
NINETEENTH CENTURY TREASURES OF 
GERMAN AND AUSTRIAN REVIVALIST JEWELLERY

by Brigitte Marquardt

During the last twenty five years in France, England 
and Italy, much profound research has been done on 
jewellery made in the 19th century. Quite a lot of 
remarkable books have been published and now 
enrich the general knowledge of this subject. At the 
present time, we not only have a survey covering the 
whole period but we have biographies on many 
important artists together with catalogues of their 
works which had been presented in special 
exhibitions all over the world. For instance, pieces 
made by Froment-Meurice, Fontenay, Vever, 
Robert Philipps or John Brogden, Castellani, 
Giuliano, Pierret and many others are widely 
known, easily identified and highly esteemed.

The situation is different for jewellery made in 
Germany or Austria, and occasionally important and 
very typical German or Austrian pieces are 
misinterpreted and underestimated. So far, in these 
countries practically no scholarly research has been 
done on the period between 1850 and 1895. Books 
giving general surveys on the history of jewellery 
mention historism briefly, with few illustrations.

Only lately designs of a Viennese court jeweller 
named Kochert1 have been published, but naturally 
they give no comprehensive survey of the whole 
period. The reasons for this deplorable situation are 
mainly:

take part of their property with them. In English, 
American and French auction catalogues, you can 
occasionally find beautiful pieces of German or 
Austrian jewellery. One might suspect, that the 
original owners had come from these countries, and 
after their deaths, their heirs sold what was left, not 
knowing the famous sources in Germany or Austria, 
where their ancestors had once bought these 
treasures. In fact, quite a number of the beautiful 
pieces that I illustrate came from auctions in the 
United Kingdom, France and America, and were 
bought for very moderate prices.

Though the greatest part ofjewellery now offered 
by dealers in Germany or Austria is originally 
English, there still is a considerable amount of 
German and Austrian jewellery left, partly in private 
and commercial collections and also in museums all 
over Europe. But research is difficult and moreover 
very expensive, because especially in Germany there 
is no centre like Paris or London, where one can find 
all the important materials needed in one place.

In order to trace the jewellery one has to travel to 
Berlin, Munich, Cologne, Frankfurt, Vienna, 
Salzburg, London or Stockholm. Of course much 
can be found in Pforzheim, but even there it is not 
comprehensive. Some pieces are in Schwabisch 
Gmiind and in Hanau. You might also find some 
designs there, but only rarely are they signed or 
dated. In very few libraries you can find 
contemporary magazines and papers of the 19th 
century, and when one is lucky, some do contain 
designs. Sometimes, these papers give reports on 
jewellers and exhibitions, which were popular then. 
In the end, after years of looking in all of these places, 
one hopes to find enough material to try a first 
survey. This is the state I am in at the present time. 
However, I am aware that my work is not 
comprehensive at this stage, but it is the first attempt 
to survey this enormous field.

In the middle of the 19th century, German and 
Austrian jewellery in general did not have a very 
good reputation. To some extent, individual 
handicraft had been replaced by machines, which 
meant that thin gold sheets were pressed into coarse 
and voluminous forms and ornated with less 
precious stones like amethyst or turquoise. For the 
most part, these pieces showed little quality in design 
and their value was small.

1. In the past, this period was not at all esteemed, 
because it was looked upon as being eclectic. Only in 
the last fifteen to twenty years has the attitude of 
contempt towards the art of historism changed, and 
the architecture, furniture, silver and jewellery in 
that style begun to be appreciated.

2. A serious obstacle to all scholarly approach has 
been the destruction of so many good examples. 
During the war not only German towns were 
destroyed, but also libraries and archives; the guild 
houses and their files and, of course, unknown 
amounts of the precious pieces themselves.

Moreover, the Nazi regime and the consequences 
of the war also shifted German and Austrian society. 
Wealthy groups lost their homes and property and 
new groups grew up. For different reasons an 
immense number of well bred and art loving people 
had to leave the country. Some of them were able to
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One must admit that, not all jewellery made in 
these years in Germany and Austria was of low 
quality, especially not the jewellery made in precious 
materials, ordered by royalty or wealthy people. A 
certain tradition of craft and a feeling for quality 
were still kept by the great court jewellers in the 
German and Austrian residences, and they were 
never tempted to produce coarse forms and press 
them into sheets of thin gold. Like their colleagues in 
other countries the German and Austrian court 
jewellers looked at the Paris jewellery fashions when 
they had to reset royal diamonds and pearls. But their 
role was not always as passive and inferior as one 
might think. There always had been a lively 
exchange of workers and ideas between France and 
Germany. Germans, having come to Paris for a year 
or so, stayed for good and henceforth played an 
important role in the history of French Jewellery. 
Vever mentioned it in his remarkable book.

Best known examples among many others arc 
Charles Wagner2 (formerly Karl Wagner) or Jules 
Wiese3 (formerly Julius Wiese), both of them from 
Berlin, and Frederic Philippi4 (formerly Friedrich 
Philippi), who was born in Hannover and studied in 
Hamburg. As experienced workers they had moved 
to Paris and brought with them forgotten techniques 
like niello. In Paris, they also became well known for 
the invention of new forms. In Germany, the names, 
works and whereabouts of these artists are complete
ly forgotten, but with Vever as a main source of our 
knowledge, some of them are at least well known to 
experts.

Apart from such immigration of German jewel
lers, there existed an even more intense cooperation 
between France and Germany which is completely 
unknown to the public; some Paris jewellers 
regularly had a part of their work - like the setting of 
stones - done in Hanau. These Paris firms even kept 
their stamps in Hanau to mark the work as if it were 
done in France, when it actually came from 
Hanau.

I would now like to describe some examples of 
the excellent work done by German court jewellers 
for German Royals in the eighteen fifties and sixties.
I want to correct the otherwise general impression of 
poor German jewellery craft. The first example is a 
conventional piece, a heavy, green enamelled 
golden bracelet decorated with floral diamond 
ornaments. In a diamond-frame it contains the 
portrait of Konig Friedrich Wilhelm IV von 
Preussen. This bracelet is extremely well worked 
and at present is being offered in the German trade in 
Hamburg.

The second example is a ruby and diamond parure 
also made in conventional forms, once the property 
of Konigin Elisabeth von Preussen, a former

Bavarian princess. It has enormous stones and shows 
the excellent work of a Munich court jeweller. It is 
displayed in the Munich Schatzkammer.

The third example is the most prominent one, a so 
called “devant le corsage”, 1861, made for Konigin 
Augusta von Preussen on the occasion of her 
coronation in Konigsberg. A photo is shown in the 
Hohcnzolleni-Jahrbttch5, where one can see the 
excellent quality not only of the famous stones and 
well known Hohenzollern pearls, but also of the 
design and workmanship. What is left from this 
beautiful piece is deplorable. All the bows, set with 
big and precious diamonds, were turned into 
brooches and are now worn by the female members 
of the Hohenzollem family on festive occasions. The 
enormous pearls were taken ofF their net of 
diamonds and hung on a simple and artless diamond 
necklace, two of them set as ear pendants. I had the 
opportunity to show these pieces at an exhibition in 
the Hamburg Altona museum in 1985fi.

As already mentioned, the bijouterie courantc 
followed Paris fashions and was not at all exception
al. At that time, we find as a novelty, naturalistic 
jewellery, executed in more or less precious mater
ials with quite natural blossoms and leaves, set with 
diamonds and garnets. We also find gold branches 
with plastic blossoms and fruits which were some
times enamelled in many colours and set on 
otherwise plain pendants, brooches or bracelets.

Also naturalistic was the fashion of buckle-like 
ornaments, done in plain gold or enamels and 
sometimes set with diamonds or pearls.

Another style of the period was extremely 
fascinating because one tried to reflect the technical 
achievements of the time. As Vever7 mentioned, it 
was introduced by a Paris jeweller named Duval as an 
experiment to incorporate technical parts like 
screws, flanges etc, into jewellery. Quite a lot of 
designs of that kind were made in Hanau and can be
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1. Bracelet, Berlin (?), about 1865 gold 

Diameter 64mm 
Munich, Rothmiiller Collection
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found in the Zeichenakadcmie. There still exists 
example of outstanding quality, decorated with the 
double portraits of Konig Wilhelm I and Konigin 
Augusta von Preussen, cast in gold and screwed to an 
otherwise plain and heavy golden bracelet (fig. 1).

However this bracelet is not the only example of 
such a technical design. Some years earlier, one does 
not know exactly when, a Berlin jeweller made an 
ear pendant out of steel wire in the form of a spring 
which is very decorative. Such technical forms, 
which were so typical of the time, with enormous 
technical development, are nonetheless very rare; 
one must presume that they did not please the 
general taste.

The exact date for experts to become aware of the 
insufficient state of German and Austrian craftsman
ship, was the Great exhibition of 1851 in London. 
Here goods from all countries were exhibited and 
could be compared. Here one could see that average 
German and Austrian jewellery could not compete 
with the French or English jewellery. When the 
exhibition closed its doors the reasons for the 
German failure were widely discussed. A committee 
was appointed by the Prussian government, which 
had to study the situation in England and other 
countries and make recommendations. It came to 
the conclusion that insufficient training of designers 
and workers was to blame as well as the lack of style. 
Henceforth enormous efforts were made to improve 
the quality. Like the United Kingdom, Prussia 
started to found museums, where examples could be 
exhibited and studied and lectures were held in order 
to train designers and industrial workers. The most 
important ones are the Kunstgciwrbemuseum in Berlin 
and the Museum Jtir Kunst und Kunstgcivcrbc in 
Hamburg, all opened in the sixties and seventies. In 
Austria, the Osterrcichischcs Museum fur angcimtdte 
Kunst had already opened in 1864.

Moreover, many magazines dealing with all kinds 
of questions on the applied arts appeared8; their most 
important topic being the search for a new style, that 
would fit into the modern age and also expand 
international trade.

During the sixties, in the field of jewellery, the 
choice was not too difficult. Castellani and his 
followers, with their revival of Etruscan and Greek 
craft, were most successful, and so the best German 
and Austrian jewellers tried to imitate their style. As 
Castellani took part in all great exhibitions and also 
showed his collection of antique jewellery in Paris, 
London and Vienna, there was ample opportunity to 
study technique, forms and ornaments of the works 
of Castellani as well as the original Etruscan and 
Greek pieces.

In Berlin the court jeweller Hugo Schaper 
among the first to work in the antique style, as one

one

2. Bracelet. Fulda, about 1865
marks: W.Rauscher, court jeweller gold.
Diameter: 60mm
Bochum, Marquardt Collection

can read in contemporary magazines. So far, no 
piece of this kind made by Schaper has been 
identified, but some of his designs in the style 
of Castellani were published in the sixties and 
seventiesy. They arc simple and beautiful and 
were certainly as well executed as all his other 
work.

Another court jeweller, Wilhelm Rauscher from 
Fulda, made a fully marked bracelet with delicate 
wire work in the Etruscan style. It was found in 
America and is now in a private collection in 
Germany (fig. 2).

In Austria Carl Bacher became very famous for 
jewellery in the Etruscan and Greek style. He began 
with copies after Castellani and also after antique 
originals. A beautiful necklace after an Etruscan

3. Necklace, Vienna, about 1870
Carl liacher gold, mother of pearl. Length: *137 mm 
Vienna, Ostcneichisches Museum Jiiranj’cu’andie Kunst

was
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original, exhibited in the Osterreicliischcs Museum fur 
angewandte Kunst in Vienna, is proof of his excellent 
work. Soon he and his colleagues became discontent 
with copying. They developed new forms, either by 
adding new materials such as lapis, corals, agate and 
pearls to original antique ornaments and forms, or by 
inventing new forms and decorating them with wire 
work in the antique style. They also enamelled the 
antique ornaments of brooches and pendants in 
bright colours.

A rather interesting example showing the combi
nation of original antique forms with new materials 
is a necklace and brooch in the Etruscan style, again 
made by Bacher (fig.3). It is executed in gold and 
mother of pearl, a material never used by antique 
goldsmiths. The design came from Storck who was a 
professor at the Viennese school of design. This 
piece is on display in the Osterreichisches Museum fiir 
angewandte Kunst in Vienna.

It is not the only piece in such an elaborate style. 
Contemporary journals published drawings for 
similar necklaces1"; often they were designed by 
professors in the newly founded schools. Such pieces 
are examples of historism in its purest form. Here is 
the reminiscence of older times transformed into 
something completely new that could never be 
mistaken as an original antique piece, which fits 
perfectly into the opulent and sumptuous taste of the 
eighteen eighties and nineties.

To end this period dealing with jewellery in the 
antique style, I would like to mention that Egyptian 
ornaments were also taken up in Germany and 
Austria. Again Bacher from Vienna excelled in these 
forms, and a bracelet and brooch in the style of 
Egyptian revival, still in the original case, can be seen 
in a shop in Munich.

Though quite a lot of jewellery in the Etruscan, 
Greek and Egyptian style was made in Germany and 
Austria, these forms did not match the general 
fashion of that period. Evidence for this is a portrait 
of a German lady wearing jewellery’ in the antique 
style, which is displayed in a Museum in Kassel11. 
One is aware of the contrast between the regular and 
simple ornaments of the classic necklace and the 
frilled neckline in the fashion of the eighties. 
Antique jewellery' did not always go well with 
up-to-date dresses of this period.

With the revival of the Renaissance period, it was 
quite different. For some time, Germany and Austria 
had been preparing themselves to take up the 
so-called medieval forms. This began in the first 
third of the century when the romantic movement 
laid the ground for it, and literature in the form of 
fiction and philosphical essays intensified this mood. 
With fiction, I mean Walter Scott and his famous 
novel Ivanlioc who, with all his German followers.

was read by everybody. Philosophers such as 
Herder, Fichte and other historians, considered the 
past in a new way. In their opinion, every epoch had 
to be seen from inside and not from the standpoint of 
the living and every epoch had a value of its own. 
Such ideas formed the basis for thorough historic 
research and a new esteem for the past.

At German and Austrian courts many famous 
costume balls were arranged, some in costumes of 
Ivanhoe, others in those of the German and Italian 
Renaissance. There were many reports about such 
occasions in contemporary German newspapers and 
pictures of the dresses worn by prominent aristocrats 
were widely published.

In the eighteen-fifties the well known Austrian 
author Adalbert Stifter, influenced the German and 
Austrian public with his famous novel Naclisommer 
(Late summer), dealing with a gentleman who tried 
to keep alive old values and traditions. Among other 
things, he occupied himself with collecting old 
things and the design of jewellery in the old style. 
The splendour of colours and the beauty of such 
work is widely discussed and much praised. Nacli- 
sommer was well known and widely read, and many 
were prepared to acknowledge antique jewellery 
and appreciate its revival.

The Victoria and Albert Museum shows an 
example of jewellery designed in such a spirit at the 
beginning of the fifties. However, this parure, made 
by the Viennese jewellers Schlichtegroll and bought 
for the V & A at the Great Exhibition in 1855, has 
little to do with the beautiful jewels made in the 16th 
century'. This piece is flimsy and only gives a weak 
impression of the rich colour and craftmanship of 
original Renaissance jewellery.

There might have been better examples. One can 
find designs for complete sets of Brautschmuck12, that 
is jewellery' - mostly in the medieval style - made as a 
gift for a bride to be first worn on the occasion of her 
wedding. But so far, no parure of that kind has come 
to light.

Later, one began to study collections such as 
Grimes Gcuvlbe in Dresden and the Schatzkanuner in 
Munich to see what Renaissance jewels really 
looked like. Moreover one started to do scholarly 
research of the history' and art of the Renaissance and 
tried to describe the special quality of the Renais
sance style and its ornaments. From 1850 to about 
1885 several books were published with original 
Renaissance jewels and with designs from the 16th 
century, for instance: Goldschmuck der Renaissance 
naclt Originaten und iwi Gemalden des XV bis XVII 

Jahrlmnderts (Renaissance jewellery' after originals 
and after paintings of the 15th to the 17th century') 
written by Ferdinand Luthmer and Fomienscliatz 
(Treasure of forms), a serial published by Georg
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resemble each-other. Mostly they are a little heavy, 
although well done, richly decorated and enamelled 
in bright opaque colours. Some of them have the 
marks of Vienna, others, jeweller’s marks from 
Munich13.

Another example is a copy of a famous pendant in 
Dresden with the initials of Anna of Saxony. One 
also finds pretty and well made cast miniature 
sculptures of St. George fighting the dragon, 
following originals from the 16th century. So far, 
five of them in several versions are spread all over 
South Germany and Austria, but most of them were 
made in South Germany (fig.4). St. George was a 
much worshipped Saint there, being responsible for 
agriculture and animals.

In contrast to these jewels, I would now like to 
consider another precious jewel (fig.5), which 
follows an original Holbein design, and had been 
frequently published in contemporary magazines. In 
1874 one could also find it in a Viennese paper14. A

!Hirth. So, in the sixties and seventies, there existed a 
basis of real knowledge of Renaissance art.

It was not only the romantic mood that favoured 
the revival of the Renaissance. Since the beginning 
of the 19th century and the Napoleonic wars a 
special feeling for the value of one’s own nation was 
awakened in all European countries. That feeling 
was strong everywhere, but especially strong in 
Germany where the majority of people longed for 
national unity which all other nations had long 
acquired. In the sixties, and more so in the seventies, 
after the German unification in 1871, this national 
feeling was connected with the wish to find a 
national style of one’s own.

The 16th century was considered as a time of 
political grandeur, of blossoming trade and art in 
Germany. It was also thought that many problems of 
this modem time, were the same that people in the 
time of Renaissance had had to face and successfully 
solved. In the 16th century Germany was not 
dependent on French taste, but had great artists of 
her own, and artists such as Albrecht Diirer and Hans 
Holbein the younger were regarded as the greatest 
artists of all time.

The Germans found reason to be proud of this 
time and soon identified Renaissance with the 
unification ofGermnay. From then on, Renaissance 
became Germany’s national style. That at least was 
the tenor of all magazines that dealt with problems of 
art. After the Munich exhibition in 1876, called 
Unscrcr Vatcr Werkc (Our Ancestor’s works), most 
artists accepted that vote. Henceforth in Germany, 
Renaissance was the style for furniture, silver, 
fashion and jewellery and Austria followed this 
example.

It was expected that such a new style would 
improve the artistic value of German goods and also 
their chances on the world market. So, it was 
thought, Germany might be able to get back her 
former position in the international trade.

As already mentioned, a number of Renaissance 
jewels from paintings and original Renaissance 
designs were published in special books. In art 
magazines, one could find the designs from Holbein, 
Virgil Solis, Aldegrever and others. So the jewellery 
designers were acquainted with original Renaissance 
ornaments. They tried to copy original pieces from 
the great collections in Munich and Dresden. They 
also worked from original designs.

The Viennese museum of applied art still keeps 
some 19th century jewellery copies after Holbein. 
These pieces executed in less precious material were 
certainly done to practice the Renaissance style.

In Vienna, but probably also in South Germany, 
several jewellers cast whole sets of pendants in silver, 
mostly after originals. In their technique they all

4. Pendant, Schwiibisch (Imiind, about 18H0
Silver, enamel, pearl, coloured stones. Height: 52 nun 
Sfhmibisth Cmiiiul, Sliullisdics Museum
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design made between 1875 and 1880 with slight 
variances towards Holbein, is published in Kochcrt’s 
design book15. As it is identical in size and detail with 
the pendant shown here, one can presume that it was 
made by Heinrich Kochert. A charming detail 
should be mentioned: Kochert gave the traits of his 
beloved wife Melanie16 to all female figures incor
porated in his jewels.

This pendant partly done in silver, partly in gold, 
shows an arrangement of pearls, berylls and an 
emerald, framed by an artistically intertwined ribbon 
and crowned by a winged putto. In many jewels of 
the same period it was a special fashion to keep the 
silver dark and dull, but here the silver is polished in 
order to emphasize the contrast between the two 
metals; the shining pearls and the greenish stones. 
This beautiful jewel comes from a royal family 
(fig.5).

In the years when Renaissance jewels were so 
highly esteemed, it was always a temptation for 
jewellers to sell well done copies as originals, and that 
happened again and again in the 19th century'. The 
affair of Reinhold Vasters is widely known, the 
excellent German goldsmith and faker who had 
been trained in Aachen. He faked jewellery and 
objects of art for the Paris dealer Frederic Spitzer.

Vasters was not the only one, to deceive innocent 
buyers. For instance, the excellent jeweller Bossard 
from Luzerne in Switzerland had a similar reputa
tion. In the eighties, an art magazine wrote that 
collectors were terrified when they heard Bossard’s 
name17. Besides these two, there must be many more 
jewellers who faked Renaissance jewellery and who 
have not yet been identified.

Honourable jewellers never intended to fake. For 
a limited period they copied originals in order to 
study the structure and to achieve the technique 
used in older times. But then they invented new 
pieces which contained certain antique elements in 
order to remind one of the past.

For nearly 20 years, Renaissance remained the 
favourite style in Germany and Austria, and all the 
famous artists of the time took part in this move
ment. For example the famous portraitists Kaulbach 
and Makart painted their clients in Renaissance 
dresses and in Renaissance jewellery. In the Neue 
Pinakothek in Munich one can see the portrait of a 
lady engaged in falconry. The sleeves of her dress, in 
the style of the 16th century, are slit and her 
decollete is decorated with a voluminous Renais
sance jewel. The painter is Hans Makart.

The famous architect Gottfried Semper, who 
built the opera house in Dresden, not only wrote a 
book on jewellery but also designed a brooch in the 
style of the 16th century18. The well known painter 
of historism Julius Schnorr von Carolsfeld who did 
the large cartoons in the castle of Munich, also 
designed jewellery in the Renaissance style19.

All great and well known jewellers worked in this 
style. I would like to mention the Berlin court 
jeweller Hugo Schaper (fig.8). Contemporary 
magazines praised some of his Berlin colleagues like 
Sy & Wagner, as well as court jewellers. Unfortun
ately, no Renaissance jewel made by them has so far 
been identified.

In Munich, the jewellers Vitzthum and Elchinger 
and in Frankfurt the court jeweller Schiirmann were 
also very famous. The latter successfully transformed 
Renaissance forms and ornaments into diamond 
jewellery, which his wealthy and fashionable clients 
in the spas around Frankfurt wanted to wear. The 
royal castle of Stockholm has a beautiful necklace 
made by Schurmann which came by heritage to the 
Swedish house. It is a chain and pendant in the form 
of a Renaissance jewel covered all over with 
coloured stones and diamonds and made in memory 
of a Royal silver wedding. It is a beautiful piece and 
extremely well worked, but as it is connected with a 
special family event long ago, it was not appreciated 
by the Swedish queen and never worn.

In Vienna, one of the best artists working in the 
Renaissance style, was the court jeweller Kochert.

5. Pendant, Vienna, after 1874
Heinrich Kdchert, court jeweller. Gold, silver, emerald, 
beryll, pearl, enamel. Height: 67 mm 
liivliiwi. MarquarJl Collcttion
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As we already have seen, he worked after original 
designs such as the pendant after Holbein (fig.5), but 
he also developed completely new forms. In the 
autumn of 1990 a beautiful necklace with putti and 
masks and enamelled in many colours, came up for 
auction at Christie's. This piece was probably 
designed by Kochert’s excellent co-worker Wil
helm Haarstrick.

Other important Viennese representatives of the 
Renaissance style are Markowitsch & Scheid as well 
as Bacher. Markowitsch & Scheid concentrated on 
very plastic forms and mostly did them in oxydized 
silver with an ornamentation in gold and coloured 
stones (fig.6). Bacher made very beautiful necklaces 
using Renaissance ornaments but in a completely 
new combination. Macht & Kleeberg and Franck 
were also famous for their elaborate necklaces.

In Budapest, at that time part of the Austrian 
Empire, the jeweller Egger was well known for his 
Renaissance jewellery. It was he who made the opal 
jewellery set for the Archduchess Sophie which is 
kept in the Schatzkammer in Vienna. It is famous for 
both its design and its excellent handicraft.

In the small towns in South Germany, where 
jewellery production was partly industrialized, 
Renaissance style was prevalent. To the factory 
owner Hermann Bauer from Schwabisch Gmiind 
the German Renaissance was so dear that he was 
called dcr Renaissance-Bauer. He made very pretty 
jewels at moderate prices, mostly out of silver and 
well worked (fig.7). His technique and designs 
resemble those of Markowitsch & Scheid from 
Vienna whose works he had seen at the great 
exhibitions.

In Hanau, Louis Beschor should be mentioned. 
He was professor at the Zeichcnakadcniie and was 
very famous for his Renaissance designs.

All these designers found a style of their own 
which generally can be easily distinguished from 
original Renaissance jewellery and often goes back 
to the designs of German artists. Their forms are very 
plastic; the jewellery is well done and often shows 
bright colours, fantasy and imagination.

. ... ....
6. Pendant and chain, Vienna, about 1880. Marks: M Sc S for 

Markowitsch & Scheid. Gold, silver, enamel, ruby, 
diamond, pearl. Length (chain): 460 mm; Height (pendant): 
70 mm
Bochum, Marquardt Collection

7. Brooch, Schwabisch Gmiiiul, about 1885. Hermann Bauer. 
Silver partly gilt, enamel, pearl 
ScluoUhisch (humid, Stiidtisclies Museum
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Elements of this chain recur in two other pieces; 
firstly in a fragment of a necklace bought in 1884 by 
the Schmuckmuseum Pforzheim as an example of 
the excellent work of Hugo Schaper’s, and secondly 
in the necklace of a private collector, whose 
ancestors had bought it in the eighteen eighties in 
Berlin. This suggests that Schaper kept such orna
ments in stock in order to use them whenever 
needed, once for a royal order, the next time for the 
wedding present of wealthy clients.

Kronprinzessin Vicky, daughter of Queen Vic
toria and wife of Kaiser Friedrich III, was at the head 
of the movement in favour of the German Renais
sance. Several times she was portrayed with heavy 
jewellery in the style of the 16th century. Her 
portrait by Angeli, now in the Wallace Collection in 
London, is widely known. Another miniature 
portrait of Prinzessin Vicky wearing an important 
Renaissance pendant with a chain is in a private 
collection in Switzerland.

8. Necklace and pendant, Berlin, 1883
marks HS for Hugo Schaper, court jeweller 
gold, silver, enamel, ruby, turquoise, pearl 
Length (necklace): 406 mm; Height (pendant): 58 mm 
Bochum Miirquardt Collection

Not only the factories in the towns of Hanau, 
Pforzheim and Schwabisch Gmiind but also the 
great court jewellers tried to rationalize their 
production. So they started to make Renaissance 
ornaments in series. In the eighteen eighties an art 
magazine published an advertisement where many 
different ornaments, scrolls, angels, crowns etc. were 
offered and examples shown how they could be 
combined to produce beautiful Renaissance 
jewels20.

The same technique of prefabrication can be seen 
in the productions of the court jeweller Hugo 
Schaper. A precious necklace was sold some years 
ago at Christie’s21. It consists ofa chain with different 
scroll ornaments and a pendant, worked in oxydized 
silver and gold. It is partly enamelled, set with rubies, 
turquoises and pearls, and can be considered one of 
the most beautiful necklaces in the German Renais
sance style (fig.8). It was sold by the heirs of Mrs. 
Ramsey, daughter of Prinzessin Luise Margarete 
von Preussen, who had married Prince Arthur, son 
of Queen Victoria. Hugo Schaper’s marks could be 
found on the matching bracelet and he was court 
jeweller to Prince Friedrich Carl von Preussen, this 
necklace might have been one of the prince’s 
presents to his daughter in London.

9. Design for a pendant with chain, Berlin, 1879 
Kronpnnzessin Vicky
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Like her mother she was very interested in 
jewellery and even designed a jewel herself (fig.9). 
The piece is a copy of a Renaissance necklace but in 
a different material. Varied initials, dates, emblems 
and crowns transform it into a meaningful gift for the 
golden wedding of her in-laws, the German Kaiser 
Wilhelm I, and Kaiserin Augusta. Prinzessin Vicky 
had it made by her court jeweller Wilm in Berlin. By 
heritage the necklace passed to the Swedish Royal 
family where it is now catalogued in their crown 
treasury (fig. 10).

Not only at court, but also in less distinguished 
circles the Renaissance style was the style for nearly 
twenty years. During this period the magazine for all 
German jewellers, Die deutsclie GoldschmicdezciUmg, 
had a permanent headline with a lady dressed in 
Renaissance style wearing Renaissance jewellery. 
Fashion magazines like Bazar or Die Modenwclt also 
showed dresses and jewellery in the style of the 16th

century. But after some years the public got tired of 
Renaissance and preferred the fashionable Paris 
designs with frills and <i cul dc Paris. Such dresses did 
not go very well with Renaissance jewellery.

This was openly criticized in magazines. Now 
there was yet another reason to look for a new style. 
Neo-renaissance jewellery made in Germany and 
Austria was not very successful on the international 
market. Artists in Munich proposed to experiment 
with Rococo, the style of the 18th century, and 
made some pretty pieces with rocailles and putti. It is 
remarkable, that these were very much influenced 
by the techniques of the past. Like Austrian and 
south German Renaissance pieces, they emphasized 
the contrast between gold and oxydized silver, and 
their forms were not light, like jeweller)' of the 18th 
century, but heavy and extremely plastic.

The German population had now become 
wealthier, and wanted to demonstrate their fortune 
with precious pearls and diamonds instead of 
wearing Renaissance necklaces and brooches in dull 
silver and enamel. The great jewellers now preferred 
diamond jewellery and began to make the setting of 
stones so light that it was nearly invisible. Thus, such 
jewels looked like lace and this fashion lasted well 
into the beginning of the first world war.

More than a century has passed since historism 
was installed as a style and then cursed. Now, after 
such a long time, we are able to do more justice to 
this period. We become aware of what gifted artists 
achieved at that time. By studying the past, they 
renewed the techniques of their craft and developed 
new forms which perfectly reflected the dominant 
ideas of their time.
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10. Pendant with chain, Berlin, 1879. H.J.Wilm, court 
jeweller.
Gold, diamond, ruby, opal, pearl. Length (chain): 
455 mm; height (pendant): 108 mm 
Stockholm, Royal Collection
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