
The Hochst Factory
By Dr. Horse Reber

Haupckuscos, Mictelrheinisches Landcsmuseum, Mainz, West Germany

In 1746 the Hochst porcelain factory was founded by three men: two merchants from a 
neighbouring town, and the well-known porcelain painter Adam Friedrich von 
Lowenfinck. Hochst was the third porcelain factory in Germany after Meissen (1710) and 
Vienna (1718). It was a private enterprise, unlike the one in Saxony, where the factory was 
owned by the state.

The town of Hochst, where the porcelain factory was built, is situated near Frankfurt-am- 
Main and, since 1928, has been part of Frankfurt. But in the eighteenth century, Hochst was 
part of the Electorat of Mainz; the Elector of Mainz was also the sovereign of Hochst, and 
this has been so since the Middle Ages.

All factories of the eighteenth century stood outside of the old order of guilds, and 
therefore needed a charter granted by their sovereign, in this case the Elector of Mainz. But 
the Elector Johann Carl Friedrich von Ostein did not exert any great influence on the 
factory. For him it was probably more a matter of prestige to have a porcelain factory, just 
like the Emperor and the Elector of Saxony (The Mainz elector ranked first among all 
electors, and at the election of the German emperor he had the right to cast the first vote.) 
However, while the porcelain factory was a matter of prestige, it must also be seen in 
relation to the economic problems of the eighteenth century: the history of art cannot be 
understood without looking at the history of economic affairs.

Normally, in the history of art the relationship between artist and client is an important 
factor. For the porcelain factories, the determining factor was the available market.

The German Empire as it existed before 1804 consisted of many principalities, each with 
its own economic policy. The economic system of the eighteenth century was a protectionist 
one: the import of raw materials was promoted - the import of goods and of all articles of 
commerce was rendered more difficult by protective duties. This was the main reason for 
most of the states such as Saxony, Austria, Mainz, etc. to have their own porcelain factories.

Of the three co-founders of the Hochst factory, the older of the merchants, Johann 
Christoph Goltz, had for years carried on the manufacture of mirror and glass at Lohr, 
half-way between Mainz and Wurzburg, in the Electorat of Mainz. All the money he needed 
for the porcelain factory he had earned with mirrors. He is said to have been very successful 
in this field, but hardly anything is known about the mirrors made in the Lohr factory. From 
the artistic point of view, he was successful at Hochst, too. However, within ten years he 
became insolvent. The other merchant’s name was Fclician Clarus and, beyond the fact that 
he was the son-in-law of Johann Christoph Goltz, he had no influence on the production at 
Hochst.

The*only one of the three founders who was expected to be able to make porcelain was 
Adam Friedrich von Lowenfinck who had been a porcelain painter at Meissen under Johann 
Gregor Horoldt, the most important porcelain painter in the first part of the eighteenth 
century.

Lowenfinck was born in 1714. He was first named in a Meissen list in 1731. That year he 
had been with the factory for four years which means that he had started as an apprentice in 
1727. He escaped from Meissen on a stolen horse in 1736 and first went to the faience 
factory at Bayreuth and from there to Fulda. He himself had never made porcelain. He knew 
neither what was called the arcanum (the secret of the porcelain body) nor the porcelain kiln 
- the anxiously guarded secrets of porcelain production in the eighteenth century. There-
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fore, he could make faience only but, under his influence, it was painted and coloured in a 
very special and refined manner, which he called faience-porcelain. Indeed, these pieces 
belong to the most important ceramics of his time.

Lowenfinck’s journey to Hochst can be traced by his personal style. In Meissen he was 
employed as a painter of coloured flowers in the Oriental style and probably also of Chinese 
figures. His style, therefore, may be classified as chinoiserie.

Shortly after his arrival in Bayreuth in 1736, Lowenfinck painted a small plate in this 
style, showing a seated woman and two playing boys.

Aw

1. Vase painted by Lowenfinck. Faience, 
Fulda, 1741-44. Height 36 cm. 0 18.5 cm.

2. Tureen with branch-shaped handles. 
Faience, Hochst, 1746-1750. Historisches 
Museum Frankfurt.
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The Chinese prototype - a plate of octagonal shape - was part of the collection of 
Augustus the Strong in Dresden. Lowenfinck, of course, didn’t take along the original from 
Dresden when he escaped, but it was surely a well-prepared flight, and he must have taken 
drawings with him.

A Chinese figure in the same style decorates a tea caddy from Bayreuth, which dated from 
about 1736. A vase, painted and signed by Lowenfinck at his next place of work, Fulda, 
where he stayed for four years (1741-1744), is decorated on one side with the arms of the 
Elector of Mainz. The three birds on the tree and the Chinese flowers on the other side were 
taken from a Chinese prototype which is still in the collection in Dresden; they occur on 
several Meissen plates and dishes as well. This may be another proof that Lowenfinck had 
taken some drawings with him when he escaped from Meissen.

But there were other influences on the new factory at Hochst. One of them may be 
connected with the name of another famous painter, Joseph Philipp Dannhofer. He was two 
years older than Lowenfinck, and they met first at Bayreuth in 1737. Dannhofer came from 
the Du Paquier factory in Vienna. From 1747 to 1751, he was a painter at the Hochst 
factory. The style of the Vienna factory is reflected in a Hochst plate of oval shape, deco
rated with a landscape in black monochrome within coloured borders in yellow, green, blue 
and puce. The Hochst plate is signed “I.H.” for Ignaz Hess who worked at Hochst about 
1750 and was a pupil of Dannhofer.

Faience only was made in the first period of the Hochst factory, 1746-1750. In these early 
times the style of the Hochst products - tablewares and figures - was sometimes quite rustic, 
as can be seen in the sturdy branch-shaped handles of coffee and milk pots and tureens. (Fig.
2).

On the other hand, under the direction of Lowenfinck, this earliest period of the faience 
production included some very fine figures, mainly birds painted in exquisite colours never 
used on faience before. Human figures and animals, too, were made.

The sculptor of these early figures cannot be named with certainty, but he may have been 
Johann Gottfried Becker who, like Lowenfinck, was a deserter from Meissen. He escaped 
from there in 1746, and was first mentioned at Hochst in 1747. For about ten years, Becker 
was one of the leading sculptors at Hochst, and the Meissen style among the Hochst figures 
is surely due to him, whether in faience or porcelain. He copied models by Kiindler who had 
been his master at Meissen for years, and became a transmitter of the Kandler style to 
Hochst - much in the same way as, some years later, F. E. Meyer transmitted the Meissen 
style to Berlin.

The friendship between the merchant Goltz and the artist Lowenfinck didn’t last long. In 
1749, Lowenfinck moved to Strassburg with his family - his brother and his wife who were 
also faience or porcelain painters. Under their influence, the Hannong factory there changed 
its style considerably.

Goltz wanted to produce true porcelain. In 1750, he was able to engage Johann Jacob 
Ringler who knew the secret of porcelain making. From this time on the Hochst factory was 
able to enter into competition with Meissen and with porcelain factories that had been 
founded in the meantime.

In the years around 1750, faience and porcelain pieces were produced side by side and 
often from the same moulds. Two tea caddies of the period, one made in faience, the other in 
porcelain, are identical except that the faience piece is a few centimeters taller because it did 
not shrink as much as the porcelain in the fire. Two plates bear the same feather decoration, 
but one is faience, the other porcelain; they probably belonged to the same set.

A faience centrepiece, probably modelled by Becker, has the signature of the painter 
Johannes Zechinger, who was one of the best-known early painters in the Hcichsr factory.
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4. Farmer with dove-cote. Porcelain, 
Hochst. 1750-1753. Mittelrheinisches 
Landesmuseum Mainz.

3. A peasant couple. Porcelain, Hochst,
1750-1753. This group and the farmer 
with the dove-cote (Fig. 4) have been attri
buted to Simon Feilner, but both were 
probably modelled by Vogelmann and 
painted by Johannes Zechinger. Mittel
rheinisches Landesmuseum Mainz.

He went to Fursrenberg in 1753; therefore, all the Hochst models with his signature can be 
dated before that year.

Zechinger's name is connected also with two groups: a peasant couple (Fig. 3), and a 
farmer with a dove-cote (Fig. 4). These two groups are often said to have been modelled by 
Simon Feilner, who is known to have made stucco in Saarbrucken before he came to Hochst 
in 1747. He left Hochst in 1753 when he went to Fiirstenberg, along with Benckgraff and 
Zechinger. But no models comparable to these expressive faces are know in Fiirstenberg.

On the other hand, some years later, these very faces show up on some models from 
Kelsterbr.eh, which can be attributed to the modeller Vogelmann who had also been at 
Hochsi. Hie town of Kelsterback is situated on the other side of the Main river, not far from 
Hochst. 
in 176! 
on Kcv : 1 o.-c 
Fcilner.

It is v 
ornanu. . 
models 
to conn-1

little porcelain factory of the county of Hessen-Darmstadt was founded there 
. ■ very characteristic heads with their small mouths and sturdy cheeks are found 

:h pieces, but they do not appear at Fiirstenberg, the next porcelain station of 
it Frankenthal, where Feilner worked from 1770 to 1797. 
likely that a putto kneeling on a globe was made by Feilner: the rococo 

v: the base could be the work of a stucco maker. Probably also by Feilner are the 
figures of the Italian Comedy set on high square pedestals (Fig. 5). It is possible 

.his set with the name of Feilner because an almost identical set was made at
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Furstenberg. Both are in the same private collection in New York City.
A pair of Hochst figurines, representing a hunter and a huntress can similarly be attri

buted to Feilner because of a Furstenberg group with these two figures on one base. The 
Hochst pieces must be dated pre-1753, because Feilner went to Furstenberg in April of that
year.

One of the most charming groups of Hochst was the so-called “Gallant Gardener”, which 
was made in Hochst with a flat base like the Meissen groups. In this case no Meissen 
prototype is known, so this group could be an original Hochst creation, probably also by 
Feilner.

Meissen models by Kandler and Eberlein frequently served as models for Hochst 
figurines.

Among such figures in the Meissen style, copied after collaborators of Kandler, are figures 
of peasant musicians after models by Reinicke. The man was painted by Zechinger, so he 
must be dated about 1753. Much more interesting is the signature on the peasant woman; 
she bears the name “v. Lucke”, one of the very rare signatures of a modeller, for Johann 
Christian Ludwig von Lucke, who had been in Meissen first and then in Vienna as a 
modeller. An allegorical figure of astronomy was made after a Meissen model by Friedrich 
Elias Meyer, who later on was the leading sculptor in the porcelain manufactory of Berlin, 
after leaving Meissen in 1761, during the Seven Years’ War.

In the early period of Hochst some exceptionally tall figures were made, among them the 
god Poseidon (Neptune), brother of Zeus and god of the seas. The metamorphoses of Ovid 
were among the most frequently printed books of the Baroque age, and mythological figures 
and themes belonged to the most popular subjects of the time.

Another popular style of the period was chinoiserie. The group of “The Turkish Emper
or”, although so named in the eighteenth century, might better be called “The Mogul’s 
Throne”. The Munich specimen of this group is signed by Zechinger; therefore, it dates 
from between 1750 and 1753.

The first period of the Hochst factory ended in disaster; Goltz went bankrupt in 1756, the 
year of the beginning of the Seven Years’ War. This was a year of economic depression in 
Germany and the whole of Europe, because the war was not only an internal German 
conflict, it also involved France, England and Russia.

The insolvency of Goltz ended the production for almost two years. However, the factory 
was not entirely dead. It was under sequestration and, oddly enough, it was the official 
sequestrator who led the factory out of its depression. In 1759 he personally took charge of 
the factory and, with a good sense for economic conditions, started it up again. The Elector 
of Mainz had remained neutral in the war, and so his factory had an advantage over the 
other new factories like Furstenberg, Nymphenburg or Berlin, which all belonged to coun
tries involved in the conflict.1

The new start was made in 1759 under the new diretor, the former offical sequestrator 
Joh. Heinrich Maass, and under his leadership, the Hochst factory worked quite successful
ly in the following five years. But in 1764, Maass wanted to end his personal engagement, 
and in the following year the factory was changed into a joint stock company. In this form it 
worked until 1778, when the Elector himself had to save the company. A total collapse 
threatened, and the only solution was for the Elector to become the soi stockholder of the 
factory.

In this condition the Hochst factory remained till the end of the coin which was also 
the end of its own history. In 1793, the city of Mainz was captured 1 -lie rroups of the 
French Revolution under General Custinc.2 In 1792, the Elector left M; ■ < or good, and in
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5. Figures of the Italian Comedy, attributed to Simon Feilner. Porcelain, Hochst; 
before 1753.Mittelrheinisches Landesmuseum Mainz, 

the years that followed, the old order of the German Empire came to an end and with it the 
Hochst manufactory.

Kandler models were still used at Hochst during the Maass period. One such was a 
centrepiece with the allegorical figures of the four seasons sitting on spice stands. One 
example was decorated by the painter Andreas Philipp Octtner who is known to have been 
at Hochst from 1763-1766. He came from Vienna and, before coming to Hochst, worked 
at Nymphenburg; from there he went to Frankenthal and then to Ludwigsburg. Before or 
after Hochst, he must have spent some time at Weesp in the Netherlands. After that, there is 
evidence that he started at Fiirstenberg in 1767, and is known to have worked in his native 
town of Vienna from 1783 to 1787.'’

Beautifully painted birds appear on a rechaud (Fig. 6), and also on a pair of ovoid vases 
with handles in the form of sprouting rushes, which were copied from Meissen prototypes. 
They are good examples of the excellence of painting Hochst.

The most important modeller under the management of Maass was Laurentius Russinger. 
He was born in Hochst in 1739; thus, when the factory was founded, he was seven years old. 
Thirteen years later he was a young artist burning for action, and this was the best condition 
for starting a new fashion.

Russinger was effectively influenced by the Meissen modellers Johann Friedrich and Karl 
Gottlieb Luck. These two brothers worked at Hochst for a short time in 1758 when the 
factory was in an interim state after it had gone bankrupt in 1756. It had not closed down 
completely, however, and there were some orders to be filled. It is likely that they were 
carried out by the Lucks, assisted by Russinger.
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6. Dish warmer (rechaud) painted with 
birds. Porcelain, Hochst, ca. 1755. Mittel- 
rheinisches Landesmuseum Mainz.

7. A pair of lovers in autumn. Attributed to 
Johann Friedrich Luck or Karl Gottlieb 
Luck. Porcelain, Hochst, 1758. Mittel- 
rheinisches Landesmuseum Mainz.

A pair of lovers in autumn (Fig. 7) can be attributed to the Lucks because exactly the same 
group appears in Frankenthal where they worked later on. Another arbour group is the 
work of Russinger alone: it shows his personal style in the faces with their short noses, small 
mouths, and well-rounded cheeks.

Figures of the French Comedy stage can also be attributed to Russinger. He had a special 
liking for pierced and reticulated bases.

It may be presumed that Russinger held the confidence not only of his director, but also of 
his Elector, Johann Carl Friedrich von Ostein. However, this prince died in 1763, and his 
successor Emmerich Joseph von Breidbach-Biirresheim had his own favourite sculptor 
whose name was Johann Peter Melchior.

Just as Russinger was the leading modeller of the middle period of Hochst, so Andreas 
Philipp Oettner, mentioned earlier, was the most expressive painter of the time. In his letter 
of application to Fiirstcnberg, written in 1766, he gave a list of the kinds of painting he was 
able to do. Watteau-figures, flowers, landscapes, and battle scenes. To this list can be added 
French Comedy figures (from his Frankenthal period, on a set of live vases in the Munich 
Residency), and chinoiserie.

Characteristic of his style are the large, protruding eyes. Also c! . * ncteristic for Oettner 
are buildings with richly decorated roofs, and silhouetted figures in he foreground of his 
landscapes, which occur on both his Furstenberg and Vienna porcei.v.us.

The year 1763 was very important in German history. The Sevi i 
end, and the Meissen factory could again enter into competition 
including Hochst.

ars’ War came to an
the other factories,
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8. Plaque, signed and dated : “Wohlfahrt Pinxit 1770.” Private Collection.

In the same year, the aged Mainz Elector died. Maass’ business sense may have told him 
that it was advisable to end his personal engagement in the Hochst factory, and, in 1765, the 
factory became a joint stock company. In the following years the two artists, Russinger and 
Oettner, left Hochst, and their places were taken by the sculptor Johann Peter Melchior and 
the painter Friedrich Carl Wohlfahrt.

Wohlfahrt was at Hochst twice. The first time was in 1765, after which he went to 
Frankenthal, Kelsterbach, Zweibrucken, and Saarbriicken, and from there back to Hochst, 
where he was the head of the painting department of the manufactory from 1770 to 1777. A 
rectangular plaque with a harbour scene is signed by the painter and dated 1770. (Fig. 8). 
The same style is evident in a tureen with cover. All Wohlfahrt’s paintings are done like 
miniature paintings, with the finest strokes of the brush.

His most talented pupil, Johann Heinrich Usinger, continued the painter’s tradition at 
Hochst. On a cup, made around 1780, he painted a motif taken from a book of prints that 
appeared in 1641 and was based on Ovid’s metamorphoses—a proof of the continuity of the 
Baroque-Rococo cultural unity.

In the following decade, rococo ornament was pushed aside by neo-classical motifs and 
more severe forms. The porcelains made at Hochst faithfully reflect the development of 
German art from Rococo to Neo-classicism during the second half of the eighteenth cen
tury.

NOTES
1 During the Seven Years’ War the Meissen factory was hardly able to operate at all. 
Horoldt spent the war years in Frankfurt, but nothing is known of his activities during this 
period.
“. It was an irony of fate that Custine himself was the owner of a porcelain factory - the one 
at Nidervillcr in Lorraine. Only a few months after he conquered Mainz he was beheaded by 
the French revolutionary tribunal. (For further reference to Custine see Susan G. Detweiler’s 
“French Porcelain on Federal Tables”)
\ Horst Reber, “Der Porzellanmaler Andreas Philipp Oettner,” Keramos 63, Jan. 1974, pp.
11—46.


