
The Villeroy & Boch 
Masonic Stein 
by W. Bruce Pruitt 

ettlach etched stein number 
1819, made in 1895, was pro
duced to honor the Masonic 

Lodge. That organization is one of the old
est of its kind in the world, if not the oldest. 
It has existed in its present form since the 
early 1700's, but draws its traditions and 
teachings from ancient times. Part of its 
heritage comes from the early guilds of 
builders, who were responsible for most of 
the great cathedrals in Europe, as well as 
many other beautiful and famous struc
tures. 

The Masonic Lodge teaches char i ty, 
brotherly love, a search for truth, and an 
endeavor toward personal morality. It uses 

Fig. 1: Mettlach stein no. 1819, the Masonic Stein. 
Front v iew shows the Handc lasp , Bui ld ing 
Facade, Rising Sun, Compass, Triangle and 
Roses. 

the tools of the stone mason's trade as 
symbols to remind its members of impor
tant teachings. Even though many people 
think of the Masonic Lodge as a secret 
society, in actuality very little of its pre
cepts are secret. Certain aspects of the 
degrees conferred on initiates are closely 
held, but the reason is that the degrees 
teach the lessons which are important to 
the members . If they were commonly 
known, the impact of these teachings would 
be lost. 

Mettlach No. 1819 contains not all, but 
many, of the important Masonic symbols. 
The following is a list of those decorations. 

The front is dominated by two clasped 
hands. They denote the fraternal nature of 
the Lodge. The three great tenets of Free
masonry are Brotherly Love, Relief, and 
Truth. That design is also reminiscent of 
the traditional handclasp, or mode of rec
ognition, between Masons. 

A facade, with four columns, denotes the 
builder's trade as a basis of Freemasonry. 
The different types of columns, Tuscan, 
Doric, Ionic, Corinthian, and Composite, are 
recognized as among the most important 
developments of architecture. 

A rising sun is coming up over the facade. 
It is an example to the Master of a Lodge 
of his responsibilities. In the installation of 
a Master the following words are used: "For 
a pattern of imitation, consider the great 
luminary of nature, which rising in the east, 
regularly diffuses light and luster to all within 
its circle. In like manner, it is your province 
to spread and communicate light and in
struction to the Brethren of your Lodge." 

The compass, near the base, teaches Ma
sons to limit their desires, and not to suffer 
their passions or prejudices to become the 
masters of judgement. 

The triangle is used in some countries, but 
not in the United States. It could be a sym
bol of trinity, or of the three major attributes 
of God: omnipresence, omnipotence, and 
omniscience. 

On either side of the center design are: 
Roses, which are used on St. John's Day 
(June 24) to decorate the altar in a Ma
sonic Lodge. St. John the Baptist and St. 
John the Evangelist are regarded as two 
great patrons of Masonry. 

The two columns on either side of the fa
cade probably were meant to represent the 
two pillars placed at the entrance of King 
Solomon's Temple of Old Testament times. 
Those pillars were made by a man named 
Hiram, and were named Jachin and Boaz. 
The flames at the top of each pillar no doubt 
denote light, or knowledge. Freemasons 
are often referred to as "sons of light." 

The sphinx's do not have a place in Ma
sonic symbolism. The designer of this stein 
probably added them to help in the ap
pearance of "mysticism." 

Fig. 2: Right-side view, showing the Sphinx, 
Rose, Co lumn with Flame on Top , Level , 
Triangle, Key, Quill and Crescent Moon thumblift. 



On the right side of the stein are: The level, 
which is the jewel, or mark, of the Senior 
Warden of a Lodge. He is second in rank, 
just after the Master. The level teaches 
Masons the equal nature of all men. It also 
reminds them that all men, regardless of 
rank, face the same eventual death. 

The key is the symbol of the Treasurer of 
a Lodge. 

The quill is the symbol of the Secretary. 

On the left side are: A square. It teaches 
that one should careful ly regulate (or 
square) his life and action, and have his 
conduct governed by the principles of mo
rality and virtue. It is the origin of a very 
familiar saying, to be "on the square." 
Amer ican Lodges use an equal -s ided 
square. German Lodges use the type 
shown on this stein. 

The trowel is an instrument used by stone 
masons to spread the cement which holds 
a building together. Masons look to it to 
remind them that their organization, and all 
of mankind, should be held together by the 
cement of brotherly love and fellowship. 

compass and square are found on the al
tar of most Lodges. It is possible that some 
use a triangle. The square and compass 
have already been explained. Along with 
the letter " G " in the center, they form the 
insignia which Masons wear. The Holy Bi
ble is the most important object used in 
Masonry. It is variously referred to as: "The 
Gift of God to Man," "The Great Light of 
Masonry," "The Only True Guide to Faith 
and Conduct," and "That Great Book of 
Nature and Revelation." All of the teach
ings of Freemasonry are contained in the 
Holy Bible. 

It is not possible for a single object the size 
of a stein to adequately display all the 
symbols of Freemasonry. This beautiful 
Mettlach stein does an excellent job, how
ever, of showing some of the interesting 
teaching-symbols of the Masonic Lodge. 

Fig. 3: Left-side view, showing the Crescent Moon 
thumblift, the Sphinx, Column with Flame on Top, 
Square, Gavel and Trowel. 

A gavel knocks off rough parts of stones 
to fit them for the builder's use. Masons 
use it to remind them to divest their lives 
of the unnecessary vices of the world, fit
ting their hearts as stones for an "eternal 
building" in the heavens. 

The thumblift of this stein is a crescent 
moon, representing the second heavenly 
body. As the sun rules the day, so the moon 
rules the night. 

The lid of the stein is decorated with a Holy 
Bible, compass, and triangle. A Bible, 

Fig. 4: Lid to stein no. 1819, illustrating the Holy 
Bible, Compass and Triangle. 

1984 Election Results 
Elected as officers of SCI for the year 
1984/85 were: 

Chairlady of the Board: 
Johanna Scott 
President: Therese Thomas 
1st Vice-President: 
Lawrence Beckendorff 
2nd Vice-President: Jim DeMars 
Treasurer: Patrick Clarke 
Secretary: Urban (Bo) Boresch 
Executive Director: 
Jack Lowenstein 

News Flash! 
In one of the more important items of 
business transacted by your Board of 
Directors at Trier, Herb Jeddy and Joe 
Hersh—the clown princes of SCI—were 
unanimously elected as Life Members 
of Stein Collectors International. This 
honorary award is certainly a fitting trib
ute to two individuals who have given 
so much to our organization. Congrat
ulations, Herb and Joe! 

The other Convention award winners 
were the following: 

Miss Beer Stein 1984: 
Louise Schneider 
Master Steinologist: 
Ridge Scott 

See the December issue of PROSIT for 
reports of other honors bestowed on our 
international steiners. 



Where Did They Get 
That Idea? 
by Bruce Holderbaum 
[Photographs by author and Villeroy & Boch] 

Many of the themes used in stein deco
ration came quite naturally to ceramic de
signers. After all, what subject could be 
more appropriate to a drinking vessel than 
favorite beverages such as beer or wine? 
A great many of the steins in our collec
tions feature such ideas, including the his
tory of beermaking and the legends sur
rounding it. Moreover, drinking scenes and 
those showing the effects of too much of 
the good thing are common. We also find 
scenes drawn from everyday life (other than 
beer drinking), as well as poetic and he
raldic designs and city and architectural 
themes. Other favor i te topics are the 
professions and occupations and, of course, 
military service. Any of these can and do 
form the basis for topical collections. Non-
representational decorat ion from early 
Westerwalds through more sophisticated 
geometries and even the stylized, abstract 
"modern art" reflect another approach, one 
which still today has its practitioners and 
devotees. 

But what led the art directors, particularly 
designers from the firm of Villeroy & Boch, 
to seize upon ancient classical themes, 
some from halfway around the world? In 
the case of Etruscan and Egyptian and other 
Middle Eastern subject matter, the moti
vation is quite apparent. Not so readily 
understood, perhaps, are the Japanese 
charac te r i s t i cs appear ing main ly on 
plaques, but also in many other European 
art forms of the 1880-1900 period. 

We assume that V&B, like all manufactur
ers, made only articles for regular produc
tion which in their judgment would sell. Thus 
it follows that the home market, especially, 
was considered one which would support 
fairly exotic design forms. One is led to the 
conclusion that V&B policy makers held 
marketing ideas which were not so con
servatives as we might have believed. They 
had every reason to. The success of new 
processes from 1880 onward was out
standing. Apparently there was little rea
son to think the firm could do wrong. Though 
the number of fresh designs showed signs 
of leveling slightly between 1889 and about 
1895, the new mold numbers in the years 
1895 to 1897 came at the pre-1889 rate. 
And many of the new designs were un
usual. 

The word "modern," the earliest use of 
which we found in stein literature in the 
V&B catalog of October 1905, describes 
articles having Jugendstil (style of youth)-
inspired designs.* None of the catalogs 
make specific mention of the term, or of 

artnouveau, or distinguishes between them. 
That is the province of the historian. V&B's 
step into the merchandising unknown in 
1889 or shortly thereafter with Jugendstil 
designs (i.e., V&B nos. 2098 and 2099) 
represented a real departure in ceramic 
design. Examples of steins and other ar
ticles with these bold new designs are V&B 
numbers 2800, 2814, 2891 and -92, 2903 
and -04, 2911 and -12, 2918, 2934-36, 
2952,2969, 2974 and 2992-4. Some of the 
design elements had been used earlier (in 
#2043, 2098, and -99, 2127, 2714 and 
-15, 2757 and 2761, among a number of 
others). In the Elks Club Stein, V&B #2936 
(shown), of which there may be many on 
B.P.O.E. mantlepieces yet today, first 
manufactured in 1904 or 1905, we have a 
stein still being manufactured as late as 
1920. It is one of the few models whose 
production survived the 1914-1918 catas
trophe. This stein and particularly the others 
pictured brought a truly innovative feature 
to our favorite drinking vessels: In them we 
first see the main body design, the lid-insert 
decoration, and the thumbrest having the 
same or only slightly modified versions of 
one pattern. Where earlier the stein body 
and insert might have been similar, with 
the thumbrest reflecting the same theme, 
now not only was the theme consistent but 
also the design details of the component 
parts. 

Three Jugendstil Steins V&B #2802, 2892 
and 2935 

clearly were a result of recent archaeolog
ical interest. Too, literature and paintings 
of earlier years had amply prepared pro
spective purchasers. 

A pioneer in the field, J. J. Winckelmann, 
who brought the scientific method to ar
chaeology, was born in Stendal, Prussia in 
1717. Son of a cobbler, he became a li
brarian, then a writer credited with the first 
presentation of ancient art within a devel
opmental framework. About the same time 
as his first publication in 1762, came wide 
public acclaim for hi% masterpiece, History 
of the Art of Antiquity. Where previously 
had lain immense accumulations of an
tique material in the loosest sort of aggre
gation, from then on it became possible to 
piece together the story of ancient cultures 
through their artifacts. 

Elks Club Stein, V&B #2936 

Seemingly, some years earlier, there had 
been somewhat less risk in bringing forth 
designs based on Greek, Etruscan and 
Egyptian themes (note V&B #2035, 2191 
(pictured) and 2192, 2201, 2383 and 2583, 
plus the well-known cameo plaques), which 

*For a detailed explanation of "Jugendstil," "Art 
Nouveau," etc., please refer to the accompa
nying article by Dr. Graham Dry of Munich. There 
is much misunderstanding surrounding these 
"modern art" terms, but Graham's outline should 
put the record straight. Etruscan, V&B #2191 



Then in 1802, Georg Grotefend, an as
sistant schoolmaster at Gött ingen, de
coded the first ten letters of Babylonian cu
neiform writing on a bet made with friends 
while having lunch and a beer. No scien
tific motivation here, but an achievement 
that helped make possible the deciphering 
of the Rosetta Stone years later by Cham-
pollion. "Contributions to a Commentary 
on Persepoli tan Cuneiform Wri t ing, by 
Grotefend, stands out like a tower," says 
C.W. Ceram. 

Richard Lepsius of Naumberg, a lecturer 
at the University of Berlin, in 1843-45 led 
an expedition financed by Frederich Wil
helm IV of Prussia to catalog Egyptian ar
chaeological finds. His Egyptian Chronol
ogy published in 1848 and Book of Egyptian 
Kings, a year later, became textbooks. 

Our story is brought up to date in the '80s 
by Heinrich Schliemann, whose father was 
a North German pastor from Mecklenburg. 
Heinrich was a remarkable person even 
before he put a spade into the ground. 
During the course of an adventuresome 
youth, he was a largely self-taught student 
of languages, learning Arabic, Dutch, 
English, French, Italian, Latin, Portugese, 
Russian and Spanish. His archaeological 
discoveries made while looking for the an
cient city of Troy, led him not to one city 
but nine, one atop the other. After having 
moved 325,000 cubic yards of earth, in 1873 
on the day before his self-set termination 
date for digging, he found a ruin containing 
a cache of gold unmatched until 1922, when 
Howard Carter found the tomb of Tutankh
amen in The Valley of the Kings. Schlie-
mann's find "(caused) a wave of excite
ment through the intellectual world .. ." and 
earned him the title, Father of Archaeol
ogy. Heinrich Schliemann died on Christ
mas Day, 1890. 

Another source of fresh ideas came to the 

ceramic designers as a result of the open
ing of the Japanese homeland to com
merce with the West in 1854. Europe dis
covered Japanese art. And no Japanese 
art form has had a more pronounced effect 
on pictorial art than the multicolor wood
block print. Ukioye, literally "passing world" 
or "floating world," is the name given to 
the works of the print designers because 
of their choice of popular subject matter: 
animals, actors, wrestlers, courtesans and, 
finally, landscapes. The Japanese impact 
is reflected in and, in our opinion, contrib
uted much to the French artnouveau style, 
for our purposes used almost exclusively 
on plaques rather than steins. Art nouveau 
is characterized by curves and flowing lines 
and was of flamboyant, rather than severe 
and simple effect. It made its appearance 
in many media. 

There are two ways in which Japanese in
fluence is seen. One is obvious to all, the 
Oriental costumes and flora and fauna 
(plaques #2507 and 2508, 2541 and 2542 
(pictured) and other 2500-numbered 
i tems—see Mettlacher Steinzeug by 
Thomas and Post, pp. 183-85 and The 
Mettlach Book by Kirsner, 216, 220 and 
229). The other is more subtle and not so 
readily understood, namely details of com
pos i t ion . P laques # 2 5 5 0 and 2 5 5 1 , 
"Morn ing" and "Even ing , " are clearly 
modeled after K a t s u s h i k a Hokusai s 
monumental and, in the West, very popu
lar "Great Wave." In these examples we 
see that the Germans could copy the dec
orative details of wave and foam, but seem 
not yet to have come to grips with the de
sign principles employed by the Japanese 
master. 

In the long run the Japanese approach to 
arranging two-dimensional space repre
sents a more pervasive impact upon twen
tieth century decorative composition than 
does the copying of Eastern dress. Being 
essentially two-dimensional, plaques were 
capable of execution in a style very similar 
to that of the Ukioye masters. In each a 

Hokusai's "Great Wave" 

three-dimensional scene is made to fit the 
two-dimensional limitations of the medium 
by reducing a scene to its essential ele
ments and omitting details. This requires 
that the viewer bring his own imagination. 
The artist used, so nearly as possible, flat 
areas of color repeated in the same shade 
but in varying sizes, thus creating a per
spective of a sort. The Japanese print de
signers considered cast shadows acci
dents of appearance and, as such, not 
worthy of representation. 

Also, the same use was made in plaques 
and prints of the black "etched" outline, 
but to soften the effect of flatness thus 
created, some limited shading was used in 
both. The quality of line in each imparts 
the desired effect, bold and massive or 
tender and poetic as the subject requires. 
Finally, two other traits are held in com
mon. Some city scenes depicted on etched 
plaques are good examples. "Meissen," 
V&B #2518 (pictured) is one of many. One 
characteristic is a scene viewed from a high 
eye-level (high horizon), allowing some 
depth in even a flatly presented picture. 
The other is a gradation in*value of the sky 
from dark at the top to white at the horizon. 
This device serves several purposes. It 
balances mass at the top with interest at 
the bottom. It creates atmosphere and 
depth, and it gives the effect of vanishing 
which one experiences when looking at a 
landscape. Utagawa Hiroshige mastered 
this technique and used it to its full extent 

Plaque V&B #2518 Plaques #2541 and 2542 



in his series, "Fifty-three Stations of Tok-
kaido," one of which is shown. Though it 
is not claimed that the Japanese invented 
this method of achieving aerial perspec
tive, both they and the German ceramic 
designers saw its value and used it. 

The writer frequently thinks about one art 
form when looking at the other. There is a 
great deal of common ground here and, 
we believe, a debt owed. For one thing, 
the timing was right. The first Japanese 
color prints got to Europe about 1855, when 
their first mention in European books is 
noted. It is said that the first of them served 
as wrapping paper for Japanese mer
chandise. Secondly, the same sort of 
communication then existed among artists 
and artisans as it does today. What van 
Gogh and Gauguin ta lked about and 
painted, others saw and emulated. Finally, 
both the ceramics and the prints are "pop
ular" rather than "fine" arts. In each, many 
persons were involved in the production 
process—designer, engraver and/or mo
deler, and production workers. Both re
quired a degree of hand work and skill not 
seen today. 

Print from Hiroshige's Tokkaido series 

Vincent van Gogh 's background for his 
painting, "Le Pere Tanguy" (1887), con
sists of several prints of Japanese women. 
In his "Bedroom at Aries," there seems to 
be evidence of the manner of Eastern 
painting—the absence of shadows, high 
point of vision and pure, clear colors laid 
on with their intrinsic worth and the rela
tionships between them in mind. In fact, 
van Gogh himself says, "The shadows are 
suppressed, it is painted in free flat washes 
like the Japanese prints . . . I envy the 
Japanese the extreme clearness which 
everything has in their work. It is never 
wearisome . .. simple as breathing . . . they 
do a figure in a few strokes." 

Paul Gauguin, in 1888-9, began to use 
flat spaces and deliberate outline which he 
extracted from Japanese prints. The Ori
ental rhythm is especially noted in such 
pieces as "Mile. Loulon" (1890). At this time 
van Gogh and Gauguin worked together 
and shared a deep liking for prints. Ac
tually, among the first westerners to see in 
the prints the art which is now recognized, 

were the artists who in their own time were 
generally classed as odd by society. It was 
not until western critics realized that van 
Gogh, Gauguin, Whistler and Degas had 
valid artistic theories, that the prints began 
to find places in our galleries. 

James Whistler understood the Japanese 
use of overlapping planes to give perspec
tive and the breaking up of edges of the 
picture frame by sprays of leaves or ob
jects in the close foreground. He studied 
Hiroshige's night scenes which suggested 
nocturnes to him . . . He once said that he 
went to nature for the motive, the Japa
nese for the design. His "Harmony in Grey 
and Black," commonly known as "Mother," 
is a frequently cited example of his in
debtedness to Japanese art. 

The Japanese did not invent color-printing 
but received their first lessons from the 
Chinese. No pictorial prints have been found 
that were made before 1300. The first print 
to be used as a book illustration was an 
exact copy of a Chinese drawing. It ap-

peared in 1582. That "primitive" period 
lasted until 1743 when Moronobu applied 
the concept of the new school, Ukioye, to 
wood engraving. Before his time . .. Eu
ropean wood engraving was far superior 
to that of Japan. 

The "transition" period lasted just two dec
ades, from 1743 to 1765. It was a time of 
technical development which ended in the 
invention of polychrome printing. As early 
as 1765 Suzuki Haronobu used ten or 
more blocks in the execution of a single 
print. The following eighty years were to 
bring Japanese color printing to its peak of 
excellence. Of the real landscape design
ers, Kiyonaga was the first. His innovative 
work freed the prints from conventional
ism. The aforementioned Hiroshige and 
Hokusai were the finest landscape design
ers in Japan, the latter being active in print 
designing for over sixty years. 

Jugendstil and Art Nouveau 
by Dr. Graham Dry 

The German word Jugendstil, associated with the "modern" art style of the turn 
of the century, refers to the illustrated Munich Magazine, "Jugend," founded in 
1896, in which the curving, "whip-lash" style of surface ornament and illustration 
became popular. Thus, while Jugendstil could be translated literally as "style 
of youth," it really should be left as is, since its meaning is "the style of the 
'Jugend' magazine." The magazine had enormous success and was influential 
in the spread of this very decorative style—derived from Japan, France and 
England—as a result of its high circulation. 

The term Art Nouveau—in its specific sense of denoting the style of turn-of-
the-century decorative art in Europe and America and not as a general term 
standing for whatever is new in art—is derived from the sh©p "Salon de I'Art 
Nouveau," founded in Paris in 1895 by Hamburg-born art dealer and connoisseur 
Samuel Bing (1838-1905), which became at once the center of the new (partic
ularly French) style of the decorative arts. Bing always used the first initial only: 
S. Bing. His pavilion "Art Nouveau Bing" was all the rage at the Paris Universal 
Exhibition of 1900 (he was the first to show Tiffany glass in Europe, in his shop) 
and made the connotation for the new style firmer still. 

The term "Art Nouveau" is used today in America and England to denote the 
whole international field of the applied arts from about 1895 to 1914. This in
cludes, from the point of view of the American or English writer, Jugendstil 
(Germany), Secessionstil (Austria), Stile Liberty (Italy—named after the "Liberty" 
style, the London shop specializing in wonderful, much-exported Art Nouveau 
textiles), Nieuwe Kunst (Holland), etc. 

The German writer, when writing about this period, refers to it as the "Jugendstil" 
period, using the term from his point of view. In Germany it therefore does not 
mean merely the German version of the international "Art Nouveau," but means 
"Art Nouveau" in general. The term can, however, be used to denote this specific 
German version when a (foreign) writer is at work: " 'Jugendstil' designs" can 
only be German; "German art nouveau" is absolutely permissible, but the former 
is better and absolutely accurate! 

It may be of interest to note that S. Bing wrote a book in 1895, "La Culture 
Artistique en Amerique." This book has been published in English and introduced 
by the great Tiffany and Art Nouveau expert, Robert Koch, under the title, 
"Artistic America, Tiffany Glass and Art Nouveau" (MIT Press, Cambridge, 
Massachusetts, 1970). 



The "period of decline," which began dur
ing the lifetime of the two artists, became 
a period of decadence after their deaths, 
never to regain its preeminence. The prints, 
like the ceramic products we have been 
talking about, are no longer made with the 
same care and skill as the originals, and 
for many of the same reasons. Q 
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How Old is That Stein? 
by Jack Lowenstein 

The Spring 1984 edition (35/84) of Hacker-
Pschorr Bräu's house magazine, "Bier + 
Wir" ("Beer and We") carried an interest
ing article on page 15 about old steins car
rying their advertising. Collector and tav
ern owner Ludwig Weiss of Mun ich 
described 10 of his steins: Five had the 
logo and advertising of Hacker Bräu, while 
the remaining five were the Pschorr Bräu 
counterparts. 

What was interesting is that collector Weiss 
had dated the steins, and I was surprised 

to see these dates, as I would have esti
mated the age of some of these steins dif
ferently. It goes to show how certain types 
of decor spanned long periods of time and 
cannot be easily placed into tight and con
venient time slots. The photos accompa
nying this article were taken directly from 
"Bier + Wir," as are the descriptions and 
dates of the steins. 

Do the dates shown agree with your esti
mates? 

[By the way, Hacker and Pschorr com
bined recently into a single organization, 
Hacker-Pschorr Bräu AG, Munich.) 

1. Comb-decorated 1-L stoneware stein; 1880 
2. Known as the "Merkelbach-Krug," one of the earlier multi-colored steins; dated 1889 
3. "Jugendstil" decorated stein, showing by its decor the competition among Munich breweries in 

their advertising; 1905 
4. "Keferloher" stoneware Masskrug, incised decor in blue; 1912 
5. More modern 1-L stein with artistic incised logo and name; 1937. 

1. Plain 1-L stoneware stein (the advertising is on the lid); 1880 
2. Print-under-glaze stein, multi-colored; 1889 
3. Very similar to no. 2, but with different style lid; this stein had a time span of some 25 years; 

1915 
4. Unusual tapered 1-L Mass-Krug with blue incised decor; 1925 
5. Machine-produced 1-L stein with production lid; incised decor; 1940. 


