Fig. 45 Esaias Obicker, circa 1780-1785, bonbonniere, Dresden, Staatliche
Kunstsammlungen Dresden, Griines Gewdlbe (Inv. No. 1926/3b), © Dres-

den, Staatliche Kunstsammlungen Dresden, Griines Gewélbe

Fig. 46/47 Esaias Fernau (?), snuff box, marks, Regensburg, Fiirstliche Schatzkammer Thurn und Taxis (Seelig 1987, No.38), © Munich, Bayerisch-
es Nationalmuseum, Karl-Michael Vetters

Fig. 48 Esaias Fernau (?), gold box, marks, Paris, Musée du Louvre (Grandjean 1981, No. 546), © Grandjean 1981

brothers but worked independently as of 1762. His boxes also closely follow the typical Hanau style. A bonbonniére
located in the Griine Gewdlbe, Dresden, (Fig. 45) also features camaieu-marine paintings,® typical for Hanau, doubt-
less the work of previously mentioned Ignatius Peter Krafft.

Hanau gold boxes with the marks in the form of the letters E, EC, F and FJ

Presumably another uniform group of gold boxes dating to the last quarter of the eighteenth century originated in Ha-
nau.>® One of the principal works of this group is a gold box of outstanding quality in the Wallace Collection, which
bears a crowned E mark in addition to a mark in the form of two crossed sprigs of laurel, no doubt an imitation of the
Parisian charge mark of 1762-68. The third mark is the letter C beneath a crown. (Fig.46/47) The mark also exists with
the letter F instead of C and with a rosette instead of the two laurel branches as seen on a box in the Louvre. (Fig.48)
The box also bears the bird’s head standard mark, again struck on the bezel; this indicates that the box was made in
Hanau. The camaieu-marine landscapes are signed with “Krafft”, identified as the often previously mentioned enamel
painter Ignatius Peter Krafft of Strasbourg, who became a fellow of the Hanau Drawing Academy in 1782. The en plein-
enamel landscape painting of the cover features a somewhat unusual insertion of an oval medallion showing an antique
head in profile. This could be a reference to Krafft’s call to the Hanau Drawing Academy in 1782 which aimed for an ed-
ucation in the neo-classical style.



Fig. 49 Esaias Fernau (?), early 1780s, snuff box, Regensburg, Firstliche Schatzkam-
mer Thurn und Taxis (Seelig 1987, no. 38), © Munich, Bayerisches Nationalmuseum,
Walter Haberland

Fig. 50 Esaias Fernau (?), gold box, marks, Paris, Musée du Louvre (Grandjean 1981,
no. 551), © Grandjean 1981

Fig. 51 Esaias Fernau (?), gold box, marks, Paris, Musée du Louvre (Grandjean 1981,
no. 549), © Grandjean 1981

Fig. 53

Fig. 54

Fig. 52/53/54 Les Fréres Toussaint and Esaias Fernau (?), 1780s, snuff box and its marks, New York, The
Metropolitan Museum of Art, , Inv.N0.02.22, © New York, Metropolitan Museum of Art

A richly engine-turned, enameled snuff box with diamonds in the Princely Treasury Thurn und Taxis*® (Fig. 49) bears
identical marks as the example in the Wallace Collection. The central medallion features an enamel painting depicting
“Cornelia, mother of the Gracchi, receiving a rich Campanian matron”. This might be the gold box having been sold by
Mainz dealer Borgnis in 1783 to the Regensburg Court for the enormous price of 1600 guilders, which is described
thus: “snuff box en or garnie en brilliants fond jaune”. Therefore the both boxes in London and Regensburg would have
been made at the same time.

Snuff boxes bearing instead of the letter E a crowned EC mark with a lily — similar to the scheme of the Parisian master
marks — are found more frequently. The EC mark appears with various other marks that mostly imitate the Parisian
year letters of F and R. (Fig. 50/51) Proof that this group of snuff boxes was also made in Hanau is found in two gold
boxes bearing the EC mark in addition to a typical Hanau set of marks: a snuff box in the Metropolitan Museum of Art
with the LFT mark®” (Fig. 52/53/54) as well as a gold box in the Musée Cognacg-Jay,”® which features the FS mark in its
previously mentioned first version.

To whom can these gold boxes of superior quality be attributed? Except for the five previously discussed bijoutiers only
Esaias Fernau qualifies. A Hanau native, he received the privilege of freedom in the years of 1761-1764. Fernau was
not a signer of the contract with Flamant. But according to the aforementioned court case Fernau did supply Flamant
with boxes by separate agreement. As also previously discussed, Fernau had a compagnie with Marchand from
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Fig. 55 Esaias Fernau (?), gold box,
marks, Paris, Musée du Louvre
(Grandjean 1981, no. 553),

© Grandjean 1981

Fig. 56 Esaias Fernau (?), gold box,

marks, Paris, Musée du Louvre
(Grandjean 1981, no. 556),

© Grandjean 1981
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1762-1780. In 1780 he formed a new compagnie with the enamel painter and bi-
joutier Friedrich Wagenfiihrer (1743-1818), and later also with his brother (Johann)
Friedrich Fernau (worked 1773-1789). The firm was called “E. Fernau et Comp.” or
also “Gebriuder Fernau et Comp.”(Brothers Fernau and Comp.) or only “Gebrider

Fernau”.

Esaias Fernau was one of Hanau's leading bijoutiers with a large staff. It would be
curious if none of the gold boxes made in his studio would be extant. Therefore the
guestion must be asked if any of the previously discussed marks can be linked to
Fernau; E could stand for Esaias and EC possibly for “Esaias et Compagnie”. The
letter F could point to Fernau, and E and F — as seen on a gold box in the Musée du
Louvre® (Fig. 48)) could stand for Esaias Fernau. Also to be considered here is that
in Hanau it was up to each bijoutier to choose his marks and its variations.

Stylistically the gold boxes bearing the marks E and EC can be linked with previous-
ly discussed Hanau gold boxes. This applies especially to a group of boxes having
borders of opalized enamel pearls. The previously discussed box in the Louvre
bearing the E mark features tightly set enameled pearls, similar to arrangements
found on Parisian snuff boxes.®® This contributes to its elegantly understated style.
Significant are also the fields with camaieu paintings as well as its borders and pi-
lasters that can be attributed to Ignatius Peter Krafft. Special characteristics of the
gold boxes bearing the marks E and EC are their opaque blue-greyish enameled
border lines.”*

Fairly presumptuous is another gold box with the EC mark in the Louvre.®* It is also
set with tightly arranged enamel pearls and decorated with pilasters with camaieu
paintings of heads in profile. A striking characteristic is the stripes reminiscent of
textiles alternating blue-enameled osier wickerwork engine-turned fields with
those of floral forms on a white-enameled ground. This gold box was presented in
1784 to Wilhelm von Alhausen, auxiliary bishop of Miinster and Osnabriick, on the
occasion of the election of Archduke Maximillian Franz (1756-1801) as Prince Bish-
op of Miinster. Here we have a definite terminus ante quem for a snuff box bearing
the EC mark.

Other examples with partly matching marks can be linked to the E and EC gold box-
es, because all of them are stamped with the Hanau bird’s head mark. An oval snuff
box in the Louvre® bears the same crowned F mark as one of the discussed gold
boxes.®* (Fig. 55). The snuff box’s second stamp shows a deviant form of the letter
F similar to Parisian master marks. This Hanau factory mark in F form could be
proof for the assignment of the E and EC gold boxes to Esaias Fernau.

A further gold box in the Musée du Louvre can be linked to this group, stamped
with a mark which could be read as either CT, CF or possibly EF, in addition to a
crown and blossom.” (Fig. 56) Stylistically there is a strong relationship of this box
with another one in the Louvre®, especially in the use of the palmetto-batons fill-

ing the cut corners.
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Fig. 57/58 Esaias Fernau (?), circa 1780, snuff box and its marks,
Regensburg, Furstliche Schatzkammer Thurn und Taxis (Seelig
1987, no. 44), © Munich, Bayerisches Nationalmuseum, Walter
Haberland (Fig.57) and Karl-Michael Vetters (Fig. 58)

Fig. 59 Unknown Hanau bijoutier, gold box, marks, Paris, Musée du Louvre,
(Grandjean 1981, No. 554), © Grandjean 1981

Proof of this existing link is a further oval example in the Thurn and Taxis Museum, Regensburg, which bears partly
identical marks®” and is stylistically related to the aforementioned gold box in the Louvre.®® (Fig. 57/58) The Thurn und
Taxis snuff box displays blue-greyish opaque enameled lines — as frequently seen on Hanau gold boxes.

A unique example is yet another snuff box in the Louvre®, which is stamped with the aforementioned crowned letter
R.”° (Fig. 59) Next to other stamps it also bears a factory mark in the form of FJ below a crown. These initials cannot to
date be matched with any known Hanau bijoutier.”*

The large group of snuff boxes with either the E and EC marks or related marks show a wide range regarding produc-
tion date and style. Yet it can be assumed that all these boxes originated from the same studio — probably the firm of
Esaias Fernau and his compagnie.72

Enamel painting

The similarities of the enamel medallions applied to the lids of gold boxes from Hanau is remarkable; many can be
attributed to the same hand, even if the boxes were made in different workshops. (See Fig. 13/17/49) The subjects de-
picted on the medallions, many of them drawn from classical mythology and history, are dictated by the early neo-
classical style as taught at the Hanau Drawing Academy as previously mentioned. Their compositions lack tension and
tend to be dominated by elongated figures clad in brightly coloured red, blue, yellow and orange robes. The name of
the painter is not known.”

It is known, however, that the enamel painters Johann Daniel (?) Berneaud (1773-1861) and Antoine Carteret, both of
whom trained in Geneva and worked in Hanau, were considered “skilled artists” in the early nineteenth century.”* The
important Hanau bijoutier Johannes Bohm (c. 1770-1811) had “his splendid paintings done in Switzerland.” In 1804,




Bohm’s Handels- und Fabrikhaus had the enameling of a medal-set center piece commissioned by Elector William | of
Hesse (1743-1821) executed in Geneva, after several unsuccessful attempts to have the work done in Hanau. The
craftsmen of Geneva were extremely important to the bijoutiers of Hanau, especially in the field of enameling.

The importance of Hanau 18"-century and early 19™-century gold box production

In the last forty years, standard publications on gold boxes have made no mention of the town of Hanau in the context
of eighteenth-century gold box production. Yet many of the gold boxes, published in these volumes and in countless
auction catalogues as Genevan boxes with prestige marks, sometimes also attributed to the nineteenth-century, can
now be re-attributed. Thanks to documentary evidence, and the subsequent identification of maker’s marks, they can
be linked to gold box makers in eighteenth century Hanau.

These crucial marks are not hallmarks required by town guilds, as the production of gold boxes in Hanau evolved inde-
pendently of guild restrictions, in turn leading to greater output and more lucrative manufacturing methods. Just like in
Geneva there was a high degree of division of labor among specialized craftsmen such as engine-turners, engravers and
chasers, enamel painters and gold and enamel polishers. Hanau’s bijoutiers also handled their own sales, selling most
of their output at the trade fairs held twice a year in nearby Frankfurt, as well as in Leipzig. The exclusive spa of Wil-
helmsbad just outside Hanau” provided another important outlet where, from 1780 onwards, people of distinction
from all over the world flocked to take the waters, invited by Prince William of Hesse-Cassel, the later Landgrave Wil-
liam IX (as elector William 1).

The first sparks of inspiration for Hanau’s gold boxes came from Berlin. Of particular importance to Hanau, however,
was its regular exchange of craftsmen with Geneva. As a result of this exchange, the two cities’ luxury goods industry
developed almost in parallel. At the time, their crucial link was the Genevan guillocheur Etienne Flamant, whose influ-
ence on the style of Hanau gold boxes was decisive. Nevertheless, Parisian models were the point of reference, both
stylistically and technically. There is a noticeable formal homogeneity in Hanau gold boxes in the neo- classical style.

All'in all, the production of gold boxes in Hanau demonstrates a remarkable continuity. Writing in around 1809, Philipp
Andreas Nemnich spoke of more than 400 people working in the bijouterie business, while in 1814-1815 Goethe was
full of praise for the items produced in Hanau, “which could be made neither in Paris nor in London, indeed, which not
even those of industrious Geneva can surpass.”

The most persuasive testimony, however, is provided by the pattern books of a Hanau gold box manufactory in the Ha-
nau Drawing Academy. These nine books dating from the years 1805, 1808-1817, 1819 and 1821-1822 contain pulls of
the boxes on heavy paper, with reliefs later blackened to highlight the design, divided into engraved boxes and those
that were to be enamelled later on. The enamelers are named in many cases and the subjects to be used for the
paintings are often specified, as in the case of the “Dresdner Madonna after Raphael.” Some 200 different models are
listed for each year, many of them surprisingly similar to boxes produced in Geneva, or which Geneva has claimed as its
own.

These Hanau pattern books span a period from 1805 to 1822, and confirm that the large-scale production of gold boxes
in Hanau did not begin with the firms Carl Martin Weishaupt & S6hne and Charles Colins S6hne in the second quarter
of the nineteenth century,76 but rather that Hanau had flourished without interruption as a European center of box
making from the 1760s.

The Huguenots’ role in the production of fancy goods

The reevaluation of Hanau as one of the leading centers changes the European map of fancy goods manufacturing loca-
tions in favour of German places of production.”” Therefore the long-held assumed dominating role of Geneva



manufacturers is revealed as pure myth — Geneva was leading in the area of watches and automatons, but not for gold
boxes. Furthermore the importance of a religiously determined network was underestimated. Huguenots, having es-
caped from France, took only temporary residence in Switzerland. Just as many Calvinists of the city republic of Gene-
va they moved in large numbers to the Holy Roman Empire of the German Nation. They did not choose the predomi-
nantly Lutheran cities of Southern Germany, which had a long tradition in producing decorative arts supervised by the
local guilds, but usually preferred the cities of territorial states lesser known for artistic-technical achievements. Their
mercantilist rulers’® promoted the local economy by luring foreign Protestant artisans and manufacturers with promis-
es of advantageous privileges, often to the disadvantage of native producers. Within the Holy Roman Empire patterns
of migration occurred. Many artisans left Berlin, the main Huguenot domicile since the late seventeenth century, to
move to Hanau as can be seen by the example of the Toussaints. About the middle of the eighteenth century, not least
due to Frederick the Great’s patronage, Berlin saw the development of those production methods — division of labor,
large volumes and probably also imitation of Parisian marks — which came later under Hanau’s more advantageous
conditions to full flourishing. The migration from Geneva to Hanau was — comparing the numbers — of lesser im-
portance. Yet specialist artisans most important for the production of qualitatively demanding gold boxes did come
from Geneva to Hanau, as for instance the famous enamel painters and the engravers as well as engine-turners, one
example being the previously discussed Etienne Flamant. Later on in the eighteenth century several Hanau artisans, as
for instance Jean-George Rémond, went to Geneva — they moved where better work and sales conditions existed, or
alternately had a presence by establishing subsidiaries and corporations in both pIaces.79 Therefore fancy goods in the
Parisian style often do not allow for an exact determination of a production place.

The network of Protestant artisans was even larger, given the fact that qualified artisans had also taken up residence in
the smaller territorial states of the Rhein-Main region, in Offenbach, Birgel (today part of Offenbach), Bidingen and
Homburg vor der Hohe,® all in the vicinity of Hanau. Even though these places had also easy access to the Frankfurt
Fair, their production level never reached Hanau’s output. More successful were the mostly French and Swiss man-
aged bijouterie manufactories of Pforzheim®' and Ludwigsburg® with a large Huguenot population that stood under
the patronage of Baden and Wiirttemberg rulers. Even Adrian Morin, the above mentioned luxury goods dealer in Re-
gensburg, is known to have made purchases there. In the last quarter of the eighteenth century, beyond the border of
the Holy Roman Empire, St. Petersburg gained more importance when Catherine the Great patronized the immigration
of various Western European artisans and especially bijoutiers — most of them of Huguenot lineage.® As an example
only one significant representative should be mentioned: Frangois-Claude Théremin (working 1779-1801). Born into a
Brandenburg Huguenot family, he went from Hanau and London to Berlin. According to a suggestion by Julia Clarke
and Winfried Baer, he can be named as the producer of Berlin gold boxes which are stylistically identical with Hanau
production and marked with J and T.2* About 1793 Théremin moved from Berlin to St. Petersburg where he made a
fortune working as court jeweler to the Empress.

St. Petersburg is also an example of the rapid technology transfer from middle and western European centers, given
that technical equipment like the lathe became more and more important. In 1773 Hanau engine-turner Etienne Fla-
mant regretted that he had trained a worker named Wandel in the art of engine-turning. Wandel subsequently took
the Hanau engine-turning machines to St. Petersburg, where he “sold his machines to his great advantage, thus dam-
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aging local [Hanau] bijoutiers.”*> Geneva and Hanau technology was thus transferred to St. Petersburg, which makes

the definition of a local style nearly impossible.

The discussed bijoutiers working in German production centers were francophone Calvinists, mostly — but not exclu-
sively — Huguenots. The territories where they settled were often ruled by reformist princes. These — even ones of Lu-



theran faith — took a tolerant view towards the newcomers motivated by economic consideration. This is not the place
for a detailed discussion of Max Weber’s (1864-1920) controversially discussed theory introduced in the early 20" cen-
tury, stating that the Protestant faith and here especially Calvinism was the creed that promoted striving for profit and
productivity by adhering to high moral working standards and consequent economical thinking.®® Independent of such
stereotypes of religious culture or polemic® it is noticeable that in the last decades of the Holy Roman Empire
Protestant cities and regions held a definite dominance in the production of fancy goods in the French style. This can
also be seen from the catalogues of manufacturers participating in the Frankfurt Fair. But there were other perhaps
more deciding factors. Being a minority the reformist artisans tried by achieving commercial success to secure a posi-
tion in a majority society. Confessional and family kinships facilitated credit and trade relations. The diaspora situation
— and the “combination of religion and being a minority” — explains the Huguenots’ economic dynamic.® Instead of
wasting their profits for luxuries, these were reinvested in their businesses since Protestants adhered for religious-
ethical reasons to a modest lifestyle.

The French language was also an essential element, which both distinguished and bonded them. In Neu-Hanau French
was not only the official language in the Walloon Church — counting nearly all bijoutiers as members — until the late
eighteenth century it was also Hanau’s second business language occasionally used in trade correspondence. The
close cultural and linguistic connections promoted personal, artistic and technological exchanges with Geneva. Close
connections were also kept with Paris; Reformist Parisian artists and artisans settled in Hanau; even the director of the
Hanau Drawing Academy Jean-Louis Gallien (1730-1809) was originally from Paris. This close relationship to Parisian
informants proved to be indispensable for the production of luxury goods in catering to the constantly changing tastes
of the “Big World”.

In the late eighteenth century the importance of Hanau as a production center was well known, but in recent years this
role had been largely ignored. Jean-Pierre Erman (1734-1814) and Pierre-Frédérick-Chrétien Reclam (1741-1789), both
apologists for the Huguenot-fugitives’ economic and social success in German lands but especially in Brandenburg-
Prussia,® wrote about Hanau in 1786: ,,... cette ville est devenue fameuse en Allemagne & dans tout le Nord par ses
beaux ouvrages d’orfévrerie [sic] & de bijouterie qui ont le plus grand débit & et ne le cedent point a ceux qui fournit la
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France »this city is famous throughout German lands and in the north due to the beautiful goldsmiths‘ and

bijouterie works which are much in demand and just as good as French goods.”
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