899). Creative Commons Attribution-Share Alike 4.0 International license, courtesy of user Kuhn73

She has studied no master as a model and has apparently given little attention to technique. She paints, if possible, entirely from life, and draws with great ease and rapidity. The richness of her coloring and delicacy of treatment have all the refinement of the French School.23
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Amalia Kussner sitting in her Windsor Hotel studio (1898). Courtesy of the Amalia Kussner Papers (Private Collection), Sisters of Providence Archives at Saint Mary-of-the-Woods, Indiana
She is very small, scarcely taller than a child of 12, with an exquisitely modeled little figure, a perfect miniature woman. Her hands are the smallest that ever wrought magic, her eyes are very large and long lashed and dark, her hair is brown and her complexion brilliantly brunette.24



This young girl, then scarcely more than a child, came to New York. She was alone, without influence, brought no letters and was as absolutely unknown as if just descended from another planet.25
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Amalia Kussner standing in her Windsor Hotel studio (1898). Courtesy of the Amalia Kussner Papers (Private Collection), Sisters of Providence Archives at Saint Mary-of-the-Woods, Indiana
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A photograph of Nancy Huston Banks, likely taken for a souvenir booklet at the World’s Columbian Exposition in Chicago in 1892. The Blocker Company, 1892, Library of Congress
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Miniature of Mrs. Astor by Amalia Kussner, as seen in “Amalia Kussner’s Miniatures of the Astor Family,” The House Beautiful, September 1901. 
Your name is well known, and your work is much praised and admired, it speaks for itself, the beauty and delicacy of it are much appreciated by all whose judgement is worth having—The miniature you [did] of me, has been much praised.33
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Lady Paget, previously Mrs. Arthur Paget, formerly the American heiress Minnie Stevens (1909). Alamy Photo Stock


Miniature painting had been a lost art for half a century and had no place in modern portraiture. It remained for the unsophisticated country girl to revive interest in it. Her miniatures at the Portrait Show created a genuine furor.43







The equerry is waiting to be desired to ask Miss Kussner to come to Marlborough House on Monday next at 3:45 p. m., about which time the Prince of Wales will be happy to see her. 24th July, ’97.48



At my request, he came unattended, and, in order that nothing might distract my attention from the portrait, no others were permitted to enter. . . . I have never had an easier subject. . . . all sittings took place in his private drawing room at Marlborough House, all about us beautiful armor and valuable gifts.49




It is the town talk in London that Mrs. Keppel gave the King her miniature, by Amalia Kussner. This present also is shocking to the Britishers.






[image: ]
HRH Prince of Wales in his Malta costume for the Devonshire House Ball in 1897. The costume was used as a model for Amalia Kussner’s miniature. © The Victoria and Albert Museum, London. Used with permission.
[image: ]
Miniature of the Prince of Wales by Amalia Kussner, as seen in “H.R.H. The Prince of Wales in the Costume of a Knight of Malta,” Century Magazine, September 1900. Courtesy of HathiTrust Digital Library


Miss Muriel Wilson is probably one of the most admired “daughters of hostesses” in London. She is dark, with beautiful wavy hair, the softest of eyes, and a lovely colouring. There is not a more popular young lady in London.56









[image: ]
Moon Moths sheet music with Albert’s dedication to Amalia. Author’s collection



Amid chairs inlaid with brass and red tortoise shell were disposed Renaissance stools, while near by stood a buhlwork cabinet, beside a Verni Martin one, and furnishings from the Ottoman empire, such as one could see on this side of the Atlantic only in the Turkish room of the handsomest, costliest and best appointed hotel in the world—the Waldorf-Astoria. Other articles of virtù were ranged here and there in bewildering prodigality—Tiffany favrille glass butterflies lighting on lamp shades, a coppó de monté plate near a jade snuff box, a collection of Amalie [sic] Kussner’s miniatures beside an Egyptian obelisk of Lilliputian dimensions; a piece of Royal Meisen chafing against a field glass of quaint pattern, a trophy of our war with Spain, just sent on from the captured Spanish warship, the Christobal Colon at the victory of the destruction of Admiral Cervera’s fleet in the harbor of Santiago de Cuba on July 3d.63





[The] recent withdrawal of her miniatures from the exhibition is much regretted by the committee. It was due to a misunderstanding which it is claimed could easily have been adjusted had there been less haste in Miss Kussner’s actions.66



“After removing them I realized that I really had no legal right to do so,” said Miss Kussner last night, “but I felt so outraged at the slight shown to my art that I could not help acting as I did. I do not complain especially of the place where my miniatures were hung, for I think mine were perhaps the best placed of any. What I do resent is the fact that the miniatures were placed in a room which has heretofore not been considered fit for anything but photographs. By daylight nothing can be seen there because of the glare and at night because of the darkness.”67







[image: ]
Miniature of Mrs. Van Rensselaer Cruger by Amalia Kussner, as seen in “Modern Miniature Painting,” Munsey’s Magazine, December 1894. 
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