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ABSTRACT 

 

This dissertation tells the story of the Berlin based art, literature, and applied art periodi-

cal Pan, whose twenty-one issues were published in three editions of increasing luxury between 

1895 and 1900. The dissertation therefore provides an overview of the entirety of the periodical’s 

life, countering historiographic biases, which emphasized Pan’s experimental beginnings. By re-

constructing the extended periodical, including advertisements, marketing brochures and off-

prints, the dissertation shows how Pan’s own development is not a history of decline, as has been 

repeatedly asserted. Rather, the dissertation makes the case that Pan’s development very much 

mirrors and reflects a historical pivot from late nineteenth century symbolist aesthetics toward a 

modernist aesthetics, based on principles of rationality and seriality. The dissertation also uses 

Pan as an exemplary case study to offer a new perspective on the role of periodicals at a crucial 

moment for the relationship between art and design. By considering and analyzing Pan’s dual 

nature as conventional print medium as well as experimental applied art object, this dissertation 

offers new insights into the reciprocally constitutive relationship between objects and their images 

during the fin-de-siècle. After a first chapter provides an institutional history of the periodical, 

the second chapter turns to the role paper played in the conception, production and reception of 

the periodical, especially relating to questions of consumption, luxury and bourgeois decorum. 

The third chapter analyses in detail shifts in layout and typography over the periodical’s five-year 

run and proposes that Pan’s emphasis on the experience of the single page makes it a periodical 

despite itself. The last chapter first considers the significance of reproductions in Pan and then 

situates them in a larger economy of images, publications, objects, and interiors. This last section 

lays bare in some historical detail that in the age of the periodical both art and applied art are 

subject to the logic of reproducibility and seriality. Whether as objects or as entire rooms, moder-

nity in art and applied art circulated, crucially, as image-objects in the form of tangible, sensu-

ously active periodicals. 
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NOTE ON STYLE 

 

Against convention, this text refers to Pan’s five volumes in Roman numerals, with the 

issue number following as Arabic numeral, e.g. Pan III, 2. The same Roman numerals are also 

used to refer to Pan’s five years of publishing existence, which do not overlap with the calendar 

years. Since the first Pan issue appeared in April 1895 and the last in July 1900, the Pan years I 

to V as they appear in this text refer to the publishing year, which lasted from summer to the 

following summer. Starting in 1896, i.e. Pan II, the first issue of a year was the first one published 

after the summer.  

The text cites original archival materials from the German Literature Archive in Marbach, 

especially from the archive of Cäsar Flaischlen, whose papers contain the vast majority of Pan’s 

surviving editorial correspondence. Much of that has come down to us in the form of copybooks. 

They are indicated here as FCB (Flaischlen Copy Books) and their respective number (they are 

numbered with Roman numerals.) As these books are paginated, I have provided the date of the 

letters and their respective page in the copy book. Flaischlen almost never used a page for more 

than one letter.  

Unless otherwise indicated, all translations are mine. The German quotes are left as they 

appear in their original and have not been adjusted to reflect current orthography rules. 
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INTRODUCTION 
 

 
 
 
 
 
 
 
 

This dissertation explores the history of the German language periodical Pan, published 

in twenty-one issues during the last five years of the nineteenth century in Berlin, capital of the 

German Empire. Operating at the intersection of art history, periodical studies and the history of 

applied arts and design, it answers the call that Beth Irwin Lewis, in her important 2003 study on 

Die Kunst für Alle and the role of the popular press in the dissemination of modern art in Imperial 

Germany, had put out: “While Pan is regularly acclaimed as the outstanding and most influential 

art journal of the nineties in Germany, serious studies in English have yet to be published.”1 

As the first English language, book-length study of Pan, this dissertation analyzes the pub-

lication’s groundbreaking role in the history of art and design, which has been widely acknowl-

edged but has suffered time and again from being reduced to a commonplace.2 Moving beyond a 

mere assertion of its importance then, this dissertation provides a critical reassessment at a time 

when periodical studies on the European continent have seen a historic renewal against the back-

drop of the digital revolution. 

 
1 Beth Irwin Lewis, Art for All? The Collision of Modern Art and the Public in Late Nine-

teenth Century Germany (Princeton and Oxford: Princeton University Press, 2003), 392, foot-
note 3.  

2 The crucial books on the history of Pan are Gisela Henze, Der PAN – Geschichte und 
Profil einer Zeitschrift der Jahrhundertwende (Phd Dissertation, Freiburg, 1974); Jutta Thamer, 
Zwischen Historismus und Jugendstil – Zur Ausstattung der Zeitschrift ‚Pan‘ (1895-1900) 
(Frankfurt: Lang, 1980); Anne Schulten, Eros des Nordens – Rezeption und Vermittlung skandi-
navischer Kunst im Kontext der Zeitschrift Pan, 1895 – 1900 (Frankfurt: Lang, 2009). A series 
of articles further illuminates the periodical’s history: Karl H. Salzmann, “PAN: Geschichte einer 
Zeitschrift,” Imprimatur 10 (1950/51): 163-185; Catherine Krahmer, “Die Zeitschrift PAN und das 
Ausland (1894-1895),” Jahrbuch der deutschen Schillergesellschaft 39 (1995): 267-292; Theo Ne-
teler, “Eberhard von Bodenhausen, die Zeitschrift PAN und die Buchkunstbewegung um 1900,” 
Marginalien: Zeitschrift für Buchkunst und Bibliophilie 172 (2003/4): 3-33.  
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 The dominating narrative in Pan’s historiography to this day is marred by strong intellec-

tual biases against art nouveau of which Pan is said to be a leading, if not the leading periodical 

in Germany (although it has competition for that title in Jugend, a periodical started a year later 

in Munich, and after which the movement was named). This biased narrative has its foundations 

in an incomplete accounting of the life facts of the periodical, a result of the large amount of sur-

viving editorial correspondence, which has never been fully assessed. This dissertation works to 

counterbalance theses biases and oversights. 

Pan’s years as an institution, 1893/1894 to 1900, also mark a pivot in German art history 

from nineteenth century models of realist and academic art toward modern art. The dissertation 

provides an account of this crucial moment, often referred to as the moment of the secessions, 

from a hitherto neglected perspective, namely that of the periodical, its design, production, circu-

lation, and reception. Rather than limiting the role of the periodical in this epochal shift to the 

depth and significance of its institutional network, to its role as a medium for critical discourse, 

or simply to its status as a source for historical, documentary evidence, I explore its pathbreaking, 

indeed history-making combination of formal and material exploration of the periodical as object 

with its role as print medium appearing at an inflection point of reproductive technology, espe-

cially concerning photographical reproduction.  

The opening chapter is an account of Pan’s institutional history. The chapter makes clear 

that the publication began as a project of passion of members of the literary avant-garde, only to 

be taken over quickly by figures of the artistic and cultural establishment of the German Empire, 

such as Wilhelm von Bode, Alfred Lichtwark, and Harry Graf Kessler, to name but three of its 

more prominent representatives. Therefore, the dissertation investigates Pan with a limited focus 

on its status as an art and applied arts periodical, emphasizing the latter.3 The vantage point of 

the applied arts allows to draw out some fundamental characteristics of the larger material culture 

 
3 Henze’s dissertation concerns itself, besides the institutional history of the periodical, 

with the literary aspects of it.  
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of the turn of the century, which is marked by a historically significant permeability and interpen-

etration of the different arts.  

By focusing on both the material and discursive aspects of Pan as an applied arts periodi-

cal, this dissertation takes a detailed, differentiated look at processes of translation and circulation 

of forms and objects during this moment of creative effervescence. What is more, it positions Pan 

– and with it the periodical form as such – as a paradigmatic and indeed inaugural object of mod-

ern design. This dissertation is then also a history of the beginnings of modern design as a media 

phenomenon, spotlighting the reciprocal constitution of objects and their images.  

The narrative arc of the dissertation moves from a recounting of the historical facts in the 

first chapter, with revisionist stress on hitherto sidelined, but crucial figures such as the founding 

editor Otto Julius Bierbaum, with his passion for book design, or the periodical’s longest serving 

editor Cäsar Flaischlen, a trained bookseller turned writer, to a consideration of the periodical’s 

material support – paper – in the subsequent chapter. Pan’s intervention on the side of excellence 

in paper production when industrial production had widened and also cheapened the material’s 

quality, thus coincided with a larger cultural debate, triangulating the often-shoddy quality of in-

dustrial production, the hoped-for standards of good quality, and those objects which, in their 

conspicuous and indeed excessive materiality, breached bourgeois decorum. 

Indeed, as paper quality emerged as one measure of bourgeois anxieties about the political 

dimension of values such as moderation, Pan flouted such concerns. Not only did it use domesti-

cally produced luxury papers, but it also used imported Japanese papers for its three editions, 

which further add to the periodical’s transgressive nature, while also providing its readers and 

viewers with a phenomenologically differentiated experience of the periodical. This part of the 

dissertation ends with a consideration of the role of paper in discussions of consumption and lux-

ury, themselves tied to the issue of decorum.  

Moving out from the close consideration of differentiated material surfaces and their cul-

tural resonances, the third chapter of the dissertation tackles questions of periodical design and 
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the semantics of seriality, a defining characteristic of periodically published printed matter, such 

as Pan, and an ongoing theoretical concern in periodical studies. Given the practice of layout oc-

cupies itself with the integration of separate and distinct elements on the page and across pages, 

this could have been an opportunity to revisit debates around the Gesamtkunstwerk, i.e. the total 

work of art, a concept which has been mobilized in the past to conceptualize the semantic struc-

ture Pan. Instead, the dissertation stays close to the object at hand, the periodical, and investigates 

chronologically how layout had developed alongside shifts in editorial outlook.  

As it does so, it also grounds these formal developments in the economic fortunes of the 

publication, which suffered two major setbacks during its five-year run. Here again, the hitherto 

understudied figure of the periodical’s long-term editor Flaischlen comes into focus. Responsible 

for eighteen of Pan’s total of twenty-one issues, Flaischlen’s idiosyncratic obsessions with order 

and structure, especially as they manifested themselves in para-periodical printed matter, such as 

the editorial correspondence’s copy-books or the project of a prospectus in the form of a mini-

Pan, also emerge as an important element in the streamlining of the periodical’s layout, pointing 

to the periodical’s embeddedness in a larger logic of seriality and combinatorics, taking the single, 

unitary page as its basic building block. By drawing out Pan’s very specific and changing engage-

ment with seriality, this chapter also pushes the discussion of its form beyond the contemporary 

debate, present not least in Pans’ own pages, on the formal differences between periodical and the 

book. 

The fourth and last chapter is divided into two parts. Picking up a thread arising from the 

discussion of the periodical’s layout, the chapter moves out, yet again, from the level of the object 

and the relationship to itself or objects similar to itself, to consider Pan in its relations to the 

wider, differentiated world of made objects, running the gamut from unique art objects to indus-

trially produced artefacts. The first step in this investigation is a close look at Pan and other ap-

plied arts periodicals emerging in its immediate wake in the genealogy of nineteenth century 

applied art publishing. It shows that in the last five years of the century, the change of applied art 
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publishing from a trade oriented to a consumer-oriented field had come to a preliminary conclu-

sion. The new era of which Pan is the advance party was dominated by periodicals foregrounding 

direct and immediate access to the objects they reproduce by way of ever improving photographic 

reproduction (half-tone).  

Pan occupied a singular position within this field, not only because of its multifaceted 

identity, incorporating literature, art history and criticism, art, and applied art, but also because 

it more consciously engaged the differential potential of the simultaneous presence of a range of 

reproductive technologies in its pages than any of the periodicals it may be compared to in the 

field of applied art publishing. Here, then, the Pan makers combined surface differentials (varied 

types of paper) with reproduction differentials, thus mobilizing strategies from the marketing for 

original prints for not only aesthetic pleasures, but also the development of a discerning senso-

rium, which extends beyond the visual to include a more fully embodied reader and viewer of the 

periodical.  

Indeed, with the focus shifting to the embodied reception of the periodical, the disserta-

tion’s last section extends its purview outside of the realm of the applied art strictly speaking, to 

consider the display of objects of art and design during the late 1890s, which was not only marked 

by the increasing presence of periodicals reproducing both, but also the emergence, in Berlin, of 

the rise of new display practices in private, commercial, and public spaces. The peculiarity inher-

ited not least from French predecessors of these various spaces was their interpenetration, where 

private and public, as well as commercial and non-commercial aspects of spatial configurations 

existed side-by-side. 

As it is, these entanglements echoed similar blurrings of boundaries in Pan, even though 

Flaischlen tried his best to separate the more openly commercial aspects of publishing such as 

advertisements, from the artistic core, the periodical itself. Nevertheless, Flaischlen’s own sense 

of entrepreneurship – entirely overlooked until now – in the form of the publication of off-prints 
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or anthologies of texts from Pan, became an integral part of the efforts at spreading the gospel of 

new currents in art and applied art, including the introduction of French art in Germany.  

Based on archival correspondence, the dissertation retraces here in some detail the deal-

ings of Flaischlen and Pan with the two new galleries in Berlin, the Cassirer gallery and the Keller 

und Reiner gallery.4 This also serves as a reminder that the moniker of Pan as the leading period-

ical of art nouveau, while not entirely false, is partially misleading as it was equally invested in the 

development of modern art. Put differently, this section lays bare in some historical detail that in 

the age of the periodical both art and applied art are subject to the logic of reproducibility and 

seriality. Whether as objects or as entire rooms, modernity in art and applied art circulated, cru-

cially, as image-objects in the form of tangible, sensuously active periodicals.  

Past literature on Pan, too often, has fallen into the trap of certain historiographical cli-

chés, such as the failed avant-garde periodical, which set out to revolutionize the arts, but ended 

up as just another periodical. Others have remarked that it never, in fact, matched its post-mor-

tem reputation and merely moved from tepidly reformist to outright boring.5 On the other hand, 

some have taken pains in separating its good from its bad aspects, such as this statement: 

 
4 The work of this dissertation would not have been possible without the tools made avail-

able by the computer and the digital age. Besides the digitized version of Pan at Heidelberg Uni-
versity, whose importance to this undertaking cannot be overstated, there is in particular the two 
volume, computer-based catalog and register of Pan published in 1970, for which a computer pro-
gram was explicitly designed. This publication provides a qualitative ordering and cross referenc-
ing of Pan’s contents. Meant as the first in a series of such documentations on art nouveau 
periodicals, it remained the only one and is a remarkable and solitary achievement. See Ingrid 
Dennerlein, PAN 1895-1900, Bildende Kunst 1850-1914: Dokumentation aus Zeitschriften des 
Jugendstil, ed. Gerhard Bott (Berlin: Gebr. Mann Verlag, 1970).  

5 While the literature on Pan itself can still be gathered with some comprehension, as 
Henze has already noted in her foundational 1974 dissertation, it is impossible to account for 
passing mentions and characterizations of the periodical, which appear in many different types of 
histories, such as histories of Jugendstil, histories and compendia of periodicals, histories of ty-
pography and graphic design, etc. Its historiographical fortunes have risen and fallen with the 
interest in more general topics, such as the art and politics in the Wilhelmine Empire, especially 
the Secessionst movements; the history of Jugendstil, which has attracted renewed scholarly in-
terest since the 1960s and 1970s; the history of periodicals, which in Germany has undergone 
more and less active phases; the history of print culture and graphic design and of course the 
history of the book.  
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The crowd of modern artists first paraded publicly on the occasion of their collaboration 
on the periodical “Pan", which appeared in five volumes between 1895 and 1900 in Berlin. 
In its ranks we encounter the names: Klinger, Greiner, Böcklin, Sattler, and as younger 
artists Eckmann, Behrens, E. R. Weiß. While different from each other in detail, they were 
all opposed to the reigning modes of illustrations, as it was being practiced in the conven-
tional luxury editions of German classics.  
Its high-quality images, in conjunction with the letterpress printing from W. Drugulin, 
gave Pan the reputation of having inaugurated a new development in book craft. To be 
sure, the name of the publisher, Otto Julius Bierbaum, points to the limits that were im-
posed on Pan’s cultural impact. His and his companions’ type of virtuoso, but essentially 
vacuous intellectual posturing never resulted in anything more than an eroticism from the 
gutter.6  
 
Often these characterizations come in the form of short summary statements, necessitated 

by some other kind of historical narrative that needs illustrating and in which Pan is reduced to a 

certain function, a dramaturgical pawn. It shares that fate with many other periodicals, since for 

a long time, in the writing of history, they had been considered for their documentary value, and 

rarely for their own sake.  

Such summary treatments notwithstanding, and they are legion, Pan also belongs to that 

group of periodicals which has attracted a significant amount of attention as an object of study in 

its own right. Primarily, this is the result of its contemporary reception, as it emerged as an ex-

ceptional periodical as well as luxurious object into a media environment, which saw itself re-

flected as well as challenged by its existence. This original echo as well as later reminiscences and 

fictionalizations by many of the actors involved, continues to ripple through Pan’s historiography, 

necessitating a renewed look at the existing evidence.  

 
6 Hermann Barge, Geschichte der Buchdruckerkunst vom Jahre 1500 bis zur Gegenwart 

(Berlin: Demeter, 1941), 478: “Zu einer Heerschau fand sich die moderne Künstlerschar erstmalig 
in der Mitarbeit an der Zeitschrift „Pan“ zusammen, die in fünf Jahrgängen 1895-1900 in Berlin 
erschien. In ihren Reihen begegnen uns die Namen: Klinger, Greiner, Böcklin, Sattler und als 
jüngere Künstler Eckmann, Behrens, E. R. Weiß. Bei großer Verschiedenheit im einzelnen war 
ihnen allen gemeinsam der Gegensatz gegen das herrschende Illustrationsverfahren, wie es na-
mentlich in den konventionellen Prachtausgaben deutscher Klassiker gang und gäbe war. Den 
hochwertigen Bildern in Verbindung mit der von W. Drugulin besorgten Druckausstattung ver-
dankt der Pan den Ruf, eine neue buchgewerbliche Entwicklung eingeleitet zu haben. Freilich 
weist der Name des Herausgebers Otto Julius Bierbaum auf die Grenzen hin, die den geistigen 
Auswirkungen des Pan gezogen waren. Seine und seiner Gesinnungsgenossen zwar schmissige, 
aber in substanzlosem Geistreicheln verharrende Produktion ist kaum je über eine in den Niede-
rungen sich bewegende Erotik hinausgelangt.”  
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Pan belongs to a relatively small group of historical periodicals with an abundant archive, 

not only of its editors, but also of many people who were involved in its publication at large. The 

surviving wealth of information tells a nuanced, intricate story of the periodical’s life, which is so 

multi-faceted and contradictory that it cannot be accounted for in its totality from a single vantage 

point.7 Indeed, such is the nature of the periodical, an open, potentially never ending thing, with 

an infinite amount of possible combinations for browsing and perusal that the historical attempts 

at a comprehensive history or theory of the periodical as a medium always already feel either in-

adequate or grandiose.8  

With Pan, there is the added difficulty that it really is not clear what kind of periodical it 

is: art, literature, art history, applied arts, original prints, photographic reproductions, illustra-

tions – a miscellany if ever there was one. This boundary crossing nature is particularly put into 

relief since Pan appeared at a moment when the periodical in Germany, as a publishing genre, 

had undergone already its transformation into a mass medium. On one end of the market, highly 

specialized periodicals for innumerable niche publics were available.  On the other end, general 

interest periodicals, in particular those with illustrations, were circulating more broadly, such as 

Die Gartenlaube, with an estimated total readership in its heyday in the 1870s with somewhere 

between 2 to 5 million readers, making it the very first German mass periodical.  

Pan is neither specialized in content, nor is it a mass market publication. But it is illus-

trated, and it is cultural in outlook. Yet, it was not a critical journal, in the sense that it would be 

sparring in the marketplace of contemporary cultural criticism. And then, to compound the prob-

lem of trying to find a category of periodical in which it might fit, it is printed on expensive papers, 

 
7 Henze, as well as Schulten more recently, have done much to publicize original material 

from the archival record to bring differentiated analyses to the socio-cultural background within 
which the makers of Pan operated. Similarly, Catherine Krahmer has relied on original sources, 
as has Salzmann, who has however not attributed his citations to specific sources.   

8 The work of Joachim Kirchner, for example, comes to mind here. A leading German 
scholar of periodicals in the middle of the twentieth century, his work on the subject of periodicals 
was driven by an encyclopedic impulse.  
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in three different editions, at exorbitant prices, really undermining the very notion of the period-

ical as an ephemeral, in-the-present kind of publication.  

The difficulty in telling the history of a periodical such as Pan as an object history – besides 

the fact that it is a serial object, in three different versions no less – is that over the course of its 

unexpectedly long life of five years (three were originally planned), Pan maintained stability in 

certain aspects, while also undergoing significant change. As history – that is, as institutional his-

tory, Pan’s history is one of changing editorships, reflective of a changed institutional setup. This 

matters for our understanding of shifts in content, but importantly – for this account of the peri-

odical as object – it matters as it reflects changes in the appearance of the periodical.  

This history of evolving personnel, which also allows us to illuminate specific and detailed 

aspects of the social and intellectual history of art during this time, is intertwined with another 

history, namely the history of the periodical’s economic fortunes. Understanding the shifts in eco-

nomic logic as well as the intellectual readjustments arising from an evolving cast of characters, 

which both underpin the life of Pan, allows us to put into relief more clearly than previous histo-

ries of Pan the periodical’s character as a relational thing, produced with not only diachronically 

shifting, but synchronically differentiated intentions, and received, equally, in heterogenous, dif-

ferentiated ways.  

 Besides considering new, respectively understudied archival sources, this dissertation, in 

line with developments in periodical studies, considers the periodical in conjunction with printed 

matter and ephemera, such as advertisements, prospectuses, and catalogs. While some of these 

have been referenced for their informational value, they have not been considered in their mate-

rial, typographical or reproductive relationship to Pan. It is by opening up this wilder field of 

printed matter, from trade journals, to applied art periodicals, to Henry van de Velde’s first sales 

catalog, and by positing Pan within it, that this dissertation aims to contribute to our understand-

ing of Pan, but also to this moment in the history of periodical publishing. It was at this point, in 

the last years of the nineteenth century, that socio-economic developments, such as the increasing 
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wealth of the German bourgeoisie, met with technological possibilities and artistic entrepreneuri-

alism. Together, they not only transformed German society into a consumer society, but they also 

transformed the periodical from a formally and materially exhausted nineteenth century publish-

ing genre into a dangerously exciting, formal and aesthetic field of experimentation. The trans-

formation’s name was Pan.  
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CHAPTER ONE 

 

Pan: An Institutional History 

   

 
 
 

Wahrhaftig, es sind große Gegensätze,  
der Kaufmann und der Dichter,  
die Hymne und die Kalkulation,  

die sich im Büro des Verlegers begegnen.1 
 

 

Munch, Strindberg and Early Modernism in Berlin 

 

I want to begin by looking at the situation in which the idea of the periodical was born, its 

historical circumstances and the various actors that played a role in these first moments of Pan’s 

life. It all started in Berlin, in the circles of the international literary and artistic bohème of the 

early 1890s.2 A significant group of writers and artists had coalesced at the end of 1892, after the 

 
1 Ernst Johan, Die deutschen Buchverlage des Naturalismus und der Neuromantik (Wei-

mar: Böhlau, 1935), 2: “Truly, the opposition could not be greater, the businessman and the poet, 
the hymn and the calculation, which meet in the office of the publisher.” 

2 Henze, not without reason, given her focus on the literature in Pan, describes the so-
called Friedrichshagener Dichterkreis as the grouping from which the later Strindberg circle 
would form. This earlier circle, with a decidedly political, i.e. socialist outlook, and subscribing to 
naturalism in literature had emerged by 1888 in Friedrichshagen, a leafy south-eastern suburb of 
Berlin, with a village feel to it, whose main street is today named after one the circle’s figureheads, 
Wilhelm Bölsche (1861-1939). Henze lists as more permanently associated with the circle, besides 
Bölsche, the brothers Heinrich (1855-1906) and Julius Hart (1859-1930) and Bruno Wille (1860-
1928). Gerhart Hauptmann (1862-1946) lived nearby, and some Scandinavians would spend time 
in Friedrichshagen, including Arne Garborg (1851-1924) and Knut Hamsun (1859-1952), who 
would have texts published in Pan, as well as Ola Hansson (1860-1925), who housed Strindberg 
for a short while when the writer came to Berlin, and Laura Marholm (1854-1928), Hansson’s 
wife. Participants in the activities of the circle over the years included (later Pan contributors ital-
icized): Hermann Conradi (1862-1890), Richard Dehmel (1863-1920), Max Halbe (1865-1944), 
Otto Erich Hartleben (1864-1905), Karl Henckell (1864-1929), Arno Holz (1863-1929), Detlev v. 
Liliencron (1844-1909), John Henry Mackay (1864-1933) and Johannes Schlaf (1862-1941). 
Henzes notes that also Wilhelm Hegeler (1870-1943), Max Dauthendey (1867-1918), Bengt 
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famous Swedish playwright August Strindberg had arrived on October 1 in Berlin on the invitation 

of Die Freie Bühne, a naturalist literary periodical, which had raised funds to sponsor Strindberg’s 

stay.3 The meeting place for the bohème, which included Richard Dehmel, was Gustav Türk’s 

Weinhandel und Probierstube, at the corner of the Unter den Linden boulevard and Neue Wil-

helmstraße (today’s Wilhelmstraße), in spitting distance from the Brandenburg Gate. Strindberg 

had taken a liking to the establishment and so the group started congregating there.4 Türk’s tavern 

is most commonly known today under the name that Strindberg gave it, after looking at the sign 

hanging outside, which resembled a pig: Das Schwarze Ferkel, or the Black Piglet.  

Reinhold Heller has proposed to consider the group around Strindberg and its activities 

as the beginning of the movement for modernist art in Germany.5 Indeed, he considers the Black 

 
Lidforss (1868-1913), Edvard Munch (1863-1944), Adolf Paul (1863-1943), Stanislaw 
Przybyszewski (1868-1927), Carl Ludwig Schleich (1859-1922), Fidus (Hugo Höppener, 1868-
1948) and Wilhelm Spohr (1868-1959) have been mentioned as associated with the circle. While 
the circle did not share its socialism with the Strindberg group, both were decidedly anti-bour-
geois. See Henze, Pan, 41.  

3 Johan August Strindberg (1849-1912), Swedish playwright, poet, novelist and essayist. 
Known since the 1880s as exploring the possibilities of realist theatre, in the tradition of Henrik 
Ibsen, he turned to the occult in the 1890s, culminating in his so called “inferno” crisis, which he 
suffered while living in Berlin, necessitating his return to Sweden.  

4 Przybyszewksi would recall in his memoirs: ‘‘The whole tavern consisted of two very 
small rooms, divided by a small bar, on which bottles with various beverages were piled up. The 
rooms were so small that they could barely hold twenty people; after 6PM, you could not find 10 
cm space, so packed it was, since Strindberg had begun to hang out in this small wine bar. / This 
news spread rapidly in the Scandinavian community and you could not find anybody who did not 
wish to meet Strindberg or to renew an old friendship.’’ (Die ganze Weinstube bestand aus zwei 
kleinen Räumen, getrennt durch einen schmalen Schanktisch, auf dem sich Flaschen mit den ver-
schiedensten Getränken häuften. Die Räume waren so klein, daß sie kaum zwanzig Personen auf 
einmal beherbergen konnten; nach sechs Uhr nachmittags fand man keine zehn Zentimeter Platz 
mehr, so überfüllt waren sie, seitdem Strindberg in dieser Weinstube herumzusitzen begonnen 
hatte. / Die Nachricht davon verbreitete sich schnell in der Skandinavischen Kolonie, und es gab 
in ihr niemanden, der nicht den Wunsch gehabt hätte, Strindberg kennenzulernen oder eine alte 
Bekanntschaft mit ihm aufzufrischen.) See Stanislaw Przybyszewksi, Erinnerungen an das lite-
rarische Berlin (Munich: Winckler, 1965), 190-191, as quoted in Henze, Pan, 43. 

5 Reinhold Heller, ‘‘‘Das Schwarze Ferkel’ and the Institution of an Avant-Garde in Berlin, 
1892-1895,’’ in Künstlerischer Austausch: Akten des XXVIII. Internationalen Kongresses für 
Kunstgeschichte, Berlin 15.-20. Juli 1992 = Artistic Exchange, ed. Thomas W. Gaethgens (Berlin: 
Akademie Verlag, 1993), 509-519. The most comprehensive account of the Berlin artworld and its 
social and political ramification during this time remains Peter Paret’s The Berlin Secession: 
Modernism and its Enemies in Imperial Germany (Cambridge: Belknap Press, 1980). See also 
Nicolas Teeuwise, Vom Salon zur Sezession: Berliner Kunstleben zwischen Tradition und 
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Piglet bohème as the first truly modernist avant-garde in Germany. In his account, it is the Munch 

Affair (in German known as the Munch-Skandal), preceding the foundation of the Pan associa-

tion by a year and a half, which ought to be considered the crucial moment for galvanizing the 

progressive artists of Berlin.6 The affair, carrying the name of the Norwegian painter Edvard 

Munch, began with an exhibition of his work at the Verein Berliner Künstler on November 5, 

1892, after that association’s exhibition committee had invited Munch to exhibit with them. The 

show was supposed to last two weeks. Already a week later, however, on November 12, the Verein, 

in the meantime bitterly feuding over the merits of the exhibition, thereby echoing the divided 

critical echo it had received in the press, voted with 120 to 105 votes to shut it down.7 As the voting 

concluded that evening, on November 12, between seventy and eighty artists left the meeting in 

protest. Led by Karl Koepping (1848-1914), professor of graphic arts at the Hochschule für die 

Bildenden Künste and later member of the Pan association, they reconvened later that evening 

and into the new day at the Schulte gallery, which had already shown some of these breakaway 

 
Aufbruch zur Moderne, 1871-1900 (Berlin: Deutscher Verlag für Kunstwissenschaft, 1986), as 
well as the important edited volume by Françoise Forster-Hahn, Imagining Modern German Cul-
ture, 1889-1910 (Washington, DC: National Gallery of Art, 1996). The Black Piglet circle has also 
attracted some attention of its own, for example in Allison Morehead’s dissertation “Creative Pa-
thologies: French Experimental Psychology and Symbolist Avant-Gardes, 1889-1900” (PhD Dis-
sertation, University of Chicago, 2007), especially the chapters on Strindberg and Munch, 290-
493. See also Marek Fialek, Die Berliner Künstlerbohème aus dem „Schwarzen Ferkel“. Darge-
stellt anhand von Briefen, Erinnerungen und autobiographischen Romanen ihrer Mitglieder 
und Freunde (Hamburg: Kovač, 2007). It should be added here, as Schulten points out, that the 
focus on the Munch-scandal in Berlin and the birth of modernism in Germany has obscured sim-
ilar developments in Munich, for example, where debates on the merits of exhibitions with inter-
national participants were also ongoing, or the fact that Max Liebermann, as early as 1889, 
instigated a German exhibition at the Paris World Fair of that year. See Schulten, Eros, 39. 

6 As Schulten points out, the Munch Affair and the ensuing critical debates are generally 
accepted as the immediate historical events leading to the eventual founding of Pan. See also Salz-
mann, “Pan,” 165-166; Kenworth Moffet, Meier-Greaefe as Art Critic (Munich: Prestel, 1973), 10; 
Thamer, Pan, 19; Krahmer, “PAN und das Ausland,” 270. 

7 While Heller gives 105 votes in favor of the exhibition, Paret notes that the actual number 
might be either 103 or 105 and that it cannot be established with absolute certainty. The statement 
published in the Vossische Zeitung mentions 103.   
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artists, and founded a new artist association, the Freie Vereinigung Berliner Künstler, the Free 

Association of Berlin Artists.8  

The vote to shut down the exhibition, however, was acted upon at once so that on the 

morning of November 13, a Sunday, the paintings were removed. While Anton von Werner (1843-

1915), the president of the Verein (as well as the Berlin Academy of Art), had managed to keep the 

official Berlin artworld running diplomatically, with a mixture of authority and compromise, the 

vote showed that fault lines and complications had emerged, which could no longer be glossed 

over.9 Munch, in the meantime, moved to benefit from his unexpected notoriety and planned a 

private exhibition of his works, which opened six weeks later, with a newly added portrait painting 

of Strindberg placed solemnly on an easel, greeting the visitors.  

With this episode – the Munch scandal or Munch affair – a new development began in 

the German art world. Until then, Berlin had not been Germany’s most important art center. Mu-

nich had held the title of art capital. But the presence of a new generation of German as well as 

international artists in Berlin changed that city’s artistic life, as well as its reputation so that in a 

short period of time it became attractive enough for a number of artists to decamp from Bavaria 

to the north.  

 
8 Paret observes that with the exception of a declaration published on November 21 in the 

Vossische Zeitung, signed by forty-eight of the dissident artists, the new association did not in fact 
do much at all, but served von Werner to reaffirm “the sovereignty of tradition, at least over the 
official art world.” See Paret, Secession, 51-52. It is noteworthy that in this declaration, the artists 
took great pains to not take an aesthetic position, but to reiterate that their opposition is based on 
procedural grounds, according to which it was a breach of decency and decorum to close an exhi-
bition of an artist who the exhibition committee of the association had expressly invited.  

9 Besides the Munch affair, he also points out the formation of the group XI as the other 
important art event of 1892 in Berlin. A loose artist collective, drawn from the Verein Berliner 
Künstler, including Franz Skarbina (1849-1910), Max Liebermann (1847-1935) and Walter Leis-
tikow (1865-1908), they would exhibit at the Schulte Gallery at Unter den Linden 1. It became 
fashionable, he writes, to visit the group shows of the Eleven (XI), which were unlike the salon in 
that they were small, consisting of a few works be each member and occasionally a guest, and held 
in spacious, discreetly furnished rooms. See Paret, ibid., 37-65, here 38. Schulten stresses the his-
toriographical shift from framing the Munch-Affair as a “battle for the modern” – she must think 
of Paret here – toward seeing it, and she references Heller, as the emergence of an avant-garde, 
which brought to the fore the simmering conflicts between progressive and reactionary forces in 
the Berlin artworld.  



 

 15 

Munch himself, with his idiosyncratic style, continued his exhibition activity, in privately 

rented showrooms as well as in larger exhibitions such as the Freie Berliner Kunstausstellung in 

the spring of 1893. He stayed around till 1895, before moving on. Other Scandinavian artists with 

modern inclinations also showed their works in Berlin. Thus, Alex Gallén (1865-1931, known also 

as Akseli Gallen-Kallela), had an exhibition at Gurlitt gallery in early 1895 and would soon be 

illustrating a Paul Scheerbart (1863-1915) poem in Pan’s first issue.  

These various activities fostered a critical discourse and made sure the debates around this 

entirely unfamiliar aesthetic – in Munch’s case of loose brushwork and flattened and coarse color 

– continued, aided in particular by the writers and critics associated with the Black Piglet.10 Thus, 

anti-naturalist as well as anti-impressionist impulses slowly paved the way for a more subjective 

art, which would find its expression in the continued celebration of individuality of character and 

strong personality, central concerns as well to the makers and contributors of Pan.11 This new 

subjectivity translated itself, in many instances, in symbolist painting, which would emerge as the 

second modern movement in Germany during this time, alongside impressionism. As these new 

perspectives emerged, appreciation of certain older artists also dramatically changed. This was 

the case with Arnold Böcklin and Hans Thoma, who, beginning in the 1890s, found widespread 

appreciation, which before had remained elusive.12  

Alongside the ongoing writerly engagement with the new artistic developments, a small 

number of industrialists and investors from the younger generation, still in their twenties, began 

to collect modern art. Walter Rathenau’s 1893 purchase of a Munch painting – Rainy Day in 

 
10 For an analysis of the importance of rough surface for symbolism see Reinhold Heller, 

“Concerning Symbolism and the structure of surface,” Art Journal 45, no. 2, Symbolist Art and 
Literature (Summer, 1985), 146-153.  

11 At this point, impressionism itself had barely made an impression in Germany. In some 
ways, then, the developments in the 1890s in Berlin were two steps ahead of the times.  

12 Angelika Wesenberg, “Symbolismus versus Impressionismus: Arnold Böcklin und Hans 
Thoma als umstrittene Galionsfiguren der deutschen Kunst um 1900,’’ in Schönheit und Geheim-
nis. Der deutsche Symbolismus – die andere Moderne, ed. Jutta Hülsewig-Johnen and Henrike 
Mund, exhib. cat. Kunsthalle Bielefeld (Bielefeld: Kerber, 2013), 123-130. 
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Christiana – is an example of early private support for the new artistic directions. More pertinent 

for the history of Pan, both Eberhard von Bodenhausen (1868-1918) as well as Harry Graf Kessler 

(1868-1837) were actors on the modern art scene starting in 1892 with exhibitions visits and be-

ginning a more active engagement in late 1894, early 1895.13 

The history of the Black Piglet circle, even though it was brief, is itself divided into two 

phases. The first is the very short phase of Strindberg’s reign. His reputation made him the un-

disputed leader of the group, but only for less than a year. The second phase begins with Strind-

berg’s departure from Berlin in 1893, when the writer and philosopher Stanislaw Przybyszewski 

and his later wife, the writer Dagny Juel (1867-1901), became the central figures of the circle. 

Indeed, it was not least Juel’s choosing of Przybyszewski as partner, when she was also amicably 

 
13 While Heller notes that both Bodenhausen and Kessler commissioned a portrait by 

Munch in 1893, and started buying prints in 1894, relying on Josef Kern’s Impressionismus im 
Wilhelminischen Deutschland from 1989, these dates seem unlikely for Kessler. What is certain 
is that Kessler saw Munch’s private exhibition at the Equitable Palast in 1892, as well his exhibi-
tion a year later at Unter den Linden 12. See Harry Graf Kessler, Das Tagebuch: 1880-1937, vol. 
2: 1892-1897, eds Günter Riederer and Jörg Schuster, with Christoph Hilse (Cotta: Stuttgart, 2010 
[2nd ed.]), 24.12.1892 and 5.12.1893 respectively. It is only in early 1895, after he had already 
joined the Pan association on November 1, 1894, that Kessler mentions visiting Munch’s humble 
abode in Charlottenburg, together with Bodenhausen (Kessler, Tagebuch 2, 20.1.1895). Indeed, 
this may well be the introduction of Kessler to Munch, orchestrated by Bodenhausen, as it is the 
first mention of a visit to the artist. This is also his first mention of Kessler buying prints from 
Munch for 60 Marks. Three weeks later, in a letter to Kessler, Bodenhausen passes on Munch's 
request for financial assistance, see Bodenhausen to Kessler, February 8, 1895, in Eberhard von 
Bodenhausen and Harry Graf Kessler, Ein Briefwechsel: 1894-1918, ed. Hans-Ulrich Simon (Göt-
tingen: Wallstein, 1978), 13. Kessler then notes in his diary, a day later: “Later to Munch, whom 
Bodenhausen requested me to support. He lives now in a hotel in Mittelstraße and claims he is ill. 
A few new etchings, which he showed me, are again weak in execution. At home, a letter from 
Meier-Graefe with a request for money for Przybyszewski. There is a certain irony to the fact I am 
obliged to support two artists, such as Munch and Przybyszewski, in whose work I don’t find much 
to like.” (Kessler, Tagebuch 2, 9.2.1895; Nachher bei Munch, den Bodenhausen mich gebeten hat 
zu unterstützen. Er wohnt jetzt in einem Hotel in der Mittelstraße und behauptet er sei krank. 
Einige neue Radierungen, die er mir zeigte, taugten in der Ausführung wieder wenig. Zuhause 
einen Brief von Meier-Graefe, mit der Bitte um Geld für Przybyszewski. Es liegt eine gewisse Iro-
nie darin, dass ich zwei Künstler, deren Werke mi rim Grunde genommen so wenig sympathisch 
sind, wie die von Munch und Przybyszewski, auch noch unterstützen muss.) Nevertheless, it is 
two months later that Kessler mentions sitting for Munch for the first time for the production of 
a lithograph, belying Heller’s claim that Kessler commissioned a portrait from Munch in 1893.  
(Kessler, Tagebuch 2, 11.4.1895). A 1894 portrait of Bodenhausen is known to have existed, but is 
lost. Munch portraits of Meier-Graefe and Przybyszewski from 1894 survive. Munch’s painted 
Kessler portraits date from 1904 and 1906. 
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related to Strindberg that hastened the latter’s well-known “inferno” crisis and his departure from 

Berlin. It is around this time that Julius Meier-Graefe and Otto Julius Bierbaum, two aspiring 

writers twenty-six and twenty-eight years of age respectively in 1893, also joined the Black Piglet 

circle.14 Meier-Graefe soon contributed an essay in Przybyszewksi’s edited volume on Munch, Das 

Werk Edvard Munch’s (The oeuvre of Edvard Munch). The rest of the Strindberg, then 

Przybyszewski circle consisted of writers and artists who would also regularly meet at Richard 

Dehmel’s apartment: Arthur Moeller van den Bruck (1876-1925) and his wife, Fidus, Franz Evers 

(1871-1947), Paul Scheerbart, Peter Hille (1854-1904), Hedwig Lachmann (1865-1918), and the 

pianist and composer Conrad Ansorge (1862-1930).  

 

The Pan Circle 

 

In Heller’s account, the foundation of the Pan association as a limited liability cooperative 

in the spring of 1894 was a culmination point, the effort at an institutionalization of the avant-

garde by way of a periodical and he closes his brief essay on the Black Piglet with it.15 Peter Paret 

stresses more clearly the transitional moment that the years 1893-1897 were, with the commo-

tions within the Berlin official and unofficial art world coinciding with a moment of economic 

recovery, starting in mid-decade, which brought renewed life to the art market. This matters for 

our account of Pan’s life, as it also proved to be a beneficial economic climate within which to 

launch a new periodical.  

 
14 Julius-Meier Graefe (1867-1935), son of a successful engineer, studied amongst other 

literature, history, economics, and philosophy in Munich, Zurich, Liège, and Berlin and started a 
career around 1890 as a writer. He published for example the novel Nach Norden in 1893, before 
turning his attention to art. Eventually, he became one of Germany’s leading art writers, publish-
ing in 1904 the first history of modern art Entwickelungsgeschichte der Modernen Kunst 
(Stuttgart: Hoffmann), giving much room to modern French art, such as impressionism, and re-
versing his earlier tastes of the 1890s dramatically, in particular with his polemic Der Fall Böcklin 
(Stuttgart: Hoffmann) from 1905. Bierbaum will be discussed below.  

15 Heller, “Black Piglet,” 517. 
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While it remains in doubt whether the idea of the creation of a periodical was first raised 

at the tavern, or at the apartment of Przybyszewski in the Luisenstraße, which had become an-

other gathering place for the bohème, the writers who originally initiated the idea were Bierbaum 

and Meier-Graefe, in conjunction with Scheerbart, Hille, both Przybyszewskis, Dehmel, 

Hartleben, Bodenhausen and Ludwig von Hofmann (1861-1945).16 It cannot be confirmed that 

Bierbaum alone was the true initiator of the plan, but his arrival in the circle, coming fresh from 

his editorial engagement at the Freie Bühne, may well have been the tipping point to go from 

merely thinking about a periodical to get active with the planning of a periodical.17 This is not to 

discount the particular form of the imagined, never to be realized, periodical. A critical engage-

ment with its potential during a time when bibliophilia and the imagination around the object 

book are a salient feature of symbolist tendencies in particular. It is also important to stress 

Bierbaum’s prior experience and his own aesthetic inclinations, as it was him who brought the 

bibliophilic impulse to the undertaking, and would carry it on after his time with Pan.18 The son 

of a baker, Otto Julius Bierbaum was, if judged by the reminiscences written shortly after his 

 
16 Meier-Greafe’s and Bierbaum’s founding role is corroborated by Alfred Lichtwark in a 

letter to Bierbaum from July 11, 1895: “If you want, you can send this letter to Meier-Graefe as 
well. I presume for you and him that you read letters in the spirit in which they are written. Our 
common task is to fruitfully craft (herauszuarbeiten) the beautiful idea of an independent paper. 
That you had and realized the idea in the first place, I am most grateful to you and Meier-Graefe. 
/ But since you requested my council, I feel it is my duty to scrupulously watch so that this im-
portant idea does not shipwreck.” (Wenn Sie wollen, können Sie auch diesen Brief gern an Meier-
Graefe schicken. Ich setze beim Ihnen und bei ihm voraus, daß Sie Briefe in der Gesinnung lesen, 
in der sie geschrieben sind. Unsere gemeinsame Aufgabe ist, den schönen Grundgedanken eines 
unabhängigen Blattes fruchtbar herauszuarbeiten. Daß Sie diese Ideen gehabt und verwirklicht 
haben, dafür bin ich Ihnen und Meier-Graefe von Herzen dankbar. / Aber da Sie mich zu Rath 
gezogen haben, fühle ich die Verpflichtung, nach bestem Wissen darüber mit zu wachen, daß die 
wichtige Idee nicht Schiffbruch leidet.) Quoted in Henze, Pan, 47-48. 

17 Henze notes that Bierbaum saw himself as the originator of the idea, citing a letter from 
March 13, 1894 to Bodenhausen. Henze, Pan, 48. 

18 In regard to the topos of unrealized periodicals and the critical potential that the form 
of the imaginary periodical possesses especially as it relates to ideas of community, see Emmanuel 
Alloa, “Ohne Leitbild. Die Utopie einer Gemeinschaft der Schreibenden bei Novalis, Benjamin 
und Blanchot,” in Bilder und Gemeinschaften. Studien zur Konvergenz von Politik und Ästhetik 
in Kunst, Literatur und Theorie, ed. Beate Fricke, Markus Klammer and Stefan Neuner (Munich: 
Fink, 2011), 315-343.  
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premature death in 1910, an eminently likeable, friendly, even sunny character during the time 

that concerns us here.19 Similarly, various writers, among them Thomas Mann (1875-1955), un-

derline Bierbaum’s zest for life and his “epicurean” side.20 Hans von Weber (1872-1924), publisher 

of the periodical Hyperion (1908-1910), even describes Bierbaum during this time as a kind of 

Sturm und Drang personality, in battle mode, as he writes, radiating with a sense of absolute and 

certain victory.21 At the same time, a type of leisurely, comfortable pleasure, it emerges in these 

texts, was of central concern to him, without, however, being overtly indulgent. Hedwig Lach-

mann remembers Bierbaum’s Tegel apartment, where he lived during his Berlin period. She re-

calls a modest home, sympathetic and a tad grandfatherly.22 Later, he would collect art and objects 

of all kinds, bringing them together in a mode of balanced multiplicity as a photo of his last study 

in Dresden indicates, featuring a large screen with Japoniste inspired decoration in an otherwise 

Biedermeier inspired interior, which Lachmann already noted in the Tegel apartment. Above all, 

what matters for the history of Pan is Bierbaum’s penchant for the culture of writing, paper and 

the book. Hans Brandenburg (1885-1968) thus mentions Bierbaum’s “collection of laid paper,” 

that is handmade papers, which he would occasionally use for book covers and end papers.23 The 

publisher Georg Müller (1877-1917), finally, summarizes Bierbaum’s perhaps most important leg-

acy:  

Just as Bierbaum, during the reign of naturalism, moved away from it, he was for a long 
time the only one who would pay any attention to the appearance of the book during a 
moment of most dramatic decay of German bookmaking. We can say, without a doubt, he 

 
19 Bierbaum remains a marginal figure in the history of German literature. Dushan Stanko-

vich published a monograph in 1971, Otto Julius Bierbaum: eine Werkmonographie (Bern: 
Lang), but interest in his literary legacy has resumed only recently, see Björn Weygand and Bernd 
Zegowtiz, eds, Otto Julius Bierbaum: Akteur im Netzwerk der literarischen Moderne (Berlin: 
Quintus, 2018). His elemental role in the book reform of the 1890s remains underappreciated and 
warrants further research. 

20 Thomas Mann in Otto Julius Bierbaum zum Gedächtnis (Munich: Georg Müller, 1912), 
200-202.  

21 Hans von Weber in ibid., 203-207, here 204.  
22 Hedwig Lachmann in ibid., 124-125. 
23 Hans Brandenburg in ibid., 216-242, here 220-221. Brandenburg also remarks, on page 

217, that he bought a single issue of the Insel, “whose design almost led me to mysterious medita-
tion. ” (...dessen Ausstattung mich schon zu fast mysteriöser Andacht stimmte.) 
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initiated the rebirth of the art of the book in Germany. While his first forays were tentative 
and often misguided, he arrived with the first publications of Pan and the Insel at creating 
masterpieces of typography, which during this time could not be surpassed and inspired 
modern publishers to return their attention to the appearance and design of their publish-
ing wares… What others so rarely achieve: the arrangement of the most diverse types and 
ornaments from different time periods into a unified whole Bierbaum achieved in […] Pan 
with success.24  
  
And so, as the winter of 1894 slowly became spring, the Pan circle decided to create a legal 

entity capable of organizing and financing the publication. The bohemians wanted their publi-

catino to be elaborate and monumental.25 By March 19, 1894, Pan, as a name, had been decided 

upon. Of this moment, Meier Graefe writes a decade later, in his Entwickelungsgeschichte:  

That it was planned in Berlin was coincidence, even though it could only be possible in 
Berlin. Here, of course, it had to be a limited liability association. The name Pan, which 
poor Dagny Prszybyszewski found, was supposed to express relaxed gaiety in the spirit of 
the Greek god, as well as the sum of the arts, which one had set out to dedicate oneself to. 
One did not want to merely make art, but to also show in as most diverse a way possible; 
a periodical, well printed books, applied arts, a Berlin salon and other beautiful things. 
There was much enthusiasm. The old Böcklin, who came to Berlin just at the right time, 

 
24 Georg Müller in ibid., 173-184, here 179-180: “Wie Bierbaum in der Zeit des beherr-

schenden Naturalismus von ihm hinwegstrebte, so war er lange der einzige, der dem Aeußeren 
des Buches in den Zeiten des Tiefsten Verfalles der Buchausstattung in Deutschland Gewicht bei-
maß. Ja, man kann sagen, er hat den Anstoß zum Aufschwung der deutschen Buchkunst gegeben. 
Waren noch die Versuche am Anfang tastend und in vielen Fällen verfehlt, so hat er doch in den 
ersten Publikationen des Pan und der Insel in typographischer Hinsicht Meisterwerke geschaffen, 
die jedenfalls in der damaligen Zeit nicht zu überbieten waren, und hat dadurch die modernen 
Verleger bestimmt, ihr Augenmerk wieder mehr der äußeren Ausgestaltung ihrer Verlagswerke 
zuzuwenden... Was andere so selten gelingt: das Zusammenstellen der verschiedensten Materia-
lien an Typen und Schmuckstücken aus den verschiedensten Zeiten zu einem einheitlichen Gan-
zen, das hat Bierbaum [sowohl bei diesem Werke als auch früher] beim „Pan“ mit Erfolg zustande 
gebracht.” 

25 While the term of the avant-garde may or may not apply to the Pan circle, what can be 
said is that its formation, development and eventual culmination into a legal entity inscribes itself 
into the history of nineteenth century and early twentieth century artist groups, which emerge 
first with Romanticism. In German art, the most prominent early case is that of the Nazarenes, 
led by Friedrich Overbeck and Franz Pforr – with their emphasis on an idealist art, based on 
friendship and a monkish veneration of art by an elaborately developed reception practice of his-
torical models. Cordula Grewe argues for the Nazarene’s position as the first modern avant-garde. 
See her The Nazarenes: Romantic Avant-Garde and the Art of the Concept (University Park: 
Penn State, 2015). The important traits of artistic groups and the secessionist movements char-
acterizing modern art are already present with the Nazarenes and are equally echoed in the Pan 
circle, itself bound up with the Berlin and, to a lesser extent, the Munich secession: inward orien-
tation and homogeneity with the goal of practical and theoretical transformations toward society. 
See Stefan Bodo Würffel, “Kunst-Kreise, -Gruppen und -Gemeinschaften” in Handbuch Fin de 
Siècle, ed. Sabine Haupt and Stefan Bodo Würffel (Stuttgart: Kröner, 2008), 195-217.  
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gave the prestige, the Tiergartenstraße the first financing; the provinces, which heard 
about modern art for the first time, delivered the association members.26 
 
While Meier-Graefe writes here with the analytical, possibly revisionist, eye of hindsight, 

his remark on the focus on showing art in as most diverse a way possible offers a fruitful perspec-

tive for considering the periodical that was eventually published. Meier-Graefe underscores the 

fact that the ways of showing art were themselves of interest. What is more, the following series 

gives an indication as to how to situate and analyze the periodical. It is the starting point of an 

enumeration which moves outward, first to books, then the larger category of applied arts, than a 

salon, i.e. a gallery, and eventually to “other beautiful things”, pointing toward an entire order of 

objects.27 Meier-Graefe is sketching here a kind of material cosmology emanating from the peri-

odical that is always already transitive and intransitive, i.e. of interest in itself, but also as con-

tainer or mediator for other things, the salon being the most obvious example.  

The Pan circle and its ideas of a cultural undertaking thus picked up some of the synthe-

sizing tendencies that were in the air, as well as ideas about the integration of art and life, which 

 
26 Meier-Graefe, Entwickelungsgeschichte, 706: “... und daß die Sache in Berlin geplant 

wurde, war reiner Zufall, wenn sie auch nur in Berlin möglich werden konnte. Hier mußte es na-
türlich eine Genossenschaft m. b. H. werden. Der Name Pan, den die arme Dagny Przybyszewska 
fand, sollte sowohl den lockeren Frohsinn im Geiste des Griechengottes, wie die Summe der 
Künste denen man sich widmen gedachte, andeuten. Man wollte nicht nur Kunst machen, son-
dern auf möglichst verschiedene Weise zeigen; eine Zeitschrift, gut gedruckte Bücher, Kunstge-
werbe, einen Berliner Salon und andere schöne Dinge. Die Begeisterung war groß. Der alte 
Böcklin, der zur rechten Zeit nach Berlin kam, gab das Prestige, die Tiergartenstraße das erste 
Geld; die Provinz, die zum erstenmal etwas von moderner Kunst hörte, sorgte für Genossen...”  

27 There are a number of “salons” opening in Berlin in the late 1890s, such as Keller und 
Reiner in 1897 or Cassirer – with a reading room designed by Van de Velde – in 1898, putting on 
display, as it were, not just art, but also other kinds of objects. Keller und Reiner as well as Cassi-
rer, would, after their founding, pay to have advertisements leaflets put inside of Pan, and a cer-
tain level of interaction between Flaischlen, then editor of Pan, and the salons can be found in 
references in his correspondence. While Cassirer, picking up on Durand-Ruel’s exhibition prac-
tice, introduced a new mode of art presentation – more sober, less cluttered –, Keller & Reimer 
as well as Gurlitt before them made their galleries look like private homes. As an 1892 review of a 
Böcklin exhibition at Gurlitt observes: “One does not believe to be in a gallery, but in the comfort-
able salon of an art friend. The works of art present themselves therefore in a very conducive 
setting for the buying public.” (Man glaubt in keinem Ausstellungslokal zu sein, sondern in dem 
behaglichen Salon eines Kunstfreundes. Die Kunstwerke präsentiren sich also in einem für das 
kaufende Publikum sehr bestechendem Rahmen.) See G.C. “Der neue Gurlitt’sche Kunstsalon,” 
Das Atelier 3, no. 50 (November 15, 1892), 2-3. 
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originated partly in England, with Morris in particular, but were also picked up on the continent, 

with someone like van de Velde, who shared with Morris a social ideal as the eventual goal of their 

artistic interventions. As Gisela Henze has noted, supporting her observations with retrospective 

quotes by Meier-Graefe, the Pan circle, while certainly interested in lifting the quality of the ap-

plied arts, did not specifically voice any larger political commitment with their plans.28 What is 

more, she argues, with the notable exception of one article by Richard Dehmel, on Berlin, any 

critical engagement with the socio-political and economic facts seems to be absent in the texts in 

Pan. She positions the aestheticism that speaks through these omissions in the larger movement 

of l’art pour l’art, turned away from the vagaries of the world, to luxuriate in its mirror images. 

While she is not wrong in remarking on the absence of obviously political or social commentary 

in the texts, Henze ignores the presence of these fields in other ways, not least through a number 

of visual representations of the city, or, for example, the ongoing presence of naturalist tendencies 

in Pan, albeit sometimes in pictorial and multiply mediated form, as for example in the reproduc-

tion of a poster for Gerhart Hauptmann’s play Die Weber, which tells the story of a Silesian weaver 

revolt. The presence, in Pan’s last year, of an artist like Käthe Kollwitz (1867-1945) who had made 

a splash in 1898 with a print series inspired by Hauptmann’s play, similarly belies Henze’s view 

that Pan was lacking awareness of such developments.  

 

The Pan Association 

 

More immediately, however, the members of the Pan circle showed their worldliness and 

proceeded to form the Pan association, which constituted itself in a meeting on May 1, 1894, and 

was incorporated six weeks later, on June 19, 1894, at the local district court in Berlin. For the 

May meeting, Dehmel noted in his diary the following day: “Evening (yesterday already) 

 
28 Henze, Pan, 401-412. 
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‘constituting assembly’ for the establishment of the art periodical Pan; economically interesting 

insofar as it is probably the first important paper whose financing will be provided by an ‘associ-

ation with limited liability’. Constituting members: Bierbaum, Hartleben, Baron Bodenhausen, 

Meier-Graefe, Hildebrandt, Przybyszewski and I. Obligatory share: 100 Marks. They wanted to 

elect me chairman of the association. As if I wasn’t happy to finally get rid of all this nauseating 

business stuff.”29 The reasons for incorporation in such an economically minded structure seem 

at first obscure, given that on March 13, 1894, mere days after resigning from his editorship of the 

Freie Bühne on the grounds of being forced to follow a more populist course, which he opposed, 

Bierbaum wrote to Bodenhausen: “My divorce from Mr Fischer is done… as water and fire sepa-

rate, so do writer and sales person… But now, a new idea came to us (mostly Przybyszewski, 

Dehmel and I), to save art from the salespeople…”30 Lichtwark, in his essay on the development 

 
29 Richard Dehmel, Bekenntnisse (Berlin: S. Fischer, 1926), 65-66, noted under “May 

2nd”: “...Abends (gleichfalls gestern) „constituierende Versammlung“ zur Gründung der Kunst-
zeitschrift Pan; wirtschaftlich in so fern interessant, als es wol die erste bedeutendere Zeitung sein 
würde, deren Kosten durch eine „Genossenschaft mit beschränkter Haftpflicht“ aufgebracht wer-
den. Anfangsmitglieder: Bierbaum, Hartleben, Baron Bodenhausen, Meier-Graefe, Hildebrand, 
Przybyszewski und ich. Obligatorischer Anteil: 100 Mark. Man wollte mich zum Vorsitzenden des 
Aufsichtsrates wählen. Als ob ich nicht froh wäre, endlich diesen ekelhaften Geschäftskram hinter 
mich zu schmeißen.” Quoted in Salzmann, “Pan,” 165, and Henze, Pan, 56. Unlike Dehmel notes, 
the meeting was constitutive of the association, not the periodical. The legal form of the limited 
liability association or cooperative had been introduced across the German Empire only in 1889 
as the – still extant – Gesetz betreffend die Erwerbs- und Wirtschaftsgenossenschaften, also 
known as the Genossenschaftsgesetz, or cooperative law. Cooperatives are, by design, a demo-
cratic form of entrepreneurship. Beth Irwin Lewis refers to the “Pan Company”, stressing the in-
congruity between the lofty ideals of the association and the unaffordability of the periodical. 
However, she bases her wording erroneously on the introduction of the Germany’s civil code in 
1896, when it was the cooperative law of 1889, which was the legal basis for the formation of the 
Pan association, as can be seen in Pan’s first prospectus from 1894, where it states: “ Business 
participation of members is governed according to the cooperative law from May 1, 1889 in the 
form of shares and the basic unit has been set at 100 Marks. ” (Die Geschäftsbeteiligung der Mit-
glieder geschieht nach dem Genossenschaftsgesetz vom 1. Mai 1889 in Form von Anteilen, und 
zwar ist als Grundeinheit die Summe von 100 Mark festgelegt.) See Lewis, Art for All?, 268-275, 
here 269. Krahmer, still, refers to the association as “Pan Gesellschaft” (Pan Society), somewhat 
downplaying the economic aspects. See Catherine Krahmer, “Pan and Toulouse-Lautrec,” Print 
Quarterly 10, no. 4 (1993), 267-292.   

30 As quoted in Salzmann, “Pan,” 163-164: “Meine Scheidung von Herrn Fischer ist nun 
perfekt... Wie sich Feuer und Wasser scheidet, so scheidet sich Dichter und Handelsmann... Aber 
nun ist und (vornehmlich Przybyszewski, Dehmel und mir) ein neuer Gedanke aufgestiegen, die 
Kunst vor den Handelsleuten zu retten...” 
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of the periodical (Die Entwicklung des Pan) in the third issue of Pan – itself noteworthy because 

after a mere two issues, the periodical is already being historicized – gives an indication of why 

this legal form did, in fact, align with Bierbaum’s disdain for the transactional, and hence poten-

tially compromising, dimension of art: “Artists, writers, researchers and friends of art had con-

gregated to establish the material and ideological foundations for an organ for art and literature, 

independent of any speculation, which, serving only the cause, should not be handed over to any 

of the so called directions.”31 A membership association or cooperative is, by definition, a closed 

community, which, if the minimum membership fee is 100 Marks – the price of a single share of 

the Pan association – is also a highly self-selective community, addressing an exceedingly small 

amount of the population, however democratic the eventual cooperative might be. To be sure, the 

association, as incorporated on June 19, 1894, consisted of an advisory board (Aufsichtsrat), the 

management board (Vorstand), an auditor, the general assembly and of course the editors, who 

doubled as the management board. 

The goal of the association was, we are reminded, to not “merely make art, but to also show 

in as most diverse a way possible; a periodical, well printed books, applied arts, a Berlin salon and 

other beautiful things.”32 The ecstatic spirit of bohemia – Kessler reports how Meier-Grafe exu-

berantly shares his experience of dancing the cancan with Munch, Przybyszewski and Juel33 – 

translated therefore into what we might call, adapting from Marcus Krajewski’s notion of the 

world project, a world-making project.34 Pan was to be the project, we might even say excuse, that 

 
31 Alfred Lichtwark, “Die Entwicklung des Pan,” Pan I, 3, 173-176, here 173: “Künstler, 

Schriftsteller, Forscher und Kunstfreunde hatten sich zusammengethan, um die materiellen und 
ideellen Grundlagen eines von jeder Speculation unabhängigen Organs für Kunst und Literatur 
zu schaffen, das, allein der Sache dienend, keiner der sogenannten Richtungen überantwortet 
werden sollte.”  

32 See above, footnote 26.  
33 Kessler, Tagebuch 2, December 6, 1894: “... On the way home [Meier-Graefe] lauded the 

ecstatic pleasures that a cancan he recently danced with Munch, Przybyszewski and Mmr Prz. had 
given him.” (Auf dem Nachhauseweg pries er mir die extatischen Genüsse, die ihm ein kürzlich 
mit Munch, Przybyszewski und Frau Prz. Getanzter Cancan bereitet hätte.) 

34 Marcus Krajewski, Restlosigkeit: Weltprojekte um 1900 (Frankfurt: Fischer, 2006.) 
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allowed to at least imagine other endeavors (and I will describe in more detail in chapter 3 how 

the form of the periodical, qua its seriality, not only lends itself perfectly for such multiplication, 

but how it manifested itself with Pan in differing ways). As it has been noted, for the young Kess-

ler, for example, meeting artists on behalf Pan proved to be his entry into the world of art, deco-

rative arts and publishing, interests he would pursue in various endeavors throughout his career, 

becoming an important agent in the field himself.35 What is more, however, Pan – the holistic arts 

undertaking that the bohemians envisioned – was not only going to show the best from the past 

and the present, but it was going to lead the way to the future by providing a model for how the 

past and the present ought to be put in relation to each other. Pan was going to be the Kursbuch, 

to cite Krajewksi again, a kind of map, timetable and user guide, that, at least in its printed peri-

odical version, would allow for the various arts, past and present, to come together and function 

as an integrated system, generating energies to move things along.36 As it is, an essential operating 

principle of the illustrated periodical of 1900, including Pan, which has been put forward is mul-

timodality, the same concept Krajewski uses to describe integrated infrastructure systems of the 

same historical moment.37 (Flaischlen, the later editor, as will become apparent in chapter 3 as 

well, had his own take on the model character of Pan, which, in some ways, comes closest to the 

actual idea of the Kursbuch, which is that of the table.) 

 
35 Jörg Schuster, “Einleitung,” in Kessler, Tagebuch 2, 13-68, here 43-50. 
36 Kursbuch literally means railway timetable, but the word can be used more broadly to 

imply a plan or strategy for the future. The connectivity implied by the global infrastructure net-
work, as pointed out by Krajewski, as well as technological developments, allowed various Pan 
members, above all Bode, Bodenhausen and Kessler, to travel far and wide. Albeit already in 1893, 
Bode went to North America, visiting New York and then Chicago, to see the World’s Columbian 
Exposition. Kessler, traveling constantly by virtue of his most elevated position, went to Mexico 
in 1896, and subsequently publishing an appropriately designed book about his trip with Pan’s 
publishing house F. Fontane in 1898. Bodenhausen, for his part, undertook a world tour begin-
ning in August 1896 and lasting into 1897. Bierbaum developed a liking for the automobile and in 
1902 traveled with his wife in an open automobile from Germany to Italy and back again, being 
the first person to pass the Gotthard pass in a car, and also sharing his experiences in book form, 
publishing the first German car travelogue, Eine empfindsame Reise im Automobil von Berlin 
nach Sorrent und zurück an den Rhein: in Briefen an Freunde geschildert (Berlin: Bard, 1903).  

37 Natalia Igl and Julia Menzel, eds, Illustrierte Zeitschriften um 1900. Mediale 
Eigenlogik, Multimodalität und Metaisierung (Bielefeld: Transcript, 2016). 
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The boundary crossing, internationalist, cosmopolitan outlook that the Pan founders car-

ried over from their bohemian idyll was translated into a network of like-minded editors and con-

nected with other publications – a kind of integrative, pan-European undertaking. While the axis 

Berlin-Paris was particularly strong (at a time of political adversity between the two countries), 

there were representatives in England, Sweden, Norway, Denmark, Belgium, the Netherlands, 

even in Portugal for a very short moment. And even though the network itself disappeared when 

the internationalist outlook found itself at odds with the more national, not to say nationalist im-

pulses that subsequently emerged in Pan, the outlook nevertheless remained a strong element in 

Pan to the very end.   

Given the ecstatic ambitiousness – holistic, if not global – of the undertaking, it was thus 

decided at the constitutive assembly that a minimum amount of 100,000 Marks – an enormous 

sum – ought to be raised before publication of the periodical can commence. Even with Boden-

hausen and Meier-Grafe providing significant starting capital, the goal of reaching 100,000 re-

mained, for a moment at least, elusive. 38 The members of the association started to spread the 

word for their new endeavor and enlisted the help of ever more prominent persons.  

In a stroke of luck, or, “at just the right time,” as Meier-Graefe had it, Arnold Böcklin, the 

ageing, but only recently widely recognized painter, now admired by old and young, not least 

Meier-Graefe himself, was in Berlin pursuing his own version of the future, namely an aviation 

project he wanted to discuss with scientists in the city.39 Contact was established, and even 

 
38 Beyond their membership share of 100 Mk, it was Bodenhausen, son of a banker, and 

Meier-Graefe, who had recently inherited from his mother, who had invested significant amounts 
in the association, probably in the vicinity of 15,000 Mk. This was also true for Dehmel, but to a 
lesser extent. Bodenhausen’s letter to Kessler from February 9th 1895, cf note 13, shows that he 
was not able, at that point, to support Munch with the 150 Mark he had requested. See Henze, 
Pan, 56-59. 

39 Henze cites Paul Johannes Schindler, ed., Richard Dehmel: Dichtungen, Briefe, Doku-
mente (Hamburg: Hoffmann & Campe, 1963), 268, for this information. A more thorough en-
gagement and account of Böcklin’s non-painterly activities, especially his involvement with flight 
experiments can be found in a volume edited by his son: Ferdinand Runkel and Carlo Böcklin, 
Neben meiner Kunst. Flugstudien, Briefe und Persönliches von und über Arnold Böcklin (Char-
lottenburg: Vita, 1909). For the episode in question see page 279 and following where it is noted 
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though, still recovering from a stroke, he had misgivings about being enlisted for the project, he 

not only joined the association, but also the advisory board. To celebrate the occasion and to honor 

this living master the Pan association decided to stage a banquet. The festivities took place on 

July 11, 1894, starting at 7PM, featuring Pan branded menus, detailing the delicacies of the mul-

tiple course fare, which included, amongst other things, triply stuffed birds and various types of 

pâtés, each course paired, of course, with its own wine. The goal of the evening was to convince as 

many of the invited guests as possible to join and thus fund the association. Amongst those pre-

sent were Max Klinger (1857-1920), Ernst M. Geyger (1861-1941), Hans Grisebach (1848-1904), 

Stephan Kekule (1863-1933), Hans Delbrück (1848-1929) and many other scientists, writers, art-

ists, as well as members of the association. The only woman present was the painter Dora Hitz 

(1856-1924).40 Richard Dehmel, in a letter to Detlev von Liliencron from July 12, 1894, describes 

the evening in some detail:  

[Böcklin] gives the impression of an old oak, shot through by lightning and which cannot 
recover anymore… The outward course of the thing you will read about in the papers. The 
inner, as mentioned, was business: roping the invitees into authoritative and pecuniary 
support of the enterprise. Which, it turns out, succeeded rather well, almost too well. At 
coffee time, they almost went so far as to have a list circulate for those willing to contribute. 
Which was too far for my liking, so I declared rather bluntly that we, i.e. the modern artists, 
did not need to go around begging for money and that it was ignoble to bring the evening 
to a close in such manner… Imagine if the next day in the papers you could have read 
between the lines: Arnold Böcklin was being used by his acolytes, so that under his wings 
they could swing the Pan collection bag! – Already, it was a strike through my heart when 
they slowly prodded the magnificent old man to say a few words for the enterprise, even 
though he had explicitly asked to not have to speak. With his still crippled voice, with these 
dark Swiss gutturals he literally groaned it out: Dear Surs, Poan, hurroa – ! Then he looked 
around, like a child, wondering if he’d done the right thing. Well, the fiery Hurrah! of the 
others probably reassured him of that…41 

 
that unlike Henze/Dehmel claim he was not in town to negotiate with city officials, but rather was 
meeting with Helmholtz, the scientist, who introduced him to Otto Lilienthal, the aviation pio-
neer, and they witnessed Lilienthal take flight, however briefly (50m).  

40 Salzmann, “Pan,” 165.  
41 As quoted in Salzmann, “Pan,” 166: “Er macht den Eindruck einer alten Eiche, durch die 

der Blitz gefuhrwerkt ist und die sich nicht mehr erholen kann... Über den äußeren Verlauf der 
Sache wirst Du in den Zeitungen lesen. Der innere war wie gesagt das Geschäft: die Breitschlagung 
der Eingeladenen zur autoritären und pekuniären Unterstützung des Unternehmens. Das ist denn 
auch ganz gut gelungen, fast zu gut. Man ging beim Kaffee sogar so weit, schon eine Liste zu cir-
culieren zu lassen zu wollen für die Beitragslustigen. Das wurde mir denn doch zu bunt, und ich 
erklärte ziemlich grob, wir, d. h. die modernen Künstler, hätten nicht nötig, mit dem Hut in der 
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While we do not know for certain who signed up for membership or more prominent roles 

that evening, we do know that before the banquet took place – in fact, a mere day after the con-

stituting assembly – a change to the bylaws had been proposed by Meier-Graefe, which was even-

tually accepted, to expand the number of advisory board members from three, the minimum 

number prescribed by the cooperative law, to forty.42 By the time Böcklin was being feted at the 

Hotel Monopol, there were thus prestigious positions available for the taking and a number of 

attendees did indeed take the opportunity to join the association and its advisory board.43  

The apparent success of the banquet notwithstanding, the search for funds continued and 

so, in the fall of 1894, Woldemar von Seidlitz (1850-1922), highest-ranking museum official in 

Saxony, wrote a well-disposed article on the Pan project in – pointedly – Die Zukunft, which may 

be taken as a sign that he had already joined the advisory board the day of the Böcklin banquet:  

What matters now is that all those with an interest in such a forward-looking undertaking 
join the association during these early stages, in order for the financing to come together 
that will be necessary to secure the first years. It can be assumed with some confidence 
that following on that the wider circles, which naturally, at first, may look at such new and 
unusual beginning with some skepticism, can be won over as well. Participation occurs 
through the purchase of shares in the amount of hundred Marks – up to the maximum 

 
Hand herumzugehen, und es sei unwürdig, einen solchen Abend in solcher Weise zum Abschluß 
zu bringen... Stell dir bloß vor, wenn am anderen Tage in den Blättern zwischen den Zeilen ge-
standen hätte: Arnold Böcklin wurde von seinen Getreuen vorgeschoben, um unter seinen Fitti-
gen den Klingelbeutel für den Pan zu schwingen! – Es war mir sowieso schon ein Stich ins Herz, 
als man den herrlichen Alten beim Diner langsam dazu preßte, ein paar Worte für das Unterneh-
men zu sage, trotzdem er sich vorher ausgedungen hatte, nicht reden zu brauchen. Mit seiner 
noch immer gelähmten Stimme, mit den dunklen schweizerischen Kehllauten ächzte er es förm-
lich heraus: Moi Herre, der Pån soll låbe, ho - ! Dann kuckte er sich um, wie ein fragendes Kind, 
ob er sei’ Sach’ auch gut gemacht habe. Na, das feurige Hoch der Andern beruhigte ihn wol dar-
über...”  

42 §16 of the statutes from June 9, 1894 reads: “The advisory board consists of no less than 
5 and a maximum of 40 members, which are each being elected by the general assembly for a 
period of 5 years…” (Der Aufsichtsrat besteht aus mindestens 5 und höchstens 40 Mitgliedern, 
welche von der ordentlichen Generalversammlung je auf die Dauer von 5 Jahren gewählt wer-
den...) Quoted in Henze, Pan, 80.  

43 It remains unclear who, besides Bodenhausen, who had been elected chairman of the 
advisory board, was a member of the original, three-person board. It must have been two of the 
following three, present at the constituting meeting on May 1, 1894: Hartleben, Hildebrandt or 
Dehmel.  
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contribution of ten thousand Marks – the holding of which entails a significant reduction 
in subscription conditions of the periodical.44 
 
Ultimately, and crucially, when Pan’s first issue appears in April 1895, the advisory board 

had ballooned to near capacity. A trip by Meier-Graefe to Munich in the summer of 1894, with a 

second constitutive meeting to make it a second center for the Pan association, brought the artistic 

elite of the Bavarian capital to the Pan table, led by Adolf Bayersdorfer, friend of Böcklin’s and 

curator of the Alte Pinakothek. And even though skepticism prevailed, Albert Keller, Gotthardt 

Kuehl, Rudolf Maison, Gabriel Max, Richard Muther, Franz Stuck and Fritz von Uhde joined the 

association and the advisory board.45 The complete list of advisory board members by the time of 

the publication of Pan I, 1 was published therein.46  

 
44 Woldemar von Seidlitz, “Pan,” Die Zukunft 9 (1894), 319-323: “Es kommt nun darauf 

an, daß möglichst alle Diejenigen, die sich für ein solches der Zukunft dienendes Unternehmen 
interessieren, der Genossenschaft gleich anfangs beitreten, damit die nicht unbeträchtlichen Mit-
tel, die für eine Sicherung auf die ersten Jahre erforderlich sind, zusammenkommen. Für die Fol-
gezeit kann mit Zuversicht darauf gerechnet werden, daß auch die weiteren Kreise, die 
naturgemäß einem so neuen und ungewohnten Beginnen anfangs zaghaft gegenüberstehen, dafür 
gewonnen werden können. Die Betheiligung erfolgt durch die Erwerbung von Antheilen in der 
Höhe von hundert Mark – bis zum Höchstbetrage von zehntausend Mark – deren Besitz zugleich 
eine erhebliche Vergünstigung in den Abonnementsbedingungen der Zeitschrift mit sich bringt.” 
Henze does not indicate when Seidlitz’ article was published. Given Die Zukunft’s publishing 
dates, however, it was in the fall of 1894, i.e after the banquet, which happened less than four 
weeks after the official incorporation of the association. Her claim that funds were hard to raise, 
and the banquet had to remedy that situation appears speculative given the very short time span 
between founding and banquet.  

45 According to Henze, who reconstructed the timelines of memberships in the different 
organs of the association, on the day of Böcklin banquet, Bode, Böcklin, Grisebach, Klinger, Licht-
wark, Liliencron, Skarbina, and possibly (I’d say most likely) Seidlitz joined the advisory board. 
She also indicates the likelihood that the number was higher. See Henze, Pan, 92. With Meier-
Graefe’s Munich trip Bayersdorfer, Keller, Kühl, Maison, Max, Muther, Stuck, Uhde and Weigand 
had joined as well, making for about twenty identified members by then. The August 1894 pro-
spectus contains signatures of thirty-four advisory board members. (Salzmann indicates that al-
ready thirty-six people had joined by August 1894. See Salzmann, “Pan,” 167). In April 1895, the 
list of advisory board members published in Pan I, 1 contains thirty-eight people. The new mem-
bers were Grisebach, Burne-Jones, Khnopff and Rops, indicating potentially that efforts at inter-
national participation in the association and its organs took more time to bear fruit.  

46 The complete list includes: Adolf Bayersdorfer, Reinhold Begas, Wilhelm Bode, Eber-
hard von Bodenhausen, Arnold Böcklin, Sir Edward Burne-Jones, Richard Dehmel, Holger 
Drachmann, Arne Garborg, Richard Graul, Hans Grisebach, Max Halbe, Otto Erich Hartleben, 
Martin Hildebrandt, Ludwig von Hofmann, Leopold Graf Kalckreuth, Albert Keller, Fernand 
Khnopff, Max Klinger, Karl Koepping, Gotthardt Kuehl, Alfred Lichtwark, Max Liebermann, 
Detlev von Liliencron, Rudolf Maison, Gabriel Max, Richard Muther, Georg von Ompteda, 
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The composition of this organ of the association, at that point in time, matters greatly for 

the history of the periodical. Salzmann and in particular Henze spend significant time on retracing 

why and how it came about, how it was received, and what the consequences of it were.47 I have 

already indicated that Meier-Graefe, as well as others, such as Bodenhausen, had wanted to ex-

pand the marketing opportunities, as it were, to raise funds. Dehmel was very attuned to the fact 

that what was happening amounted to selling prestigious sounding positions to whoever cared to 

show up, as his letter quoted above indicates. But not only was this carelessness an attitude that 

Meier-Graefe and Bierbaum shared, they insistently belittled the advisory board, mockingly re-

ferring to its members as Geheimräte, and seeing in them not much more as “ornament” and a 

“decoy.”48 The verbal posturing notwithstanding, the nonchalance and anything goes attitude with 

which the positions on the board were filled left the founding editors and their friends from the 

Pan circle marginalized within the association they had established a mere three months after its 

constituting meeting. 

Of the advisory board’s thirty-eight members, seven were art historians and museum di-

rectors, including some of the most powerful museum professionals in Germany at the time, such 

as Bode, Lichtwark, and Seidlitz. With the exception of Lichtwark from Hamburg, with its own set 

of honorary rules, these were the men Bierbaum and Meier-Graefe had in mind when referring to 

the Geheimräte, not least since the museums they ran or were involved in were tied up with court 

culture, being dependent in royal patronage. Bode had the ear of the emperor, who would later, 

 
Wilhelm von Polenz, Stanislaw Przybyszewski, Félicien Rops, Woldemar von Seidlitz, Franz 
Skarbina, Franz von Stuck, Fritz von Uhde, Wiliam Unger, Wilhelm Weigand, Karl Woermann. 

47 See Salzmann, “Pan,” 169-176 and Henze, Pan, 76-109.  
48 See for example Otto Julius Bierbaum, “Im Spiegel. Autobiographische Skizze Nr. 24,” 

Das Literarische Echo 9 (1906/1907), column 1082-87, as quoted by Henze, Pan, 78: “On the 
other hand we needed to get along with the Geheimräte, which with their appendages of artists 
saw in us literary founders of Pan merely their henchmen, while we only wanted to see them as 
ornament, and saw aesthetic value in these ornaments merely out of respect.” (Auf der anderen 
Seite aber galt es, mit den Pan-Geheimräten auszukommen, die mit ihrem Anhang von bildenden 
Künstlern in den literarischen Begründern des “Pan” nur Handlanger sehen wollten, wobei wir 
noch dazu über den ästhetischen Wert dieser Zierstücke nur – gewissermaßen respektvoll dach-
ten.) 
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in a sign of complete antithesis to Pan’s near anarchic founding spirit, equally become a member 

of the Pan association.49 Nine advisory board members were writers, consisting mostly of mem-

bers of the Pan circle or associated people. Twenty board members, however, were artists, includ-

ing men like Reinhold Begas (1831-1911), representing not only traditional views on art but quite 

literally incorporating it, being a student of Christian Daniel Rauch (1777-1857), himself influ-

enced by Johann Gottfried Schadow (1764-1850). Overall, the founding bohème, especially 

Bierbaum and Meier-Graefe, managing directors and executive editors, suddenly found itself not 

only in the company of much less avant-gardist tendencies, but, given the structure of the associ-

ation, with the advisory board nominating and voting on the management and editorial teams, at 

the mercy of a group of people who had much more heterogenous and indeed opposing views than 

itself. For now, though, in late 1894 and early 1895, by which point the requisite 100,000 Marks 

starting capital had been raised, this unwittingly created power structure had yet to manifest itself 

in particular outcomes. But soon enough, it would.  

 

The Periodical Pan 

 

As part of their ongoing efforts to raise capital in the fall of 1894 – Seidlitz’ essay in Die 

Zukunft comes to mind – the association published its first prospectus in August 1894, at this 

point still printed in Berlin with W. Büxenstein, and not yet with the Offizin Drugulin in Leipzig, 

which would later print the periodical. It was, if not quite poster size – or Plakatformat, to use 

the word Bierbaum’s characters in Stilpe use to imagine their future publication – vertically tall, 

and proportionally rather narrow in width, making for an elegantly slim yet commanding 

 
49 Unlike Henze, I find the autobiographically inspired fictional writings by Bierbaum and 

Meier-Graefe, such as Bierbaum’s novel Stilpe, to be inadmissible as evidence in fact finding. That 
being said, I want to point to the excerpt in Stilpe – a highly entertaining, while borderline absur-
dist book – where the narrator describes the alcohol fueled founding of Pan in a scene of theatrical 
slapstick, where various titles for the new periodical are being bandied about, such as “The Prism” 
and “Phallus”. See Otto Julius Bierbaum, Stilpe (Berlin: Schuster & Loeffler, 1897), 336-354.  
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brochure, certain to leave an impression. This sense of solidity is underlined by an equally elegant 

Antiqua typeface, with stark contrasts of thick and thin lines, set in a single, not too spaciously 

arranged, justified column. Historicizing initials, and a handful of illustrations, ranging from a 

lighthearted tailpiece with a female nude and a cherub on a fish (fittingly, for a tailpiece) by Hans 

Thoma to a darkly sinister gravedigger reading a newspaper and a monstrous birdlike creature 

sitting on a paper basket by Joseph Sattler, round out the pages.50 All of this is given generous 

space on the eight pages comprising the prospectus, leaving ample margins, especially toward the 

vertical and lower edges. Those, it should be noted, are not cut, and are somewhat uneven, there-

fore stressing the fact that this paper is of the most exclusive kind, and, most likely, hand-made. 

The two sheets of handmade paper are held together by a yellow string, which neatly picks up and 

distills the ever so slight golden hue of the paper.51 The difference between the prospectus and the 

final outcome is an expression of the still shifting ideas for the periodical in August 1894. At this 

point, as the prospectus indicates, it was still planned as a monthly publication, but it ended up 

as a quarterly, with the exception of the first volume, containing five issues. It had also already 

undergone a shift in emphasis. It is being presented as a decidedly artistic periodical, for artists 

and art lovers, with a literary component. Pan will be, above all, “an illustrated art periodical” 

(emphasis mine). The prospectus thus reads: 

Contrary to the commonly practiced composition of illustrated art periodicals, the 
monthly Pan will be publishing, besides samples of fine arts, not principally texts reflecting 

 
50 Some of these illustrations will make repeat appearances in Pan, but also in the French 

supplement for example, establishing a visual network and creating a recognition effect across 
time and geographies. 

51 The prospectus I have seen is held at the Deutsches Literaturarchiv Marbach. The yellow 
string holding it together is echoed later in Bierbaum’s Stilpe, where one of the characters imagi-
nes the future periodical, of which the prospectus was supposed to give an indication, as follows: 
“…not lying around somewhere, not open with a random page flat on the ground, but rather sus-
pended in the air on a golden thread, hovering of its own accord in a slow pendulum swing or 
inscribing a circle…” (Bierbaum, Stilpe, 243; ...nicht irgendwo liegend, nicht mit irgend einer Seite 
flach auf dem Boden, sondern am goldenem Faden aufghängt in freier Luft, schwebend aus sich 
bewegt in einem langsamen Schaukelschwunge oder einen Kreis schreibend...) 
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on art, but rather samples of productive writing, to show how at their innermost core to-
day’s creative talents are kin to each other.52 
 
The fundamental impulse, however, is not to publish a discursive magazine, i.e. another 

periodical engaged in critical practice. The vocabulary used here – “sample,” “productive,” and 

“creative” – combined with the idea of kinship, conjures the promise of a publication allowing a 

closer look at the beating heart of the creative act as such. “Samples” – Proben – in their meto-

nymic dimension, imply a sense of directness and indexicality, as if the artist had been looked 

over the shoulder and, during a brief pause, one was able to snatch a piece of whatever it is that 

he or she is working on. The emphasis on production and process is entirely in line with the re-

surgent genius cult of the fin-de-siècle, with its emphasis on personality, individuality, and char-

acter. The writings and letters of just about everybody involved in Pan are bursting with this 

ultima ratio of art making.  

It is in this spirit that the prospectus introduces the role of illustrations in Pan:  

The literary compositions which will be published will always appear in artistic framing, 
and not be illustrated in the common sense of the word, but interpreted by artists, who 
will be close to the respective works. And vice versa, Pan plans to publish writings that 
presents themselves as poetically valuable atmospheric condensations of works of fine art-
ists.53 

 
Here then we find, in nuce, a theory, or rather, an aesthetic program. This program, it 

should be noted, refrains from siding in any obvious way with anyone of the contested aesthetic 

directions of the moment, whether literary or artistic, be it academic realism, naturalism, impres-

sionism, or symbolism. At the same time, however, its emphasis on “interpretation,” that is the 

 
52 Pan Prospectus (Berlin: Genossenschaft Pan, 1894), 5 (unnumbered): “Entgegen der 

zumeist üblichen Zusammensetzung illustrierter Kunstjournale wird die Monatsschrift Pan ne-
ben den Proben bildender Kunst nicht vornehmlich kunstbetrachtenden Text, sondern Proben 
produktiven Schrifttums bringen, um zu zeigen, wie innerlich verwandt auch heute wieder die 
Schöpferischen Begabungen auf allen Kunstgebieten sind.”  

53 Ibid., 6: “Die im Pan zum Abdruck kommenden Dichtungen werden stets in künstleri-
scher Umrahmung erscheinen, nicht illustriert im landläufigen Sinne, sondern interpretiert durch 
Künstler, deren Art der jeweiligen Dichtung nahe steht. Umgekehrt gedenkt der Pan auch Dich-
tungen zu veröffentlichen die sich als poetisch wertvolle Stimmungsniederschläge aus Werken 
bildender Meister darstellen.” 
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mediation of one artist’s vision in a specific medium by another’s vision and medium, and the 

wish to highlight, in a Romanticizing gesture, the act of creation and its processual nature, posits 

an aesthetics of synthesis whose various ramifications, especially in the context of the periodical 

form, I will expand on in the following chapters.  

While such promises might sound appealing to writers, artists and the art historians on 

the supervisory board, they were hardly the unique selling point that would have made a signifi-

cant difference in building a somewhat wider subscription base, which may not have had the req-

uisite artistic or cultural background to properly engage with such a differentiated aesthetics. 

Indeed, these other subscribers had to be recruited from other fields, such law, government offi-

cials, bankers, academics, industrialists. They had to be lured, above all, with an exceptional ma-

terial object: 

The format of the monthly publication will be that of this prospectus. The number of pages 
has been set at 24, half of which shall contain text with pictorial ornament, and the other 
half only full plates with image work. The main focus are good prints of original works, be 
those etchings, drawings on stone, woodcuts or whatever has been presented. The varieties 
of mechanical reproduction shall be chosen always precisely in accordance with the con-
ditions found in the original.  
Special care will be spent on the typographic presentation through the selection of well-
cut letters, commensurate with the style of the pictorial ornament, and a tasteful arrange-
ment of the composition. The choice of paper shall follow the same considerations.  
A special luxury version, at a higher price and in limited edition, will be printed on partic-
ularly sumptuous paper and give the first proofs of the plates.54   
 
By the time April 1895 comes around, and with it the publication of Pan’s first issue, a 

number of these ideas will have been modified. Thus, the size of the publication changes. The final 

 
54 Ibid., 6-7: “Das Format der Monatsschrift wird das dieses Prospektes sein. Ihr Umfang 

wurde auf 24 Seiten festgesetzt, von denen etwas die Hälfte Text mit Bildschmuck, die andere 
Hälfte nur Bildwerk in Vollbildern enthalten soll. Das Hauptaugenmerk ist auf gute Drucke von 
Originalwerken, seien es Radierungen, Steinzeichnungen, Holzschnitte oder was immer gerichtet. 
Die mechanischen Reproduktionsarten andrerseits sollen stets genau nach den Bedingungen ge-
wählt werden, die im Original liegen. / Besondere Aufmerksamkeit wird die Leitung auf die typo-
graphische Ausstattung durch Wahl gutgeschnittener und dem Stile des Bildschmuckes 
entsprechender Lettern, sowie durch geschmackvolle Anordnung des Satzes verwenden. Unter 
denselben Gesichtspunkten wird die Wahl des Papiers erfolgen. / Eine besondere Luxusausgabe 
zu erhöhtem Preise und in beschränkter Auflage wird auf besonders kostbares Papier gedruckt 
werden und von den Platten die ersten Abzüge geben.” 
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format is a little less tall, and little wider, already indicating a shifting away from a more ephem-

eral format – the tall/slim combination being associated with newspapers – to more bookish pro-

portions, echoing folios. Similarly, the number of pages significantly exceeds twenty-four, with 

forty-seven numbered pages, plus colophon, with an additional fourteen plates, of which seven 

are original prints, whereas four are photomechanical reproductions of two paintings, one sculp-

ture and one relief.55 The remaining three plates are text/image combinations, two of which (a 

continuous recto/verso poem) printed as lithograph, with letterpress added later, and one as a 

line etching. Thus, while the overall number of pages far exceeds the original plan, the parity be-

tween plates and text, as announced in the prospectus, has not been achieved, and, in fact, will 

never be achieved during Pan’s life. Of the text pages, a full twelve pages, about a quarter, come 

without any ornament, a number which shall significantly grow over the course of Pan’s life.56 I 

will have more to say about typography in the following chapters, suffice it to mention that Pan I, 

1 as well as Pan I, 2 did indeed show significant variation in typography. The main type of letters 

used, however, while the work of a master, was not the most recent and showed significant wear. 

More about this in the next chapter, however.  

The most significant change between the prospectus and the actualization is, besides the 

number of pages, the paper, which constitutes them. While I will devote the entire next chapter 

to the question of paper in Pan, I must mention at this point that its significance is, even in the 

prospectus, accorded minimal attention, at least in writing. This changes somewhat with the pub-

lication of Pan I, 1, where the idea of the special edition of Pan has found its preliminary, and, as 

it will turn out, most elaborate execution. Instead of one announced luxury edition, the association 

 
55 The original plan was to have twelve text pages per issue, of which there were supposed 

to be twelve per year. That would make for twenty-four text pages for a double issue, which Pan 
I, 1 was supposed to be, announcing on its cover “April/May”. Twelve text pages in twelve issues 
would have made for a total of 144 text pages per year. The final number for year one ended up 
with 348, more than double the planned figure.  

56 See also Henze, Pan, 270-271. Pan I, 1 was in fact the slimmest of all Pan issues. See 
appendix B, table 1.1.  
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decided to have two luxury editions produced, a so-called artist edition, of thirty (later thirty-six, 

then thirty-seven) numbered copies and a luxury edition of about seventy numbered copies, mak-

ing for a limited edition of over 100 numbered copies of the periodical in total. As announced in 

the prospectus, and as reiterated in Pan I,1, these were accompanied with a separate set of the 

plates.57 

The issues themselves were differentiated only by their different types of paper. The artist 

edition was printed, for the first year, on Japanese laid paper. From year II to the end, it was 

printed on Imperial Japan paper, whose color veered to yellow, not unlike the 1894 prospectus. 

The luxury edition was printed, for the first year, entirely on Imperial Japan paper. From year II, 

only its plates, if not printed on paper chosen by the artists, were printed on Imperial Japan paper. 

For financial reasons, the text was then printed on copper plate printing paper, which was the 

same paper that was used to print all of the standard edition of the periodical. The experience of 

these different paper types, with their differentiated interaction with printers ink as well with the 

various types of original, as well as reproductive printing techniques, thus makes for a highly het-

erogenous object, enabling a variety of experiences, a point I will take up in more detail in the next 

chapter.  

 

 

 

 
57 The history of the special edition, as it is possible to reconstruct, is detailed in Henze, 

Pan, 280-282. For the first year, the entire limited edition of the periodical came with a set of 
extra plates that were not to be found in the bound versions of the periodical. This was abandoned 
after the first year, when all plates could be found in all three bound versions of the periodical. 
However, at this point, the bound plates of the limited edition were the first printings of the plates, 
whereas the standard edition contained the later printings. For the limited edition, for years I and 
II, every issue was also delivered with a special supplement (II, 1: lithography by Vuillard, Mother 
and Child; II, 2: etching by Gleichen-Russwurm, Landscape; II, 3: etching by Kalckreuth, Field 
worker; II, 4: etching by Wenban, Landscape; the supplements for year I were not publicized and 
could not be reconstructed). Furthermore, for issues I, 1-3, the limited editions’ bound and sepa-
rate plates were printed by hand press. The separate prints for the artist edition of thirty copies 
was hand signed by the artists throughout all five years.  
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The Pan Membership 

 

Since we already know who managed and edited Pan and who supervised these executive 

editors, we should now also consider the other members of the Pan association, who, presumably, 

all subscribed to Pan since the association had no other ongoing projects. The Pan association 

published its membership list on at least three occasions, namely at the back of the first issue, 

where the cut-off date for the list is dated March 15, 1895, at the end of its first year, in February 

1896 and in the prospectus of 1897, which Cäsar Flaischlen, as I have been able to glean from the 

archive, put significant effort in to getting published in the small form it eventually appeared. (But 

more on that in later chapters.) These three lists, as well as documentation arising from the asso-

ciation’s liquidation in 1900, give a clear indication on the one hand of the demographic of the 

Pan association as well as of the shifting number of members.  

The picture that is emerging is a growing membership up until the middle of 1898, and a 

decline thereafter. This shows that the prospectus of July 1898 did little to attract new members, 

but that until early 1898, Pan did have a loyal and growing following. This is remarkable in so far 

as it changed course in the middle of the first year, indicating, possibly, that the members did not 

mind the new direction (and the actual composition of the membership changes very little). It 

perhaps also indicates that by 1898, Pan had already sent such important impulses through the 

periodical publishing realm that interested parties had by then a larger variety of more clearly 

delineated and specialized periodicals at their disposal. Die Insel was decidedly more literary, but 

equally luxurious and expensive, while Alexander Koch’s publications, such as Deutsche Kunst 

und Dekoration, were more squarely oriented towards applied arts and interior decoration and 

were decidedly cheaper. There was, of course, also Meier-Graefe himself who, starting in 1897, 

published L’art décoratif and its German version Dekorative Kunst, which was also more focused 

on the applied arts. For the bibliophiles, there was, starting in 1897 as well, the exceedingly well 

produced Zeitschrift für Bücherfreunde, discussing all manner of things related to book culture 
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and history, to which I will return briefly in chapter 3. While Pan remained extraordinarily luxu-

rious, most of these other publications picked up its important impulses for periodical design for 

their own typography and layout, while simultaneously learning from Pan’s production errors. 

They were thus able to make their periodicals economically viable in the publishing marketplace. 

(With the exception of Die Insel.)58  

If we consider the published membership numbers at any of the dates available, giving us 

a range from 300 to a maximum of 521, it becomes immediately clear that this number is much 

lower than the total run of the periodical. Of these numbers, a little over a hundred copies repre-

sented the limited-edition versions of Pan, leaving us with a range of two hundred to 421 member-

subscribers to the standard edition. This, of course, stands in stark contrast to the published figure 

for the overall run of the standard edition, which started off with 1,500 copies, and by year III had 

been lowered successively to 1,100, where it stood until Pan’s end.59 At the time of liquidation, a 

significant number of Pan issues remained unsold. An inventory informs us that of the first year, 

twenty-two complete runs remain, 357 of the second year, 313 of the third, 368 and 350 of the 

fourth and fifth respectively, nine bound volumes, thirty-two luxury edition issues as well as fifty-

five artist edition issues, for a grand total of about 1,500 issues, more than a year’s total.60 In short, 

while Pan produced five years’ worth of issues, it only sold about four. For our look at the actual 

circulation numbers, however, this indicates that, for example in year III, at whose end we have 

521 members, 112 of which are subscribed to the limited-editions, 409 members would have been 

subscribed to the standard edition. If we add this numbers to the 1900 inventory of a remaining 

313 full runs of the III year and calculate the difference to the entire standard edition run, we 

 
58 Henze argues, on the basis of her readership analysis, that the eventual decline in sup-

port for Pan was a function not so much of its material appearance, to which people had indeed 
adapted, but that it was the turn towards a much less interesting type of literature, which drove 
people away.  

59 See Henze, Pan, 286-292 for an overview of the changing print run of the three editions 
of the periodical. See appendix B, table 1.2.  

60 Henze, Pan, 292, note 689.  
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arrive at 378 unaccounted for copies of this year. These could have either gone to subscribers who 

were not members, and they existed, or they were subscriptions managed by booksellers, as a 

letter from Bode to Bodenhausen from October 1897 shows:  

In Hanover, where I started because of director Schuchhardt, I received the news that 
there are a number of subscribers in Hanover, but all through the bookseller Heinzelmann. 
Should we aim to recruit new subscribers directly? With shares etc.?61 
 
This also mean we cannot know for sure who the unaccounted-for buyers were and what 

their demographic was.  

We do know, however, the names of the members of the Pan association, and in most 

cased also their professional status, as well as geographical location62, allowing a relatively clear 

view of the membership base, based on the 1898 membership directory, analyzed in some detail 

by Henze.63 While the periodical was predominantly subscribed to by men (ninety-one percent), 

women were also publicly listed as subscribers (nine percent). This breakdown ought to be taken 

cautiously, however, as public support for Pan via publicized subscription does not necessarily 

imply that the person listed was also its main reader or viewer. The low share of publicly listed 

women should be taken, above all, as a sign that women’s role in public life remained limited, 

 
61 Bode to Bodenhausen, October 11, 1897, quoted by Henze, Pan, 196: “In Hannover, wo 

ich durch Director Schuchhardt zuerst anfing, bekam ich die Nachricht, dass in Hannover eine 
Reihe Abonnenten sind, aber alle durch den Buchhändler Heinzelmann. Soll man die neuen 
Abonnenten direkt zu gewinnen suchen? Mit Antheilscheinen etc.?” Ten days later, again to Bo-
denhausen, Bode speaks of about 650 subscribers. Bode to Bodenhausen, October 21, 1897, 
Henze, Pan, 194. This means that there were perhaps 100 to 150 non-member subscriptions at 
this moment, which would still leave the question open as to the fate of the remaining unac-
counted copies. As to Bode’s figure of 650, which is echoed by Bodenhausen in 1899 in a letter to 
Kessler, where he remarks the drop of subscriptions from 680 to 650 in the fourth year, Henze 
points out, rightly as far as my archival research has shown, that these numbers cannot be inde-
pendently corroborated by lists or other such documents. See Henze, Pan, 614, note 550. 

62 The vast majority of Pan subscribers – 413, or about 80% – lived in Germany. Of those, 
155 indicated living in Berlin and 31 in Munich. 27, or about 5% indicated residence in Austria, 
and a further 80 (15%) indicated other foreign countries: Norway (13), Finland (11), Switzerland 
(10), France (9), Italy (8), Sweden (8), Belgium (4), Denmark (4), England (3), Russia (2), USA 
(2), China (1), Latin America (1), Luxemburg (1), Poland (1), Portugal (1), and Spain (1). These 
figures include the issues sent to Pan representatives in those cities that had them. See Henzen, 
Pan, 234-236. 

63 See Henze, Pan, 229-246 for her detailed analysis of Pan’s membership base. See ap-
pendix B, table 1.3. 
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although some played exceptionally important roles, such as Cornelie Richter (1842-1922), 

daughter of Giacomo Meyerbeer, who in the 1890s ran a salon that attracted the most important 

figures.64  

If we break down the total into two large categories – the artistic/humanistic professions 

and the politico-economic ones – and then subdivide these two subgroups in further subgroups, 

using their main profession, we can gain further insights, still.65 An analysis of this breakdown 

reveals, for example, that in group 1, presumably interested as much, if not more in the content 

than in the material opulence of the periodical, those with a literary background and assumed 

preference for literature in a periodical are in a minority. The majority of this group, even if we 

exclude the academics, has a background in the arts, understood broadly. While I have already 

pointed out Pan’s early shift from a literary publication to a decidedly more arts oriented one, this 

membership breakdown also points to the reception Pan received from its very early days. While 

it did have some avant-garde writing, such texts did not set it necessarily apart or made it inter-

esting enough. It was the appearance, visual and material, of the magazine, in combination with 

the reproduction and scholarly discussion of art, old and new, fine and applied, which became its 

main selling point.  

Of interest here is also the presence of institutes. Indeed, as in group 2, there is a number 

of institutional subscribers, such as the Museum for Applied Arts in Berlin, with its art librarian 

Peter Jessen, who published in Pan. The departments for prints in drawings in Munich subscribed 

as did the Kunstgesellschaft Zürich, the Zurich art society. These institutional subscribers, includ-

ing also at least one army regiment in Saxony and one ministry (with 4 subscriptions!), point to 

the important fact that Pan’s impact cannot necessarily be gauged only from the list of members, 

 
64 Kessler visits the salon often and uses it to introduce newcomers, such as Henry van de 

Velde or Elisabeth Förster-Nietzsche, to Berlin society. Hofmannsthal, Bode, Tschudi, Cosima 
Wagner, Walter Rathenau, Helmholtz, Menzel, Max Reinhardt and others were regulars at the 
salon.  

65 See appendix B, table 1.4.  
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but should be considered in the context of the very elevated positions these members of the high-

est levels of society and state occupied, lending the publication a much wider audience by virtue 

of the clout its subscribers had and which thus attached itself to it as well. As Ernst von Wolzogen 

wrote about Pan in his remembrance of Bierbaum: “It became the periodical of the millionaires, 

a periodical, which one does not read, but which one only puts on a table in the antechamber, so 

the people of taste and esprit one has waiting can see it – and with which it already serves its 

purpose.”66 

And while this may sound a tad hyperbolic, we can just pick a (not so) random name from 

the list, say, “Pringsheim, Frau Paula, Berlin” and discover that not only is she the grandmother 

of Katia Pringsheim, the future wife of Thomas Mann, but she is the wife of Rudolf Pringsheim, a 

Silesian coal mine entrepreneur, who had built the Palais Pringsheim, at Wilhelmstraße 67, i.e. 

in the very heart of political power. The historicist Palais, a somewhat loose adoption of a Floren-

tine Renaissance palazzo, painted colorfully outside and decorated inside with wall paintings by 

Anton von Werner, was considered one of central Berlin’s most spectacular private residences.67 

A home worthy of Pan.  

Not everyone had to be a millionaire to either join the association, or simply subscribe to 

the periodical. The 1894 prospectus advertises a price of sixty Marks for a yearly subscription.68 

At this point, as we have seen, the final modalities of the various editions had not been established 

yet and the plan was still to have twenty-four pages per monthly issue, only half of which were 

supposed to be text. That would have amounted to a total of 144 text pages per year. This would 

 
66 Ernst von Wolzogen in Bierbaum zum Gedächtnis, 93-115, here 108: “Er wurde die Zeit-

schrift der Millionäre, eine Zeitschrift, die man nicht liest, sondern die man nur in dem Zimmer, 
in dem man Leute von Geschmack und Geist antichambrieren läßt, auf dem Tische liegen hat – 
womit sie schon ihren Zweck erfüllt.” 

67 Their only son, Alfred, father of Katia, became a well-respected mathematician and pro-
fessor in Munich, where he built an equally impressive private home, which would later be razed 
by the Nazis to make way for party buildings. Alfred also built an extraordinary art collection, 
including the most exquisite majolica collection, which he was forced to sell, as a Jew, for next to 
nothing in 1939. 

68 See Henze, Pan, 292-299, for a discussion of pricing.  
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have amounted to an average price per text page of about 0.41 Mark. As it happens, when the first 

issue appeared, both the price for the yearly subscription had risen from the announced sixty to 

an actual of seventy-five Marks, but so had the number of pages. The final total of the first year 

amounted to 348 pages (again, not counting the plates), 204 more than originally planned, bring-

ing the average price of a page to 0.22 Mark. While this is a very abstract calculation, given that 

the production costs of the plates varied greatly, and constituted the most valuable part of the 

publication (and, to gauge by current market values, still does), it does give an indication of the 

value for money that was eventually delivered – in a non-membership subscription of the stand-

ard edition – as compared to the original calculation. As to the plates, as already observed, Pan 

failed to deliver on the announcement in the prospectus. In the first year, it delivered a total of 

sixty-three plates, for an average of 5.25 plates per issue, if we take the promised number of twelve 

issues per year, with twelve plates each.69 Nevertheless, Cäsar Flaischlen, in 1897, would go as far 

as to consider Pan’s price point to be very good value for money, not to say “cheap,” to use his 

word.70  

Flaischlen has a point, especially when we consider the entire price structure, as advertised 

on the inside cover of the first issue.71 It shows that, for example, with a relatively minor invest-

ment of a single share, i.e. one hundred Marks, one could in fact “save” seventy-five Marks on a 

five-year subscription. We do know, however, that a good number of people did not stay on long 

enough for this maximum possible saving to take effect. But even if one would have stayed on for 

only three years, one could have saved five Marks on the regular subscription price (3 x 75 – 3 x 

40 + 100 = 5). In other words, besides the already discussed appearance of other publications on 

the market, for those members who had bought one single share, they had in fact reached the 

point where their investment had started to make a return, if compared to a standard, non-

 
69 Pan I, 1: thirteen plates; Pan I, 2: thirteen plates; Pan I, 3: fourteen plates; Pan I, 4: 

eleven plates; Pan I, 5: twelve plates.  
70 Flaischlen in a letter from June 3, 1897, quoted by Henze, Pan, 299.  
71 See appendix B, table 1.5.  
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membership subscription. Of course, after year IV the saving. i.e. return would have been higher, 

at forty Marks, and seventy-five Marks after year V. While Henze gives examples of people who 

could in fact simply no longer afford Pan as their personal circumstances had changed, for those 

who did not primarily consider their Pan membership to have been a philanthropic gesture of 

support for the arts, they may have simply waited for this economic inflection point to arrive, i.e. 

the full amortization of the discount benefits of the original investment, to stop spending money 

on Pan, which, as such, did not generate any actual returns, with the exception of the publication 

itself.72 This all only holds for the standard subscription, given that the number for the limited-

edition versions of the periodical increased over time, indicating that there was strong interest in 

these exclusive editions, for they came with an extra set of plates. For the limited-edition version 

of the periodical, only the luxury edition, with a minimum investment of one share and a price 

point of 120 Marks per year promised any kind of savings on the standard, non-member subscrip-

tion price of 160 Marks a year. That twenty Marks saving threshold for the luxury edition was 

reached after the second year, and, given the differentiated pricing structure, it remained stable 

at that level. For the artist edition, there were only differentials between the varying levels of in-

vestment, but at no point was there a saving to be made on the level of investment below. Someone 

with the maximum number of shares (thirty), worth 3,000 Marks, would have spent, over five 

years, 1,400 Marks more than someone who had subscribed to the artist edition for the minimum 

of one hundred Marks. That person would have paid a total of 1,600 over five years (100 + 5 x 

300), which was therefore the minimum total at which that edition was available. That means 

every Mark spent extra was pure generosity and philanthropic support of the Pan undertaking.  

While the limited-edition versions of the periodical were only available to yearly subscrib-

ers, the standard edition was available individually, for twenty-five Marks per issue.  

 

 
72 See Henze, Pan, 298, for examples of people who had to cancel their subscription for 

economic reasons.  



 

 44 

The Pan Crisis 

 

While mostly, the first issue was successfully printed, some gambles visibly failed. The 

effort, for example, to have a poem by Novalis not only decorated with an elaborate, narrativizing 

frame by Ludwig von Hofmann, but to also have him design the typographic appearance, sharply 

put on view that some reproductive printing techniques were more amenable to certain types of 

images than others (fig 1.1). The line etching technique, which was used here, also known as zin-

cography, a lithography derived method, failed to adequately render the delicate nature of much 

of the image and hand drawn letters. It proved to be far more successful in the less tonally diverse 

illustrations and text ornaments, which it was predominantly used for throughout Pan. Another, 

highly apparent misstep was the reproduction of a painting by Fritz von Uhde, The King from the 

Land of the Moors (figure 1.2). Reproduced by way of the half-tone technique, the printed image 

appears to be shrouded in fog, and it is not clear where von Uhde’s proto-impressionism ends and 

the dots of the half-tone screens begin. Aware of the technological pitfalls half-tone reproductions 

represent, the image was already printed on a more amenable, glossy surface, but apparently to 

no avail. This image, to indicate a difference in experience between the standard and luxury edi-

tions, was printed separately on tissue paper for the limited-edition copies, with gilded highlights 

on the crown, casket and sword, and attached to Japanese paper, with its yellow hue. In this case, 

the appearance of the image, with the help of a decorative intervention, does in fact echo the con-

tent of the image, becoming itself a precious gift. 

The second issue, the second thickest of all Pan issues, with ninety-four pages (only II, 2 

has more, with ninety-six), does not repeat these mistakes, and uses half-tone sparingly, and only 

for much smaller reproductions of photographs. All the eleven plates in this issue, whether they 

are reproductions or original prints, are appropriately printed, with the photographic images re-

produced either as heliogravure or as collotypes, at this point two far superior, if also more ex-

pensive, reproductive techniques. This second Pan issue is perhaps best known however for its 
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fiery red cover (figure 1.3), the only Pan issue to ever be graced by this particularly striking paper. 

The color stuck, however, and became somewhat of a signifier for Pan at large. One of the two 

books published by the Pan publishing house around the same time as issue I, 2 – they are being 

advertised on the red back inside cover – is also bound in this red colored paper. Both were ad-

vertised with similarly red notes. And while only very few survive in the archive, there is evidence 

that red was the color with which at least some Pan correspondence was sent through the world.  

The red-hot energy emanating from these papers seems to speak of the unbound enthusi-

asm and drive that Bierbaum, but particularly Meier-Graefe, exhibited during much of this time. 

Kessler remarks on one of his first meetings with Meier-Graefe, in an often-cited diary entry: 

Meier-Graefe always interesting, always enthusiastic, but loose to the point of caricature 
in his choice of words: Klinger, Böcklin, Rethel, Goethe, all are “fine lads” etc. And then he 
is impressed a little too much by the expensive materials, which Klinger is using. And yet 
there develops, in the course of the conversation on the latest developments in art, enthu-
siasm and counter-enthusiasm, exaggerated praise, and critique, which is much too hard, 
this very pregnant Venus mountain atmosphere that is integral to all that is modern, what-
ever it may be, as arousal is to the act of procreation. And as a result I joined Pan.73  
 
Meeting Meier-Graefe – and his energy – and joining Pan marks, for Kessler, the most 

important early commitment to supporting the arts in an institutional way, something he will 

continue to do for much of his life.74  

In practice, working with Meier-Graefe, as Bierbaum remarks in a letter to Bodenhausen, 

was not always easy:  

 
73 Kessler, Tagebuch 2, November 1, 1894: “Meier-Graefe interessant, immer begeistert, 

aber schnoddrig bis zur Fliegendenblätterhaftigkeit in seiner Ausdrucksweise: Klinger, Böcklin, 
Rethel, Goethe, alle sind ‚feine Kerls‘ u. Ä. Dann imponieren ihm die kostbaren Materialien, die 
Klinger verwendet, etwas zu sehr. Und doch entwickelt sich im Gespräch über die neuen Kunst-
erscheinungen, Begeisterung und Gegenbegeisterung, in übermässigem Lob und allzu hartem Ta-
del um den Tisch herum sehr bald jene schwüle Venusbergatmosphäre, die von allem Modernen, 
mag es sein was es will, unzertrennbar ist, wie die Geilheit vom Zeugungsakt. Als Resultat übri-
gens dem Pan beigetreten.” 

74 Ingeborg Becker has noted that Kessler’s early diary entries on Meier-Graefe show some-
thing of a rivalry. They diminish Meier-Graefe’s background when in fact his step-mother, with 
whom he lived, was a noblewoman and his father one of the country’s richest and most significant 
engineers in the steel and railway industry. See Ingeborg Becker, “Julius Meier-Graefe – Persön-
liches,” in Julius Meier-Graefe: Grenzgänger der Künste, ed. Ingeborg Becker and Stephanie 
Marchal (Berlin: Deutscher Kunstverlag, 2017), 295-296.  
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To jump when Meier-Graefe is jumping, while a steady pace would bring us securely to a 
path, I have no desire. In any case, I am getting a little irritated by having this nervous 
creature around and there is no doubt I could be doing more editorial work, if I were less 
distracted. But it cannot be helped, since Meier-Graefe does not agree to a separation of 
the editorial from the business aspects.75  
 
It was with such jumpy, distracted energy that Meier-Graefe traveled to Paris in June 1895, 

on behalf of Pan. At this point – the second issue had just been published – the members of the 

advisory board were already shifting nervously in their seats given the lukewarm and mixed re-

sponse the first two issues had generated in the press. There was well meaning criticism, to be 

sure, like in this review: “At last, the first issue of the eagerly awaited and wide-ranging artistic 

undertaking ‘Pan’ has appeared and presents itself, in line with the significant sacrifices, as the 

most peculiar and distinguished product Germany has seen in the field of art periodicals.”76  

Others also picked up on the “strangeness” of the publication, but had mixed feelings over-

all, such as this reviewer in the Kunst für Alle: 

There is no doubt this stately quarto leaves a peculiar artistic impression through its con-
tents and outward appearance and has to be considered full proof of the quite idealist in-
tentions of the association… As to the issue itself, we would like to note that the literary 
section, most removed from our own journal, is ultramodern, but that the artistic section, 
from which contributions by Böcklin, Whistler and an etching by Liebermann stand out, 
can be considered more important. The layout and decorative scheme of the issue are very 
elegant, if a little ragtag. In this regard, we share the principles that Bode defends in his 
article published in the issue. Otto Bierbaum’s views, however, we consider baseless, as 
they lead to this preciously peculiar manner that transpires through the issue’s look. We 
find no appeal in the glyptography.77 

 
75 Bierbaum to Bodenhausen, January 2, 1895, as quoted by Salzmann, “Pan,” 164: “Mit-

zuspringen, wenn Meier-Graefe springt, während ruhiges Schreiten gerade uns sicherer zum 
Wege führt, habe ich keine Lust. Ich werde ohnehin etwas irritiert durch das Zappelwesen um 
mich herum, und ich würde unzweifelhaft auf redaktionellem Gebiet mehr thun können, wenn 
ich unbehelligter wäre. Aber da ist nicht zu helfen, da M.-G. in eine Teilung der Arbeit in Geschäft-
liches und Redaktionelles nicht einwilligt.” 

76 Anonymous, no title (Pan review), Neue literarische Blätter 3 (1894/1895): 217: „Das 
mit Spannung erwartete erste Heft des auf so breiter Basis angelegten künstlerischen Unterneh-
mens „Pan“ ist endlich erschienen und repräsentiert sich, den sehr bedeutenden Opfern entspre-
chend, als das eigenartigste und vornehmste Erzeugnis, das Deutschland auf dem Gebiet der 
Kunstzeitschriften bisher gesehen hat.” 

77 Anonymous, “‘Pan’, Heft 1,” Die Kunst für Alle 10, no. 16 (May 15th 1895): 254: „Der 
stattliche Quartband macht unstreitig in seinem Inhalt wie auch in seiner äußeren Form einen 
durchaus eigenartigen künstlerischen Eindruck und ist als ein vollgültiger Beweis für die durch-
aus idealen Bestrebungen der Gesellschaft anzusehen... Zu dem Hefte selbst möchten wir bemer-
ken, daß der unserer Zeitschrift ferner stehende litterarische Teil ultramodern ist, der 
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Others were much less kind. Wilhelm Arent took especially aim at Bierbaum and “ultra-

modern” literature, which the previous reviewer was abstaining from commenting on. In his arti-

cle for the review Die Musen, Arent wrote: 

For days and weeks, all of the daily and specialist press have drummed up expectations for 
the ‘new and highly interesting undertaking’. And the result? The deeply saddening result? 
“Once more for naught!” […] Pan’s first issue is done in the most vulgar, cliquey taste […] 
a hodgepodge of verse-stutter, this ‘model book’ for Böcklin fanatics and those whose goal 
it is to become one […] not a productive art book, but at best a book of illustrations of 
certain Munich artist circles (Glass Palace, Section Secessionist Symbolism).78 
 
This decidedly mixed response came of course to no surprise to those members of the 

board who had expressed misgivings about various aspects of the periodical as it appeared. And 

those misgivings were for the world to see: Bode’s ideas on periodical design, more thoroughly 

discussed in chapters 3 and 4, were picked up and supported by the review in Die Kunst für Alle, 

whereas Bierbaum’s views were dismissed. Indeed, the “strangeness” that emerges in the reviews 

leaves reviewers at a loss as to how to grasp the object that is Pan. With no apparent unified liter-

ary voice and no apparent unified visual appearance, Pan leaves the reviewers to state the obvious, 

which are the periodical’s high production values. But even that is offensive to some, like Arent. 

It is against this background noise, then, that Meier-Graefe travels to Paris in the summer 

of 1895.79 By this time, as announced in Pan’s first issue, Pan had established an editorial office 

 
künstlerische Teil, aus dem Beiträge von Böcklin, Whistler, eine Radierung Liebermann erwähnt 
seien, dürfte gewiß bedeutender genannt werden können. Die Drucklegung und Ausstattung des 
Heftes ist sehr vornehm, wenn auch etwas bunt geraten. Wir teilen in dieser Hinsicht die Grunds-
ätze, welche Wilhelm Bode in seinem, in dem Hefte zum Abdruck gelangten Beitrage vertritt; was 
Otto Bierbaum dagegen vorbringt, können wir nicht als stichhaltig anerkenne, man kommt mit 
solchen Ansichten zu der geziert eigentümlichen Art, die sich in der Ausstattung des Heftes kund-
giebt. Der Glyptographie können wir keinen Geschmack abgewinnen.” 

78 Wilhelm Arent, “Die Zeitschrift ‘Pan.’,” Die Musen 1, no. 2/3 (October 1895): 91-95: “Seit 
Tage und Wochen wurde in der gesamten Tages- und Fachpresse die Reklametrommel für das 
neue ‚hochinteressante Unternehmen‘ gerührt. Und das Resultat? Das tieftraurige Resultat? 
„Wieder einmal nischt!“ [...] das mit protzenhaftesten Cliquengeschmack ausgestattete erste Heft 
des Pan [...] Sammelsurium von Versstammelei, dieser ‚Musterkatalog‘ für Böcklianer und solche 
die es werden wollen [...] kein schöpferisches Kunstbuch, das ist höchstens ein Illustrationsbuch 
gewissener Müncher Künstlerkreise (Glaspalast, Abteilung Sezessionistische Symbolik).” 

79 Meier-Graefe also travels to England, where he meets Morris and Cobdan-Sanderson 
from the Kelmscott Press. He also visits Brussels, where he is the first to visit Henry van Velde, 
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in this city, run by Henri Albert, an Alsatian writer who had been communicating with Dehmel 

since 1893, and through whom he probably was put in touch with Bierbaum. Of all the foreign 

representations Pan established, the Parisian “Bureau de la Société Pan” at 7, rue Coëtlogon (it 

seems to have changed very soon to 9, rue des Beaux-Arts), was the most institutionalized. Mostly, 

Pan worked with individuals, or, as in the case in Brussels, with an arts society.80  

In Paris, Albert was heading a dedicated office. From here, he organized the French sup-

plement to Pan, a publication which published, in translation, a selection of the original Pan’s 

contributions in addition to unpublished French poetry. For its five issues – it was axed after the 

first year, as were all the foreign representations – it doubled as a literary supplement to 

L’épreuve, a subscription based original print portfolio founded by Maurice Dumont in December 

1894, for which Pan had also taken on the distribution in Germany, of which an announcement 

appeared in both the first issue of Pan and in the first number of its French supplement. In its 

double function as a literary supplement to a French subscription-based print portfolio and as 

French extension of a German literature and art periodical, it operated at a politically and cultur-

ally contested intersection.  

The supplement lacked the production values of Pan, but its presence speaks of the real 

efforts that Pan – at this point – was making to be a boundary crossing publication, in a very 

practical sense of the term. In fact, the cover of Pan I, 1, including the inside covers with the in-

formation on subscription modes, different editions, etc. was translated into French, with French 

 
before Bodenhausen and Kessler take on his cause. In Paris, he also meets Samuel Bing and sees 
his newly opened first Art Nouveau salon, a contact which will prove invaluable after his dismissal 
from Pan. Schulten suggests that for Meier-Graefe, who had been put in charge with the arts ed-
iting, the travels from the summer of 1895, are the turning point for his entire view of art, moving 
away from Böcklin to full out support the avant-gardist movements. See Schulten, Eros, 29.  

80 The representations, as of April 1, 1895, were as per Pan’s own declaration in Pan I, 1: 
Hermann Eichfeld, Munich; Henri Albert, Paris; Société d’Art, Brussels; Pol de Mont, Antwerp; 
Count Louis Sparre, Helsingfors (Helsinki); Andreas Aubert, Christiana (Oslo); Karl Wåhlin, 
Stockholm; Dr. Harck, Florence (provisionally), with representations planned for England and 
America.  
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pricing, and published together with the first issue of L’épreuve littéraire as a prospectus, includ-

ing some illustrations not found anywhere else in Pan.  

On the last page of this first issue, we find a very interesting combination of advertise-

ments, next to the details about L’Épreuve, there are announcements for Le Mercure de France, 

La Société Nouvelle, edited by the symbolist poet Gustave Kahn, as well as for the Théâtre de 

l’Oeuvre, run by Lugné-Poe, which staged symbolist production, and most famously, in 1896, the 

original production of Alfred Jarry’s absurdist play, Ubu Roi. The last advertisement on the page, 

then, is for a publication that Jarry, together with Rémy de Gourmont, published, L’Ymagier, 

which, more forcefully than Pan, worked to publish images of a supposed popular, authentic char-

acter.  

Looking at this combination of announcements, it becomes apparent that Meier-Graefe 

and Bierbaum have positioned Pan, at least for the brief moment they were in charge, as the Ger-

man element within an otherwise French network of decidedly symbolist literature and art mak-

ing, where we find different artistic practices and media, exploring the relationship between text, 

image, and, indeed, performance. As it was, their network, which was a literary one in the widest 

sense, did not survive their own tenure at Pan. But that did not mean that Pan’s international 

positioning diminished. Scandinavian art in Pan continued to thrive till the end, as Anne Schulte 

has shown, and with Bodenhausen’s and Kessler’s involvement, English and French art also con-

tinued to play an important role. Last, but not least, it was a Belgian, Henry van de Velde, who 

would become one of Pan’s main focal points, as chapter 4 will make clear.  

Perhaps most famously, Bierbaum’s and Meier-Graefe’s networking efforts manifested 

themselves in the form of an extraordinary lithography by Henri Toulouse-Lautrec, Mlle Lender 

en buste, published in Pan I, 3 (figure 1.4).81 By the time it appeared, Meier-Graefe and Bierbaum 

 
81 The episode of the Toulouse-Lautrec lithography has taken on a life of its own, as it is 

not only a key moment in Meier-Graefe’s life, but in the reception of French as well as modern art 
in Germany. From this vantage point, it could be argued that the episode is, in fact, the most 
salient feature of Pan’s life. At the same time, the episode and especially its role within the life of 
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were no longer in charge at Pan and had left the periodical they had founded.82 It was Henri Al-

bert, well connected in the Parisian art scene, who had established the original contact with Tou-

louse-Lautrec, while it remains unclear who had had the idea to commission Toulouse-Lautrec 

with a lithography in the first place. By the time Meier-Graefe was in Paris in June 1895, Mlle 

Lender was already at Pan’s printer, Drugulin, in Leipzig. Despite Meier-Graefe’s much later 

claims about his visiting Toulouse-Lautrec and receiving the print as a gift, in a quasi-epiphanic 

encounter, the correspondence shows the technicalities involved in organizing the production of 

the lithograph when he is still in Berlin. Meier-Graefe writes to Albert on May 17, 1895: “I’m long-

ing for the Toulouse-Lautrec.” Between this and the next letter, a proof of the print seems to have 

arrived in Berlin, as on May 27, he writes, in some detail: 

Dear Albert, the Lautrec is absolutely first-rate, though rather naughty. It will appear ei-
ther in this issue or in the next, it’s not decided yet. In any case have it printed, exactly the 
way you suggested in the two states. Meaning 32 impressions on hand made Japan size 32 
x 50 1st state, 32 impressions on handmade Japan 32 x 50 2nd state, 73 [?] impressions on 
satiny Japan 32 x 50 1st state, ditto 2nd state.  
In addition, for separate sale 100 impressions (Japan (3)), same size I suppose 32 x 50, 
then 1,650 impressions general edition 28 x [illegible] … multicolored. 
The unpleasant bit is the steep price of the thing. Our expenses are terrible. We have to 
sell 1,500 copies in order to cover our expenses. This is ghastly as we don’t even have 300 
subscribers or members. Our yearly expenses amount to about 75,000 Marks and we can 
hardly work with less. If only the expensive Paris apparatus would become profitable with 
time. I know you will do what you can.  
Today I am having sent to you a large amount of Japan namely one ream (500 sheets) 
satiny Japan (imperial) called J6 size 50 x 64, 200 sheets of handmade Japan size 50 x 65, 
in order to avoid difficulties.83 

 
Pan remained somewhat unclear for many years, as it had been corroborated mostly by personal 
accounts. Catherine Krahmer, in a series of articles, has meticulously reconstructed the episode, 
based on archival records. It is her accounts that form the basis of my own retelling of the story 
here. See Krahmer, “PAN and Toulouse-Lautrec”; Krahmer, “ Pan und das Ausland“; Catherine 
Krahmer, “Der Streit um Toulouse-Lautrec in Deutschland 1895. Mademoiselle Lender, en 
buste,” in Pariser Nächte. Henri Toulouse-Lautrec, ed. Anne Röver-Kann, exhib. cat. Kunsthalle 
Bremen (Heidelberg: Braus, 1994), 48-53.  See also Neteler, “Pan and Bodenhausen.”  

82 Both remained members of the association and continued, to the very end, to receive 
the publication. The membership lists consistently indicated Meier-Graefe as being a subscriber 
to the artist edition no. 30, while Bierbaum, with more modest means, received a standard edition.  

83 Letter by Meier-Graefe to PAN Paris, May 28th, 1895, as quoted by Krahmer, “PAN and 
Toulouse-Lautrec,” 394, translation Krahmer: “Lieber Albert, Der Lautrec ist ganz ausgezeichnet, 
wenn auch übertrieben frech. Wir bringen ihn, doch steht noch nicht fest, ob in dieser Nummer 
oder in der nächsten. Lassen Sie jedenfalls ruhig drucken und zwar wie Sie proponieren in den 
beiden Zuständen. Also 32 Exmpl. Japan Bütten Format 32 x 50 I Etat 32 Exempl. Japan Bütten 
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This letter indicates the various issues Meier-Graefe saw himself confronted with: The 

“naughtiness” of the print, the low number of subscribers, and the various expenses Pan is incur-

ring at this point, with the foreign representatives, the production costs of individual prints, as 

well as the overall expenditure this all adds up to. It is the combination of these things that will, 

three months later, lead to his and Bierbaum’s forced departure from Pan.  

That the print would appear at all was, for a moment at least, an unlikely outcome as Bo-

denhausen, as a member of the editorial board (Bodenhausen, Dehmel, Fontane, Grisebach, 

Singer, Seidlitz), was adamantly opposed to publish it, but was eventually the only one voting 

against its publication.  

There was, of course, the question of the subject matter: Mlle Marcelle Lender, a dancer 

and actress from the Parisian Théâtre des Variétés. She stood for nightlife, drinks, sexuality, ec-

stasy – in other words, her image was morally reprehensible to the aristocratic and bourgeois 

circles that Bodenhausen saw himself representing within the Pan association, not least toward 

his father, who had been critical of his son’s involvement from the beginning.84 Above all, though, 

 
32 x 50 II Etat 73 (?) Exempl. Japan glatt 32 x 50 I Etat ditto II Etat. Ausserdem für sep. Verkauf 
100 Exempl. (Japan (3)), Format: wohl auch am besten 32 x 50 dann 1650 Exempl. Allgem. Aus-
gabe 28 x (unleserlich) ... bunt. Sehr unangenehm ist der hohe Preis der Sache. Unsere Kosten 
sind horrend. Wir müssen jetzt 1500 Exemplare absetzen, um auf die Kosten zu kommen. Das ist 
unheimlich, jetzt haben wir noch nicht 300 Abonnenten & Mitglieder. Unsere Jahreskosten be-
tragen gegenwärtig 75000 Mark & wir können kaum erheblich billiger arbeiten. Wenn sich nur 
der theure Pariser Apparat lohnt mit der Zeit! An Ihnen wird es nicht fehlen, das weiss ich. Ich 
lasse Ihnen heute einen grösseren Posten Japan schicken, nämlich 1 Ries (500 Bogen) Japan glatt 
(kaiserlich)/ genannt J6 Format 50 x 64/200 Bogen Japan Bütten alt/Format 50 x 65/damit Sie 
nicht in Verlegenheit kommen.” 

84 Already in October 1894, he writes to his father, while informing him of the involvement 
of the Prince Regent of Bavaria, and the possible involvement of the Emperor himself: “In con-
versation with Stuck, The Prince Regent has expressed the desire to be informed more closely on 
Pan. He then joined the association and is likely to take on ist protectorate. At the same time, he 
declared it necessary to invite the Emperor, something I so far have successfully fought against. 
Now, however, it cannot be prevented any longer. Hopefully and in all likelihood, he is going to 
decline. In any event, given the dimension this originally small project has taken on, it is entirely 
impossible that I, with my elevated social status, will continue to hold the representation of the 
association, and I am therefore doing everything I can to pass on the chairmanship, if possible to 
Bode. Hopefully, my efforts will bear fruit soon.” (Der Prinzregent hat Stuck gegenüber den 
Wunsch ausgesprochen über den Pan näher unterrichtet zu werden. Er ist darauf beigetreten und 
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it was a fundamentally different conception of the direction of the periodical that separated Bo-

denhausen, and with him essentially the majority of the advisory board, from Meier-Graefe, and, 

to a lesser extent, Bierbaum. The crack, which had started with the expansion of the advisory 

board from three to thirty-eight members, widened and became unbridgeable. On one side there 

were the editors, following a pluralistic, internationally open artistic program.  

On the other side, Bodenhausen, and in particular Lichtwark (“Pan has to become a Ger-

man Art periodical.”85), while not per se against foreign art, saw Pan as a conduit to nurture and 

grow a specifically national, a decidedly German art. In June, as the internal debate on the ques-

tion of the publication of Mlle Lender was being waged, Bodenhausen, in a programmatic essay 

in Das Atelier, wrote, as he was advocating for print revival to rediscover printmaking as an art-

form in itself: “The German nation has practically forgotten that it once had a Dürer, whose wood-

cuts were known all over the country and made him the most popular artist a country ever had.”86 

A revival in printmaking, for Bodenhausen, was to rediscover what was German about the art 

form. A few weeks later, on July 16, 1895, he writes to Lichtwark:  

I would like to highlight, if I may, without any arrogance and authoritative impulse, a few 
points I deem essential. The cardinal rule ought to be: “Pan stands on national ground and 
tasks itself with supportively accompanying the development of indigenous art.” The focus 
should therefore be on German art, and it should never be mixed with foreign art. Rather, 
foreign art will have three dedicated numbers, i.e. one quarterly issue, in which the crucial 
aspects of foreign developments from the past year will be presented.87 

 
wird das Protektorat wohl übernehmen. Gleichzeitig hat er aber erklärt, daß es notwendig sei, den 
Kaiser aufzufordern, eine Sache, gegen die ich bisher erfolgreich gekämpft hatte. Nun wird es sich 
aber nicht mehr vermeiden lassen; wahrscheinlich und hoffentlich lehnt er ab. Jedenfalls aber ist 
es bei den Dimensionen, die diese klein angefangene Sache bereits annimmt, ganz ausgeschlos-
sen, daß ich mit meiner sozialen Stellung weiterhin die Repräsentation der Genossenschaft be-
halte, und ich versuche daher alles, um den Vorsitz abzugeben, wenn möglich an Bode. 
Hoffentlich haben meine Bemühungen bald Erfolg...) in Eberhard von Bodenhausen, Ein Leben 
für Kunst und Wirtschaft (Briefe und Tagebücher), ed. Dora Freifrau von Bodenhausen-Degener 
(Düsseldorf: Diederichs, 1955), 64-65.  

85 Lichtwark, “Entwicklung,” 173: “Der Pan muss ein deutsches Kunstblatt werden.” 
86 Eberhard von Bodenhausen, “Die Zeitschrift PAN und die Künstler,” Das Atelier 11 

(June 1895): 2. 
87 Bodenhausen, Ein Leben, letter to Lichtwark, July 16, 1895, 66-67: “...Ohne jede Arro-

ganz und in unmaßgeblicher Weise darf ich vielleicht hier einige Gesichtspunkte, die mir wesent-
lich erscheinen, anführen. Kardinalsatz müßte der sein: ‘Der Pan steht auf nationalem Boden und 
setzt sich zur Aufgabe, der Entwicklung der inländischen Kunst fördernd zur Seite zu stehen.’ Es 



 

 53 

 
And finally, two days after the preliminary suspension of the editors, Bodenhausen writes 

to his father: 

The height of this cult of the foreign came when Toulouse-Lautrec, the premier and most 
genius French poster artist, sent us a colorful lithograph in the poster idiom, for which he 
would have been booed by the technically educated Parisians and with which, I am certain, 
he tried to see how far the ignorance of the Germans would lead them to blindly worship 
foreign trends. I think it would be a thankworthy and really stimulating act to show the 
Germans as well as the French what treasures we have … Here, two German editors wanted 
to sell us the entirely exteriorized and in this case even deficient technique of a neo-
Frenchman as the pinnacle of art. I immediately made clear to Meier-Graefe that this leaf 
will be the rock over which one of us would have to fall.88 
 
And so, Meier-Graefe, and with him Bierbaum, fell. But it was not just a difference over 

the question of national identity of the periodical that furthered the rift between the two camps. 

As anyone who has dealt with the disparate early archival record of Pan can attest, Meier-Graefe 

and Bierbaum were considerably overburdened with editing as well as managing a magazine. 

Their fall, achieved at a meeting of the advisory board on September 17, 1895, by way of an invol-

untary resignation in return for a significant severance pay amounting to their outstanding sala-

ries of about two years (~ 6,300 Marks), was sealed when it emerged that the editors had been 

reckless with the finances of the association.89 A document prepared for that meeting details the 

 
wird daher das Schwergewicht auf deutsche Kunst zu legen, ausländische Kunst niemals in Ge-
menge mit deutscher Kunst zu bringen sein, vielmehr werden der ausländischen Kunst drei Num-
mern, also ein Dreimonatsheft jährlich gewidmet, in welchem das wesentliche aus der 
Entwicklung des Auslandes im letzten Jahre vorgeführt wird.” 

88 Letter to his father, September 9, 1895, as quoted by Salzmann, “Pan,” 170-171 : “Den 
Gipfel erreichte diese Fremden-Anbetung, als Toulouse-Lautrec, der erste und genialste Plakat-
Künstler Frankreichs, uns eine im Plakatstil gehaltene bunte Lithographie schickte, mit der ihn 
die technisch vortrefflich geschulten Pariser ausgepfiffen hätten und mit der er nach meiner un-
umstößlichen Ansicht den Versuch machen wollte, wie weit Dummheit der Deutschen in ihrem 
Mangel an nationalem Empfinden, in ihrer blinden Anbetung des Auslandes gehen würde. Wäh-
rend es nach meiner Ansicht eine dankenswerthe und wirklich förderliche That wäre, wenn man 
dem Deutschen wie dem Franzosen zeigte, daß wir Schätze haben,... wollten hier zwei deutsche 
Redakteure die ganz äußerliche gewordene, in vorliegendem Fall noch mangelhafte Technik eines 
Neu-Franzosen uns als den Gipfel der Kunst hinstellen. Ich erklärte damals sofort Meier-Graefe 
gegenüber, diese Blatt werde zum Stein werden, über den einer von uns beiden fallen müsse.” 

89 The original request for a suspension of Meier-Greafe and Bierbaum from September 7 

was signed by members of the advisory board: Bode, Bayersdorfer, Graul, Grisebach, Hartleben, 
Kalckreuth, Klinger, Lichtwark, Muther, Seidlitz, Unger, Woermann, Koepping und Hofmann. 
Present at the general assembly of September 17 were: Bode, Lichtwark, Liebermann, Graul, 
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expenses incurred until then and it shows near frivolous expenditures, undertaken without any 

kind of oversight or approval. Not only did they procure Pan branded stationary in silly amounts, 

to the tune of 2,300 Marks, but Meier-Graefe had also began purchasing art and art objects on his 

Paris trip for the future Pan salon he had still hoped to open one day. These divergences over the 

direction of Pan and over the financial management notwithstanding, it was important to both 

Bodenhausen and Lichtwark to acknowledge that without the founding editors there would not 

have been Pan.  

With Meier-Graefe and Bierbaum gone, a new era started for the Pan association. Deci-

sion-making structures were altered, editorial and managerial functions were split, a publishing 

house – that of Theodor Fontane’s son Friedrich – was tasked with distribution, and the editorial 

board was transformed into an editorial commission who had final approval over content. This 

new decision-making body, which was entirely recruited from members of the advisory board, 

became the center of gravity for the rest of Pan’s life, that is for the vast majority of its issues, 

eighteen out of twenty-one. It included, next to the newly appointed literary editor Cäsar Flaisch-

len, and the newly appointed art editor Richard Graul, Bode, Bodenhausen, Hartleben, Koepping, 

Lichtwark, and Seidlitz. Harry Graf Kessler, Ludwig von Hofmann, and Max Liebermann were 

added subsequently as well. While Dehmel continued to serve on the advisory board, the final 

break with the bohemian Pan, first fantasized at the The Black Piglet, had arrived. Hartleben and 

Flaischlen were the only literary figures remaining in the important decision-making bodies. 

Richard Graul, who had been offered a position in Leipzig, relinquished his position on May 1, so 

that Flaischlen remained the sole editor of the periodical for the rest of its days.  

 

 

 
Dehmel, v. Polenz, v. Seidlitz, v. Bodenhausen, Georg Merleker (lawyer), Hildebrandt. Boden-
hausen had threatened with his own resignation, which would have led to the association’s dis-
bandment, in case the dismissal would be rejected. So it was accepted. See Salzmann, “Pan,” 174-
175. 
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The “Later Pan” 

 

This brings us to one of the paradoxes of Pan’s life as well as one of the main difficulties 

in approaching the periodical as an object. The “early Pan,” that is its first three issues, which 

were planned by the founding editors, has commanded much attention. This is in parts a function 

of its own efforts in advertising itself before it even appeared, which in turn bore out, as the re-

views have shown, in a significant amount of public, i.e. media attention. In other words, the ar-

rival of Pan in the German publishing landscape, besides its actual impact in instigating a renewed 

interest in bookmaking and in the quality of applied arts at large, was, above all, a media event. 

Additionally, various actors, Meier-Graefe and Bierbaum in particular, have contributed through 

their writing to the early Pan becoming something of a quasi-mythical proto-modern episode. 

Given this mixture of historical narratives it has become difficult to sometimes disentangle fact 

from fiction, and that difficulty continues to beset the writing on Pan, mired, as it is, in these 

competing narratives. Given this situation, it is not surprising to find how little attention Pan’s 

later life has received, since it might complicate these simplifying attempts. Even Henze, for ex-

ample, who has done such incredible work in publicizing the archive and pulling together the 

institutional history of the periodical, has not, as she writes in her introduction, looked very 

closely at Flaischlen’s tenure by expressly avoiding most of his Pan record as it has come down to 

us in the copybooks that he maintained.90   

That said, given her focus on literature, she did try to break open somewhat the simplistic 

picture that had been previously painted of Cäsar Flaischlen, by describing his professional expe-

riences prior to taking over the editorship at Pan as well as his calling as a writer. Thus, Flaischlen 

had not only editorial expertise, he had in fact also apprenticed as a bookseller and worked in this 

capacity in Brussel between 1883 and 1885, before returning to Germany. There, he began his 

 
90 Henze, Pan, 21-23. 
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studies, including philology, philosophy, art history and literature. In Freiburg, he also took 

courses in economics and government. Eventually, he earned a doctorate in German literature in 

1890, the year he moved to and settled in Berlin, where he took on editing the works of Hauff. He 

also developed a penchant for order by developing catalogs and indexes for periodicals and essays. 

In other words, in Flaischlen, we see both an academic and literary editor, with the impulse to 

break the world down into its particularities so it can be ordered, and thereby known, in various 

types of formats: a doctoral thesis, complete editions of works, catalogs and indexes or anthologies 

of contemporary literature, as well as a writer and poet, who would, somewhat late in life, become 

a popular author – in the sense of a widely read author – when his 1898 collection of poetry, Von 

Alltag und Sonne, became a bestseller after WWI, selling in the tens of thousands.91  

Flaischlen’s management of the Pan affairs, as it can be glimpsed from the thousands of 

handwritten letters he wrote, is recorded in the copybooks that he has maintained assiduously to 

the end. He made use of the indexes that each of these ledgers contained at the end, and dutifully 

referenced every correspondent and every letter, noting down the pages where the letters with 

these correspondents could be found. What emerges from these letters, which have not been pub-

lished nor taken into consideration, is a detailed picture of the last years of Pan. Both the form 

with which they have been produced and in which they have been kept, as well as their content, 

predominantly concerned with the daily running of the periodical, which mostly always meant 

with the production of the upcoming issue, speak of Flaischlen’s often lauded accomplishment in 

having turned Pan – administratively – around and having reigned in on spending, while simul-

taneously also having sucked the soul out of it. This parallel development tends to be dismissively 

attributed to his “kind,” but somewhat boring, almost tedious personality. Bodenhausen, with 

 
91 Henze, Pan, 147-167. 
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much paternalistic condescension, writes to Kessler: “Treat him well, he is a likeable character 

and an irreplaceable worker.”92 

The shift away from Pan’s free-wheeling typography, indulgent use of a big variety of pa-

pers, and generous use of book ornament, was a fundamental shift away from the original logic of 

the periodical. What had begun as an undertaking that took a decidedly anti-commercial stance, 

choosing an institutional framework that would allow for that to be realized, was, quite abruptly, 

thrown into the opposite economic logic. To be sure, Pan never quite managed to break even. 

When it was eventually liquidated, it did so with a deficit. But nevertheless, its so-called decline 

over its last three years – in particular when it comes to questions of layout, typography, illustra-

tion and material make-up – needs to be reconsidered as a rather more complicated phenomenon, 

which involved at various points various considerations of how it would be possible to save money, 

one the one hand or to generate extra income on the other.  

The fallout from the mismanagement of the first editors had thus a lasting effect on Pan 

but also a more immediate one as the financial difficulties became particularly acute during Pan’s 

second year. On the surface – that is, intellectually and in print – Pan’s second year can be con-

sidered as the Lichtwark moment of the publication, as he was able to put his stamp on it, with its 

focus on regional centers of art production in Germany.93 At the same time, though, the finances 

of the association became ever more problematic. By the time the second year had been com-

pleted, a mere 10,000 Marks remained in the coffers of the Pan association. On average, the 

 
92 Bodenhausen to Kessler, December 30, 1896, quoted by Henze, Pan, 150: “Behandeln 

Sie ihn nur sehr gut; er ist ein rührender Mensch und eine unersetzliche Arbeitskraft.” 
93 The position Lichtwark occupies in the history of Pan remains a matter of some ambi-

guity. While it is clear that during the second year, he had taken a strong interest in the periodical, 
this involvement ebbs down again after a moment, not least since his idea of the localized Pan 
issues is abandoned for reasons of impracticability. At the same time, his nationalist posturing 
appears more aggressive in writing than it translates in practice in the publication, which, not 
least because of Kessler and Bodenhausen, both of whom have one foreign parent, remains, in 
fact, moderately internationalist, continuing to publish on German and international art till the 
end. Thamer also points out that Lichtwark, in later writing on this moment, expresses dismay at 
his aggressively articulated nationalism. See Thamer, Ausstattung, 34-37. 
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production of an issue of the first two years cost 15,000 Marks, which Flaischlen had managed to 

bring down by the beginning of year III to about 10,000 Marks per issue. Unfortunately, with the 

original investment gone, the subscription base did not generate enough income every year to 

sustain the running of the periodical on its own. 

In order to finance the third year, a deal was struck with Karl von der Heydt, nominally 

one of the three members of the executive board, but who played no role in the practical running 

of the publication. The financial aspects, which included yearly forecasts, the processing of wire 

transfers etc. was left to Georg Merleker, a lawyer. Von der Heydt was, however, not only a wealthy 

banker, but also an amateur poet. It was thus agreed that in return for a significant sum, Pan 

would publish some of his poems, which it did in the third issue of year II, in the spring of 1897 

and again a year later in the spring of 1898 (although it is not clear if there was money involved 

in the publication of the latter poem). While perhaps the most apparent effort to raise extra funds, 

it remained a necessity to raise between 10,000 to 20,000 Marks a year till the end of the Pan’s 

life. In fact, when Flaischlen had wanted to quit after year IV, he could only be convinced to bring 

Pan to a close after it had been possible to raise 15,000 Marks.94 

On the one hand, then, we have Flaischlen, who does everything he can to bring costs 

down, while also running a tight ship with the various actors involved in the production, from 

Drugulin, to Fritzsche, the binder, to the various paper suppliers, half-tone producers etc. On the 

other, these efforts are not sufficient to make the undertaking economically viable. While a variety 

of measures had been considered to make the model work, they were essentially dismissed as they 

would have involved in one form or another to alter the original setup of the periodical. Thus, it 

was decided to not change the pricing structure, even though that could have dramatically bet-

tered the financial prospect. It was also decided to not change the fundamentals of the periodical 

 
94 Merleker to Kessler, April 26, 1899, as quoted by Henze, Pan, 193. 
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itself, such as size, which was an idea that Lichtwark had brought up, but which was dismissed. 

In this regard, Dehmel wrote: 

PAN is no “periodical” like the others. The whole design and periodicity of the single issues 
is such that unlike any other kind of “book” it forces you to slow and repeated contempla-
tion. That is why the original founders have so insistently refused a reduction of the format 
and a thinning of the deliveries.95  
 
Nevertheless, if we consider for example the overall number of pages of every issue, start-

ing with Pan III, 1, we can see a remarkable consistency with only slight variations that Flaischlen 

brought to the periodical. Before the page numbers varied visibly. We might call this a streamlin-

ing of the periodical, which came as a result of economic pressures. With the beginning of the 

third year and with the capital of the association depleted, the original plan of being a self-suffi-

cient entity that would not need to engage commercially in the world was no longer tenable. And 

so, Pan ceased to be planned with a vaguely defined set of parameters. Rather, it was produced 

more like any other commodity, on the basis of efficiency – with the aforementioned caveat that 

it maintained some of its luxurious fundamentals. It therefore occupied for the rest of its life an 

impossible situation, at least economically speaking, trying to be both commercially viable, while 

also delivering the luxury it had come to be known for. A conundrum, I should add, that will beset 

much applied arts and indeed modern design, as they try to figure out the middle path leading to 

affordable luxury.  

As the premise of this dissertation is to consider Pan as an object of applied arts, it is this 

later moment in particular that is of interest. Not only, as I have already mentioned, do new pub-

lications for the applied arts and interior decoration appear on the market, but Pan also develops, 

under Flaischlen, hitherto overlooked commercially oriented projects, which speak of the effort 

 
95 Richard Dehmel, Ausgewählte Briefe aus den Jahren 1883-1902 (Berlin: Fischer, 1922), 

232, as quoted by Henze, Pan, 201: “PAN ist doch keine ‘Zeitschrift’ wie andere. Die ganze Ein-
richtung und Zeitfolge der einzelnen Hefte ist doch derart, daß sie mehr als irgendein ‘Buch’ zu 
langsamer und wiederholter Betrachtung nötigt. Darum haben wir ursprünglichen Gründer uns 
ja auch so nachdrücklich gegen eine Verkleinerung des Formates und Verdünnerung der Liefe-
rungen gewehrt.” 
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to negotiate the periodical’s founding spirit – luxurious, mysterious, symbolist – while also posi-

tioning it in a new world of applied arts and serial objects that was decidedly commercial. In some 

ways, the marketing ideas that Flaischlen and the Pan association are trying to develop – in par-

ticular third-party advertisements, which have only rarely survived and have therefore never been 

taken into consideration and the publication of the 1897 prospectus, which, similarly, has been 

neglected as an object in its own right – are only possible because the early Pan, in spite of its 

apparent heterogeneity, had in fact established what might be called a brand, red-hot paper and 

all, and had the seeds of the later Pan already present in its pages. 

After all, what did Meier-Graefe do after his ouster? He moved to Paris to join forces with 

Siegfried Bing and his art nouveau salon and also threw himself into another publishing venture, 

this time, a periodical entirely focused on the applied arts, L’art décoratif. In other words, the 

point we find in the literature about Pan having been taken out of the hands of the literary bohème 

and having been transformed from a literary into an art publication has only so much legitimacy, 

given that Bierbaum had a very strong interest in the applied arts dimension of book-making– his 

next project was, after all, Die Insel, another exceedingly expensive publication – and given that 

Meier-Graefe became, even if only for a short moment, one of the leading forces of the applied 

arts movement, before turning full time to art history and criticism. It is against this backdrop of 

a general interest in the applied arts that Pan ought to be considered. This is in particular neces-

sary if we consider the later history of Pan as having been influenced by Kessler in particular, who, 

together with Bodenhausen, used the publication to give Henry van de Velde one of his first outlets 

in Germany. Indeed, Bodenhausen helped van de Velde found his first company in Germany and 

introduced him into German society.  

Before the final, celebratory number of Pan appeared in the spring of 1900, the remaining 

Pan loyalists, including Kessler, Bode, Bodenhausen, and Seidlitz, considered various options to 

either sell the magazine or even have it merged, for example with Die Insel. None of these ideas 

came to fruition and it was decided to let the periodical run its course. A course, let’s not forget, 
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that lasted longer than had originally been planned. A course that spanned artistically from Cra-

nach to Böcklin to Kollwitz, from Novalis to Fontane, to Verlaine and Mallarmé, all the way to 

Hofmannsthal and Rilke. There is Dürer and Grünewald, Runge and Menzel and Liebermann. 

There is, of course, Toulouse-Lautrec. There are Klinger and Orlick, and Otto Eckmann, E.R. Weiß 

and Thomas Theodor Heine. Finally, there are Obrist, Pankok, and Behrens. That the first issue 

opened with a fragment by Nietzsche and that the last issue would close with an essay by van de 

Velde is then in some ways an indication not only of the path that Pan had taken, but it is, in fact, 

an indication that perhaps like no other medium of its time, Pan, the periodical, had managed to 

not merely reflect its historical context, but by doing so also managed to shape it and to give it a 

form.  
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CHAPTER TWO1 

 

Gutes Papier: Pan’s Papers 

 

 

 

 

In the previous chapter, I have described the origins and the development of the Pan as-

sociation and its sole undertaking, the Pan periodical. I have highlighted the connection between 

the association’s institutional dynamics, its economic fortunes and the effects these shifting pa-

rameters had on the production of the periodical. As indicated, despite having to constantly adjust 

to economic pressures, the periodical maintained its luxurious character to the end of its life. With 

the beginning of year III, in mid-1897, Pan’s editor Flaischlen, with the support of Drugulin, had 

arrived at a formula for the periodical, which we might characterize as spartan luxury and which 

was maintained assiduously till 1900.  

While I will return at the end of this chapter to what might appear as a paradox – the later 

Pan’s minimalist kind of excess – and its implication for our understanding of Pan as an object of 

consumption, it is important to keep in mind as this chapter unfolds that paper played a crucial, 

if hitherto understudied, role in Pan’s reputation, especially as it related to the periodical’s capac-

ity to unsettle bourgeois decorum: “To this day I feel a mild frisson and awe when I see the fiery 

red envelopes and the proud letterhead, with which this first bibliophile event intervened alarm-

ingly in the simplicity of the mores of our book world.”2 In the highly stratified society of 

 
1 This chapter owes much to the generosity of Dr. Frieder Schmidt, former director of the 

historic paper collections at the Deutsche Nationalbibliothek in Leipzig, as well as the help and 
support of Dr. Michael Lailach at the Kunstbibliothek Berlin and Thomas Klaus Jacob, curator at 
the department of early printed books at the Staatsbibliothek zu Berlin.  

2 Hans von Weber in Bierbaum zum Gedächtnis, as quoted in Salzmann, “Pan,” 184: 
“Heute noch spüre ich einen gelinden Ehrfurchtsschauer beim Anblick der feuerroten 
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Wilhelmine Germany, keeping appearances intact mattered a great deal, and could be a matter of 

life and death.3 Unlike Toulouse-Lautrec’s lithograph of a lady of the stage, however, paper and 

its material and metaphorical valences operated in an aesthetic and discursive space that did not 

revolve around the disruptive potential of their iconicity, which was negligible. Rather, the aes-

thetic and discursive issues paper opened up related to questions of surface and texture. This 

chapter aims to chart these. 

The series of adjustments that Flaischlen undertook had as their main goal to reduce costs. 

Remarkably, they could have been mitigated, if not entirely avoided, by an increase in prices. The 

pricing structure was however an important identificatory element for the Pan association at 

large. In conjunction with the published lists of association members, where limited edition sub-

scribers appeared with the number of their edition, it visualized, in printed form, a hierarchy.4 

 
Büttenkuverts und der stolzen Briefbogen, mit denen dieses erste bibliophile Ereignis in die Ein-
fachheit der Sitten unserer Bücherwelt alarmierend eingriff.”  

3 This can be seen in the literature of the period, as for example in Fontane’s Effi Briest, 
first published as a serial novel, and whose last installment was published in March 1895, only 
weeks prior to Pan’s appearance. In it, upon discovering a stash of intimate letters, Instetten, Effi’s 
much older husband, calls for a duel and kills Crampas with whom Effi had an affair years before. 
And while Instetten is meant to symbolize society’s outmoded traditions, real life duels still oc-
curred as well. Most famously in relation to the Kotze-Affäre, where Leberecht von Kotze, a master 
of ceremonies at the court of Wilhelm II, and a Pan subscriber, stood accused of blackmailing 
other members of the court of having participated in an orgy in 1891 in the hunting lodge in 
Grunewald. While historians agree that he was not guilty of having sent the letters with compro-
mising photographs (including group sex and sexual acts between members of the same sex), he 
needed to protect his honor by calling for duels. These happened in 1895 and 1896, in one of which 
one of his adversaries, Karl von Schrader, died. Importantly, besides the letters with the compro-
mising photographs, it was Kotze’s Löschpapier (blotting paper), which had been confiscated and 
was considered proof of his having sent the letters, which were written in capital letters. Here, 
paper’s absorptive qualities became fundamental to questions of law, honor and decorum. See 
Wolfgang Wippermann, Skandal im Jagdschloss Grunewald. Männlichkeit und Ehre im deut-
schen Kaiserreich (Darmstadt: Primus Verlag, 2010).   

4 The publishing strategies of tiered editions on papers of different quality, of publishing 
or advertising those tiered offerings, and of publishing the lists of subscribers gain prominence in 
Germany in the late eighteenth century. Pan, and ventures similar to it, revive these traditions 
that had become obsolete by the middle of the nineteenth century with industrial paper making 
and, with exploding demand for reading material, the institutionalization of a well-functioning 
publishing market. See Frieder Schmidt, “Papier,” in Die Buchkultur im 19. Jahrhundert, vol. 2: 
Zeitalter, Materialität, Gestaltung, ed. Monika Estermann and Frieder Schmidt (Hamburg: Maxi-
milian-Gesellschaft, 2016), 399-426. For the practice of publishing subscription lists, Schmidt 
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Price structure table and subscription lists reflected economic means and/or professional achieve-

ment as well as the will and desire to belong to and support a new kind of cultural undertaking. 

The visible, tabulated, and hence entirely transparent price structure functioned as a primarily 

bourgeois, quasi-democratic credo of accessibility. Quasi-democratic because it functioned in an 

exclusionary way as well, given the barrier for entry was exceedingly high. For the association – 

and the therein associated – it had thus constitutional character and as such was deemed immu-

table.  

Related to the price structure, but not quite as immutable, was the differentiated nature 

of the three editions in which Pan was available: the standard edition, the luxury edition and the 

most exclusive artist edition, which, by the time Pan I, 1 appeared, was already sold out, as the 

fold out cover at the end of that issue informed its readers. We have seen in the first chapter that 

the size of the editions was fluctuating, with the limited editions being bumped up over time from 

one hundred to around 115, while the standard edition saw its numbers decline over time from 

1,500 to around 1,100. As we have also seen, the differences between the editions related to their 

material nature and hence the experience one might enjoy from them.  

The different experiences were achieved by printing each of the three editions on a differ-

ent type of paper. We are reminded that in the first year, the standard edition was printed on 

“strong copper plate printing paper,” the luxury edition on “strong Imperial Japan paper” and the 

artist edition on “old style Japan laid paper” (altjapanisches Büttenpapier).5 Given the financial 

difficulties of year I, it was decided, going into year II, to alter the limited editions so that the 

luxury edition would have its text printed on copper plate printing paper, but its plates on Impe-

rial Japan paper, and the artist edition, instead of the truly extravagant Japanese laid paper, 

 
refers to Reinhard Wittmann’s Buchmarkt und Lektüre im 18. und 19. Jahrhundert. Beiträge 
zum literarischen Leben 1750-1880 (Tübingen: Niemeyer, 1982). 

5 As referenced in chapter 1, the limited editions also came with a set of extra plates, but I 
shall focus here on the periodical itself.  



 

 65 

would have both text and plates printed on Imperial Japan. This structure was maintained to 

Pan’s end.6 

However, this summary description of the use of paper does not begin to come close to an 

accurate reflection of the ways paper came to be used and employed in Pan over time. And while 

it is true that material, i.e. paper diversity declined after the first year, it is also true that at no 

point did the Pan makers compromise on the use of good paper. In this chapter, I want to there-

fore explore the use of paper in Pan and propose a range of perspectives to reconstruct how the 

materiality of paper came to accrue meaning in the context of the periodical.  

The apparent programmatic nature of the gesture of choosing a particular type of paper 

over another in the 1890s will emerge as a complex negotiation of artistic, industrial and com-

mercial considerations. By opening up the historical and contemporary horizons of these choices, 

I hope to lay bare the shift in cultural status of paper and its uses during this time. I will begin by 

describing in more detail than the above summary allows Pan’s varied uses of paper and how we 

might take them as a measure of its material and metaphorical valences in Pan. I will then con-

sider Pan’s papers against the historical backdrop of paper as industrially produced, mass market 

commodity that was characterized by an astonishingly wide array of uses, culminating in what 

can only be described as its spectacularization in the context of industrial optimism and enter-

tainment, as exemplified by the industrial exhibitions of the second half of the nineteenth century. 

The concomitant material and aesthetic debasement of paper resulting from technological change 

and economic expansion will lead me to consider in a third and last section of this chapter, how 

debates of luxury and excess might help us to gauge Pan’s use of papers (and that of the nascent 

book reform movement) as a mode of consumption that actively challenged the boundaries of 

bourgeois decorum.  

 
6 Changing the material make-up of the periodical’s editions while maintaining the pricing 

structure amounts, of course, to a downward adjustment in the return on investment, especially 
as it only affected the subscribers to the limited editions, whose artist edition subscribers had to 
be association members, i.e. owners of shares. For them, it was thus an indirect price increase.  
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The Presence of Paper  

 

First, let us look at the place of paper in the periodical – and crucially – in the expanded 

context of the periodical’s production setup. Indeed, looking at the discursive and practical con-

tinuum of paper in the Pan cosmos, will, I hope, allow us to reconstruct the relationship the Pan 

makers and by extension the Pan subscribers, had to paper. In this section of the chapter I propose 

to look at the position paper occupied as an object of sustained reflection (or not) and at its use 

and presence in the various Pan editions. It will become apparent that the least discussed aspect 

of the periodical potentially carried most of its transgressive potential.  

Of all the materials mentioned with words in Pan throughout its five years, paper makes 

surprisingly few and passing appearances as topic of artistic consideration, given its apparent im-

portance for the publication.7 Meier-Graefe and Bierbaum write, in Pan I, 1, that wherever possi-

ble they want to avoid using half-tone printing for reproductions, as it would require smoothened 

paper, when the goal is to have consistently paper of “rough appearance”. 8 Not only does this 

appear somewhat incongruous – why would it matter that it appears rough as opposed to be 

rough? – but they also do not provide an indication as to why such surface texture is preferable, 

possibly counting on an implicit consensus in regard to this question. In the same issue’s news 

section, there is mention of the French publicist André Marty (erroneously referred to as “E. 

Marty”), who, after winding down publication of L’Estampe Originale, sets out to reform paper 

manufacturing. While no further details are given, it is an indication, for us, that the production 

 
7 Dennerlein accounts 58 different materials in total, including varieties of wood, metal, 

fabric etc., Dennerlein, Pan, v. 1, 327-334. 
8 Julius Meier-Graefe and Otto Julius Bierbaum, “Zur Ausstattungsfrage,” Pan I, 1: 40-41, 

here 41: „This is mainly because the presence of autotypes forces us to use smooth papers, while 
it would be preferable, we think, to use for the text parts of the entire issue paper of an entirely 
even and indeed rough appearance.” (Dies vorzüglich auch aus dem Grunde, weil uns das Vor-
kommen von Netzätzungen uns zwingt, teilweise geglättetes Papier zu wählen, während es natür-
lich wünschenswert erscheint, im ganzen Hefte für den Textteil Papier von völlig gleichem, und 
zwar rauhem, Aussehen zu verwenden.) 
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of paper was still an industry with room for change and improvement, and that the character of 

paper itself was therefore evolving.  

A year later, in the spring of 1897, Pan’s ninth issue (II, 4) appears. As that year’s issues 

were organized according to German centers of art production, this issue was dedicated to the art 

of Hamburg (and, perhaps because of its maritime connection, to that of England and America.).9 

In his essay on American chap-books, Aby Warburg (incidentally a Hamburger) briefly indicates 

the paper used for The Lark: “The exterior appearance of the Lark is intentionally simple; the 

paper is yellow and so thin that it can only be printed on one side…”10 Alfred Lichtwark, the most 

outspoken defender, among the Pan contributors, of a nationally oriented periodical, lauds in his 

article on dilettantism in the same issue the grassroots efforts to stem a revival of bookmaking in 

Hamburg, his city, as organized by Society of Art Friends of Hamburg (Gesellschaft Hamburger 

Kunstfreunde). He mentions in particular the publication of the series Hamburg Library of Bib-

liophiles (Hamburgische Liebhaberbibliothek) of which he writes: “The printing is done by the 

Senate’s Printing Office; the laid paper, which had to be procured initially from Holland, is now 

being exclusively produced for the Society here in Germany in a hitherto unknown quality.”11 His 

insistence on the superiority of this type of paper indicates both a historical awareness of changing 

 
9 See Henze, Pan, 312-319 and 522-524, where she discusses the “Zentrenhefte”, Licht-

wark’s driving force behind them (he writes the reports from the local centers in all four issues), 
as well as the fact that they all carried reports from abroad as well. She indicates that there is 
reason to believe that Wilhelm II joined the Pan association after having seen Pan II, 1, the issue 
dedicated to Berlin.  For the resurgent interest in the regional aspect of modernism in relationship 
to Germany see for example the work of Maiken Umbach, as well as Meike G. Werner’s Moderne 
in der Provinz – Kulturelle Experimente im Fin de Siècle Jena (Göttingen: Wallstein, 2003), 
which focuses in particular on the role of Eugen Diederichs’ publishing endeavor.  

10 Aby Warburg, “Amerikanische Chap-Books,” Pan II, 4: 345-348, here 348: „Die äußere 
Ausstattung der Lark ist gesucht einfach; das Papier ist gelb und so dünn, dass es nur einseitig 
bedruckt werden kann.”  

11 Alfred Lichtwark, “Dilletantismus,” Pan II, 4: 301-308, here 306: „Den Druck besorgt 
die Senatsdruckerei, das Büttenpapier, das Anfangs aus Holland bezogen werden musste, wird 
jetzt ausschließlich für die Publikationen der Gesellschaft in einer in Deutschland früher nicht 
produzierten Qualität hergestellt.“ 



 

 68 

paper quality, as well as the importance of visual and tactile potential of paper, which in laid pa-

per, whether visibly ripped or not, was also always an indication of its facture.12 

Still in the same issue, Eberhard von Bodenhausen opens his article on The English Book 

with the following: 

An appropriate, artistic layout of a book is generally so little developed in Germany that it 
would be advised to first ask oneself what to expect of a book. 
The paper soft and firm; not too soft, so as to not show on the verso the impressions of the 
type. A glossy smooth surface is unpleasant for the eye and the hand; the print will appear 
cold and frosty; the highlights will interfere with reading. A matte, slightly rough paper of 
a yellowy white is most pleasant to the eye.13 
 
Later in the essay he comments on William Morris’s use of paper: “He supervised himself 

the manufacture of a soft, yet resistant paper from unbleached linen rags.”14 Further on still, Bo-

denhausen mentions the “good choice of paper” as a sign of good publishers.15  

Paper, as a topic of discussion, makes only one more appearance. Wilhelm Bode, in an 

article on the illustration of modern German art books in Pan’s penultimate issue (V, 3), mentions 

paper en passant when criticizing the increasing use of a “chalky, smoothed paper, unpleasant for 

 
12 I have confirmed with the examples of the Staatsbibliothek Berlin that the first two vol-

umes of the series were indeed printed on imported Dutch laid paper, as it carries the “Van Gelder 
Zonen” watermark. The paper used from the third volume of the series onwards carries a different 
watermark (swan), which I have been so far unable to attribute to a paper mill then in existence. 
This German paper, while also a laid paper, is a little less sturdy than the Dutch variety and has a 
more yellowy tone as well as margins that have darkened over time. The Dutch paper of the first 
two volumes remains more evenly colored across the page in a creamy white color, still giving off 
a fresh and bright luminosity, if compared to the German paper. Both are sturdy enough to not 
only emit sound when handled, but to insistently mark and make conscious the page turning as 
physical act.  

13 Eberhard von Bodenhausen, “Das Englische Buch,” Pan II, 4: 337-340, here 337: “Eine 
sachgemäße künstlerischen Ausstattung des Buches ist im Allgemeinen in Deutschland so wenig 
ausgebildet, dass es gut sein wird, sich zunächst zu fragen, was man vom Buch verlangen soll. / 
Das Papier weich und fest; nicht zu weich, um nicht auf der Rückseite den Eindruck der Type zu 
zeigen. Eine glänzende, glatte Oberfläche ist unangenehm für Auge und Hand; der Druck er-
scheint kalt und frostig; die Glanzlichter stören beim Lesen. Ein mattes, am besten etwas rauhes 
Papier von gelblichem Weiss ist für das Auge am wohltuendsten.” 

14 Ibid., 338: “Die Anfertigung eines weichen, widerstandsfähigen Papiers aus ungebleich-
ten Leinenlumpen überwachte er selbst.”  

15 Ibid., 339: “Unter den Verlegern nehmen William Heinemann und John Lane die erste 
Stelle ein. Bei guter Auswahl des Papiers [my italics] und sorfältigem Druck der klaren Type ha-
ben sie insbesondere der künstlerischen Ausgestaltung des Leinenbandes ihre Aufmerksamkeit 
zugewandt.” 
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both eyes and hand” for successfully producing half-tone photographic reproductions. He adds 

that this phenomenon is international, offering as example the declining quality of The Studio, a 

publication that Pan in its beginnings had oriented and fashioned itself after.16   

The picture that emerges then from this handful of opinions is of a relatively limited think-

ing about paper. Its near total neglect in Otto Grautoff’s 1901 standard treatise The Development 

of the Modern Book Arts in Germany only underlines this curious state of affairs. Grautoff affords 

paper a lonely paragraph towards the end of his book, starting with: “The paper should not be 

smooth, glossy or calendered, but dull, slightly rough, gently ribbed paper – and of course wood 

free.”17 

Despite this apparent lack of sustained reflection on the quality of paper and its applica-

tions in the context of the burgeoning book reform movement, it is nevertheless afforded an im-

portant role in the encounter with the reader. Any material and aesthetic identity it may have 

needs to serve the attainment of a successful reading experience. In other words, its material pres-

ence serves an immaterial purpose. In his list of what to expect of a book, Bodenhausen starts 

with paper, thereby suggesting that the encounter with a book begins with the encounter with its 

paper. Echoing Warburg’s critical observation about The Lark’s thin paper, he insists paper must 

present a modicum of firmness to pass muster. This first moment of his account of the encounter 

with paper follows a second moment, which is of importance not only to him, but also to Bode and 

Grautoff in their writings. All three specifically and insistently remark on the surface texture of 

paper. It should be a certain kind of rough, they declare, and they admonish that it must not be 

 
16 Wilhelm Bode, “Zur Illustration moderner deutscher Kunstbücher,” Pan V, 3: 183-187, 

here 185: “Um den Lichtdruck mit einiger Schärfe drucken zu können, sagt man, das Papier müsse 
möglichst glatt sein. Dasselbe verlangt man für die Hochätzung, namentlich für die Netzätzung, 
die bei kunstgeschichtlichen Werken fast ausschließlich in Brauch ist. Dieses kreidige geglättete 
Papier, für Auge und Hand gleich unangenehm, wird jetzt den Abbildungen zuliebe mehr und 
mehr gebräuchlich, auch außerhalb Deutschlands, wie der auch sonst stark zurückgegangene 
‘Studio’ beweist.”  

17 Otto Grautoff, Die Entwicklung der modernen Buchkunst in Deutschland (Leipzig: See-
mann, 1901), 206: “Das Papier sei nicht glatt, glänzend und satiniert, sondern stumpf, leicht-rauh, 
sanft gerippt – und natürlich holzfrei.” 
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smooth, implying it should be dull instead. Smoothness will reflect light, Bodenhausen observes, 

and impede the pleasures of reading and looking.  

In these writings, there is no one sense of how the sensual encounter with paper is thought 

about, but they do allow us to draw a preliminary picture of how paper might function within Pan. 

Thus, as already mentioned, Meier-Graefe and Bierbaum foreground the visual encounter with 

the surface, highlighting the importance of its appearance (Aussehen), while using an adjective, 

“rough,” that refers to tactility, setting up a potentially productive tension. “Roughness,” as a term 

used to describe surfaces in art, at this point in time, also has a nationalist overtone, which von 

Seidlitz makes explicit in his short essay on Dürer in Pan I, 1, titled “The Rough in the Arts.”18  

Bode and Bodenhausen both consider visual as well as tactile elements of the encounter 

with paper, indicating that at least two senses are involved in its appreciation. Lichtwark and 

Grautoff, in their short treatments, refer to the superiority of laid paper, a traditionally hand-

made form of paper that had, at least for commercial publishing purposes, already become obso-

lete in the first half of the nineteenth century and been replaced by machine-made versions. Laid 

paper, as indicated, has a readily apparent surface texture, owing to metal wires, which is both 

visually arresting and tactile at the same time.   

Already a more complex picture emerges. Bodenhausen, for example, associates glossy 

paper with cold temperatures, implying a climatic and atmospheric potential for paper. The in-

sistence on a yellowy hue of white adds to this impression, as with the improvement of paper 

production over the course of the century, paper had also become ever lighter.19 Thus, color, by 

 
18 This might well be influenced by the reception of Rembrandt as a Germanic artist, a 

notion popularized by Langbehn’s Rembrandt als Erzieher from 1890 (Leipzig: Hirschfeld), a 
widely received and discussed book. Nicola Suthor has written about the association of Rem-
brandt and roughness, see her Rembrandt’s Roughness (Princeton: Princeton University Press, 
2018), originally published in German as Rembrandts Rauheit (Paderborn: Fink, 2014).  

19 Dard Hunter, in his Papermaking: the history and technique of an ancient craft (New 
York: Dover, 1978), remarks on early papers in Europe on page 221: “The tone of the old paper 
was never entirely uniform and owing to the absence of chemicals in the manufacture, the grades 
of paper differed strikingly in colour. The best paper was of a creamy tint, while the poorer grades, 
made from old and discolored materials, were a light coffee tone, and at times even a dark grey. 
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way of association with temperatures, turns here into a signifier for historical consciousness and 

nostalgia, where the coldness of the modern, smooth white (also necessitated by recent inventions 

in reproductive technology, as lamented by Meier-Graefe and Bierbaum) is opposed to the 

warmer yellow of older paper types.  

Another characteristic being underlined is the preferable opacity of paper, which is op-

posed to its reflective mirroring quality. The “pleasantness” and “pleasure” of the rough and 

opaque paper is therefore associated with its potential to absorb as opposed to reflect, which 

would turn the page rather too literally into a mirror.20 And while the shine of a reflection can 

have a blinding effect, the deriving of pleasure imputed to rough paper seems to be lying in its 

potential of sensual dispersion.  

Tactility, warmth, pleasure. The historical echo of these attributes, beyond more tradi-

tional paper types, which are being explicitly mentioned, is that of skin. Of course, handwritten 

manuscripts and even early printed books were written or printed on parchment (or its more ex-

pensive and luxurious version vellum), that is a writing and printing ground made of animal skin. 

In the context of the fin-de-siècle, as Evanghélia Stead has shown, the imaginary of the book dra-

matically expands especially around its associations with the human body. I will return to these 

resonances in Pan momentarily.21  

The only consistent mentioning of paper in Pan, then, is in its colophons (figure 2.1). They 

are modeled in Pan’s first year on those of incunabula, early printed books, listing the companies 

from which paper was purchased, underlining its role as one element of the larger production 

 
The bleaching of linen and cotton rags for papermaking was on in general use until the early nine-
teenth century, and all paper made before that time assumed the tone of the material from which 
I was made; the water used in the early mills also had considerable influence upon the shade or 
tint of the paper. In the wintertime especially, it was difficult to clarify the water for use in the 
paper mills.” 

20 In German, the printer’s layout, that is the graphic instruction for the printer as to how 
the page ought to be laid out for printing, is referred to as Druckspiegel, literally meaning “print-
ing mirror.” 

21 Evanghélia Stead, La Chair du Livre – Matérialité, Imaginaire et Poétique du Livre 
Fin-de-Siècle (Paris : Presses de l’université Paris-Sorbonne, 2012).  
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process, but going no further in detailing, for example, where the papers might have been pro-

duced. What is more, during the first year, i.e. the first five issues, only the name of the dealer of 

the Japan papers is given, while the source of the main type of paper is not.  

Pan’s makers had chosen to work with a Berlin and Leipzig based paper wholesaler for 

most of their paper needs, R. Wagner’s Japan papers notwithstanding. The company Ed. Obst & 

Co. sourced the papers sold to Pan from, amongst others, a leading specialist paper manufacturer, 

the Neue Papier-Manufaktur in Strasbourg, part of the German Empire since 1871.22 The refer-

ence to the paper wholesaler in the colophon, starting in year II, is then an expression of the nature 

and organization of the paper market. 

By pointing to the dealer and the shop rather than the factory, Pan’s colophons put paper’s 

status as commodity above its status as an artefact, i.e. something that has been made.23 This is 

no surprise if we consider that Pan’s papers were produced, for the most part, not by hand, but 

by machine (extending to the Imperial Japan papers.) Unlike William Morris’s papers, who su-

pervised the manufacture of his own papers, those used in Pan did not come with an artistic or 

authorial legitimacy. They were anonymous, machine-made papers, made without hands. Their 

 
22 At the Saxon Industry Archive (Sächsisches Wirtschaftsarchiv) in Leipzig, there survive 

a dozen or so letters between Drugulin, Pan’s printers, and Pan, concerning the first contact 
Bierbaum made with Drugulin in 1894 as well as the renegotiation of the contract between the 
association and Drugulin during 1896 (SWA, U 130 Offizin Andersen Nexö Leipzig, Sign. 1). In a 
letter dated July 1, 1896, from Drugulin to Georg Merleker, Pan’s managing director, W. Drugulin 
enclosed an invoice from the Neue Papier Manufaktur, from which he had just received 12,700 
sheets (Bogen) Text Illustrationsdruckpapier directly. In the letter, he also lists the stock of paper 
currently at the printing house: “22,500 sheets text illustration paper / 380 [sheets] Japan for the 
artist edition / 58 [sheets] Old style Japan laid paper (Altjapanisch Bütten) / 58 [sheets] Japan 
for the print portfolio / 1,445 pieces (Abschnitte) of red laid cover paper / 1,600 sheets of the 
image Heimweh / 685 sheets green machine paper / 90 sheets grey laid cover paper.” Obst & Co. 
continued to work with the NPM into the twentieth century. It survived independently in Berlin 
till 1985.  

23 It can be assumed that certain paper wholesalers had very strong and lasting business 
ties to specific paper factories. Thus, the name of Obst in the colophon was, at the beginning, given 
with the suffix “Strasbourg” even though Obst did not have an office there. The location refered 
to the paper factory, NPM. In the case of Sieler und Vogel, for example, a Leipzig based paper 
company, production and wholesale were integrated into one company.  
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value and import on the reading and viewing experience, besides their intrinsic sensual proper-

ties, therefore emerged from their actual use and context in the periodical.  

 It is thus to the material itself and its mise-en-scène in the periodical that I will turn to in 

order to make sense of the presence of the different paper types in Pan. For this, let’s remind 

ourselves of the differentiation between the three editions of Pan, which I have briefly mentioned 

in the first chapter: the standard edition, the luxury edition and the artist edition.24 The main 

differences were the choice of paper and the delivery of an extra set of prints for the special edi-

tions. Kupferdruckpapier, or copper plate printing paper, was used for the standard edition for 

all twenty-one issues.25 The artist edition was printed in the first year entirely on altjapanischem 

Büttenpapier, i.e. traditional Japanese laid paper, presumably hand-made and imported.26 For 

 
24 The names given to the three editions shifted over time. The standard edition was re-

ferred to throughout as Allgemeine Ausgabe, just as the most exclusive artist edition was called 
Künstler-Ausgabe throughout. The middle edition was called Luxus-Augabe only in the first is-
sue, and then continued to be referred to as Vorzugsausgabe (Special Edition). At the beginning 
the two special editions were also refered to as “luxury editions,” but after I, 3 consistently referred 
to as Sonderausgaben, or “special editions.” See Henze, Pan, 272. For the circulation numbers of 
the editions over time see appendix B, table 2.1. 

25 Paul Klemm, in his paper handbook Handbuch der Papierkunde (Leipzig: Grieben, 
1904), defines Kupferdruckpapier on page 29 in the following way: „Copper plate printing papers 
are the most noble products among these printing papers. The best among them are mare from 
pure cotton rag fibres, without any further ingredients. But you will also find those with a little 
filler material, but at least minimal sizing. Linen fibers are not being used on purpose because 
they make for much harder, and hence less printable papers. If they do appear, it is by mistakenly 
using half-linen rags. It is very important for copper plate printing paper that they be free from 
iron dust, because else, under changing climactic conditions, especially as wall hangings, they 
develop rust stains. They are used especially for intaglio printing of copper plates, etchings, en-
gravings, mezzotints, and heliogravures, but is not limited to these, as it extends to other fine 
printing as well.” (Kupferdruckpapiere sind die edelsten der Fabrikate unter diesen Druckpapie-
ren. Die besten unter denselben sind aus reinen Lumpenfasern von Baumwolle hergestellt, ohne 
jede andere Beimischung. Doch findet man auch solche mit geringem Füllstoffgehalt und wenigs-
tens schwacher Leimung. Leinenfasern werden, weil sie viel härtere und weniger druckfähige Pa-
piere geben, absichtlich nicht verwendet, finden sich solche vor, so sind sie meist unabsichtlich 
durch Verwendung halbleinener Lumpen in den Stoff gelangt. Sehr wichtig ist es für Kupferdruck-
papiere, daß sie frei von Eisenstäubchen sind, weil diese im Laufe der Zeit unter den wechselnden 
atmosphärischen Einflüssen, besonders bei Wandbildern Rostflecke geben. Sie werden vor allen 
Dingen zu Tiefdrucken von Kupferplatten, Radierungen, Kupferstichen, Schabkunstblättern, He-
liogravüren benutzt, doch beschränkt sich ihr Gebrauch nicht allein auf diese, auch zu anderen 
feineren Druckerarbeiten werden sie genutzt.)  

26 There remains some uncertainty about the origins of the Japan papers.  



 

 74 

years II to V, it was printed on strong Imperial Japan, which was machine-made.27 The same pa-

per graced the first year of the luxury edition, but from year II to the end, in the spirit of econo-

mizing, the copper plate printing paper was used, similar to the standard edition. What 

differentiated the luxury from the standard edition after the change was that full-page reproduc-

tions continued to be printed on Imperial Japan paper. As the subscription numbers to the special 

editions show, the change of papers did not lead to a decline in their sale, rather there is an excess 

demand that is being partly met by the ever so slight increase in the number of special editions 

produced.  

The fact that each of Pan’s three editions is associated with a particular type of paper, or a 

combination of two types, as the luxury edition, belies the fact, however, that in practice, every 

issue has a range of different papers present. This is, for the most part, due to the periodical’s 

plates, whose production was predominantly undertaken by third parties, i.e. not within the paper 

and printing setup that Pan was being produced in. And while we know from what companies Pan 

sourced its own papers, the printing houses, or sometimes the artist themselves, who produced 

the plates, when not provided with paper from Pan, sourced their own papers. The information 

about the origins of Pan’s papers in its colophons is therefore limited only to its own production 

set up. And while the plates are being attributed to their respective print shop, it would necessitate 

checking for each individually to know where they sourced their paper.  

This intentional omission points to the liminal status the plates occupy also within the 

logic and structure of the periodical, a point I will return to in the next chapter, but which needs 

considering here briefly as well. It is the presence of the plates, above all, with their various types 

of papers, which works against any kind of seamless, cover to cover reading or viewing experience 

of the periodical, favored by the book traditionalists, such as Bode. With the exception of one plate 

 
27 I own a spare Pan print order form, which lists the papers for the special editions as 

Hand-Japan (mit Büttenrand) (hand Japan [with laid paper edge]) and Maschinen-Japan (glatt) 
(machine Japan [smooth]). The form must have been printed therefore at the very beginning but 
became obsolete at the end of year I with the change in papers.  
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printed on both sides in the first issue, the plates in Pan are printed recto, while the verso is left 

empty, thus leaving an expanse of empty paper facing the next recto, allowing for, if not inviting, 

the visual and tactile appreciation of the material on its own – an impulse that any viewer of Pan 

tends to succumb to.28 Thus, even the subscribers to the standard edition, which nominally deliv-

ered both text and plates on the same copper plate printing paper, had in fact a similar level of 

material variety, if perhaps not of exclusivity, and henceforth experience of heterogeneity, then 

the subscribers to the limited editions.  

The degree of heterogeneity can thus be gauged in parts by the number of plates present 

in each issue. By this measure, a clear picture emerges with a cut after year II, in mid-1897, when 

the association’s coffers were depleted and a stricter production regimen was instituted, pushing 

the number of plates from around ten to fifteen to below ten for each issue, in line with the overall 

reduction of pages. But already before then, after the ouster of Meier-Graefe and Bierbaum, a 

diminishment in paper variety can be observed.  

Indeed, when considering Pan I, 1 to Pan I, 3 (the last issue the founding editors worked 

on), the variety of paper is remarkable and undoubtedly one reason, although never fully explored, 

why it was criticized for its disjointed experience.29 To be sure, there are the obvious colored pa-

pers used in a few instances, such as blue paper for Sattler’s wall paper design (figure 2.2), or, 

infamously, the bright red laid paper used for the cover of the second issue, which we have already 

encountered in the first chapter (figure 1.3).30 Equally, the detailed nature of photomechanical 

 
28 Surviving runs of Pan tend to contain a vast majority of their plates (there are excep-

tions.) If plates are missing, it is almost always the Toulouse-Lautrec, as well as the Neo-Impres-
sionist plates from year IV. It cannot be said for certain that Pan was not used as a “picture 
quarry”, as those runs that do not survive, might well have been discarded after the plates had 
been taken out. And those that do survive have survived because their owners have put a premium 
on the object’s integrity.    

29 Dehmel remarks on Pan’s first issue in a letter to Henri Albert, dated April 7, 1895: 
“Above all, the work is lacking a unified appearance. It really feels scattered.” (Vor allem mangelt 
dem Werke m. E. der geschlossene Eindruck. Es wirkt geradezu zerfahren.) As quoted by Krah-
mer, “PAN und das Ausland,” 269, footnote 7.   

30 On the cover of the Heidelberg online edition, the “Pan” watermark of this paper is vis-
ible, in reverse, just above the A of the “PAN”.  
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reproduction in the form of autotypes necessitated smooth types of papers. The early Pan’s use of 

this technology and their corresponding papers can for example be seen in the full plate autotype 

(i.e. half-tone) of Whistler’s Music Room painting (figure 2.3). Other papers were delicate and 

light, as for example the one used to reproduce Nietzsche’s poem Der Riese (the giant) on, illus-

trated with some pathos by Geyger (figure 2.4). It was an ivory tone laid paper, thin enough, al-

most translucent really, for the watermark to be easily visible. Indeed, some laid paper used in the 

early Pan issues can be identified by their watermark as Van Geldern laid paper, i.e. paper origi-

nating in an esteemed Dutch paper mill. Variety of facture, then, in the early Pan, was accompa-

nied by a variety of paper sources, which extended to other countries, very much in the 

international spirit with which Bierbaum and particularly Meier-Graefe conceived of the publica-

tion.31  

The variation of paper characteristics extended to the ostensibly more homogenous group 

of copper plate printing paper, which was used for the text as well as for many of the plates, given 

this type of paper had found particular traction with engravers and their publishers. Here as well, 

we could find differences within an issue, especially during the first year, with some pages 

smoother than others or differing in tone. Such changes sometimes occurred within the same text. 

Thus, a long poem by Rosetti in Pan I, 2, is set, on pages 89 to 92 on a paper that today looks 

yellower in tone than the paper of the text’s last page.32  

 
31 For a detailed account of the early Pan’s national versus international positioning see 

Krahmer, “PAN und das Ausland”. She points out, in particular, that Meier-Graefe had mentioned 
in a letter exchange with Lichtwark that besides the French bureau of the Pan association, he was 
also actively pursuing the establishment of an English dependence and had begun to explore the 
situation in Britain, not least by reaching out to the publisher of The Studio, Glesson White. 
Krahmer also points out that Meier-Graefe’s dream for an international periodical was in line with 
similar efforts, realized and unrealized in France or Belgium for example. She mentions in partic-
ular the periodical Cosmopolis, which first published Mallarmé’s Un Coup de Dés.  

32 This can be seen as well in the Heidelberg edition, but I did check on these variances in 
other issues. There is, by and large, consistency across editions as to what paper is used where in 
any given issue.   
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Similar variances can be seen in the differentiated copper plate printing paper offerings of 

the paper factory from which Pan sources its copper plate printing papers. In 1900, the company 

published under their own name a large sample book of forty-one plates on “Special Paper from 

Strasbourg”, the Musterdrucke auf Strassburger Spezialpapieren with the subtitle “Collection of 

exceptional plates, produced using the most important graphic procedures.” This specimen album 

matched the variety of original and reproductive printing techniques available with paper suited 

best for each one. Neue Papier-Manufaktur (NPM) had them all. Most importantly, they offered 

a range of copper plate printing papers, with various tones, from white to more yellow in tone, 

and in various grammages, i.e. weight. The collection was introduced by an essay by Theodor 

Goebel, a leading writer and expert on the graphic arts of the time, describing in detail the ad-

vantages of the various paper types. About copper plate printing paper, he observes:  

Today, the view that laid paper alone could be used for printing from copper plates, be 
these etchings or line engravings or even photogravures, belongs to prejudices from the 
past. In fact, laid paper proves difficult to be printed for its hardness on the one hand, but 
also because it cannot be wetted, as it turns wrinkly and can never return to full evenness. 
Good copper plate printing paper, during printing, has to let itself being pressed into the 
finest and deepest lines and points on the plate and has to represent their value neatly and 
clearly, which cannot be achieved with inferior papers; these can also, if made too loosely, 
tear at the deeper areas of the engraving or etching, i.e. unravel and discharge bits and 
pieces. The copper plate printing papers of the Neue Papier-Manufaktur zu Strassburg-
Rupprechtsau are well made, can be heavily wetted, enter entirely all incisions during 
printing, without so much as losing even the most delicate of fibers. Papers made for print-
ing plates with only shallow lines and points, i.e. especially for etchings and photogra-
vures, are also marked by a printing area as smooth as porcelain, free of any unevenness. 
All plates printed from copper in this specimen album are printed on machine-made pa-
pers; that their printing equals that of laid paper will be confirmed by every art expert. 
Such paper, for whose production only the finest rag pulp is being used, and that must not 
contain any wood, has to be wetted a little before printing, of course, in order to soften its 
structure and the possibility of its entering even the finest lines of the drawing; this wetting 
either happens, as indicated, by pulling thin paper layers through water, or by interposing 
it between heavily wetted, unsized paper and heavily weighing down the paper stacks for 
two to three days.33 

 
33 Theodor Goebel, “Erläuterungen zur Sammlung von Musterdrucken auf Strassburger 

Specialpapieren,” in Sammlung von Musterdrucken auf Strassburger Specialpapieren (Strass-
burg: Neue Papier-Manufaktur Strassburg-Ruprechtsau, 1900), 4: „Die Ansicht, dass nur Bütten-
papiere allein zum Druck von Kupferstichen dienen könnten, seien dies Radierungen oder 
Linienstiche oder auch Photogravüren, gehört heute zu den überwundenen Vorurteilen. Das Büt-
tenpapier erweist sich im Gegenteil in der Regel als schwer zu verdrucken, sowohl seiner Härte 
wegen, als auch, weil es nicht kräftig gefeuchtet werden kann, da es dabei runzlich und infolge 
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Goebel unequivocally positions himself here on the side of the kind of machine-made pa-

pers produced by NPM and used by Pan, foregoing any kind of nostalgic illusions about the pre-

sumed superiority of traditional, hand-made papers. Those, he argues, are difficult to work with 

given their uneven surfaces. He also delves in the minutiae of how a perfect impression of an 

etching or engraving can be achieved on these papers. It involves the momentary wetting of the 

paper’s surface so its fibers dilute, without dissociating, thus allowing for the moist paper to enter 

the incisions on the metal surface. While Pan did use such papers occasionally for the purpose of 

intaglio printing, that is etchings or engravings, if we follow Goebel, it mostly used them against 

type, quite literally, for letterpress printing, a relief printing technique. What seems to make the 

copper plate printing papers of the NPM stand out is that they are neither too hard, nor to “loosely 

worked.” That is their texture allows for some depth of impression, i.e. pressure doing the print-

ing, while also not disrupting or altering the overall structure of the sheet. This then seems to have 

been important for Pan insofar as the letters used were not newly cut and showed considerable 

wear and tear, necessitating more pressure to get a good overall impression of a page. We have 

 
dessen nie wieder völlig glatt wird. Gutes Kupferdruckpapier muss sich beim Druck in die feins-
ten, wie in die tiefsten Linien und Punkte der Platte hineinpressen lassen und ihren Wert rein und 
klar wiedergeben, was mit geringen Papieren nicht zu erreichen ist; auch werden diese, wenn sie 
zu locker gearbeitet sind, an den tiefen Stellen von Stich oder Radierung rupfen, d.h. sich aufzie-
hen und Teilchen fahren lassen. Die Kupferdruckpapiere der Neuen Papier-Manufaktur zu Strass-
burg-Rupprechtsau sind gut gearbeitet, können stark gefeuchtet werden, treten beim Druck voll 
in alle Linien hinein, ohne dabei auch nur die zarteste Faser loszulassen. Die für Druckplatten mit 
nur sehr seichten Linien und Punkten, also besonders für Radierungen und Photogravüren be-
stimmten Papiere besitzen überdies eine porzellanglatte, von jeder Unebenheit durchaus freie 
Druckfläche. / Alle von Kupferplatten gedruckten Blätter dieses Probenalbums sind auf Maschi-
nenpapier gedruckt; dass aber ihr Druck dem auf Büttenpapier vollkommen gleichkommt, wird 
jeder Kunstverständige bestätigen. Solches Papier, zu dessen Herstellung nur reine, feinste Ha-
dernstoffe verwendet werden, und das keinen Holzgehalt haben darf, muss selbstverständlich vor 
dem Druck etwas gefeuchtet werden, zum Zweck des Auflockerns seiner Struktur und der Ermög-
lichung seines Eindringens selbst in die feinsten Linien der Zeichnung; dieses Feuchten geschieht 
entweder, wie schon angegeben, mittels Durchziehens dünner Papierlagen durch Wasser, oder 
mittels Einlegens zwischen stark gefeuchtetes ungeleimtes Papier und nachheriges kräftiges Be-
schweren der Papierstösse währen zwei oder drei Tage.” 
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seen that at least Bodenhausen specifically singled out the relative sturdiness necessary for print-

ing on two sides in his remarks on paper. 

I want to briefly move out a bit and take a wider historical perspective to make sense of 

the use of copper plate printing paper in particular. (I will move to the question of Japan papers 

thereafter.) The machine-made copper plate printing papers are being used in Pan literally 

against type as I just indicated, because they fulfill the one criterium that the various quotes with 

which I presented earlier, posited for a paper to qualify as good: roughness. Now, it is important 

to state that this does not mean coarseness or unevenness. On the contrary, the roughness that 

the copper plate printing papers used in Pan possess is fairly gentle, and above all, it is entirely 

evenly spread across the surface of the paper.  

Now, what is achieved here by mechanical means, has an important precedent, what might 

be called an intermediary step in paper history between traditional hand-made laid paper and 

paper made by machines. This type of “wove” paper first appeared in 1757 in parts of an edition 

of Virgil’s works, prepared by John Baskerville (1706-1775). It differed from previous papers as it 

was made using a new type mold, developed in the 1750s in the Whatman papermill, in Balston, 

Maidstone, England.34 Instead of the metal wires of the older molds, “the ‘wove’ covering was 

made of fine brass screening and received its name from being woven on a loom in about the same 

manner as cloth. It left in the paper an indistinct impression resembling a fabric.”35 Known in 

France as papier vélin and in Germany as Velinpapier, it was introduced in the former in around 

1780 and can be verified to exist in the latter by 1795.  

 
34 While the practical invention had originally been attributed to Baskerville, it is now ac-

cepted that he was one of the first to have printed on such papers. While he might have first for-
mulated the idea of such an invention, this remains a matter of speculation. See Hunter, 
Papermaking. P. 125-132. Also Frieder Schmidt, “Papier,” in Monika Estermann and Frieder 
Schmidt, Buchkunst im 19. Jahrhundert, Band II, 1: Zeitalter, Materialität, Gestaltung (Ham-
burg: Maximilian-Gesellschaft, 2016), 405-406. 

35 Hunter, Papermaking, 127. Hunter also indicates that similar techniques, using actual 
fabric for the mold, had been in use in Asia for a while.  
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Remarkable are the two lexical fields this paper is being associated with. As noted, in Eng-

lish, the association is with fabric, given the paper sheet’s surface is created by a woven structure. 

In French and German, however, the smoother surface of wove paper is associated, as pointed out 

already, with the exquisite type of earlier writing support, namely vellum, the type of exclusive 

parchment made from the skin of cow fetuses or very young calves. The choice of names referenc-

ing traditional paper for this new, technically improved kind of paper only underscores its own 

distance from these historical precedents.  

The Kupferdruckpapier used in Pan stands in the tradition of Velinpapier as it belongs to 

the category of papers, which could not be further from the natural unevenness of animal, or even 

human, skin. (It could be speculated that the paper in Pan might reference both human and ani-

mal skin as the god Pan himself, whose face graces the periodical’s covers, is simultaneously ani-

mal and human.) It appears perfectly even to the eye and feels just the same to the hand. Its 

surfaces are without blemish and nothing stands in the way of the paper’s metaphorical mobiliza-

tion in the intimacy, we might even say erotics, of paper as they play out in Pan. 

To elucidate what I mean by this, I will turn to the last type of paper in Pan: the Japan 

papers, which were bought from R. Wagner, a company owned by Hermann Paechter. Paechter, 

who was a subscriber to Pan’s artist edition, was a wealthy gallery owner and collector, in partic-

ular of Asian art. With R. Wagner, among other things, he imported Japanese paper into Ger-

many. Japanese papers had been “discovered” by Europeans, when they were first exhibited in 

large quantities at the Vienna World Exhibition in 1873. While the Japanese laid paper and the 

Imperial Japan paper were luxurious papers, and each had their own, more refined character than 

the Kupferdruckpapier, I want to turn the one type of paper, which is not mentioned in the colo-

phons, nor anywhere else, really. Even in the correspondence, it is barely present.  
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I am referring to the Japanese tissue papers, which were present for all five years, in all 

twenty-one issues of Pan, across all three editions, and which were used to protect the plates.36 As 

surviving samples of Japanese tissue papers, such as those at the Kunstbibliothek in Berlin, made 

clear, tissue papers came in a wide variety.37 The ones used in Pan where white, and were printed 

with white ornamental designs, from abstract to vegetal and animal ornaments, to rikshaws. In 

order to establish whether or not there was a logic behind their use, and if so, whether such logic 

was editorial or possibly an outcome of the production process, I compared various sets of the 

complete Pan with each other. This impulse arose from the observation that some of these pat-

terns were matched with the image underneath, in particular those patterns that created a frame, 

for example with rickshaws or spider webs.  

While there is some consistency in pattern-print combinations across each number – 

stronger in the first years, less toward the end – it is far from coherent. Equally, some issues show 

a large variety of patterns, while in others, two or three patterns predominate throughout, again 

with a tendency of reduction in variety in the later years. The decision, then, of what plate to com-

bine with what type of pattern seems to have emerged from a variety of factors. While dramaturgy 

and/or iconographic echoes might play a role in some cases, the most important factor in the 

pattern decision seems to have been their availability. In other words, we can assume that the 

overall decision to make use of such papers was an editorial one, the actual placement of them 

would have been made by Pan’s bookbinding company, where the various parts of the periodical 

converged to be united and, once put together, distributed from to the subscribers.  

 
36 The leading expert on Japanese tissue papers in Europe was the late Françoise Paireau. 

Her Papiers Japonais (Paris: Éditions Adam Biro, 1991) is an exhaustive overview over the vari-
eties of Japan papers and their sheer endless possibilities. I thank Frieder Schmidt for pointing 
me to her.  

37 It is noteworthy that some kinds of historical traditional Japanese papers only survive 
in European and Western collections, necessitating Japanese scholars and practitioners to travel 
far to examine them. I thank Dr. Michael Lailach for this remark. 
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If we now consider the Japanese tissue papers, which, among their many historical (and 

contemporary) uses, were used for architectural purposes (sliding doors, for example), but also, 

and more pertinently here, for clothing, together with the Kupferdruckpapier and its association 

with the tradition of Velinpapier, i.e. the metaphor of paper as skin, we are presented with a scene 

of unveiling and undressing, a material instantiation of the various acts of semantic unveiling I 

will be discussing in the next chapter. Suffice it to say, that in some instances – such as with the 

plate carrying a photograph of Klinger’s Cassandra – this act of unveiling does uncover a female 

figure. The kind of translucent materiality of the Japanese tissue paper gets picked up on across 

the periodical, in writing, but also visually, most prominently perhaps in reproductions of French 

posters depicting Loïe Fuller, herself famous for her white, flowy dresses.38 

 In sum, then, the experience of reading and viewing Pan, from a strictly paper phenome-

nological perspective, stayed fairly constant throughout its five years. Kupferdruckpapier, which 

was used for printing the text in two editions (with the exception of year I, when the text of the 

luxury edition was printed on Imperial Japan, a smoother and more vividly colored paper) was 

used for letterpress printing, using “old original type,” to use Meier-Graefe’s words.39 Because the 

type was indeed historical, it showed wear and tear (which can be observed in the unevenness of 

the printed letters) and had to be impressed deeper into the paper, making for a somewhat starker 

relief and hence tactile experience. This tactility of the text would be interrupted by the plates, of 

differing paper types, all covered in velvety and soft Japanese tissue paper. 

 
38 There is a broader story to the Japanese tissue papers that is waiting to be told, concern-

ing orientalist and racializing fantasies, Japonism and the imaginary of paper in the 1890s in the 
expanded Pan orbit of the book reform movement. Some publications in this regard were decid-
edly more boundary pushing, some of which even were censored for pornography, such as Ernst 
Schur’s Seht, es sind Schmerzen, an denen wir leiden (Berlin: Schuster & Loeffler, 1897). In these 
debates, differing receptions of paper surfaces figure prominently.   

39 Letter from Meier-Graefe to Adolph Bayersdorfer, September 24, 1894: “…Und nun den-
ken Sie sich zu diesen künstlerischen Sachen den korrespondierenden Text, zu einer Zusammen-
stellung wenig oder ganz unbekannter Dürerschen Holzschnitte ein schönes frisches Gedicht von 
Bierbaum mit Dürerschen Initialen und mit den alten Originaltypen [my italics], die unser tüch-
tiger Drugulin in Leipzig besitzt.” Quoted in Krahmer, “PAN und das Ausland,” 269, footnote 8. 
(The original of the letter is in private hands.) 
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To conclude this first section of this chapter, it can therefore be observed that by way of 

paper, Pan augmented what might otherwise pass as kind acceptable, late nineteenth century 

male gaze by an element of actual, highly differentiated tactility that not only conjured the history 

of the book, but also the presence of a human body. And while the roughness of Kupferdruckpa-

pier may have stood for a kind of honesty and truthfulness, the Japan papers, including the tissue 

papers, with their more delicate, and in the case of the Imperial Japan, smoother texture, opened 

up to a highly problematic, because Orientalizing sensuality. 

 

Paper Spectacular 

 

Second, after having explored the variety of papers in Pan, their mise-en-scène and the 

material and metaphorical dimensions it conjured, I want to turn now to the larger culture of 

paper – what has become known as the Age of Paper – in the outgoing nineteenth century and 

which constitutes, I propose, the resonance chamber for Pan’s own employ of paper. Here, I want 

to briefly put into relief the technological background of paper production as it developed in the 

second half of the nineteenth century to make the case that paper had been thoroughly absorbed 

into the emergent consumer culture. As an exemplary, ubiquitous product of industry, the tech-

nological exploration of its material possibilities further complicated an already contentious de-

bate on its quality and value.  

As we have already begun to observe in the previous section, Pan’s proposition of luxuri-

ous sensuality by way of paper in what might be called a “forced auratization,” was both the prod-

uct of and a reaction to an institutional web of interlocking networks, including paper 

manufacturing, printing, publishing, arts and crafts retail, the art market, the academy and others 

in Berlin, Germany and further afield during the 1890s.40 As a publication, Pan is the deliberate 

 
40 Davide Guiriato uses the term forcierte Auratisierung des Schriffträgers (forced aurati-

sation of the writing ground) to describe the ostentatious facture of modern letter writing paper 
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effort to allow for the intersection of these networks to materialize and for them to become tangi-

ble, if not always explicitly visible, in object form. To be sure, the periodical’s colophons and pro-

spectuses do display and advertise the distributed and differentiated nature of this production 

process. 

At the same time, and here Pan foreshadows a defining paradox of the book reform move-

ment, as well as some important graphic design moments of the twentieth century, the look of the 

colophon, especially in Pan’s first year, directly echoes forms of the past, conjuring, in the vein of 

Morris, a different mode of production, rooted in the sociality of a workshop environment, where 

the paper used was made by hand, type was set by hand, and the sheets were printed with a press 

operated by hand. Indeed, with the first iteration of its colophon Pan manages to insinuate by 

typographic means a certain traditional craftiness despite its reliance on modern technologies. It 

also actively engages and thereby reflects and unmasks this decoy in order to market its luxury 

editions, whose special edition prints are specifically highlighted as made on the hand-press, 

thereby confirming that nothing else in Pan is printed in such traditional ways.  

Additionally, it should be noted that even though Pan’s text was not printed on a hand 

press, it was indeed set and printed by some of the most experienced hands in the country at the 

prestigious printing house of W. Drugulin. The use of an authentic historical type conjured a sense 

of historical presence in an otherwise modern production context.41 What is more, the Pan asso-

ciation had specifically requested Drugulin’s director (and son-in-law of the late Wilhelm Drugu-

lin), Egbert Johannes Baensch-Drugulin (1858-1945), to personally supervise and if needed, 

 
in the age of industrial paper production. See Davide Guiriato, “Briefpapier,” in Der Brief – Er-
eignis & Objekt, ed. Anne Bohnenkamp and Waltraud Wiethölter (Frankfurt: Stroemfeld, 2008), 
1. 

41 For a short history of the type, the Janson-Antiqua, see Horst Heiderhoff, Die Original-
Janson-Antiqua – Zur Rehabilitierung des Nikolaus Kis – Portrait einer Schrift 1683 – 1983 
(Neu-Isenburg: Edition Tiessen, 1983). He writes on page 6: “The matrixes and letters of these 
Dutch Types passed into the possession of the Leipzig based printer and typographer Wilhelm 
Drugulin, who called them Renaissance-Dutch.” (Die Matern und Abschläge jener Holländischen 
Schrifften gingen dann später in den Besitz des Leipziger Druckers und Schriftgießers Wilhelm 
Drugulin über, der sie unter der Bezeichnung Renaissance-Holländisch bemusterte.) 



 

 85 

intervene, in the setting and printing of the periodical.42 The tension at the heart of this produc-

tion set up, mixing old and new, as well as exclusive, imported paper with industrially produced 

types, to be printed under the supervision of one of the country’s leading typographers and type-

setters, points to the debate on the status of art and craft in modern industrial production of con-

sumer goods. The observation that paper had become a fully industrialized commodity by the end 

of the century obscures the continued heterogeneity and ongoing physical and technological shift 

of the material. It is, in fact, against this ongoing instability of the commodity paper that Pan’s 

papers in their solidity and lusciousness can be understood to be making an intervention. In this 

perspective, Pan’s papers emerge not merely as nostalgic missives from a long-gone era (by way 

of forced aura) but mobilize these echoes to sketch the future of paper, not as an ephemeral, or 

even disintegrating, but as a lasting material.  

Let us begin with some brief historical remarks. By the time of the death Frederick the 

Great (1712-1786), the German market for paper had already reached a remarkable level of differ-

entiation, with certain papers from Holland, France, England being considered superior to the 

best papers made in the German states. Thus, when the works of Frederick II were being pub-

lished in 1787, they were exclusively printed on imported Dutch papers.43 Generally, however, as 

Frieder Schmidt notes, public knowledge relating to the varying qualities of different types of 

printing paper was extremely limited at the time. Thus, a 1776 encyclopedia defines printing paper 

as: “Printing paper, unsized papers, as it is commonly used for the printing of books; as opposed 

to writing paper.”44 

 
42 Letter from Drugulin to Merleker, November 11, 1896 (SWA, U130 Offizin Andersen 

Nexö Leizpig, Sign. 1), in which he also agrees to a reduction in price for his services in order to 
help Pan continue to exist.  

43 Schmidt, “Papier,” 402-403. 
44 Johann Georg Krünitz, Oekonomische Encyclopädie, vol. 9 (Berlin: Pauli, 1776), 646, as 

quoted by Schmidt, “Papier,” 405: “Druck-Papier, ungeleimtes Papier, so wie es gemeiniglich zum 
Drucke der Bücher gebraucht wird; im Gegensatze des Schreibpapieres.” 
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At 1800, paper continued to be made from rags. Disused cloth – made of linen, hemp or 

cotton - was beaten into pulp, then made into sheets with the help of screens, and finally pressed 

and dried into paper of varying degrees of quality. According to Ernst Kirchner (1847-1921), paper 

engineer, amateur paper historian and father of Ernst Ludwig Kirchner, there were around 1,300 

vats operating in German speaking lands, which would have equated to a maximum of 15,000 

employed persons and a yearly output of a maximum of 20,000 tons.45 By 1900, in addition to 

rags, paper was also made of straw pulp, wood pulp and recycled paper. Its production had grown 

exponentially to about fifty times the level of 1800. At the same time though, the number of em-

ployees merely quadrupled to about 67,525 workers, indicating an immense productivity gain 

achieved through the adoption of machines. The massively increased output, in turn, indicated a 

most rapid expansion of the market for paper products. From schoolbooks and novels, to station-

ary, to newspapers, advertisements, and wrappings, the newly literate, educated, industrialized 

society required papers of all types, in ever increasing quantities to not only administer itself, but 

to satisfy its ever-multiplying demands for leisure and diversion.  

This paper age “starts” on January 18, 1799 with the French Bureau of Arts and Trades 

granting of a patent for a paper-machine capable of printing an endless sheet of paper to Nicholas-

Louis Robert. Robert, who had been in the employ first of the Didot printing house, and then of 

the Didot papermill, had devised a machine on the principle of an “endless woven-wire cloth 

which retained the matted fibres and at the same time suffered the superfluous water to drain 

through the meshes of the woven wire. […] [W]ith the machine the paper is formed in an endless 

length, the width being limited only by the width of the machine.”46 The invention of this machine 

marks the liberation of papermaking, and by extension of printing, from the limitation put on 

 
45 Kirchner cited in Walter Wilkes, Frieder Schmidt, and Eva-Maria Hanebutt-Benz, eds, 

Buchkunst im 19. Jahrhundert, Band I: Technische Grundlagen (Hamburg: Maximilian-Gesell-
schaft, 2010), 413. Kirchner actually counts Bütten (vats), but since the vast majority of mills 
would only have one or a maximum of two such vats, the number of vats and mills are nearly 
identical.  

46 Hunter, Papermaking, 345-346. 
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paper sized by the dimensions of the mold. Molds, until then, had to be able to be handled by one 

person, which gave them a natural limitation. Pan’s pages, for example, were 28 by 37 cm, making 

for sheets of approximately 56 x 74 cm, a significant size.  

While the invention of the paper machine allowed to produce paper at a higher speed, and 

thereby more of it, the more pressing issue in the early nineteenth century was the increasing 

scarcity of rags, still the main component of paper. Various alternatives had been experimented 

with and proposed, amongst which was wood, but it is not until the German Friedrich Gottlob 

Keller files a patent for a wood-grinding machine in 1840 that the problem was tackled and indeed 

overcome. Early wood-pulp based papers were sometimes mixed with rags, but increasingly, wood 

only papers were being used, especially for the rapidly expanding market of newspaper papers. 

In addition to the introduction of machines and wood pulp in the manufacture of paper, 

the nineteenth century also saw an increasing interest in the use of chemicals in the production 

of paper for various purposes. Most importantly, it was quickly realized that paper made entirely 

of untreated wood pulp had a very low shelf life. Because of its chemical properties, it darkened 

rapidly and became brittle in no time. Anyone who has had to use newspapers or books surviving 

from the period made on such papers knows just how easily the material falls apart and turns into 

particles and dust. In order to make wood pulp-based papers stronger and longer lasting a process 

had to be developed to eliminate the lignin present in woods. The first of these was the introduc-

tion of the sulphite process, allowing for the wood fibers to be isolated and then processed, which 

remains to this day one of the crucial operations of industrial papermaking. Another use for chem-

icals that emerged in relation to paper was the increasing use of bleaching agents to create a 

cleaner and brighter look, differentiating it as well from the papers of the past.  

Pan’s first prospectus from 1894, discussed in chapter 1, appears therefore in a moment 

when technological change had resulted in an abundance of paper, for a vast array of uses. Around 

1800 paper had been a relatively expensive material. The revolution in its production led to a 

dramatic lowering of price, and, indeed, value, both in an economic sense as well as in a more 
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broadly socio-cultural sense. In the age of mass circulation of newspapers and the many other 

commercial uses of paper, it had become a readily disposable commodity. At the same time, pa-

per’s technological development did not keep up with its dramatic expansion. In order to keep 

meeting demand, its material integrity was compromised and became secondary to its increas-

ingly varied uses, as for example in the case of newspaper paper. The broadening of paper’s uses 

then also necessitated further transformations of its materiality to adapt it to its new functionali-

ties.   

Building on the observation of paper’s turn to industrial, that is machine-based produc-

tion, I want to turn to two historical examples, which will elucidate the way that paper became 

itself – as another technological marvel – the object of media attention during the 1890s, inter-

nally to the paper industry, as well as externally, to the general public. For that I am going to turn 

to a leading trade periodical, simultaneously indicating just how wide the field of media was, 

which were involved in the larger effort of growing German industry. The discussion of this peri-

odical will find echoes in chapter 4, when I turn to the discussion of applied art periodicals, which 

became increasingly targeted at consumers, while trade periodicals continued to be insider pub-

lications. The second example is an industrial exhibition, or rather, the industrial exhibition held 

in Germany in 1897, the Berliner Gewerbeausstellung. Modestly local in name only, this exhibi-

tion was the answer of the German industry to exceptional international competition. I will be 

focusing in particular on the exhibition of paper, highlighting its association with the latest and 

most dazzling technological advances.   

Indeed, the increasing differentiation of the paper market led to the development of new 

patents for new machines, introducing more efficient ways of making paper. Since wood pulp pa-

per was still a fairly recent development in the 1890s, there remained much room for innovation 

and improvement and the paper industry was, by all accounts, a thriving one. Nowhere is this 

better illustrated than in one of the leading publications of the paper industry in Germany, the 

Papier-Zeitung or the Paper Newspaper, published in Berlin from the 1876 onwards (till 1945), 
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with their Potsdamer Straße editorial office in the 1890s only a few blocks away from those of Pan. 

Where Pan was an expensive luxury publication, driven by an impulse to create a monument for 

the ages, the Papier-Zeitung existed very much as a momentary reflection of the industry and its 

markets. Already the twice-a-week publication schedule, Sundays47 and Thursdays, indicated its 

attachment to the minutiae and rapid changes of the paper manufacturing and processing indus-

tries. Indeed, its full title Fachblatt für Papier- und Schreibwaren-Handel und –Fabrikation, 

Buchbinderei, Druck-Industrie, Buchhandel sowie für alle verwandten und Hilfsgeschäfte: 

Pappwaren-, Spielkarten-, Tapeten-, Maschinen-, chemische Fabriken usw. points toward 

coverage of just about anything made of paper.48  

The large number of associations and unions whose official organ the Papier-Zeitung had 

been chosen as was further indication of the wide differentiation of the industry, whose pulse and 

trends the newspaper aimed to reflect. It was thus, in early 1895, the official newspaper of the 

Association of German Colored Paper Manufacturers, the Paper Industry Association, the Asso-

ciation of German Envelope Manufacturers, of the Paper Processing Co-Operative and its eight 

sections, of ten sections of the Paper Manufacturer Co-Operative, who also used it to make their 

announcements. It was also the organ for the announcements of the Associations of German Pa-

per Manufacturers, German Pulp Manufacturers, and German Wood Pulp Manufacturers. It was 

the sole organ of the German Paper Bag Manufacturers, the Association of Southern German Pa-

per Goods Manufacturers and the Union of Southern German Carton Manufacturers. Last, but 

 
47 The fact that the Papier-Zeitung was published on a Sunday indicates recent develop-

ments from the early 1890s, where the emperor, Wilhelm II, pushed through a reform of workers 
protection, including the general prohibition of Sunday work, with notable exceptions, such as the 
press. It is over this reform and his opposition to it that Otto von Bismarck, the chancellor, re-
signed. See Wolfgang Ayaß, “Bismarck und der Arbeiterschutz. Otto von Bismarcks Ablehnung 
des gesetzlichen Arbeiterschutzes – eine Analyse der Dimensionen und Hintergründe,” Viertel-
jahresschrift für Sozial- und Wirtschaftsgeschichte 89 (2002): 400-426.  

48 Journal for paper and writing wholesale and fabrication, bookbinding, printing indus-
try, book trade as well as all associated and auxiliary businesses: cardboard, playing card, wallpa-
per, machine, chemical factories etc. 
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not least, it was the sole organ of the Berlin Typographical Society and the sole organ of the Free 

Association of Berlin Printing Press Owners.49  

The majority of the associations were producer driven, with only the two co-operatives 

representing the interests of workers. Heavily geared towards the side of the producers, the news-

paper and its editor performed multiple roles. One was that the publication was primarily adver-

tisement driven. This included small ads, such as job postings, from apprentice journeymen 

offering their services to bookkeepers and factory managers offering theirs.50 Other types of ads 

were of materials, such as recyclable cloth, paper surplus or waste from other types of industries. 

Most large ads were for new types of machines or variegated contraptions, with some machinery 

producers regularly taking out full-page ads, such as the company Krause, emerging around this 

time as one of the leading manufacturers of machines for the paper industry. Chemical companies 

also advertised regularly, such as Badische Anilin und Soda Fabrik (known today under its acro-

nym BASF, the world largest chemical company by turnover), which was then in the process of 

developing the world’s first synthetic dies. Another role the publication played was that of om-

budsperson or arbiter in disputes that were brought before it in letters to the editors, for example. 

In short, the Papier-Zeitung was a publication that not only reached over 8,000 readers by its 

own account, but that was an important agent in the field of paper production by virtue of its 

mediating function.  

Further underlining the liveliness of the paper manufacture and processing business is the 

presence of other weekly and monthly newspaper-style publications covering these industries at 

 
49 Since similar publications existed, as introduced below, such official affiliations could 

shift over time.  
50 As per a note in the Papier-Zeitung (21, no. 104, [December 27, 1896]: 3340), as the 

general level of unemployment in Germany rose dramatically over the course of 1895 from 
299,352 on June 15th 1895 to 771,005 on December 2, 1895, thus more than doubling within half 
a year, the number of unemployed paper workers also rose (from 3,158 to 3,475) over the same 
period, but much less than the overall numbers. In fact, one sector of paper production, book-
binding and carton, saw a decrease in unemployment (from 1,980 to 1,737), possibly pointing to 
a shift between sectors.  
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the fin-de-siècle. The Papier-Fabrikant, published starting in 1903, targeted only the producers 

of pulp and was also published in Berlin, by Otto Elsner, a print shop owner and bookseller. Cop-

ying the model of the Papier-Zeitung, the Papier-Fabrikant (Paper Producer) carried a number 

of small ads and a considerable amount of advertisements, including machinery, chemicals, 

metal-ware etc. A third publication, in circulation since 1870 and still in print today, was the 

Wochenblatt für Papierfabrikation (Weekly for Paper-Manufacturing), which was smaller in size 

than the other two publications, but of equally ephemeral character, which translated itself in all 

three publications in the conscious choice of wood pulp papers, which were known to not last.  

There was seemingly no aspect of the paper production and processing business these 

publications did not cover. From safety problems with machines, to labor issues, such as child 

labor, to official regulations; from historical and contemporary surveys of specific paper produc-

tion processes, to the newspaper market in Honolulu and the export opportunities the rapidly 

expanding Indian market offered to the German paper industry, pointing to the industry’s em-

beddedness in the globalized commodity world of the late nineteenth century and its awareness 

of this interconnectedness.  

The Papier-Zeitung, then, had the advantage of being in the same city as Germany’s most 

important industrial exposition to date, the Berliner Gewerbeausstellung, held in Treptower Park 

on the south-eastern border of Berlin, between May 1 and October 15, 1896. Exploiting its geo-

graphical proximity, the publication covered the sections of the exhibition relevant for its readers 

at some length. In what follows, I will be relaying, as it were, on the reporting of the Papier-

Zeitung on the exhibition. This reporting aimed to be exhaustive of all that was new and notewor-

thy in paper production, but it also managed to give a sense of the excitement and the entertain-

ment that the fair offered to its many visitors. While display practices and their relationship to the 

Kunstgewerbebewegung will be discussed in the last chapter in detail, the description of the re-

ception of paper as a mass market commodity in the context of the Gewerbeausstellung will help 
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us understand better the kind of attention and engagement with the material that formed a sig-

nificant part of the backdrop of Pan’s intervention in the cultural significance of paper. 

While similar in conception and design to the world fairs held in cities such as Paris, Lon-

don, Chicago, St. Louis etc., the 1896 Berliner Gewerbeausstellung differed insofar as it did not 

have the same kind of financial backing of the government as these endeavors tended to attract. 

It also was not a world fair per se, but focused on exhibiting the fruits of Berlin based manufac-

turing.51 The rest of the world was present at the fair in its exoticized form only: in a far corner of 

the fair-grounds, the German Colonial Exhibition showcased the Empire’s subjugated territories, 

with one exhibitor focusing his display on the coconut and macaroons made from it, and several 

others displaying birds-of-paradise, a species endemic to New Guinea, parts of which belonged to 

the German Empire. Others focused on products useful to the colonies: canned fruits and vegeta-

ble, milk powder, guns, etc. This section became known, and indeed notorious, in particular for 

the presence of over hundred men and women, who were brought from the Empire’s various col-

onies and were expected to perform daily living in three “indigenous villages,” which were erected 

for the occasion under the guidance and supervision of German government officials, whose goal 

it was to project an image of control over what might otherwise have been received as a display of 

savagery.52  

The Emperor was weary of holding such a large event – it ended up being smaller in size 

only than the Paris World Fair of 1900 – in a comparatively small metropolis such as Berlin. The 

fair was therefore largely privately funded. And while the city provided the fair ground by allowing 

for the use of a popular park, it did so only with the stipulation that it must return to its original 

state after the conclusion of the fair. Not unlike the White City of Chicago’s World Fair of 1893, 

 
51 Through group exhibitions organized by industry associations headquartered in Berlin, 

manufacturers from around the country still found their way into the exhibition. 
52 For a discussion of the colonial exhibition and its role in shaping consumption see David 

Ciarlo, Advertising Empire – Race and Visual Culture in Imperial Germany (Cambridge, MA: 
Harvard University Press, 2011), 49-64.  
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all the structures of the fair were therefore temporary and dismantled after use. Among their ar-

chitects was Hans Grisebach, who had already in part designed the German section of the Chicago 

fair, and who also happened to be a member of the Pan association.53 The Berliner Gewer-

beausstellung found largely positive feedback.54 Pan, on the other hand, did not devote much ink 

to the exhibition. It found only passing mention in two articles by Bodenhausen and one by Bode.  

Not so in the Papier-Zeitung, which published a number of articles describing the offer-

ings of various sections of the fair, some of which I will be presenting in more detail. Throughout 

1896 it published articles and notes covering those sections of the exhibition relevant to pa-

permaking, including the bookmaking section, the papermaking section, the machine production 

section, and the chemical section, informing its readers, usually exhibitor by exhibitor, of the 

presentation of the stand or booth, the types of products on display and their quality. For more 

noteworthy inventions or products, the paper would share the information in a more anecdotal 

style, describing public reactions etc. Photographs of stands or booths accompanied a small num-

ber of these articles. Taken together they amounted to an exhibition report and an overview of the 

state of the various fields involved in papermaking.  

What then was there to actually see at exhibition? The Papier-Zeitung has all the details, 

and even some pictures to prove them. There was the exhibition of the German Paper Associa-

tion, with strong representation of the luxury-paper industry, displaying, amongst others, pa-

tented envelope machines developed by Gebrüder Tellschow. It is noted that such machine can 

 
53 The fair had, in addition to the main grounds of the fair, three further sections, one of 

which was the large colonial exhibition (10ha), one a theme park, and another one a special Cairo 
exhibition. Alexander C.T. Geppert has researched the Berlin exhibition in detail. For more details 
about its genesis and the many unrealized design proposals see chapter 2, “Berlin 1896: Wilhelm 
II, Georg Simmel and the Berliner Gewerbeausstellung” of his Fleetings Cities: Imperial Exposi-
tions in Fin-de-Siècle Europe (Basingstoke: Palgrave Macmillan, 2010), 16-61. 

54 Ciarlo writes: “... the exhibition was avidly followed in all the German news and enter-
tainment media, broadcasting the legitimacy of this new fusion of practical product and aesthetic 
overlay to all of Germany. The exhibition organizers emphasized that it was a showcase of pro-
duction, but equally, the great Berlin exhibition stood as a beacon for a new configuration of con-
sumption.” Ciarlo, Advertising Empire, 51.  
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make between eighty-five to one hundred per minute, involving the gluing, putting on gumming, 

folding etc. In ten hours, the machine produces up to 60,000 envelopes. At all times, the article 

notes, the two machines are being surrounded by curious (schaulustig) crowds, stressing the cu-

rious pleasure to be derived from watching automated machines doing their thing.55 Other dis-

plays of paper at the fair involved electrical lights set against watermarked papers56, fully 

automated bookbinding57 and box-folding machines58, toilet paper roll dispensers59 and other 

kinds of machines. 

The technological dazzling notwithstanding, the majority of the displays were much less 

spectacular, but no less interesting from an experiential perspective. Many an exhibitor in the 

paper processing industries, especially those targeting business customers, installed model of-

fices, displaying not only their paper wares, but also offering the occasional new office furniture 

(holistic locking mechanisms were all the rage), thereby emphasizing the relationship paper in its 

various forms had to its environment, as well as indicating the need to organize, archive and house 

the ever increasing mass of paper. Most of the displays were in traditional, glass covered cases, 

only occasionally allowing for the touching of the paper things laid out or pinned up. A particularly 

interesting display was that of the business stationary manufacturers Riefenstahl, Zumpe & Co. 

who had built an enclosed, square temple-like structure, with facing mirror walls making up two 

of its sides, endlessly multiplying the paper on display.60   

This multiplication of paper was further heightened by the variety of papers on display. 

Thin, thick, translucent, with fibers visible, printed with patterns and colors, covered in metal61, 

with elaborate watermarks62, or none, turned into shapes of all forms. Latest or fancy bookbinding 

 
55 Papier-Zeitung 21, no. 53 (July 2, 1896): 1715. 
56 Papier-Zeitung 21, no. 56 (July 12, 1896): 1811. 
57 Papier-Zeitung 21, no. 58 (July 19, 1896): 1870. 
58 Papier-Zeitung 21, no. 62 (August 2, 1896): 1991. 
59 Papier-Zeitung 21, no. 41 (May 21, 1896): 1315. 
60 Papier-Zeitung 21, no. 62 (August 2, 1896): 1991. 
61 Papier-Zeitung 21, no. 40 (May 17, 1896): 1283. 
62 Papier-Zeitung 21, no. 53 (July 2, 1896): 1715. 
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materials were on view: skytogen63, a linen imitation; celluloid64; serpent leather imitations65, em-

bossed and worked leather of all kinds: pig, calf etc. Paper’s affinity to and association with fabrics 

was apparent in the display of various types of paper clothing (an entire group of dummies dressed 

in paper was on view66), as well as in the choice of some materials against which it was presented 

– often red or purple velvet67, echoing the many writing paper box sets, decked out in similar 

materials, like satin68.  

In the busy halls of the Gewerbeausstellung, the papers offered by the esteemed manufac-

turer Ferd. Flinsch from Leipzig stood out for their delicate nature – the company’s specialty were 

particularly thin papers for cigarettes but also printing – and, as the Papier-Zeitung notes specif-

ically, for their silence. Indeed, Flinsch displayed papers designed for playing and listening to 

music, not emitting any sounds when being handled.69 In a similar vein, Pan’s later publisher, F. 

Fontane & Co. is singled out in the fancy and dizziness for the display not only of the “effective 

design of the front covers, but the entire, thoroughly dignified execution in binding, paper and 

printing” for which the company deserves great praise.70 

Perhaps the fair’s most spectacular installation in regard to paper and printing was the 

full-scale installation of a printing office of the Berliner Lokal-Anzeiger, which also published the 

official newspaper of the exhibition, discussed below.71 The highlight of this exhibit were the lino-

type machines, which revolutionized type-setting by automating it.72 They could instant-cast an 

 
63 Papier-Zeitung 21, no. 58 (July 19, 1896): 1870. 
64 Ibid. 
65 Ibid. 
66 Papier-Zeitung 21, no. 53 (July 2, 1896): 1715. 
67 Papier-Zeitung 21, no. 56 (July 12, 1896): 1811. 
68 Ibid. 
69 Papier-Zeitung 21, no. 53 (July 2, 1896): 1715. 
70 Papier-Zeitung 21, no. 75 (September 17, 1896): 2423. 
71 This was, after all, the exhibition where Wilhelm Roentgen presented his X-rays to mes-

merized audiences and one of the largest telescopes in the world brought visitors up and close to 
the skies. Ciarlo, Advertising Empire, 51.  

72 While this printing office receives several mentions throughout 1896 in the Papier-
Zeitung, the presence of the linotype machines is noted in no. 37 (May 7, 1896): 1187.  
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entire line of print, which after used would be liquefied again for recasting and so on and so forth. 

While, these machines would dominate newspaper printing for decades to come, they were a rel-

atively new invention in 1896, thus attracting large crowds.  

Lastly, I want to bring attention to an article from the Papier-Zeitung from Sunday, Feb-

ruary 16 1896, reviewing the “Official Exhibition News,” the official newspaper published at and 

for the fair.73 As everything in the Papier-Zeitung, it is written from the perspective of the pa-

permaking and processing industries. As such it also considers this special newspaper, which is 

aimed at reflecting the entire exhibition and the progress of all the industries being exhibited. In 

that, however, it falls short, the article disappointedly notes. While it may be forgivable not to 

have an artistic design of the newspaper (künstlerische Ausstattung), given its daily rhythm, it is 

unforgivable, the article admonishes, that the newspaper has not even managed to be a worthy 

companion of the exhibition insofar as it simply does not fulfill even the modest standard of a 

good, solidly made newspaper (handwerksmäßige Ausstattung). An unsightly mixture of Antiqua 

and Blackletter types, increasingly bad quality paper and generally cheap manufacture draw the 

ire of the writer. Especially, since the special newspaper loudly proclaims the importance of the 

printing trade for Berlin, and the care it wants to spend on “a certain exterior nobility,” not least 

for the advertisements published in the newspaper. An editorial comment below the highly critical 

article echoes the sentiment, and, in a moment of somewhat comic nationalist pique, complains 

that the official exhibition newspaper is called offiziell as opposed to amtlich, which would be the 

much preferable German, non-foreign, word to be used. This episode highlights the discrepancy 

between the actual quality of printed matter, especially of the ephemeral, through and through 

commercial kind, and an ideologically charged ideal of bookmaking that puts a notion of lasting 

quality as its core. The ideological charge is primarily nationalist, with the “foreignness” of the 

word offiziell of course being of Latin origin, and hence associated with France in particular, 

 
73 Willy Helm, “Offizielle Ausstellungs-Nachrichten,” Papier-Zeitung 21, no. 14: 429. 
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Germany’s arch rival of the time. Here then, we find echoes of the association of the materiality 

of printed matter and certain characteristics it may possess with particular visions of a German 

national character, as they are expressed by the Germanophiles in Pan, such as Lichtwark, against 

the more cosmopolitan spirits like Meier-Graefe, or later, Kessler. 

As way to close out this excursus into “paper spectacular,” I want to consider in a summary 

way, the particular genre of mass commodified and technologized paper that emerged in the sec-

ond half of the nineteenth century and which has become known as luxury paper, or Luxus-

papier.74 This will set the stage for the discussion of the nature of “good paper” during this period 

in the last section of the chapter. The Luxuspapier phenomenon first entered public conscious-

ness in 1854 at the Allgemeine Deutsche Industrie-Ausstellung in Munich, where Luxus- und 

Phantasiepapiere (luxury and phantasy papers) were exhibited for the first time. By 1873, the 

term was in wide use, and thus, a journalist reporting on the Vienna World Exposition enthused: 

Not satisfied with the role the dry business and utility industries have assigned to it, paper 
transgresses the boundaries of the mundane, and enters the empire of luxury and fantasy 
in the form of flowers and leaves, richly ornamented love letters, cards, chocolate boxes 
and cartons, presents itself as shiny labels, as medals, candle drip-catcher, fan and bou-
quet holder, as paper plates and serviettes, and thousands of human hands are occupied 
today in all civilized countries conjuring up the most splendid flowers and buds made of 
paper, which almost surpass in texture and color the natural ones. They are occupied to 
create the laces and fringes, the silver and gold brims, the glazed and lacquered papers, in 
short the innumerable luxury articles made of paper, which serve many ordinary things as 
decoration and ornament and please the eyes of the beholder.75 
 

 
74 The most thorough encyclopedic introduction to German luxury papers, their produc-

tion, circulation and consumption remains Christa Pieske’s Das ABC des Luxuspapiers (Berlin: 
Staatliche Museen, Preußischer Kulturbesitz, Schriften des Museums für deutsche Volkskunde, 
1984).  

75 Offizieller Ausstellungsbericht 6 (1874), 23, as quoted in Pieske, Luxuspapier, 10: “Nicht 
zufrieden mit der Rolle, die die nüchterne Geschäfts- und Utilitätsindustrie ihm angewiesen, 
überschreitet das Papier die Grenzen des Alltäglichen, und betritt das Reich des Luxus und der 
Phantasie in Gestalt von Blumen und Blättern, von reich verzierten Liebesbriefen, Karten, Bon-
bonnieren und Cartons, präsentiert sich als glänzende Etiquette, als Orden, als Lichtmanschette, 
als Fächer und Bouquethalter, als Tellerpapier und Serviette, und Tausend von Menschenhänden 
sind heute in allen civilisierten Ländern damit beschäftigt, die prachtvollsten Blumen und Knos-
pen aus Papier hervorzuzaubern, die an Schmelz und Farbe die natürlichen fast übertreffen, um 
Spitzen und Fransen, um Silber- und Goldborden, um Glanz- und Lackpapiere, kurz um die zahl-
reichen Luxusartikel aus Papier zu erzeugen, die einer Menge von gewöhnlichen Dingen zum 
Schmuck, zur Zierde dienen und die das Auge des Beschauers erfreuen.” 
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As this jubilation makes clear, besides the fact that a clear-cut definition of what exactly 

luxury paper entails is difficult to come by, the notion of luxury in regard to paper production had 

developed a character of its own with the expansion of paper manufacturing over the course of 

the nineteenth century. Paper is being framed here as both as the ultimate projection ground for 

one’s materialistic desires, but also as a phantasmagorical material, allowing for the actual con-

juring of what reads today like the very definition of kitsch, a make belief world made of fancy 

papers, pointing to the uncanny dimension of late nineteenth century petit bourgeois material 

culture. Indeed, by the end of the nineteenth century, luxury-paper was ubiquitous, having grown 

out of a bookbinder’s specialty into an industrially produced mass market commodity.  

While a part of the luxury paper market was colored papers, Buntpapiere, those occupy a 

special position, because of their much longer tradition in bookmaking and I will explain these 

differences in a moment. What they have in common with the other luxury papers, with the ex-

ception of papers dyed during production, is that much of what made them luxurious happened 

to them very late in the production process or indeed after the paper had already been made. 

Various kinds of surface effects, such as leather, metal, mother of pearl, were achievable by com-

bining certain technological equipment with various materials. Other materials applied later 

could deliver further effects, such as tiny glass pearls or shards to create snow effects, or gelatin 

foil, entirely made of animal bone glue, to add luminous color and transparency effects. The use 

of mica for surface effects, already known in the eighteenth century, surged dramatically with the 

expansion of postcards in the last decades of the nineteenth century. Also common was the use of 

fabrics to cover paper. Those that would glow in the dark sold particularly well. Luxury paper 

could therefore end up as multilayered product: a paper core, enveloped in another material, and 

ornamented with yet another. Above all however, it is the invention of lithography and chromoli-

thography that made luxury papers possible, since many of them were produced by lithographic 

companies, whose number rose dramatically during the period.  
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Given the position of luxury paper fabrication, which included producing all kinds of em-

bossed, stenciled and shaped paper and carton for boxes, fold out cards, lanterns or Easter bun-

nies (made of shaped papier-maché), within the paper processing industry, it was an industry 

where big fortunes could be made, as was the case with the world’s largest luxury paper producer 

Hagelberg from Berlin, who had over one thousand people in his employ76, but it was also one 

with incredibly low pay and bad working conditions. When the commentator from the Vienna 

exhibition remarks on the “thousand hands in civilized countries” making paper flowers he im-

plies that these hands belong predominantly to women and children, who could be paid less in 

already badly paid industry, as compared, for example, to the bookbinding industry, with which 

it was very close, having originated there.77 

The fact that luxury papers were often used to send good wishes for anniversaries or other 

kinds of celebrations, and that just as often, they were conveying moralistic exhortations, maxims, 

rules to live by, tips for young girls and boys etc., stood in direct opposition to the poverty which 

supported their production. The virtues of hard work, benevolence, godliness, and, most paradox-

ical of all, frugality, which luxury papers conveyed were the very same pillars on which the patri-

archy of the Wilhelmine period thrived. While in some cases the patriarchy of the paper 

processing industry provided for protections for its workers, mostly it did not. And thus, the very 

young and very female workforce worked from between eight to twelve hours a day – if they had 

not been laid off because of seasonal production cycles – and earned anything between six to six-

teen Marks a week, while about seventy per cent of the young girls and women paid between four 

to ten Marks a month for lodging, consisting of a bed for use at night. In other words, not unlike 

those workers producing today’s everyday luxuries like the iPhone, the mostly female workers in 

 
76 Pieske, Luxuspapier, 41.  
77 See Pieske, Luxuspapier, 52-65, and Heinz Schmidt-Bachem, Aus Papier – Eine Kultur- 

und Wirtschaftsgeschichte der Papier verarbeitenden Industrie in Deutschland (Berlin: de Gru-
yter, 2011), especially pages 590 to 615, dealing with Luxuspapier, including paper flowers, party 
accessories, confetti, carneval accoutrements etc.  
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the luxury paper industry were exploited and treated like expendables.78 And yet, the worth and 

value of a commodity, and hence its status as a luxury item, also depends on the socio-economic 

position of the consumer. Thus, even for the poorest of workers in Wilhelmine Germany, includ-

ing those making luxury-papers, a luxury-paper item, such as a colored, decorated print or a mod-

est, but visually arresting calendar were often the only kind of wall ornament they could and were 

willing to afford. 

The discrepancy, then, between dazzling and mesmerizing surface effects, and the work it 

took to create them, belies the moniker these types of paper have come to be known as. Not only 

was the material nature of paper expanded beyond recognition (it was hidden in many cases of 

luxury paper), these papers also glossed over the personal and social cost incurred by those who 

produced them. Appearance, here, was not what it seemed. This question of the truth of materials 

shall be one of the central points discussed in the debates concerning the appropriateness of con-

sumption, which I will turn to in the following. 

 

The Politics of Paper 

 

Third, and last, I want to therefore build on the previous two sections to describe and an-

alyze Pan’s use of “good paper” in the context of late nineteenth century debates on luxury, pro-

priety and decorum. I propose in this section that by showcasing its particular set of textures, Pan 

occupies multiple positions at once. It presents itself both as an exemplary object of book reform, 

i.e. capable of lifting the overall level of taste in bookmaking, while also indulging in the breach of 

decorum by way of material and sensuous excess. It is the simultaneous presence of these posi-

tions, which contribute to Pan’s position as a paradigmatic object of modern design.  

 
78 See Pieske, Luxuspapier, 54, where she notes the bad hygienic conditions and the ram-

pant sexual harassment the female workforce was subjected to under the supervision of male su-
periors.  
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As a way into an analysis as to how paper figured in Pan’s status as a more or less appro-

priate commodity, I want to give an idea of the state of paper knowledge, ca. 1895. In an article in 

the Papierzeitung’s first 1896 issue, titled Die Schreibpapiere des Papier-Kleinhandels (The writ-

ing papers of the paper retail market), the writer, W. Herzberg, discusses the findings of a market 

research investigation on the quality of the papers sold in Berlin’s paper retail business.79 The 

investigation consisted of purchasing thirty-five paper samples in as many stores, by asking the 

store clerks to provide paper good enough to be used for official filing purposes (Aktenpapier).  

The findings make clear that of the thirty-five samples only eleven belonged to the catego-

ries officially deemed acceptable for such purpose.80 Of the requested “good paper” samples, 

twenty-two samples did not fit these criteria and were deemed fit only for use in daily correspond-

ence. Only four of the papers contained watermarks in accordance with the rules. Furthermore, 

the investigation brought to light dramatic discrepancies in the price of paper, with some papers 

costing nearly three times as much as paper of similar quality at another store.  

One of the main conclusions Herzberg draws from the experiment, and from other articles 

discussing similar issues, is the fact that store clerks are mostly ignorant about what good, quality 

paper is. (He excludes the possibility that all these clerks are actually well equipped to differenti-

ate, but fraudulently sell cheap ware for high prices.) The proposed solutions consist, amongst 

others, of the paper dealer informing and educating himself about his field, which could be 

achieved, for example, through continuous instruction by the paper whole-sellers. Given that 

 
79 W. Herzberg, “Die Schreibpapiere des Papier-Kleinhandels,” Papier Zeitung, XXI, 1 

(Thursday, January 2, 1896): 2-3.  
80 Papers for official administrative use had to comply with certain criteria that were set 

officially and reported on in the Papierzeitung for example. The official rules for paper norms 
were first introduced in 1886 as “Grundsätze für amtliche Papierprüfungen” (“Foundations for 
official paper testing”). They were adapted in 1893 and renamed “Vorschriften für die Lieferung 
und Prüfung von Papier zu amtlichen Zwecken” (“Regulations for the Delivery and Testing of Pa-
per for Official Purposes”). They were again updated under the same name in 1904. These regu-
lations were concerned with the material composition of paper, the paper’s density and resistance 
to tear and crumpling and the size and weight of the sheets depending on their use. See Klemm, 
Papierkunde, 219-228. 
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reliance on individual initiative can produce uneven results, a more rigorous – one might be in-

clined to say, more German – solution is also offered. Indeed, the German Paper Association had 

passed a resolution in 1895 declaring its wish that German bureaucracies should be encouraged 

by the ministry to only accept submissions from the public on good paper, also referred to as 

Normal-Papier.81  

This episode is insofar enlightening as it gives an insight into the unevenness and variety 

of (writing) paper production available for purchase on the one hand, and the fact that outside the 

paper manufacturers and whole-sellers, there was no established discourse or references available 

with which to articulately differentiate or describe the quality of different papers. This was, it 

should be noted, despite the apparent widespread diffusion of knowledge about paper production 

that Lothar Müller observes in his reading of the different language versions of the Penny Maga-

zine, appearing in Germany for the first time in 1833. Against prevailing opinions about the sim-

plification of language and thought through the rise of illustrated journals, he considers their 

detailed illustration and description of a paper mill and its machines to be a significant moment 

of reflexivity, laying bare for the magazine readers the preconditions for their own act of reading.82  

And while such imagery of paper mills (and other factories) continues to be produced in 

the 1890s83, it is apparent, not least to the workers producing luxury paper in squalid homes, that 

the consumption of paper in its variety of types and qualities relies on a more fraught production 

than the technological seamlessness of machines – either in reproduction or indeed as exhibits at 

 
81 In 1883, the German paper manufacturers ventured to introduce a standardization of 

paper sizes. These twelve sizes were officially sanctioned the following year. See Wilke et al., 
Buchkunst I, 463. But as Paul Klemm observes in 1910, the older, more varied sizes are still being 
used as well. See Paul Klemm, “Vom Papier,” in Das moderne Buch, ed. Ludwig Volkmann, Die 
graphischen Künste der Gegenwart, vol. 3 (Stuttgart: Krais), 5-24.  

82 Lothar Müller, Weiße Magie: Die Epoche des Papier (München: Hanser, 2012), 251-
252. 

83 Sieler und Vogel, from whom Pan are obtaining the paper for their covers, are publish-
ing in 1900 a celebratory book to mark the 75th company anniversary. The book contains many 
images of orderly and clean factory halls, which are being taken up by other publications on paper 
manufacturing, such as Klemm’s Handbuch from 1904.  
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an industrial show – might suggest. What is more, knowledge of production, however detailed it 

may be, does not equal knowledge of consumption, i.e. having the capacity of differentiating be-

tween good and less good qualities of paper. It is therefore to consumption and differing attitudes 

toward it in Pan that I now want to turn to open up the range of meanings of “good paper” in the 

periodical’s context.  

As David Ciarlo reminds us, the Berliner Gewerbeausstellung signaled Berlins emergence 

as a leading center of the German economy. He remarks: “The proximity of product and spectacle, 

moreover, changed the tenor of commodity display.”84 In the words of sociologist Georg Simmel 

that Ciarlo quotes: “Its emphasis on pleasure seeks to forge a new synthesis between surface ap-

peal (äußerlicher Reiz) and the practical functions of objects by offering the most extreme esca-

lation of aesthetic overlay.”85 Ciarlo concludes his observations by stating that “the great Berlin 

exhibition stood as a beacon for a new configuration of consumption.”86  

While questions of shop-window design or corporate branding were not overtly addressed 

in the pages of Pan – they would be discussed more thoroughly in the first decade of the twentieth 

century87 – its embeddedness in multiple commercial networks did make it a showcase for applied 

art objects. There is, most prominently perhaps, Bodenhausen’s practical and financial involve-

ment with Henry van de Velde’s early forays in the German market and giving him a platform in 

Pan to introduce his thinking and his designs to a well to do audience.88 Then, there are letters by 

Cäsar Flaischlen that make Pan’s status as a commercial stage very clear. Flaischlen, for example, 

is attentive to the latest offerings of a number of Berlin manufacturers of applied arts. He keeps 

 
84 Ciarlo, Advertising Empire, 50. 
85 Ibid.  
86 Ibid, 51. It is of course Walter Benjamin who observes that World Fairs bring together 

spectacle and commerce, turning the commodity into a fetish. See Walter Benjamin, “Paris, die 
Hauptstadt des XIX Jahrhunderts,” In Gesammelte Schriften 5, 1 [Das Passagenwerk] (Frankfurt: 
Suhrkamp, 1982), 50-51. 

87 See Robin Schuldenfrei, Modernism and Luxury (Princeton: Princeton University 
Press, 2018), chapters 1 and 2, 27-115.   

88 Cf. second half of chapter 4.  
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abreast of and communicates about them to the other members of the Pan editorial committee. 

At the same time, he is also engaged, on behalf of the periodical, in the race to be the first of the 

art and applied arts periodicals to be allowed to reproduce certain new objects of decorative arts 

by known artists that are appearing on the market. The logic of cyclical, artificial newness at the 

core of a consumption driven economy thus also permeates the pages of Pan. That Pan was not 

above acknowledging and engaging the commercial potential the space of a periodical offered be-

came already apparent in the various advertisements that, despite a critical advertisement stance, 

appeared with Pan, even if they were not bound, and only very few survive.89  

For its makers, irrespective of their aesthetic leanings, Pan was thus a tool to promote 

good quality objects, i.e. things that are skillfully made and of good materials. It does so through 

its own example and through reproduction of other exemplary objects. This leading by example 

is at the heart of the pedagogical mission Pan’s makers see themselves engaged in. While it is 

differently expressed by various members of the Pan association, not always with the same goals 

in sight, its common core is that of the cultivation of taste, a form of Bildung, education. Con-

sumption is understood here as a force that needs shaping and guiding.90  

As to its own example, we have already noted Pan’s efforts at building up a subscriber base 

before its official launch in 1895 by publishing a prospectus, a strategy it would pursue at least 

twice more, once in 1896 with a slim prospectus, and in 1898 with the publication of what 

amounted to a small book, but was essentially a marketing ploy, producing a minimized Pan. This 

was a project that Flaischlen, for once, developed passion for in comparison to the usual drudgery 

 
89 The most complete set of unbound Pan issues, with many advertisements, and some 

with the thick, yellow carton folder used for expedition, is housed at the Deutsches Literatur Ar-
chiv in Marbach. See chapter 4 for an in-depth discussion of these questions.  

90 See various article in Pan on the role of the Kunstgewerbe. For a good overview over the 
historiography of the beginnings of the consumer revolution, see Wouter Ryckbosch, “Early Mod-
ern Consumption History – Current Challenges and Future Perspectives,” in Low Countries His-
torical Review, Vol. 130, Nr 1. (2015): 57-84. See also Frank Trentmann, Empire of Things – How 
We Became a World of Consumers from the Fifteenth to the Twenty-Frist Century (London: Al-
len Lane, 2016), for a global history of consumption, in particular its multi-directional develop-
ment. I thank Hannah Baader for this reference.   
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that he associated with his editorship, especially when it involved mediating between the repre-

sentatives of the elite on the editorial commission, for whom he did not care much. Part of the 

appeal, I propose, for Flaischlen was that it allowed him to produce a cheaper version of Pan, and 

de facto expand, even if only for this one publication that so far has been entirely ignored, the 

market for Pan. Here was an actual attempt to scale the Pan idea, making it cheaper to produce 

and sell, so it could be consumed, and bring pleasure, to more people than a single Pan issue ever 

did.  

While it remains essentially a prospectus for the actual Pan, it does include reproductions, 

in smaller size, of works published in Pan, some of them in color; facsimile handwriting samples 

by sixteen writers (including none of the commission members…); and well-designed advertise-

ments that Flaischlen took pains in securing, offering almost at cost deals to the various compa-

nies and organizations he had developed relationships with. It is, I argue, putting into practice for 

a wider audience and with modest means – while printed at Drugulin, the paper is a little thin 

and brittle – the new tenets of good book design Pan had been heralding. Among the neglected 

deeds of Dr. Cäsar Flaischlen, this one should be considered his ever so subtle contribution to the 

debate on consumption. It may be neither here nor there as a publication, more than an adver-

tisement and prospectus, yet not quite an album. It nevertheless delivers art and facsimile hand 

writing and some arresting ads, for example the one for Kessler’s Mexico book, for a good price, 

printed at a good house. It is one thing to create exemplary rarities for a small circle of potential 

buyers, it is quite another to share this exemplary spirit of Pan with an audience that was expected 

to be in the thousands.91 

 
91 These are today available for about fifty to one hundred dollars in the antiquarian book 

trade. A single Pan issue can be between three hundred to one thousand dollars, depending on 
completeness and condition. Issues without any of the plates can be as cheap as one hundred 
dollars. A complete Pan set, with all plates is worth around forty-five to fifty thousand dollars, 
about ten thousand of which would account for the Toulouse-Lautrec lithography.  
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Between the exclusivity of Pan the periodical and the more accessible Flaischlen prospec-

tus, the Pan undertaking as such is therefore positioned in multiple ways in terms of commodity, 

i.e. consumable product. Where the material make-up of the periodical invites for a sustained, 

intimate, even repeat engagement, which could be described as slow consumption (if not collect-

ing), the 1898 prospectus, in its handy practicality, its useful information and the entertaining 

aspect of the collection of facsimile handwriting, is more readily consumed given its purported 

utility, and helped by its lower production standards.   

Meier-Graefe’s position, then, could not be further away from Flaischlen. It is most com-

pletely expressed in an important letter he wrote to Eberhard von Bodenhausen on May 10 1894, 

when he was still working on convincing him to participate in the magazine, and which I am quot-

ing at length here for it gives a taste of Meier-Graefe’s peculiar style and tone:   

[…] Just tell me one thing, why do you also absolutely want to produce? Despite this opus 
it might well be the case that genius is hiding inside you, but why do you want to use it to 
create, do you perhaps think that to enjoy less genius is needed, the kind of enjoyment that 
Huysmans is talking about in A rebours, of which you are capable, you above all! 
Everybody produces today. Everybody who has ever loved, starved, enjoyed, suffered 
writes and publishes; people are confusing the likeability of their fate or personality with 
the artistic, which has nothing to do with it. There lies something subaltern in this copycat 
poetry. Good Lord, you are such an aristocratic human through and through; do you really 
think it’s a worthy ambition to prostitute your feelings like all these people of second rang? 
All these people prostitute themselves, they’re looking to touch through their suffering or 
their joys. They’re no artists, but humans that have experienced something, life alone isn’t 
going to cut it.  
And now, you have a field where you can become a man of the highest rank, if you keep a 
distance from this mass of producers and turn into one of the infinitely few consumers, 
perhaps the only one who really consumes. That is your most outstanding trait, which 
jumped immediately out at me, the ability to emancipate yourself from all appearances, 
from that which education and habit have given you, and to enjoy the artistic personality 
of a genius human. You are the man like no other, especially given your name, your irre-
sistible charm, your wealth etc. What a man like you can do here where the best are starv-
ing physically and psychically you probably have already seen. You are the born  man for 
an undertaking like our Pan, the exquisite genre of our journal will find in you possibly its 
best representative; we all also want that you become the chairman of our supervisory 
board as soon as all the mechanics are dealt with, for which we needed this abhorrent 
Hildebrandt, who is going to resign from his position soon anyway. And unlike Hilde-
brandt at the moment, you shouldn’t see in the position an empty form, but an office of 
the highest ideals, rights and duties. Countless talents, people of the most diverse artistic 
developments will pass through your fingers, each will give you a handshake, leave the 
individual scent of their personality, a sensation, an indulgence. Out of all this, a human 
is going to emerge who is much more necessary than a writer. Perhaps the critic of the 
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future will develop out of you, a human that has never existed before, except perhaps 
Taine, the human who needs more genius than all of us together possess, the man who 
stands above and inside of us, that truthfully Privy Chairman of the Supervisory Board. 
Compared to that, what is the producer, writing by the sweat of his brow! Writing is always 
repulsive the moment it lands on paper; when you come visit, I will give you something 
illustrating this view; it is nothing but hideous mental masturbation. The nobility of the 
writer gets lost, the moment he takes up pen and paper. To have, to be able to have sensa-
tions, is the most awesome, the ingenious, there are people, who quietly enjoy wonderful 
things; we are all wretched, not being able to resist the urge to put them down on paper, 
to thereby repeat them, it will always remain compromise, as all the wishes the world is 
granting. I hope you have understood me well, and are not going to rob me of my beautiful 
illusion.  
Yours Meier-Graefe.92 

 
92 Reproduced in Catherine Krahmer, ed. Julius-Meier Graefe – Kunst ist nicht für Kunst-

geschichte da – Briefe und Dokumente (Göttingen: Wallstein Verlag, 2001), 24-26: „[...] Sagen 
Sie mir nur eins, warum wollen Sie durchaus auch produzieren? Es ist ja trotz dieses opus mög-
lich, daß Genie hinter Ihnen steckt, aber warum wollen Sie’s zum Schaffen verwenden, denken Sie 
vielleicht, daß zum Genießen weniger Genie gehört, zu jenem Genießen, von dem Huysmans in A 
rebours erzählt, zu dem Sie fähig sind, Sie vor allen Dingen! / Heute produziert alles, jeder der 
mal geliebt, gehungert, genossen, gelitten hat schreibt und publiciert; die Leute verwechseln das 
Sympathische ihres Schicksals oder Persönlichkeit mit dem Künstlerischen, das damit gar nichts 
zu thun hat. Es liegt etwas Subalternes in dieser Auchdichterei; Herr Gott, Sie sind ein so durch 
und durch aristokratischer Mensch; halten Sie es einer Ambition würdig, gemeinsam mit all die-
sen Leute II. Ranges Ihre Gefühle zu prostituieren. All diese Leute prostituieren sich, sie suchen 
durch ihre Leiden oder Freuden zu rühren, sie sind keine Künstler, sondern Menschen, die etwas 
erleben, das Lebe allein thut’s nicht. / Und nun haben Sie ein Feld, wo Sie ein Mann allerersten 
Ranges sein können, wenn Sie sich dieser Masse von Produzenten fern halten und einer jener 
unendlich wenigen Konsumenten werden, vielleicht der einzige, der wirklich konsumiert. Das ist 
der hervorragende Zug an Ihnen, der mir sofort in die Augen sprang, die Fähigkeit sich von allen 
Äußerlichkeiten, von dem was Erziehung & Gewohnheit Ihnen gegeben, zu emanzipieren und die 
künstlerische Persönlichkeit eines genialen Menschen zu genießen. Sie sind wie keiner der Mann 
dazu mit Ihrem Namen, Ihrem unwiderstehlichen Charme, Ihrem Vermögen etc. Was ein Mann 
wie Sie thun kann hier, wo die Besten hungern psychisch und physisch, das haben Sie wohl schon 
gesehen. Sie sind der geborene Mann für ein Sache wie unseren Pan, das vornehme Genre unseres 
Journals findet in Ihnen den denkbar besten Repräsentanten; wir wollen auch alle, daß Sie der 
Vorsitzende unsere Aufsichtsrates werden sobald die mechaniscen Geschichten erledigt, zu denen 
wir diesen gräßlichen Hildebrandt brauchten, der ja so wie so bald auf seine Stellung verzichten 
wird. Und dann sollen Sie in der Stellung nicht eine leere Form wie momentan bei Hildebrandt, 
sondern inder That ein Amt voll der höchsten idealen Pflichten und Rechte sehen. Es werden 
unendlich viel Begabungen, Menschen der verschiedensten künstlerischen Entwicklungen durch 
ihre Finger gehen, jeder wird Ihnen einen Händedruck, jeder den individuellen Duft seiner k. 
Persönlichkeit, eine Sensation, einen Genuss zurück lassen. Und aus alledem wird ein Mensch 
hervorgehen, der viel nötiger ist als ein Dichter. Vielleicht entwickelt sich dann aus Ihnen jener 
Kritiker der Zukunft, so ein Mensch der noch nie, Taine etwa ausgenommen, da war, der Mensch 
der viel mehr Genie braucht als wir alle zusammen besitzen, der Mann, der über uns und in uns 
steht, jener wirkliche Geheime Aufsichtsratsvorsitzende. / Was ist mit dem verglichen so ein im 
Schweiße seines Angesichts dichtender Produzent! Das Dichten ist immer ekelhaft, sobald es auf’s 
Papier kommt; wenn Sie mal herkommen, gebe ich Ihnen etwas, das Ihnen diese Ansicht illus-
triert, es ist nichts als ein scheußliches psychisches Onanieren. Das Vornehme am Dichter geht 
verloren, sobald er Papier und Feder zur Hand nimmt. Sensationen haben, haben können, das ist 
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In his letter, Meier-Graefe weds Nietzschean tropes of the Übermensch with the idea of an 

ideal consumer, who, by absorbing impressions of the artistic personality and character of genius 

humans, grows himself into a genius. Meier-Graefe writes this letter while still very much in the 

spell of the bohemian nights at the Schwarze Ferkel, were Dionysian consumption in the company 

of artistic genius was the performance and the creative act.93 The nobleman Bodenhausen be-

comes the paradigmatic consumer for Meier-Graefe because his vision is essentially aristocratic, 

untethered to the limitations of the mere lives of the majority of those people who dare to produce 

art, never able to escape the spiritless, base materiality from which they spring and in which they 

operate. Or so the letter reads.  

In a polemic twist, Meier-Graefe goes so far as to claim that any nobility of the writer gets 

lost the moment he touches pen and paper and starts writing. He opposes this moment to the 

ability to have sensations and enjoyment of wonderful things in the silent presence of oneself. 

Three times he mentions paper in his last paragraph, associating it and the act of putting ink on 

it with the repulsive bodylines of sweat and semen. It allows him to fantasize into existence a 

physically and, by implication, morally untainted consumer.94 Paper, in this letter at least, is 

 
das Großartigste, das Geniale, es giebt Menschen, die still für sich wunderbare Dinge erleben; wir 
sind alle elend, daß wir dem Trieb nicht widerstehen können, sie auf’s Papier zu bringen, um sie 
dadurch zu wiederholen, es bleibt immer ein Kompromiß wie alles was die Welt dem Wunsche 
gewährt. Ich hoffe, Sie haben mich recht verstanden und zerstören mir nicht meine schöne Illu-
sion.     Ihr Meier-Graefe” 

93 For Nietzsche, as Joseph Vogl points out, artistic production is associated with the “lux-
ury of destruction, dissolution, negation,” expressing in the Dionysian its essence as “tragic”. See 
Joseph Vogl, “Luxus,” in Ästhetische Grundbegriffe: historisches Wörterbuch in sieben Bänden, 
vol. 3, ed. Karl-Heinz Barck (Stuttgart: Metzler, 2001), 694-708. 

94 In his 1899 short parodic prose piece “The Consumer” (“Der Konsument. Eine Posse.”), 
published in Neue Deutsche Rundschau 10, no. 11, 1178-1206, Meier-Graefe gives one protagonist, 
Waldemar, characteristics of Bodenhausen, and has him say following words: “Aach! Überhaupt 
die Druckerschwärze! – hat etwas Ekelhaftes. Ich finde, Schreiben ist wunderbar, der produktive 
Akt an sich, aber Publicieren, für den Konsumten arbeiten, seine Sachen vor die Menge werden – 
– Ich kann mich nicht von dem Gedanken befreien, daß darin ein gewisses, fatales Zugeständnis 
liegt. – Ich gestehe, ich habe mich nie recht dazu entschließen können.” Of course, this is after 
Meier-Graefe and Bodenhausen’s falling out and reconciliation, while both were, in fact, still in-
volved in publishing, Bodenhausen with Pan and Meier-Graefe with Dekorative Kunst. For an 
exhaustive bibliography of Meier-Graefe’s writings see Victor Claass, “Julius Meier-Graefe contre 
l’impressionisme,” PhD diss., Université Paris-Sorbonne, 2017, 584-602.  
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reduced to nothing but a common tool, strangely reflecting Flaischlen’s efforts at popularizing 

Pan, which also speaks of a utilitarian impulse.   

Lichtwark, for his part, is not solely occupied with the consumer as the driving force be-

hind the renewal of the applied arts. Looking at the English example – Burne Jones, Morris and 

Walter Crane – he finds that they put themselves at “the helm of a new national production.” He 

marvels at the newfound “restraint, intimacy and the careful consideration of all the needs of a 

cultivated race”. He explains: “In noble competition, the English painters, architects, academies 

and industrialists have, hand in hand with the consumer who knows how to voice his practical 

and aesthetic needs, created this blossoming style of our time.”95  

Consumption and production, for Lichtwark, have to come together. He proposes a mac-

roeconomic look at the situation of the applied arts in Germany to gauge what needs to be done 

to improve it. This includes schools, academies and museums; local and central government; art, 

architecture, craft and amateur associations. While the goal is to achieve the same “tender magic” 

one feels when entering an English house, he laments that instead of producing a German version 

of it, one has had recourse to importing the English and other foreign products. Using nationalist 

and belligerent language, he proceeds to demand the “expulsion of the enemy”, the establishment 

of “healthy efforts” to develop the “vital forces” necessary for a German art. Because, according to 

Lichtwark, only a German art is possible in Germany, and not that of some “capitol”. Arguing for 

 
95 Alfred Lichtwark, “Rundschau – Zur Einführung,” Pan I, 2, 97-100, here 99: “Unterdess 

haben die Engländer bei allem noch so eingehenden Studium die blosse Nachahmung längst auf-
gegeben. Die originelle nationale Künstlerschule, die sich ursprünglich Präraffaeliten nannte – 
auch sie von Deutschland her beinflusst – stellte sich an die Spitze der nationalen Production. 
Burne Jones, Morris, Walter Crane, nicht zum letzten der Amerikaner Whistler und eine gleich-
gesinnte, artistisch erzogegene Architektenschaar haben eine neue Kunst geschaffen. Wer heute 
ein englisches Haus betritt, fühlt sich wie von einem sanften Zauber umfangen. Nichts Plumpes, 
nichts Rohes, nichts Banales, kein Bombast, kein leerer Prunk, wohl aber dafür Zurückhaltung, 
Intimität, sorgfältigste Berücksichtigung aller Bedürfnisse eines cultivierten Geschlechts. Die le-
bende Kunst ist wie in den älteren Epochen, deren decorative Erzeugnisse bei uns nachgeahmt 
werden, die Führerin und dadurch hat das moderne im englischen Hause einen klassischen Aus-
druck gefunden. / In edlem Wetteifer haben die englischen Maler, Architekten, Lehranstalten und 
Fabrikanten Hand in Hand mit dem Consumenten, der praktische und aesthetische Bedürfnisse 
hat und sie geltend zu machen weiss, diesen blühenden Stil unserer Zeit geschaffen.” 
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a locally made art, he posits that a “capitol art”, i.e. an urbane and cosmopolitan art, cannot exist 

in Germany for the time being. For Lichtwark, these demands and criticisms become a mantra 

and he weaves them into his writing, wherever he can. Thus, in his review of the first two issues 

of Pan, written before the ouster of Meier-Graefe and Bierbaum, but published after, he writes: 

Criticisms were only voiced here and there against the luxurious production values that 
the program promised. Popularity, the direct effect on the masses, would be precluded. 
The supervisory board and the executive directors never gave into the illusion however, 
that today a cheap, populist art magazine would be possible here if it wanted to present 
art and not just follow the taste of the masses. Popularity never stands at the beginning, 
but at the end of a development, as all culture starts aristocratically, and its level is not 
lifted the way that of a pond is lifted by letting in more water. The nature of education is 
quality, not mass. Pan’s distinguished appearance should therefore reflect its artistic and 
literary content.96 
 
And he is just getting started. Later in the article, he weds his social Darwinism with ra-

cializing discourses, wrapped in language shot through with totalitarian pleasure and indulging 

in its own forcefulness. As unpalatable as it may read today – especially today, given he writes 

about defending the borders of the Empire from invasion – in his argument about the aristocracy 

of taste leading the way, he is expressing views similar to those offered by Veblen or Simmel of 

changes in taste and consumer behavior working through emulation. Luxury, and the luxurious-

ness of Pan in particular, are therefore the very key to reforming the production of applied arts 

and industrial goods. What this luxury might be in the context of Pan, i.e. a magazine, will be the 

topic of the following and last sections of this chapter.  

In this light, the 1898 prospectus can also serve as a starting point for the discussion of 

Pan’s relationship, as an object made of paper, to the notion of luxury. Since the rapidly 

 
96 Lichtwark, “Entwicklung,” 173: “Nur gegen die vornehme Ausstattung, die das Pro-

gramm verhiess wurden hie und da Bedenken laut. Die Volkstümlichkeit, die direkte Wirkung auf 
die Masse, sei damit ausgeschlossen. Aufsichtsrat und Vorstand dagegen hatten sich keinen Au-
genblick der Täuschung hingegeben, dass bei uns ein billiges, volkstümliches Kunstblatt zur Zeit 
auch nur möglich wäre, wenn es wirklich Kunst bringen und nicht dem Geschmack der Menge 
fröhnen wollte. Volksthümlichkeit steht nie am Anfang sondern stets am Ende der Entwicklung, 
denn alle Kultur beginnt aristokratisch, und ihr Niveau wird nicht gehoben, wie das eines Teiches, 
in den man viel Wasser einströmen lässt. Das Wesen der Bildung ist Qualität, nicht Masse. So 
sollte der Pan durch die Vornehmheit seiner Ausstattung der Bedeutung seines künstlerischen 
und literatischen Inhalts entsprechen.” 
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industrializing, expanding German economy produced an increasing variety of commodities to 

buy, it also created surplus wealth, i.e. income above the subsistence level, for an ever-increasing 

number of people, to buy said commodities. It is around this particular type of consumption that 

debates had been waged ever since it rose to prominence in the eighteenth century.97 In the age of 

feudal and aristocratic rule, such surplus expenditure and its display as luxury functioned to rep-

resent power and class, and to manifest authority by conspicuous consumption. In the Age of 

Enlightenment, the expenditure of surplus wealth was reframed as a means to afford a pleasurable 

life, expressed in the idea of commodité in France or comfort in the United States. Already then, 

it was associated with modern urban life. The rise of the modern city over the course of the nine-

teenth century therefore shifted the debate around consumption and luxury.98 The concomitant 

emergence of industrial capitalism since the mid eighteenth century, and with it the commodity 

– i.e. that which makes life pleasurable, agreeable – meant that luxury, once only a purview of the 

aristocracy, became accessible to the bourgeois classes as well. This was the precondition, as 

Trentmann reminds us, for the “apotheosis of the consumer” around 1900.99  

By the time Pan arrives on the scene, the discussion as to what constitutes luxury had 

evolved. Luxury had turned from an absolute, naturalizing category distinguishing the aristocracy 

from the rest of society, to a relative category. Access to luxury had become a function not of birth, 

but of wealth. This in turn led to it taking on a differentiating function within society as whole, 

 
97 Trentmann writes: “Personal vanities, like a snuffbox or extravagant clothes, could yield 

public benefits, at least in material terms. Such linkages unsettled earlier moral certainties. A ma-
jor milestone was Adam Smith’s The Wealth of Nations in 1776, in which he argued that ‘con-
sumption is the sole end and purpose of all production.’” See Trentmann, Empire of Things, 3.  

98 Günter Oesterle, “Der kleine Luxus – Die poetologischen Folgen der aufklärungsspezi-
fischen Unterscheidung von kommodem Luxus und Exzessen des Luxuriösen,” in Luxus – Die 
Ambivalenz des Überflüssigen in der Moderne, eds Christine Weder and Maximilian Bergen-
gruen (Göttingen: Wallstein Verlag, 2001), 109-123. 

99 Trentmann, Empire of Things, 3: “The apotheosis of the consumer may have started in 
economic thought, but it was completed by politics. In the years around 1900, ‘the consumer’ 
arrived on the political stage as the twin of the citizen, using the power of the purse to promote 
social reform, first in the United States and Britain but soon in France and elsewhere in Europe, 
too.” We are reminded here of Lichtwark’s example in particular.  
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but in particular within the bourgeoisie itself. Thorstein Veblen, in his Theory of the Leisure Class, 

published in 1899, goes so far as to claim that material consumption by the elites, the “leisure 

class,” has never been about material comfort, but rather consists in what he calls “pecuniary 

emulation,” that is the accumulation of wealth (“ownership”) as a means to build social esteem. 

In line with what Meier-Graefe would argue in the letter to Bodenhausen, the “leisure class” for 

Veblen is also marked by a taboo for manual labor and its exemption from useful employments.100  

In a similar vein, the Goethe scholar and anti-alcohol writer Wilhelm Bode (no relation to 

Wilhelm Bode of museum fame) argued against luxury by comparing and contrasting the invest-

ment of labor going into the making of a thing against the consumption of said thing by a single 

person. If this consumption stood in its general usefulness in no acceptable relation to the value 

of labor that it had required for production, there was, according to Bode, no moral justification 

for its consumption.101 The debate about luxury was no longer a debate about subsistence versus 

excess but had taken on a decidedly more economic character, all the while maintaining for most 

writers its critical, moralizing impetus.102  

Pan arrives then at a moment when the emerging culture of consumption brought with it 

a range of issues that touched upon the evolving social order of Wilhelmine Prussia. As Warren 

Breckmann has shown, the debates about luxury in Germany at the turn of the century were there-

fore concerned with how to react and manage the newly accessible luxuries that consumerism 

allowed for.103 It is against this lens that the discussions on the quality of paper in Pan, but also in 

the book reform movement at large ought to be considered. Simmel connects the heightened 

 
100 “But the rule holds with but slight exceptions that, whether warriors or priests, the up-

per classes are exempt from industrial employments, and this exemption is the economic expres-
sion of their superior rank.” Thorstein Veblen, The Theory of the Leisure Class: an economic 
study of institutions (New York: MacMillan, 1899), 1.  

101 Wilhelm Bode, “ Vom Luxus,” Kunstwart 19, no. 22 (August 1906): 493-503. 
102 For a discussion of the history of the concept of luxury, see Vogl, “Luxus”.  He remarks 

that the moral critique of luxury, associated with a critique of the city, dates back to Plato and 
Artistotle.  

103 Warren G. Breckman, “Disciplining Consumption: The Debate about Luxury in Wil-
helmine Germany, 1890-1914,” Journal of Social History 24, no. 3 (1991): 485-505.  
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significance of the exterior appearance of a thing to its varying degrees of usefulness, tapping into 

questions of truth to materials, which we will discuss in the last section of this chapter. The ques-

tion of handicraft production versus machine production plays an equally important role in the 

discussions of the acceptable degree of luxury. A thing might not be consuming much labor, given 

it is made by a machine, but if the machine is able to give it a spectacular appearance, in excess of 

its apparent usefulness, then it might still run afoul of certain critical definitions of luxury. 

Whether Pan is just such a thing will be seen in the following.  

The tension, then, between being and appearance brings us back to the question of truth 

to materials. As first formulated around 1850 in England by John Ruskin and others, the idea that 

materials should only be used and shaped in a way appropriate with the natural characteristics of 

that material became an important dividing line to differentiate between the aesthetics of craft 

production, where such truth was possible, and expanding industrial production, where such a 

material authenticity was often compromised. Adolf Loos, the Viennese architect and critic, dis-

cussing materials in an 1898 essay, remarks on the topic of English wallpapers:  

These are wallpapers not ashamed to be made of paper. And why would they? There are 
more expensive types of wallcoverings. But the English are no parvenus. In his apartment, 
the thought that money had run out would never cross your mind. His fabrics as well are 
made of sheep wool and put it honestly on display.104 
 
In his comment on the parvenu, a figure that Wilhelm Bode, the luxury critic, keeps re-

turning to as well, Loos hints at the connection between the debate on luxury, measure, and con-

sumption on the one hand, and that on truth to material and the problem of imitation and 

ornament on the other. In fact, both are intricately linked, and Loos’ charge against ornament and 

imitation is at its core targeting the continued misguided bourgeois aspirations for aristocratic 

 
104 Adolf Loos, “Die Baumaterialien,” originally published in Neue Freie Presse (1898), re-

issued in Ins Leere Gesprochen : 1897 – 1900 (Paris: Crès, 1921), 106: “Das sind tapeten, die sich 
nicht schämen, aus papier zu sein. Warum auch? Es gibt gewisse wandverkleidungen, die mehr 
kosten. Aber der Engländer ist kein parvenü. In seiner wohnung wird man nie auf den gedanken 
kommen, daß das geld nicht gereicht hatte. Auch seine kleiderstoffe sind aus schafwolle und brin-
gen dies ehrlich zur schau.” (Small caps in the original German.) 
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forms. Those, if Loos polemic pointedness is to be believed, survive in the form of this “horrible 

monster that threatens to suck the marrow out of all bones of the crafts,” that is imitation.  

In a similar light, and concerning paper specifically, we can consider the attributes brought 

up in the comments on paper we considered at the beginning of the chapter, which allude to the 

specific nature paper must possess to be accepted as authentic. They are simplicity and solidity. 

Simplicity is implied, I argue, in the resistance to glossy papers, even though the used of smooth-

ened papers occurs in Pan, not least because out of technical necessity. To make a paper glossy, 

possibly also a bleached white, requires extra treatments, more chemicals and more sophisticated 

calendaring machines, creating the kind of surface effects Bodenhausen spoke out against, for 

example. It is similar with solidity, although perhaps not as clear cut. Of course, a solid paper also 

stands against industry trends to produce thinner papers for example but also the cheap, badly 

made papers associated with the ephemerality of newspapers.  

And while especially Pan’s Kupferdruckpapier had these characteristics – a certain sim-

plicity and solidity – it had both in excess. Pan joyfully imploded typographic traditions of eco-

nomical use of space – to give center stage to sheer paper. It did all of this in the pursuit of pleasure 

– commodité. It thus took a stand against mass produced, so called luxury papers. I would even 

go so far and suggest that it repurposed the old logic of luxury as commodité, i.e. that which is in 

excess of basic life sustenance. With Pan came the acknowledgment that certain types of paper, 

but not necessarily all of its uses, had become the very backbone of modern life. Paper, in other 

words, had become so functionally widespread that modern life would not be possible without it. 

But for it to make modern life agreeable as well, paper had to be reconsidered as a true luxury, 

that which is in excess.  

And this is where the trouble starts. The excess was only possible at the expense of sim-

plicity, but Pan manages to pull of both at the same time. It is perhaps even because of the appar-

ent simplicity that indulgence and pleasure are morally acceptable in the eyes of Adolf Loos and 

Wilhelm Bode (the other one). Yet, as I hope has become clear by now, nothing about Pan’s papers 
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is simple. In fact, nothing about paper has ever been simple. Nor, for that matter, “authentic.” 

Unlike some of the materials often discussed in the discussions of truth to material, which tend 

to be of the architectural sort, such as stone or wood, paper is always already a product, by 1900 

the result of a more rather than less industrialized production process, with rather more sophis-

ticated methods allowing to produce a sheer endless variety of papers.  

In printing, the truth to material ideology would insist on typography and illustration and 

reproduction techniques appropriate for the paper being printed on. Pan practically acknowl-

edged this fact. While sturdy, white and fairly rough copper plate printing paper is being used 

throughout, it is by no means the only paper being printed on. Some issues are printed, excluding 

the plates, on as much as fifty percent smoother paper, to allow for good reproductions of certain 

illustrations. And yet, it used historic types to print on modern machine-made papers, which in 

turn are made primarily for artistic purposes, like print making. For someone like Dard Hunter, 

a paper traditionalist, Pan must have appeared like an odd, possibly even kitsch concoction: ma-

chine-made papers, old and used types, in some funky layouts, offering a bit of everything. 

The idea of “a little bit of everything” was, we are reminded, the very program Pan had 

given itself at the outset. And with the variety of papers one could encounter in any given Pan 

issue, all the way to the last issue anywhere between five and ten (because of plates), the program 

extended to its material. It is the multiplication of paper that also counteracts their apparent sim-

plicity. The fact that these papers are machine made, and not hand-made, matters less than the 

decisions made in relation to the use of this industrial product in Pan, going beyond its mere 

luxuriating presence. 

As Vogl has pointed out, the art of the nineteenth century has had recourse to tropes of 

luxury, particularly in their orientalist form from Delacroix, to Flaubert, to Baudelaire, as a 

marker of its increasing autonomy from life.105 If we accept that Pan’s use of paper was essentially 

 
105 Vogl, “Luxus,” 706. 
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a luxurious one (and we have seen its exoticizing dimension at the beginning), its display, delib-

erate use and meaningful staging reflects the aestheticism and dandyism echoed in the pages of 

Pan by texts, images and illustrations of artists associated with these movements, and in many 

ways lived by some of Pan’s protagonists. What is being put on view is then not paper’s “authen-

ticity,” but rather, on the contrary, it’s potential to create artifice, not by phantasmagorical and 

garish overproduction as seen in the luxury paper industry, but by the metaphorical potential 

inherent in its materiality. 

The presence of a bright red laid paper cover, replete with a Pan watermark, for the mag-

azine’s second issue, ought to be considered therefore as a liminal design. It is both in the spirit 

of using high quality paper, but also pushes the boundary of the concept of “simple” paper. Unlike 

the off-white, beige and yellowy papers implying an “authentic,” because pure and natural, mate-

rial, the red cover, more so than the green cover of the first issue, openly declares its facture and 

artifice. The excess of color that the cover represents was not a single instance, however. There 

were, infamously, the red envelopes, which were still in use under Flaischlen, who even ordered 

new ones. Furthermore, one of the two books the Pan association published in its own imprint, 

the Pan Verlag, were also produced with the same red laid paper for their covers, as were adver-

tisement flyers for them. The design of watermark we find in the red cover of Pan I, 2 is the same 

that graces one of the two designs of letterhead paper used in Pan correspondence, which is also 

being used for the design of the front matter pages designed for the binding of the issues into book 

volumes. 

What we see here, paradoxically, is the emergence of a brand identity through the manip-

ulation and effective use of paper. The paradox is economical. The industrial revolution has led to 

more efficient, more productive, more innovative ways of producing things that hitherto had been 

produced by hand and had therefore been expensive. With the advent of machines, what used to 

be a luxury was no longer one. Industries associated with this development, as Eugenie Brio has 

shown for the Parisian perfume manufacturers of the nineteenth century, started to turn to 
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branding, that is establishing and creating artificial scarcity around a product, usually with the 

help of some kind of creation myth. This paradox only applied partially to Pan, since it did build 

its recognizable image around relatively expensive papers. But on a macro-economic level, it does 

hold, since paper at large had become a much cheaper and widely accessible commodity. That is, 

even good paper was easier to come by and cheaper to produce than before.  

The combination of excess as a marker of artistic self-reflexivity, if not autonomy, with 

that of a repeatable and recognizable look of the Pan undertaking, is then a development from 

periodical seriality, based predominantly on the play between continuity and discontinuity of nar-

ratives, to a more complex form of seriality, involving the promise of a repeat experience, whereby 

each and every one encounter with the periodical, while similar, will be a unique and individual 

experience. Pan, in its luxuriating artifice, is a serial despite itself. But this will be for the following 

chapter.  
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CHAPTER THREE 

 

Riddles of the Night and the Order of Light: Periodical Aesthetics in Pan 

 

 

 

 

 

I want to turn now to an analysis of Pan’s more formal, typographical aspects. Typesetting, 

layout, and the presence or absence of book ornament and illustrations are primary guides for the 

reading and viewing experience of a periodical. In this chapter, I will first revisit the verbally ar-

ticulated intentions on questions of typography, to then move past them, to consider the object 

itself: twenty-one issues of Pan, each different from the other. While a critical analysis cannot 

exhaust itself in a complete reading of these twenty-one issues, I propose, in what follows, to look 

as closely as possible at the apparent shifts in layout and design. The goal of this exercise is to not 

only restore the physical and material dimension to a consideration of Pan’s layout – the white 

spaces of the pages play a particularly important role here – but to restore the strangeness, that 

is, the unconventionality of the early Pan, as it was received by it contemporaries (cf. chapter 1), 

and propose a differentiated look at the later Pan, which has at best suffered from benign neglect 

in the Pan literature.  

The engagement I propose takes up, on the one hand, what Richard Dehmel has said about 

Pan when arguing against a reduction in its size: Pan forces you to repeat engagement. These 

repeat engagements are necessary because of what we are dealing here is, in parts, a symbolist 

object, in the very literal sense of the word symbol: it is an object that represents other things, 

ideas, objects. The strangeness that the encounter with Pan – early and late – can still provoke 

today resides in the fact that that there is no preparedness for the ambiguities one might 
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encounter. In Pan, whose Japanese tissue papers protecting its plates materialize the aesthetics 

of concealment perhaps better than any other element in the periodical, meaning will emerge 

from solving the puzzle that is being presented. Concealment – in its various literal, structural, 

and metaphorical modes – needs to make way for revelation.  

While the Pan literature has offered different takes on the question of how the periodical’s 

formal aspects, i.e. its typography and layout, frame the reading and viewing experience, these 

differing perspectives tend to foreground the experience of the layout of a single page as paradig-

matic for the entire periodical. By basing their views on a select number of pages from the early 

Pan, and taking inspiration from the idea of the Gesamtkunstwerk, the total work of art, this 

model, which one author calls the “Pan-paradigm”, stays on familiar paths.1 A broader look at the 

overall development of the periodical is therefore also warranted to break out of this fixation on 

the formal experiments of the early Pan.  

I have already suggested in the previous chapter that Pan was a serial despite itself, not 

because of a select number of pages where text and illustration manage to work in near harmony, 

but rather, because of the experience of its papers and the sheer display of paper itself. My pro-

posal of taking a closer look at the shifts in layout over time is then another step in establishing 

that Pan’s internal references within and across issues and the play with the periodical form are 

perhaps closer to a more popular periodical reading and viewing experience than hitherto 

acknowledged.   

 
1 Thamer explicitly proposes the Gesamtkunstwerk as a possible frame of reference and 

analyzes text-image relationships on select Pan pages under a “correspondence” lens, without 
probing the more complex meaning and practice of the concept, as it has been explored more 
recently. See Thamer, Ausstattung, 135-145; for discussions of the Gesamtkunstwerk in the Ger-
man context, see Juliet Koss, Modernism after Wagner (Minneapolis: University of Minnesota 
Press, 2010). Pan’s tendency to open up the different arts to one another has been analyzed in the 
recent past by Peer Trilcke, “Diesseits des Gesamtkunstwerks. Das Pan-Paradigma und die Wi-
derständigkeit der Jugend am Beispiel von Bild-Gedicht Kombinationen,” in Igl and Menzel, Il-
lustrierte Zeitschriften, 313-340.  
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To briefly sketch what this more popular experience might entail, I want to look at the 

issue of the October 23, 1892 issue of the Fliegende Blätter, a popular illustrated periodical in 

Germany. On its front page (figure 3.1), a caricature shows a visitor to a painter’s studio examining 

up close a large painting of lions, while remarking that these don’t look much like lions, to which 

the painter replies and asks whether the visitor has seen all the lions in the world. In all of this it 

is not clear whether the two small dogs, appearing like miniature version of the painted lions, just 

at the feet of the visitor, aren’t the real subject of his inquiry in the first place. This theme of the 

ambiguity of visual representations and uncertainty over the relationship between various ele-

ments, carries over to the next page (figure 3.2), where in an illustration, a portly man, on a coun-

try road, spots a top-hat and a broken umbrella lying dispersed on the ground. From these clues, 

he deduces the presence of a tavern nearby. But given his jovial appearance, this may well be more 

wishful thinking, than reality. On the next page still (figure 3.3), we encounter the famous illus-

tration of the rabbit-duck (for the first time in print), the reproduction of a drawing which could 

be seen as both a duck or as a rabbit, again pointing to the ambiguity with which visual phenom-

ena present themselves to us. On the next page (figure 3.4), an image of a certain Anna, holding a 

letter, comes with a caption informing us that her attempt at reading this first letter from her 

husband, a doctor, fails because of his hieroglyphic writing, leading her to contemplate asking the 

pharmacist for help.  

This series of separate pictures, appearing on four consecutive pages, is a meta-narrative 

on how to read periodicals, in their multimodal arrangements, which can be engaged and inter-

preted one way or another. While Pan follows a different form of overall arrangement, it does not 

preclude an approach similar to the one a more popular periodical might require from its readers, 

or train them to develop as has been argued by some.2 It is rather more likely, in fact, that readers 

of Pan would have been familiar with such visually and textually complex arrangements and 

 
2 Trilcke, “Pan-Paradigma.” 
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would have brought such experience to their consideration of Pan. We know, for one, that Bode, 

in a later article in Pan explicitly attacks these more popular periodicals because of their disparate 

nature. However, it does not follow, as has been suggested, that Pan does not allow for such read-

ings. On the contrary, it invites such an approach.  

A sequential approach to Pan’s layout is necessary for another reason. The transfor-

mations that Pan undergoes are gradual. There are few clear signals of breaking away from the 

previous issue or volume. As if attributing certain layout choices was not already a fraught en-

deavor to begin with, such gradual changes makes it even more difficult to not only differentiate 

between editors, board members, or printshop, but given Pan’s repeated encounters with finan-

cial crisis, these shifts become signs of compromise between economic necessities and aesthetic 

volition. What will therefore become clear is that the strong symbolist tendency, with its surviving 

material markers, is being transformed into an apparently more rational and transparent aes-

thetic. My hope is that I will be able to put into relief these developments in what follows.  

 

Serial Despite Itself: Pan’s Structures 

 

Before I jump into a closer look at the development of Pan’s layout, its changes and con-

stants, I must revisit the debate on periodical design from Pan I, 1. This is necessary not because 

these views ought to be the sole arbiters for our understanding of the eventual form the periodical 

took. Rather, they will give a measure of orientation to a larger debate in the outgoing nineteenth 

century about a range of issues – the nature of the book, the place of illustrated periodicals, the 

role of photography – that need careful differentiation. There is the question of how to design an 

illustrated periodical. There is the related, but separate question, of how to create a seamless read-

ing experience. While ease of reading remains the gold standard of good typography, it stands in 

the way of a differentiated understanding of the operations that Pan, in its actual material nego-

tiation, if not opposition to flow, brings forth. 
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Pan’s first issue contains an editorial by Meier-Graefe and Bierbaum, signed “D. R.”, re-

sponding to a programmatic essay that Bode provided. Both essays address the question of the 

proper way of illustrating and designing a periodical and do so in diverging ways.3 As such, they 

also express a differing understanding of the material genealogy from which they see Pan emerg-

ing and making an intervention in, while also offering diverging attitudes as to the cultural func-

tion of periodicals at large.  

It is important to keep in mind when contemplating the minutiae of the two arguments 

that they express not least a differing understanding of the role and function of the subscribers to 

Pan. For Bode, friend and advisor to important art collectors, some of whom were subscribed, 

Pan was collectible, a sensually pleasing object of outstanding quality that, once bound in its cus-

tom-made binding, would fit neatly onto the bookshelf. For the editors, as we will see, Pan was 

above all an invitation to engage, physically, sensually, and imaginatively. For them, the periodi-

cal’s materiality was a means to an open-ended experience.  

Bode opens his article, cumbersomely titled “Requirements for the outfitting of an illus-

trated art periodical,” with reflections on the recent development of reproductive techniques, and 

how the effervescence of new reproductive technologies has led to a general debasement of the 

quality of illustrations in books and periodicals. Bode compares the current developments to the 

techniques of about a century earlier like lithography that were, in his view, not necessarily as 

sophisticated as the new developments, but gave a sense of serenity and wholeness, which he con-

siders paramount in bookmaking. The single most important moment for this deplorable devel-

opment, according to Bode, was the invention of photography, and the rapid acceptance of its 

imputed mimetic accuracy as standard for illustrations in periodicals and books through a variety 

of printing techniques, in particular the newly invented half tone printing, a relief printing tech-

nique, amenable to letterpress printing. This happened to the detriment of what Bode calls the 

 
3 The only book dealing specifically and in great detail with Pan’s typography and its de-

sign is Thamer’s Ausstattung.  
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“artistic ways of reproduction.”4 While Bode admits that the new relief printing processes deliver 

satisfactory results in the reproduction of simple artworks such as old engravings or woodcuts, 

they are lacking the necessary level of detail for reproductions of more complicated artworks, such 

as paintings, complicated engravings or drawings. Photography itself, Bode laments, is not up to 

the task of faithfully reproducing the modeling of sculptures or tonal values of paintings, despite 

the medium’s often lauded reproductive exactitude. Only the expensive and complicated methods 

of collotype and heliogravure are acceptable photographic reproduction techniques for artworks, 

in particular for scientific literature, given their high degree of accuracy. 

The goal of a publication such as Pan, Bode continues, has to be to intervene in the prev-

alent diversity of methods and uneven quality of illustrations, given what matters is the artistic 

quality of a reproduction and not its degree of mimetic accuracy. Bode recognizes that a periodi-

cal, unlike a book which would be ideally illustrated by one person and thus present typographic 

unity, cannot achieve wholeness by means of illustrations and book ornament alone. Therefore, 

he concludes, it ought to be achieved through “typefaces, typesetting, printing and paper.” Only 

in this way, he insists, can the “unified, artistic character” be achieved. He proceeds to make prac-

tical recommendations. The type should be a Renaissance type (the article itself is set in an Anti-

qua type, in one stately column) – ideally newly cut from a historic model to avoid the “unartistic 

sharpness and hardness” of modern types. The type should then be set artistically, and with ex-

acting precision (peinlicher Sorgfalt). Plates and full-page illustrations should be etchings, en-

gravings, woodcuts or lithographs. Collotype and heliogravure should only be used sparingly, and 

only when a precise reproduction is necessary, for scientific articles for example. Text illustrations 

should be woodcuts, in accordance with this medium’s intrinsic quality of expressive outlines, as 

 
4 While Willam Fox Talbot is credited with the invention of halftone printing as early as 

1852, his intaglio process did not become widely used. It was not until the invention by Munich 
based Georg Meisenbach in 1882 of a relief half tone printing process that half tone printing be-
came a successful printing method, as it allowed the seamless inclusion in letterpress printing, 
itself a relief printing process.  
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well as lithographs, etching and engraving, despite the difficulty of integrating them into letter-

press printing. 

At the heart of Bode’s article is the tension between the nature and purpose of the period-

ical and that of the book. While Bode acknowledges the difference between the two, he insists that 

a periodical should essentially function just like a book. It should be unified in character, and 

ideally it would look back to historical examples of bookmaking of the late fifteenth and early 

sixteenth century, a time when the type of modern periodicals described at the outset did not exist. 

In other words, instead of engaging the “coherence/breach” distinction as a productive difference 

characteristic of the periodical, Bode favors material cohesion, not least in order to maintain the 

appearance of historical continuity. Indeed, Bode’s program inscribes itself into another school of 

thought and practice of publishing of the period that takes its cues from historical precedents. His 

article describes very well the tenets of the fine printing movement that starts with William Mor-

ris’ Kelmscott Press in England in 1891 and which is taken on by independent presses in the UK 

and abroad well into the twentieth century and continues to this day.5 In Germany, these bibli-

ophilic under-takings found a voice in 1897 with the publication of the first issue of the Zeitschrift 

für Bücherfreunde (henceforth ZfB), followed by the establishment, in 1899, of the society of bib-

liophiles (Gesellschaft der Bibliophilen e.V.), both of which also survive today.6 

The ZfB, a monthly, differs in many important aspects from the early Pan, and aligns more 

closely with Bode’s vision, both formally and in content. The typographical differences in partic-

ular are what mark it as closer in spirit and practice to the fine press movement – a tension that 

is perhaps already apparent in the title of publication: a periodical for booklovers. The two-

 
5 There are fine presses preceding the establishment of the Kelmscott Press in 1891, but 

they are very few. The 1890s and 1900s see a substantial growth in the number of fine presses, 
also known as private presses, especially in the UK and the US. In Germany, Eugen Diederichs 
founded his commercial publishing house in 1897. While not per se a fine press given its market 
orientation, it nevertheless tried to follow the tenets of the movement. Harry Graf Kessler would 
himself found a fine press, the Cranach Press, in 1913, which lasted till 1931.  

6 The Zeitschrift für Bücherfreunde changed its name in 1936 to Imprimatur. 
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column layout is simple and elegant. The lettering is set in an Antiqua type throughout, with only 

variations in size for the review and news section at the end of each issue, which are set in smaller 

type. Irrespective of size, the type is set generously, creating what is called in printing a light color 

of the page. Illustrations are limited mostly to the examples of the essays, which are concerned 

with various aspects of bookmaking and affiliated graphic arts. The essays use initials, but tail-

pieces are used very sparingly, indicating that type is set deliberately and efficiently, leaving little 

empty space. The top of the columns is marked by a thin line, separating the body of the text from 

the running header, including the name of the article and a page number.  

The overall effect is highly symmetrical and ordered, delivering the unified appearance 

that Bode claims a periodical should have. The outwardly most apparent attribute aligning the 

ZfB to the bookform is its size. While still large (195 mm x 285 mm) it is significantly smaller than 

the folio sized Pan. As such, it presents itself as a publication more easily handled and therefore 

potentially more useful, which is in turn underlined by the up to date reports and the Beiblatt, a 

slim leaflet added to each issue with announcements of recent publications, catalogs, and ads for 

publishers, printers and manufacturers of printing equipment. Put differently, the material and 

typographic markers of the publication, unlike those of Pan, are designed in such a way as to be 

secondary to the content. They function as medium, i.e. as transparent or non-resistant conduit 

to meaning, and are not primarily mobilized to carry meaning themselves, which is what tran-

spires with the layout of the early Pan in particular. The ZfB thus exemplifies a periodical modeled 

on the idea of the fine press movement, itself predominantly concerned with the design of a good 

book. It should be noted as well however that the despite its gesture towards historical models, 

the products of the fine press movement are very much of their time in so far as their orderliness 

and symmetry often betrays an exacting perfection that speaks of the machine age. 

The formal aspects of the ZfB – an easy to read, pleasurably light typography – are wound 

up entirely with its nature as a predominant scholarly endeavor. While geared toward collectors 

and amateurs, it is permeated by a humanistic spirit of the growth of knowledge. And indeed, 
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periodicals’ historical emergence coincides with the emergence of the encyclopedia: expansion 

and specialization of knowledge are two sides of the same coin.  

As someone as prolific a writer as Bode, employed by the royal museums, he was inti-

mately aware of the type of periodicals that published art historical scholarship during this time.7 

The yearbooks of the Prussian museums in particular, when they first appeared in the middle of 

the nineteenth century set an extraordinary standard for periodical publishing. While they did not 

continue to be as exquisitely produced as in their first volumes, they did provide a model for art 

historical periodical publishing, that is, scientific publishing. And that model, as I have already 

mentioned in my introduction to this chapter, is tied up with the culture of the encyclopedia. The 

unified appearance of the periodical that Bode wants for Pan can therefore also be understood as 

the expression of a scholar’s use value for periodicals as a medium for knowledge transmission, 

entirely transitive and whose every design element ought to be conducive to create readability. 

This is then also the attempt to stress the seriality of the periodical in order to underline how it 

inserts itself into the larger whole of human knowledge. Bode’s advocacy for seamlessness needs 

to be considered as coming from a standpoint of typography, i.e. readability.   

Revisiting the issue of unity and wholeness in particular Bierbaum and Meier-Graefe re-

spond to and disagree with Bode in an editorial addressing the issue of the appropriate type of 

typography, understood in its larger meaning of layout and graphic design.8 On the question of 

reproduction they largely concur with Bode. For illustrations for example, they prefer woodcuts, 

lithographs and engravings; for mechanical reproduction, line etching to the recently invented 

 
7 The literature on Bode is extensive, just as his writing was prolific. Bode’s bibliography 

counts 882 entries of texts by him. See Jürgen Zimmer, “Bibliographie,” Jahrbuch der Berliner 
Museen 38 (Beiheft “’Kennerschaft’ – Kolloquium zum 150sten Geburtstag von Wilhelm von 
Bode”, 1996): 183 – 249. 

8 While the editorial is signed with “D. R.”, referring to the editors (Die Redaktion), 
Bierbaum refers to the text as his in an 1897 article. See Otto Julius Bierbaum, “Gedanken über 
Buchausstattung,” Zeitschrift für Bücherfreunde 1, no. 4 (July 1897): 212.  
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halftone technique.9 The reason for the latter are the differing paper needs for halftone printing 

and line etching, with line etching requiring a rough surface and halftone a smooth surface in 

order to produce satisfactory results. And since printing type is itself best done on rough surface 

paper, the use of line etching naturally imposes itself.10 For plates, the editors declare their inten-

tion to predominantly nurture original etchings, woodcuts, engravings etc. over the reproduction 

of artworks. When photographic reproductions of artworks do appear their goal is accuracy, and 

not artistry, according to the editors. The idea here is to use the periodical as a platform of exhi-

bition and dissemination of important artworks that are not easily accessible, as for example Mat-

thias Grünwald’s Crucifixion.  

 
9 In order to integrate images into letterpress printing they need to be reproduced in relief 

(added on top of a metal body, akin to letter type) that can then be set alongside the type and 
furnishings (as the pieces of wood of smaller height then the type, used to create the blank space 
a letterpress page, are called) to create the form, as the fully set page is known in printing termi-
nology. It should be noted here that the 1890s in particular, with many new printing techniques 
abounding, have also seen a plethora of divergent termini for the same techniques.  Similarly, 
there exists a translation difficulty between English and German terminology for different print-
ing techniques, with some German notions, such as Hochdruck encompassing a variety of con-
cepts in English, for example letter press printing as well as relief printing, which do not 
necessarily encompass the same set of techniques. The same ambiguity will surface for the notion 
of half-tone printing, which is translated in contemporary German as Rasterdruck, but would 
have been referred to as Netzätzung or Autotypie in the 1890s, when the technique was just being 
used on a large scale for the first time. The Strichätzung, or line etching, on the other hand is an 
etching technique for which a variety of terms were used in its early days: Zinkätzung, Zinkotypie, 
Zinkographie, Photozinkotypie, Chemitypie, Photochemitypie. It is, as Jutta Thamer points out, 
actually to be considered a relief printing technique, unlike traditional etching, which is consid-
ered an intaglio technique. A preexisting drawing, the negative, is being put, through a variety of 
means, onto a zinc plate, where it is fixed. Then through a few rounds of applying nitric acid (Sal-
petersäure), a relief is being created, onto which, for printing purposes, color is applied, just like 
for letterpress printing.  This is the very reason the editors decided to use this technique as it 
simplified the printing process of text and illustrations on the same page. Despite its name, it was 
possible not only to create black and white contrasts with Strichätzung but also, similar to half-
tone printing, certain tonal differentiations. Perhaps noteworthy also is the increasing use of 
strong chemicals for these printing techniques, reflecting the second wave of industrialization and 
the wide spread availability of such products. See Thamer, Ausstattung, 58–65. 

10 Fedor von Zobeltitz, the editor of the ZfB makes the same point in his article on modern 
book design in the first issue of the periodical. See Fedor von Zobeltitz, “Moderne Buchausstat-
tung,” Zeitschrift für Bücherfreunde 1, no. 1 (1896/1897): 23.  



 

 

 

128  

The significance of these apparently dry technical details and differences of opinion, both 

in graphic design and reproduction crystallizes in a most striking passage toward the beginning 

of the editorial:  

A book is a grand hall, of which you can expect a unified appearance. An illustrated peri-
odical, on other hand, is a house with many rooms and chambers. The house itself, in its 
entire exterior appearance, has to look totally uniform in style, but the individual rooms 
should be furnished after the wishes and character of those who live in them. One cannot 
outfit the prayer chapel à la japonaise, and the lady’s boudoir stiffly gothic. In our age, 
however, no style is fit to give the right form to everything has emerged and artistically 
blossomed. Therefore, we have to have recourse to previous forms, without forgetting that 
we consider all styles historically, while imbuing them with modern ideas. The Gothic is 
therefore celebratory and the Rococo frivolous.11 
 
The text then declines the consequences of this credo for illustrations and in particular 

typography, where Bierbaum and Meier-Graefe take aim at Bode’s preference for Renaissance 

types, while also throwing in some gratuitous shade toward French frivolity. They acknowledge 

the presence of Renaissance types in the first issue and point out that their use is warranted in 

this case. Bode’s essay reminisces about the bookmaking of that period and Lichtwark’s essay dis-

cussing the rediscovery of the medal similarly highlights the re-emergence of a prominent Renais-

sance medium. Nevertheless the editors underline the potential pitfalls of Renaissance type. They 

lament in particular that such type has already acquired a character, namely an ordinary one, 

without expressive potential, limiting its usefulness to their project.   

Three points in this excerpt deserve further scrutiny, given our investigation into the na-

ture of Pan as a publication and the role of typography within that. First, while both sides agree 

that a book should have a unified character, they diverge on the question as to what to do, 

 
11 Meier-Graefe and Bierbaum, “Ausstattungsfrage,” 40: “Ein Buch ist ein großer Saal, von 

dem man einen einheitlichen Eindruck erwarten darf, eine illustrierte Zeitschrift dagegen ist ein 
Haus mit vielen Zimmern und Gelassen. Das Haus selbst, in seiner ganzen äußeren Erscheinung, 
muß einheitlich stilganz wirken, aber die einzelnen Räume sollen nach Wunsch und Wesen derer 
eingerichtet sein, die in ihnen wohnen. Man kann die Betkappelle nicht wohl japanisch ausmöb-
lieren und das Damenboudoir nicht steifgotisch. Ein Stil aber, der, aus unserer Zeit erwachsen 
und künstlerisch zu voller Frucht gereift, geeignet wäre, für Alles die rechte Form zu geben, be-
steht nicht. So müssen wir also unsere Zuflucht zu früheren Formen nehmen, wobei wir aber nicht 
vergessen dürfen, daß wir alle Stilarten historischen ansehen und moderne Vorstellungen in die 
hineinlegen. So scheint uns das Gothische feierlich und das Rococo leichtsinning.” 
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typographically, about the heterogeneity of a periodical. Bierbaum and Meier-Graefe make a clear 

case for a distinct experience offered by the periodical, expressed through the striking architec-

tural metaphor of the room and its many-sized relatives. This conceptualizing of the periodical’s 

typographic space in three dimensions brings to the fore the crucial insight the editors have in 

regard to typography. For them it is relational, as it comes to mean only in relation to a subject in 

need of expression, which will emerge as a singularly powerful tenet of modern commercial 

graphic design and the emergence of custom typefaces. Indeed, Bierbaum and Meier-Graefe go so 

far as to commission Otto Eckmann to design an alphabet for book decoration purposes. Eckmann 

would later base his famous Eckmann type, one of the better-known art nouveau types, on the 

prototypes he designed for Pan, but which were eventually not used.12 Bode, we recall, imagines 

a typography that is only concerned with internal cohesion, giving little thought to its expressive 

potential.  

Of course, even the classical typography that is Bode’s ideal is concerned with its relation-

ship to the reader, as one of its guiding principles is that of the readability of a text. The typo-

graphic ideal Bierbaum and Meier-Graefe lay out, relational and expressive, precludes the 

coherence that readability implies. Indeed, the differing typographic spaces, of varying degrees of 

internal readability, that will be present in a given periodical will make for a series of differenti-

ated, yet related experiences with it, experiences that couple the bodily and sensory engagement 

of the viewer with the object – one might have to look closer, or from a greater distance, for ex-

ample – with that of the imagination, activated through typographic elements. It is thus rather 

contrary to the seamlessness of the reading experience that the notion of readability suggests.  

This difference in conceptualizing the make-up of Pan as a publication by way of its rela-

tionality, and this is the second point about the editorial, is tied up with a more substantial 

 
12 The Eckmann drawings survive today at the Kunstbibliothek of the Berlin State Muse-

ums, see Jeannot Simmen, ed., Zeichnungen und Druckgraphik von Otto Eckmann – Der Be-
stand in der Kunstbibliothek zu Berlin (Berlin: Reimer, 1982).  
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difference as to the possibilities of publishing as a creative, artistic practice that goes beyond the 

tenets of the fine press movement, and beyond those of the livre d’artiste, which, for all their 

experimentation with the page, stick to the “one vision, one book” concept of bookmaking.13 The 

first three issues of Pan are different from these in fundamental ways. We might say that they 

explode the idea of the book, materially and conceptually. At work in these issues is an ideal of an 

authentic, original expression (“character”) from which a unique typographic form, in the larger 

sense, will emerge. In his 1897 essay on modern book design, Bierbaum explicates and defends 

this approach. It was the “personal in art” that was the driving principle, he writes, and that which 

led to the individual style of every artistic ensemble in his, the early Pan.  

Style, he writes, and this brings us to the third point of significance of the editorial, is not 

to be confused with cheap wallpaper. He goes on: 

One has to think of those composite room furnishings, patterned and thrown together af-
ter the model-copying arts and crafts, looking like examples for object lessons for craft 
apprentices, and being taken for style, instead of being the expression of a personal sense 
of comfort. In fact, imputing style to these things is a violation of the word. Faithful to style 
would be more appropriate. Having style for things of daily use means that the user 
matches the style, that the style of the objects is an expression of personality of those who 
use them. It is in that sense that the word should regain eminence.14 
 
That is also true for the outfitting of books, as well as for the furnishing of rooms. Here, 

we almost come full circle as Bierbaum’s thoughts help us to triangulate the object, those who 

made it, and those who use it, which in the case of periodicals is the reader or viewer. The caveat 

 
13 The categories between fine press, livre d’artiste, and artist book are not clearly deline-

ated and many attempts at defining them have been made. For a good overview, see Johanna 
Drucker, A century of artist’s books (Granary Books: New York, 2004), 1-44. 

14 Otto Julius Bierbaum, “Gedanken über Buchausstattung,” ZfB 1, no. 4 (July 189): 210: 
„Das Wort stilvoll hat einen üblen Klang bekommen, denn es löst die Erinnerung an sehr billige 
Tapezierkünste aus. Man denkt dabei an jene nach der Schablone des musterkopierenden Kunst-
gewerbes zusammengestellten Zimmereinrichtungen, die, als wären sie zum Zwecke des An-
schauungsunterrichtes für Kunstgewerbeschüler da, Stil repräsentieren, statt der Ausdruck eines 
persönlichen Wohnlichkeitsgefühls zu sein. In Wahrheit ist es ein Missbrauch des Wortes, wenn 
man derlei stilvoll nennt. Man dürfte höchstens stiltreu sagen. Zum Stilvollen bei Dingen des Ge-
brauches gehört, dass auch der Gebrauchende zum Stile passt, dass der Stil der Objekte ein Per-
sönlichkeitsausdruck dessen ist, der sich ihrer bedient. In diesem Sinne sollte man das Wort zu 
Ehren bringen.” 
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is that the article, again, deals with books, and not with periodicals, indicating a shift in 

Bierbaum’s thinking about the question of periodical design.  

Yet, it allows us to posit that in order for a periodical to be in synch with the style of its 

readers, they can, in turn, choose from its pages whatever typographic space, or, to use Bierbaum’s 

language, typographic “object” they see fit to match their personal needs. This means, paradoxi-

cally, that the reader, if she sees fit, might well reconstitute the experience of the periodical as that 

of a book, by, for example, engaging it from cover to cover.  

Suffice it to say that with the novel as the quintessential nineteenth century literary genre, 

such a possibility is an entirely reasonable suggestion, for two reasons, which ought to be briefly 

mentioned. The relationship between the novel and the periodical is rather complex in the nine-

teenth century, as many, before they appeared as a unified typographic space in a book, had to be 

actively brought together by the reader of the serial. And indeed Pan, in its first three issues, pub-

lishes three excerpts from Theodor Fontane’s memoirs in just such serialized way, tapping into 

what we might expect to be part of the reading experiences of at least some of its subscribers. The 

other reason is more abstract. Reconstituting the periodical as book can also refer to the fiction of 

an imagined, but coherent world that the typographic unity of a book suggests, but that the peri-

odical, as imagined by Bierbaum and Meier-Graefe, refuses to offer. In this case, the book might 

well be thought of as meta-narrative under which the heterogeneous parts of the periodical could 

be subsumed.  

In order to better understand the variations in Pan’s typographic appearance and layout 

and draw conclusions about possible ways these changes may have affected engagement with the 

periodical, I want to start from a bird’s eye view of the publication, to then work through the dif-

ferent moments of the editorial control, while illustrate those moments with some select examples 

from the various issues.  

If we look at the overall picture of all twenty-one issues, what seems striking, when com-

pared with the reception of Pan, is that between the five years, Pan’s overall structure did, in fact, 
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stay very stable. With the exception of the very first issue, all issues open with a plate15, followed 

by the literary section, bar Pan III, 2, which opens with an essay honoring Böcklin on the occasion 

of his 70th birthday. Pan I, 1 offers a Nietzsche fragment as first piece of literature, and Pan I, 2 

the second installment of Fontane’s memoirs. The remaining nineteen issues bring poetry first, 

followed by other types of literary production. With the exception of Pan II, 2 and III, 1, which 

have musical notes following the literature, all other issues bring the essays. It is here, in the essay 

section, that there is no discernable pattern emerging, as not all types of essays are present in all 

issues. Some may present no writing on applied arts, while others have only essay on art, but 

nothing on either applied arts or literature.  

Another observation at a glance, which corroborates what we already know, and puts it 

into sharper relief, is the prominence of Pan’s second year. While it has an issue less than year I, 

it is bigger overall (by four text pages in total). Its four issues occupy four out of the five top spots 

for issue length, with only issue I, 2, taking spot two, just below II, 2, the most voluminous of all 

the issues. We know that by the end of 1896, after three issues of 1896/97 had already been pro-

duced, it became clear that the association coffers neared depletion. And while it is true that cer-

tain changes had been put in place to save money, after the ouster of the founding editors such as 

reduction in paper variety, the size of the issues of year II went against a logic of saving. To save 

on the variety of paper but buying more of only one sort of still expensive paper may not save 

much in the end.  

Similarly, year II has a higher rate of plates per issue than year I (but a smaller total). It 

was only after year II, with Flaischlen tightening the screws, that the number of plates was 

brought down to under ten on average in order to significantly save money. This is also the mo-

ment at which point advertisements become a regular feature for Pan, indicating a more 

 
15 I have not been able to confirm whether the limited-edition issues of Pan I, 1, may have 

had a plate as an opener. While an unbound issue of the luxury edition at the German Literature 
Archive in Marbach does indeed carry Joseph Sattler’s Pan poster, I cannot say with certainty 
whether that was the case for the other 100 or so limited-edition issues of this number.  
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comprehensive rethinking of the publication’s economic model. While the only major significant 

institutional change within the Pan association occurs already in September 1895, this supposed 

improvement of oversight seems, for a moment at least, to merely transfer power away from the 

editors and into the hands of the editorial committee and the advisory board, which, under the 

guidance of Lichtwark, then proceed to produce their own lavish version of a luxurious art publi-

cation, perhaps not as materially diverse as the first year’s issues, but still coming at a considerable 

cost.  

Years three to five then, as we know, become less expansive. The average number of pages 

for issues across those three years is sixty-eight, whereas the first two years have an average of 

around seventy-eight pages per issue. What is remarkable is the consistency, with the exception 

of the final issue, of these last twelve issues, in terms of length. We can also observe a moment 

when essays on art take precedence over other kinds of essays, which then make an increasing 

return during Pan’s last year, when Kessler rekindles his involvement with the publication after a 

period of distance.  

There is, then, a fundamental structural similarity between all issues of Pan. If we add this 

to the size of the publication, i.e. its measurements of height and width, as well as a certain exclu-

sivity of paper which we have seen remains throughout, Pan shows a degree of consistency higher 

than appears possible given the changes of financial fortunes, changing editorships or the more 

or less prominent involvement by Lichtwark, Kessler, Bode, Seidlitz and Bodenhausen.  

There are other important continuities across all issues of Pan. While the use of custom-

made ornament, for example, especially for the literary contributions decreases over time, here 

as well, we find more consistency, also with the early Pan, than has hitherto been granted. I want 

to therefore turn now to a chronological consideration of the various moments in Pan’s life and 

highlight the significant shifts in layout and typography that occurred during this time. The point 

of this exercise is then to make a case for Pan’s seriality, which is a defining characteristic of a 

periodical, as opposed to the book’s self-contained nature.  
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Putting the emphasis on the serial nature of Pan, and the efforts to maintain this con-

sistency against the slings and arrows of financial misfortune, is not an argument against the ob-

servations about the synthesizing spirit that is apparent at certain moments, especially early on. 

However, these moments are, first of all, not as prevalent as the attention they have been receiving 

might suggest, and second, they have not been considered serially, which, given we are dealing 

with a periodical, seems an important oversight.  

At the same time, layout and typography have distinct features depending on the category 

of text under consideration (poetry is set differently from prose, drama or essays), and those ty-

pographic differentials within any given issue of Pan function within the same material setup. 

This material grounding needs to be taken into account as its metaphorical potential has, until 

this point, not found a place in the consideration of Pan. Such a perspective, I hope to show in 

what follows, might allow us to broaden, or rather specify in more detail, the conceptual sugges-

tions that have been made to grasp the aesthetics of Pan, and with it, the kinds of engagement 

which it might bring forth in those who encounter it.  

 

Year I: Openings, Expressions 

 

The publication and appearance of Pan, as we have learned, was accompanied by some-

thing of a publicity and media campaign. The expectations, when the first issue of the periodical 

was delivered, were, accordingly high. But the reactions were mixed. A feeling of strangeness 

emerged, pointing to a complicated encounter with the publication. This seems to stand in some 

contrast to images of reading, which we encounter in the early Pan.  There is, for example, the 

reproduction of Whistler’s painting of a music room scene in Pan I, 1 (figure 2.3, Harmony in 

Green and Rose, 1860-1861). We see a girl reading, while to her sides are indications of other 

occurrences taking place, namely playing and listening to music, without however being fully re-

solved visually. The visual center and grounding of the image is the girl, who, by virtue of her 
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centrality in the composition, functions as a reflection and model of engagement for viewing the 

painting.  

This modeling of engagement through the reading act is multiplied in an illustrative head 

piece by Joseph Sattler, which appears only in the early Pan.16 It shows a multitude of readers 

holding their newspapers and presumably reading them. Here, the act of reading is framed as a 

paradox, a shared act of solitude, a socialized form of loneliness. What is remarkable about these 

instances of picturing reading in the early Pan is the fact that they ostensibly do not show what I 

would surmise to be a typical engagement with the actual Pan.  

The art patrons and collectors who subscribed to the magazine would neither have read it 

resting casually in their lap (although that is faintly imaginable), nor held it in the way one would 

hold a newspaper, simply because neither the unbound nor the bound versions of Pan would have 

made that a practical undertaking. The binding on the originals is flimsy, allowing for easy dis-

memberment. More importantly, Pan may trigger multiple modes of engagement – reading, look-

ing, touching, handling, as well as hearing and smell – whose potential simultaneity and 

entanglements an illustration or an image or even a series of images cannot easily capture.   

Indeed, if we consider Whistler again, we discover an interwoven structure of senses. The 

girl’s absorption in the book is simultaneous to the act of listening, which the woman on the right, 

captured in a somewhat undecided position, is engaged in. The women in the mirror reflection on 

the left, meanwhile, is the source of the music, even though her piano playing can only be deduced 

from her apparent seated position and bodily posture. While it is true that the girl reading remains 

the central focus of the image, she is surrounded by an intricate configuration of textures, 

 
16 Sattler, who occupies a unique position amongst the illustrators of the period, by virtue 

of his darkly fantastical style between Neo-Gothic and Neo-Renaissance, is well represented in 
the early Pan. Jessen’s article on Ex-Libri is illustrated with three actual Sattler examples 
(amongst which that of Kessler), pasted onto empty pages. Pan I, 2 brings a page from his book 
on the Anabaptist uprising. He is also present with half a dozen or so illustrations. The only one 
of those to survive the Meier-Graefe/Bierbaum era is the head piece he designed for the Kun-
stgewerbe rubric. Beyond that, his dark vision is being replaced with the more Arcadian vision of 
Ludwig von Hofmann, who provides many illustrations for the remaining issues.   
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reflections, surface effects, and other signs of absorption, such as the tilted heads of the two 

women. And yet, the relationship between the girl’s engagement with the book and all that sur-

rounds her seems one of remoteness.  

Differing modes of engagement in this picture seem to be available, but rather than to 

coalesce or interpenetrate, they seem to coexist, with the engagement of the book a centralized, 

focused engagement, and the playing and listening to music a more peripheral and porous activ-

ity, which is both external and internal. The lady in black, through her dress and gloves, occupies 

a liminal position between the outside and inside. If the girl represents an inwardness, associated 

with reading, the standing woman, in her alerted attentiveness, not only represents externality 

and openness, but she thus complements the girl reading. The painting thus proposes a simulta-

neity of distinct modes of engagement.     

If we take the reproduction of this painting in Pan I, 1 as programmatic, then what it offers 

is an indication of possible modes of engagement, without prescribing any particular one. What it 

thus does is to show how a work can concern itself above all with its own reception by building a 

web of reflections and construing a self-enclosed space, whose exterior is only figured indirectly, 

be it by the indirect light, the clothes, or, metaphorically, by the cut off images with their golden 

frames. But figured it is, nevertheless. 

A few pages into Pan, then, we have a mode of text and image relationship which is not 

constrained to a single page but extends across pages and whose resonances bleed into the next 

ones. The text, Sommertod by Johannes Schlaf, into which this plate is inserted contains, on the 

page facing the plate, descriptions of visionary experiences: “All secrets reveal themselves, all con-

tradictions are resolved in them. realizations are opening up; certainties about highest and last 

things, immediate knowledge, insights like those experienced by the first blood witnesses of Chris-

tendom.”17 This is, in some ways, a literal description of what is going to happen to the reader by 

 
17 “Alle Geheimnisse entschleiern sich, alle Widersprüche lösen sich in Ihnen. Erkennt-

nisse thun sich auf; Gewissheiten über die höchsten und letzten Dinge, umittelbare Gewissheiten; 
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the time she is done with the page, for at this point, the image is still protected by its Japanese 

tissue paper. But before she will lift the paper, if she has not done so already, she will read about 

the narrator sitting at the piano, playing a few accords, culminating in his exclamation: “Unity! 

Infinity! One!”18 The expression of a feeling of cosmological unity is then followed by the appari-

tion of a white female figure, floating above the earth. Schlaf plays on the contrast of the dark 

night with much brightness, flashes of light, the bright moonlight and the stars. Cosmological 

unity is therefore followed by a visual Manicheism of black and white, in turn itself expressed by 

the somewhat gothic appearance of the text itself, set in blackletter, with a dark lily ornament 

separating the columns, framed by the generous white Pan margins. The black and white tension 

is also present in the image, the girl wearing white, the lady standing being decked out entirely in 

black. And while the rest of the painting loses its colors in translation, the black and white contrast 

reproduces well. Typography, text, music, plate, paper thus come together here, interpenetrate 

each other. This is neither the failure that Thamer describes, nor could such interpenetration be 

reduced to an aesthetics of the self-containment, which Trilcke see in Pan. Rather, the editors of 

Pan stage here a transmedial encounter – various media appear in and through each other – and 

do so with the tools and genre conventions available to printed matter: typography, layout, repro-

duction, seriality.  

As can be seen from this one example Pan I, 1 is an issue with a very high degree of seman-

tic richness. And indeed, in its experimental and varied use of paper, layout and typography, it 

remains a singular achievement. The issue opens with an unpublished fragment from Nietzsche's 

Thus spoke Zarathustra (figure 3.5).19 It is followed on the next fifteen pages by seven poems of 

 
Einsichten wie sie dem religiösen Wahnsinn der ersten Blutzeugen des Christentums vergönnt 
waren.” 

18 “To hen kai Pan! To Apeiron! I!” This references ideas of cosmological unity and expan-
sion dating back to pre-Socratic philosophy, where ideas of two antagonistic forces as originators 
of the world can also be found.    

19 It was Bierbaum who obtained the fragment from Elisabeth Förster-Nietzsche in 1894, 
as surviving letters in the Nietzsche Archive show. The fragment is taken from an 1883 Nietzsche 
notebook, whose facsimile will be going public in the near future. It can be seen at 
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varying length, two of which are in French, of which one, Mallarmé’s famously obscure Sonnet (A 

la nue accablante), is reproduced in facsimile handwriting (figure 3.6). Then we find the novella 

by Johannes Schlaf, which is the only longer piece of fiction in the issue. The first excerpt of Fon-

tane’s memoir rounds out the literary section. This is followed by Seidlitz’ two-page reflection on 

the “The Rough in Art,” which he associates with the Germanic and which is accordingly set in a 

heavy black latter type and illustrated with images by Dürer. It is printed on a recto and verso. It 

functions therefore as a hinge between the literary section and the applied arts section that fol-

lows, which is announced by an illustrated headpiece by Joseph Sattler (figure 3.7), showing four 

artisans practicing their different crafts behind the word Kunstgewerbe, rendered by negative 

spaces in the drawing. This section consists of two essays, Bode’s musings on the proper design of 

a periodical and Lichtwark’s essay on the rediscovery of the medal. Two more sections, set in 

smaller type, round out the issue. The first is not given a rubric name – but illustrated with Sat-

tler’s reading figures head piece – and starts with the editors’ response to Bode’s essay. It is thus 

of the previous section, but also set apart from it typographically and aligned with the smaller 

pieces on artistic developments in Paris, Munich and Florence that follow it. The Notes section 

contains snippets of news, more akin to a newsticker: appointments, exhibition dates, new litera-

ture on art, auctions, bibliophilic publications, etc.  

The question of type, so essential to the opposing visions between Bode and Bierbaum and 

Meier-Graefe, is being addressed, as we have just seen with the text of Schlaf, in the early Pan by 

employing it for its expressive potential. There are almost as many typefaces as there are literary 

contributions. In total, the first issue counts eleven typefaces, including cursive and hand-drawn 

letters, five of which are different types of black-letter type. The second issue already shows a 

marked decline, down to five, while the third goes up to eight. By the beginning of year II, it is 

 
www.nietzschesource.org/DFGA/Z-I-4,131et132). It is not clear how the text, which in the note-
book is sequenced differently, obtained the form that appears in the text, i.e. whether it was edited 
by Förster-Nietzsche herself or by Bierbaum. I thank Paolo D’Ioro for providing me access to the 
digital facsimile.  
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down to around three, after which its typographic diversity is reduced to the use of italics in a 

number of poems. Black-letter completely disappears and Bode’s idea of a unified typography is 

followed. 

The question as to how to achieve unity in diversity, especially with a high number of types, 

is answered, then, in the first issue in a very unique way, which does make that issue in particular 

an outlier, but also a singular achievement. I have already pointed to the texture which not only 

arises from the interplay between text and image, but which is literally embodied by a variety of 

paper types. The relationship between paper and ink, between the black foreground and the white 

background is being mobilized a multitude of ways and is used to indicate textually or visually 

other dichotomies such as solidity (Cassandra’s white marble against a black background) and 

effervescence (Mallarmé’s sonnet), between light and dark, between the dawn of a new age and 

the demise of an old one (Liliencron, dreaming, witnesses Christ’s crucifixion).  

This metaphorical texture emerges out of texts that are visionary, incantatory or ecstatic. 

They are songs, hymns, and dances. (We know that Dehmel’s Trinklied was being recited, in ac-

tuality, at the Black Piglet.) As such, these texts, on top of being poetry in the first place, with its 

roots in orality, have a very strong aural character to them. They are voices – even Fontane telling 

his life – that come together, given expression through their respective typefaces.  

Structurally, if not also thematically, one might argue that this first issue is an homage to 

Nietzsche’s Thus spoke Zarathustra: A Book for All and None, an unpublished fragment of which 

graces Pan’s very first page, in which the king makes way for Zarathustra, as he realizes that the 

people have been waiting for Zarathustra. Opening with a fragment might be an indication that 

the publication that follows is not meant to be engaged as a traditional book. (This is all the more 

the case if we know that the fragment was taken from one of Nietzsche’s notebooks, which the 

philosopher tended to fill beginning at the back, working his way toward the front.20) While 

 
20 The ongoing cooperation between Pan and Elisabeth Förster-Nietzsche, which will then 

lead to Harry Graf Kessler’s involvement and the foundation of the Nietzsche Archive, can be 
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speculative, the presence in particular of the two texts referred to as dances, which are space apart, 

could be considered a nod to the structure of Nietzsche’s book itself, which is not only punctuated 

by dances, but was published in intervals, and is episodic in nature. Since Nietzsche’s Zarathustra 

itself has revelatory character and engages the Bible, if mockingly, Pan inscribes itself automati-

cally in genealogy of books with distinct cumulative and composite character, thereby pushing the 

doors wide open in regard to the question of not of what kind of object Pan is and how one might 

need to engage it. With the Bible in the mix, questions of recitation, display, ritual, but also of the 

tradition of manuscript books, the invention of printing, and incunabula become of interest.  

A point that the first issue shares with the second as well with the following issues of Pan, 

pointing toward consistency in some typographic aspects of the publications is the layout imple-

mented for the essay section. Irrespective of essays being illustrated internally, they have, if not 

an illustration or a decorative tail piece at the end (sometimes they just end with the author’s 

name), at least an illustration or decorative element at their beginning. Sometimes, when no ad-

equate illustration is available, the Hofmann head piece Rundschau, which takes up a third of a 

page, has been used. This also indicates the presence of this rubric marker was somewhat erratic. 

The Rundschau headpiece is entirely missing from the last six issues, for example. (The last time 

the Kunstgewerbe head piece is used is in Pan III, 2.) The framing of the essays by way of orna-

ment or illustrations will slowly give way around half way into Pan’s life to a different, much more 

typographically page design, which does entirely away with ornament.  

What does not however change is the use of plates and their deliberate insertion into the 

overall structure of the issues. Even at its most accomplished, as for example in Pan II, 1, which 

is by some standards the entire periodical’s most fully realized issue – and Kessler certainly is very 

proud of it, the plates are no afterthought to the engagement with the periodical. To the contrary, 

 
considered the starting point of the public Nietzsche cult, which has been researched extensively. 
It is therefore not entirely clear to me whether Nietzsche’s notebook practice (back to front) was 
common knowledge.  
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they are fundamental in Pan’s negotiation of the tension between periodical and book-form, as 

they are an integral structuring device, marking either the end or the beginning of a new text. They 

do not always illustrate what has become before or after. In certain cases, they belong to a group 

of plates by the same artist (Menzel, Klinger), or the same school (Neo-impressionism), thus an-

choring the overall issue. Other times, especially with the many plates of landscapes we find across 

all five years, their effect is more atmospheric, but certainly also fulfilling the function of pause 

and rest, picking up on traditions of picturesque book illustration, only that the landscapes we 

find here are impressionist, post-impressionist, or symbolist. Another frequent type of plate are 

portraits, executed in various techniques. Thus, Hans Olde’s famous Nietzsche portrait (figure 

3.9), after the photographs he took of the ill philosopher, a commission arranged for by Kessler, 

first appears in Pan’s last issue, echoing the periodical’s first issue.21 I will discuss the plates and 

illustrations with objects separately in the next chapter. In short, plates are, from the beginning 

to the end, used to create rhythms and flows as well as coherence within issues. Compared to the 

popular illustrated periodicals, these text and image relationships are decidedly more contempla-

tive. 

Yet, Pan I, 2 does stand out against all other Pan issues as it is the only one in which Meier-

Grafe and Bierbaum are able to fully implement their vision of the periodical. The hot red cover 

is only the most apparent sign of this. It is telling though. While the first issue may be considered 

a formally and aesthetically coherent issue, the second issue does away with such strong coher-

ence. While it opens with a plate, as will every single Pan issue after thereafter, its first piece of 

literature is not poetry, but rather the second installment of Fontane’s memoirs, in a clear and 

unmistakable marking of the periodical’s own seriality. As at the time of the planning of Pan I, 2 

 
21 This image became one of the lasting representations of the philosopher. For a detailed 

account of how this image came to be realized and its legacy, see, Hildegard Gantner-Schlee, “Das 
Nietzsche-Bildnis von Hans Olde,” Basler Zeitschrift für Geschichte und Altertumskunde 70 
(1970): 209-217. The article also carries some of the photographs Olde took on which he then 
based his portrait. It can be viewed at https://www.e-periodica.ch/cntmng?pid=bzg-
002:1970:70::428.   
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it had not yet been decided to stick to a quarterly rhythm for the appearance of the publication, 

thus finalizing its decidedly more distant stance from the more mundane comings and goings of 

the world of literature and art, this issue still carries all of that, in the spirit in which Meier-Graefe 

and Bierbaum really saw their periodical. It is best expressed in the lengthy sections at the end of 

the issue.  

After its essays, the issue brings the rather worldly reports from its various correspond-

ents, including a report from the German northwest by Alfred Lichtwark. A look at the overall 

structure of the issue shows that both these sections together take up about a third of it. They are 

written, especially Dehmel’s report from Berlin, in a rather personal tone, adding personality to 

the various reports, in turn creating a multiplicity of voices, which in this case is all rendered in 

the same type. This engaged, we might say, contemporary tone of the writing, engaging current 

affairs, thus creates a distinct break within the issue between the literary section and the rather 

newsier section at the end. Other periodicals, especially the more specialized arts and crafts peri-

odicals I will turn to in the next chapter, have sometimes opted to in fact publish a separate, ma-

terially less durable and typographically lesser Beiblatt  (supplement). We can only speculate what 

direction Pan would have taken, but this may well have been an option.  

Here, another consideration of the Sattler headpiece for the notes section is warranted as 

well. We have remarked how the publications the figures are holding look rather more ephemeral 

than Pan does in actuality. Given the nature of the notices section, we can see now that the head-

piece thus rather is a reflection of the section’s content’s relationship to time. As if to underline 

the multiple temporalities and indeed multiple standpoints, not least geographical, of the issue’s 

contributors, the notes section includes, on three consecutive pages, reproduced photographs of 

three other viewpoints of the sculpture, whose reproduction, as heliogravure, opens the issue. This 

then is a framing of the whole issue that while marking a certain completeness also marks the 

issue’s multiplicity and diversity.  
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The diversity of viewpoints is most palpable in the tension that can be gauged between the 

essay that Alfred Lichtwark writes as the first entry in the essay section and the entire idea of the 

foreign correspondents as it is actualized a few pages further on. In the essay Lichtwark presents 

his idea of a plan for the periodical which ought to be focused on producing issues highlighting 

the various economic centers of Germany and their art production. He closes his nationally ori-

ented article with the following:  

If we want art it has to be German art, art realizable in Germany, not English, French, or 
in England or France realizable art. And German art is dependent on the conditions, under 
which we live. For the time being, there cannot exist for us a unitary, cosmopolitan art, a 
healthy art can only flourish in Germany if it finds its home in the ancient tribal capitals.22  
 
Where the first issue had its debate on the appearance of the periodical, the second issue 

has two opposing views on the direction which the periodical should go, which in turn is tied up 

with its specific engagement of its seriality. While Lichtwark, in this article, refrains from stepping 

into the Ausstattungsfrage, he proposes a different kind of coherence, namely a geographical one, 

although the use of Stammeshauptstädte make explicit reference to a tribalistic view as the foun-

dation of the German nation, which should be nurtured. Of course, for Meier-Graefe and 

Bierbaum, such divisions are meaningless. And thus, Lichtwark’s own report from Hamburg ap-

pears a alongside reports from Berlin, Paris, Brussels, and even Portugal.  

The last observation that needs to be made relates to a small notice at the very end of the 

notices section, just above a squared vignette by Vallotton, in which a black and white cat circle 

each other on a tiled black and white floor, and which reads: “Loosely inserted into the issue you 

will find an advertisement of Bing’s salon ART NOUVEAU, of LOBETANZ, and of 

 
22 Alfred Lichtwark, “Zur Einführung, ” Pan I, 2: 97-100, here 100: “Wenn wir Kunst wol-

len muss deutsche Kunst, in Deutschland mögliche Kunst sein, nicht englische, französische oder 
in England und Frankreich mögliche. Und deutsche Kunst ist abhängig von den Bedingungen, 
unter denen wir leben. Vorläufig kann es bei uns eine einheitliche, hauptstädtische Kunst nicht 
geben, gesund kann in Deutschland die Kunst nur gedeihen, wenn sie eine Heimath in den alten 
Stammeshauptstädten findet.” 
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LEBENSBLÄTTER, and a membership directory of the PAN association.”23 And indeed, a simple 

advertisement, printed in black and red, can be found (figure 3.10). It is remarkable as it declares 

itself as an avis aux artistes et artisans – a note to artists and artisans, and is a call for submis-

sions for “art works that manifest a personal conception in line with the modern spirit.”24 Besides 

the ad’s apparent address to producers, it is its very presence that is noteworthy. We remember 

that Bierbaum in particular had not wanted his periodical to be in any way compromised by mer-

cantile interests. While it is not clear whether they received money for this advertisement, that is 

insofar insignificant as its presence alone indicates a degree of openness to the art market, with 

such a separate, merely ‘inserted’ ad taking on the liminal position of the mediator, allowing for 

the periodical to maintain its non-commercial appearance, while allowing for some engagement 

with the market anyway. The address to the artists can then be seen as another indication of the 

general stance toward the world of applied arts, which I will be discussing in more detail in the 

next chapter.  

This openness is, naturally, present in the notices section, which, rather conventionally if 

compared to other periodicals, reports on new books, auctions, limited edition publications etc. 

Indeed, Sattler’s plate in the issue is taken out of a recent publication of an artist book of his, 

which is also mentioned in the notices section. While not quite an advertisement per se, it cer-

tainly is one of the more apparent instances pointing to the network of artists, dealers, publishers, 

gallerists that Pan always operated in. In other words, Meier-Graefe and Bierbaum did practice, 

in this issue most forcefully, a form of periodical publishing as a gateway to the actuality of the 

different arts it published on its pages. The world of art production thus bleeds into periodical, 

just as the periodical impacts its own field, that of printing and bookmaking.  

 
23 “Lose liegt den Heften bei eine Anzeige des Bing’schen Salons L’ART NOUVEAU, des 

LOBETANZ, und der LEBENSBLAETTER, und ein Verzeichnis der Mitglieder der Genossen-
schaft PAN.” 

24 “oeuvres d’art qui manifesterons une conception personelle en accord avec l’esprit mo-
derne.”  
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I now want to turn to three pages from Pan I, 3, to deal specifically with a particular type 

of page we find during year I up to around 5 times per issue, but in year II, only once in each issue, 

and thereafter about two times in total, for a grand total of about thirty times in five years, that is 

about two percent of the total of 1,516 text pages. (Although that calculation merely wants to show 

the relation to the total volume. Not all of these pages in question are counted as ‘text’ page, as 

some of them are lithographs or etchings with letterpress.) I am referring to the kinds of page that 

we encounter in the discussions of Pan’s relationship to the total work of art, where text and image 

are intensely interwoven.  

If we look then at these three pages taken from Pan’s third issue, a visual affinity between 

them asserts itself even though we might not be able to pinpoint the underlying factors right away. 

If we were to begin by reading the three texts, we would easily detect some overriding themes and 

a common lexical field, namely lightness, darkness and colors. Le Sommet, a sonnet by Fernand 

Khnopff, which Thamer has hailed as one of the few examples of a real total work of art in Pan, is 

composed and reproduced in French (figure 3.11). Khnopff not only illustrated, but also lettered 

it by hand, rendering it in delicate and elegant letters. The typographic texture they create is ech-

oed by the rarefied word “guipure,” which refers to a type of handmade lace, in which ornamental 

motifs are connected with bars rather than mesh. By thus foregrounding the graphic affinity be-

tween his drawing, set atop the poem in a rectangular box, and the typography by drawing both, 

the text became irreproducible in letterpress. The whole could be reproduced as a collotype how-

ever, turning the writing, technically at least, into a mechanically reproduced photographic image. 

Indeed, the absence of a page number can be explained by the fact that the ensemble is listed as a 

plate in the issue’s table of contents and is not counted towards the continuous pages. In that 

regard at least, it appears to be an interruption of sorts. In line with the early Pan’s strong Nie-

tzschean bend, the text itself is a hyperbolic description of a snowy mountain top (illustrated by 

an image of the Matterhorn, one of the highest and most difficult to climb mountains in the Alps, 
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alongside a frontal portrait of a woman), its rigid, glacial obduracy and the play of light and colors 

between clouds, snow, sky and the stars.  

With the second text, Sommerstrophe (figure 3.12), we not only move from the glacial 

temperatures of the Matterhorn to the heat of late summer, but we also descend from the moun-

tain top to the lands below (again echoing, perhaps, Nietzsche and his Zarathustra). With six lines 

and three rhymes (AAB, CCB), it is short and offers a mere sketch of a scene, evoking in both an 

elliptic and hyperbolic fashion and – in this order – the bright sun, a field, harvest day, burning 

colors, two sheaves, and happiness laying in the narrator’s arms. The text, arranged underneath 

title and author’s name in two airy columns with three verses each, is set in a rectangular box, 

which is inserted into and appears to hover in the upper half of a near square illustration of a field, 

itself boxed in by a double lined frame and thus set against the remaining expanse of empty space 

of the page. Two sheaves in the image’s foreground lean against each other in an anthropomor-

phizing embrace and the sun is peaking through, wedged between and behind the text box and 

the wheat field. All of this is rendered with an overwhelming, excessive amount of near parallel 

lines, creating an optical effect, a visual instability akin to the flickering heat of a hot summer day, 

if not pointing towards the doubt one might have in such circumstances whether what one sees is 

real or imagined. In a further optical twist, the color of the paper printing ground appears differ-

entiated between sun, text box, and empty space of the page, visually and materially picking up 

on the theme of this, but also the preceding text. On two consecutive, and hence superimposed 

rectos (the sonnet is a plate with an empty verso) the color of sheer paper has taken on different 

but related guises, from indicating snow and its reflections it has taken on the appearance of light 

itself.  

As we move to the third text (figure 3.13), we realize reading it that it is set just as the sun 

is setting, beginning with “Last brightness of the day adorns the sky… ”25 The reader-viewer’s time 

 
25 Gustav Kühl, “Capriccio,” Pan I, 3: 154: “Letzte Tageshelle schmückt den Himmel...” 
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of sequential engagement with the three pages is thus mirrored through the times of the day, with 

alternating intensities of light. As it is, the border illustration framing the Capriccio, as the text 

by Gustav Kühl is called, is much heavier on ink with its starkly black lily leaves, giving the whole 

page a more somber mood, which in turn is picked up in the text with the reference to “a few 

faintly dark clouds.”26 It continues with a pair of butterflies that happily engages in mating rituals 

and while they do so the moon appears and “an army of countless stars” shines forth in the dark-

ness of the night, seemingly bringing to a close this sequence of three distinct, but semantically 

interwoven texts. And indeed, even though the first is a complete sonnet, the second one is only a 

single stanza, a fragment of a poem, functioning as a pivot between the crystalline hardness of the 

mountain conjured in the sonnet and the light hearted touch of the capriccio, a miniature prose 

fantasy, in which the sinuous, careless dance of the butterflies echoes the meandering lines of the 

flower ornament, and scents and air and stars create an atmospheric lightness.  

As if these three were not enough of a semantic fabric, the following plate, which forms a 

spread with the capriccio, reproduces a landscape painting with brooding clouds and a menacing 

indeterminate light, indicating dusk (figure 3.14). And it continues. The long text following the 

plate, Liv by Sigbjoern Obstfelder, begins with this sentence: “There exist in big cities dark cor-

ners, streets off the beaten track with strange names: names which intimate the twilight of life, 

where things are happening that not even books know about.”27 The times of the day align with 

the rhythms of life and a new layer of meaning shifts what has just been read and seen and expe-

rienced into yet another dimension, while continuing to question the reliability of our sensory 

apprehension of the world.  

Looking at the entire third issue of Pan, the last that Bierbaum and Meier-Graefe designed, 

published after they had been fired, we realize that these pages I have just presented are part of a 

 
26 Ibid.: “...ein paar schwachdunkle Wolken...” 
27 “Es giebt in großen Städten dunkle Winkel, abseits gelegene Strassen mit sonderbaren 

Namen: Namen die Ahnungen erwecken von einer Dämmerung des Lebens wo Manches vorgeht, 
das nicht einmal Bücher kennen.” 
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larger construction, where resonances abound, be it textually or visually. In line with the con-

struction of a material meta-texture, by choreographing a variety of different paper types, 

Bierbaum and Meier-Graefe extend here the semantic fabric to the entire issue, bringing together 

a reproduction of a Nietzsche portrait as its opening page, decorative tapestries by Munther, whale 

bone inspired Nordic architecture, the paintings of Besnard and Segantini, the illustrations of 

Sandys, as well as a scandalous color lithograph of a lady of the Parisian cabaret by Toulouse-

Lautrec, and not least the third installment of Fontane’s memoirs. Matter and meaning are being 

sutured into a complex web of resonances, providing itself the various metaphors one could use 

to describe it: architecture, tapestry, portrait etc.  

There is yet another dimension to these three pages in particular, which for the purpose 

of this chapter and dissertation, with its remit of Pan within the arts and crafts movement, should 

not go unmentioned. While continuity is constructed within the issue and across issues, and nar-

rated time and time of engagement are put in dialogue, there are also other, historical as well as 

material dimensions of time that are put in play with a page such as Bierbaum’s Sommerstrophe. 

Bibliophiles with a thorough knowledge of book history might have taken up the transhistorical 

resonances, but they are subtle. In this particular case, I would argue that a historical inspiration, 

if not model, is to be found in emblem books, which first appeared in the first half of the sixteenth 

century and were a particularly popular publishing genre in Germany. 

Emblems are composites made of images, a motto and explicatory text. This is not the 

moment to delve deeper into possible similarities between them and Pan, and to what extent this 

historical echo was deliberate must remain a matter of speculation as I have not come across any 

explicit supporting evidence. What is important for our assessment of these pages and their past 

considerations, are two of the emblem’s defining characteristics. First, it fits onto a single page. 

Secondly, emblems often were riddles, as the relationship between the various elements was not 

immediately apparent and could only be understood if references were properly acknowledged 

and understood. Meaning, in other words, was not readily available. It emerges from an 
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engagement with the triangulation of meaning in an emblem, with or without historical reference. 

Such a form of combinatorics, we might even say play, opens up a historical as well as a material 

dimension to Pan’s periodical form, which I propose we should work to integrate into our under-

standing of Pan’s seriality. This way, we can do justice to the early Pan’s deeply bibliophile, if not 

bibliographic character. 

The first year’s last issue, its fifth opens with a plate of a painting by Max Klinger, begins 

with poetry, followed by a lengthy story by Cäsar Flaischlen, followed by two more poems. The 

section is followed by two essays on contemporary theater (“The Berlin Theaters in the Winter of 

1895/1896” and “The Delight of Drama”), which are separated by another poem. On its heels, we 

find an essay by Alfred Lichtwark meant as an answer to questions his essay on the rediscovery of 

the medal had raised, which had appeared in Pan I, 1 and Pan I, 2. This return of the topic in the 

year’s last issue in the guise of a “response” is thus another marker of completeness for the first 

volume of the periodical, while also reflecting the temporality of the public debate which it is thus 

documenting. In a slight of hand, it thus also highlights the publication’s impact, positioning it as 

an agent in the public sphere, and not merely an inward-looking, self-contained publication. 

While impact and agency of a publication do not necessitate formal completeness, the closure 

which is editorially marked by the inclusion of Lichtwark’s text is underlined furthermore by its 

typography. It is the same stately single column with which the original articles had been pub-

lished. Unlike the first issue however, the text is not included in the applied arts section of the 

periodical, but immediately precedes it. This may be due to a lack of space for the Kunstgewerbe 

head piece in the Lichtwark article. It may also be a more deliberate act to elevate the position of 

the medailleur from mere applied artist to full blown artist, which is what Lichtwark is describing 

in his text. In it, he reconsiders his conversations with the eminent French medal makers of the 

time, such as Roty, and describes their artistic procedures.  

For Lichtwark, a medailleur is perhaps the most complete type of artist as he lays out how 

he needs to be at the same time a poet, a painter, and a sculptor before he can even start to work 
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on the reliefs from which the medals will be made. The medal, he says, “is as much the labor of a 

painter as it is that of the sculptor.”28 This is insofar relevant for our consideration of the structure 

of the magazine as there can be no doubt that the idea of artistic completeness is pervasive during 

these years, where what matters is the creative act itself, above all. But it manifests itself in many 

different ways. Lichtwark goes as far as to describe the way some of the medailleurs use live mod-

els to try out drapery and their effects, adding an element of stage setting and theatricality to the 

process of medal making. The medal, in other words, emerges here as a model of deeply enmeshed 

image and text relationships very close to the emblematic model we have encountered previously. 

Again, the layout of the page reinforces this interpretation, while also, by virtue of sequencing, 

introducing an element of time, and given Lichtwark’s inclinations, perhaps an element of didac-

ticism. 

Just as the text layers the different stages of the conception and execution of a medal one 

upon the other, so the layout mimics the process as well. The first page of the essay is essentially 

a direct quotation of the first page of the first medal essay in Pan I, 1, to help the reader-viewer to 

situate herself in the present by way of past experience. Turning the page, she encounters on the 

left the reproduction of a drawing with four lines of text above and five below the image. On the 

right, a plate in inserted with only the reproduction of a preparatory drawing for a medal. Text – 

idea and concept – is thus followed by drawing, requiring the painterly side of the artist, followed, 

if we turn the plate, by a more equal distribution of text and image. The top left and lower right 

corners have reproductions of drapery studies, referencing the moment of theatricality mentioned 

earlier, while the text flows from the upper right to the lower left. Here reading habits are inversed, 

since the images take the position of where, for easy of reading, one might otherwise have found 

the text, in line with Western reading habits. The reading and viewing axis are thus inversed, but 

also superimposed so as to cross, therefore interlocking and entangling the visual and textual 

 
28 “Sie ist ebenso sehr die Arbeit des Malers wie des Bildhauers.” 
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layers of the page into an ever-denser semantic fabric. And indeed, if our reader-viewer turns the 

page once more, she will be reminded of the first medal essay, where, just like in this page, the 

finished medal, photomechanically reproduced in all its dense materiality, has become the center 

of the page, framed by but also interrupting the text. A symmetrical, concentric mise-en-page be-

comes thus the typographic equivalent of the medal, with its totalizing aspirations. The parallel-

ism opened up here between the visual and material appearance of two forms of applied art thus 

extends the narrative of the artistic process of the one to the other. Medal-making and printing, 

which are of course related by technical procedures – matrices, casting, etc. – are thus both pre-

sented as complete art forms, requiring a holistic outlook not only on one’s craft, but equally on 

the world at large. Lichtwark speaks of “the philosophical” aspects.  

At the end of the final issue of year I, we find a table of contents for the entire volume, 

without a separate table for the issue’s own contents. This decision caps a year of experiments in 

this regard. The first issue, self-contained as it was, did not have any kind of systematic overview 

that would have helped finding specific contributions. All it provided was a comprehensive list of 

contributions on its inside fold-out front cover, giving an idea of the overall mixture of things, but 

no sense of how these elements would have related to each other or in what sequence they would 

appear (figure 3.15). Issues I, 2 and I, 3 both have a half page (figures 3.15-3.16), stuck away on 

their last page, like an afterthought, and not necessarily immediately identifiable, since they are 

not visually or structurally set apart in any significant form. These lists also avoid the common 

Inhaltsverzeichnis, i.e. table of contents, and instead offer Reihenfolge der Beiträge, or sequence 

of contributions. The avoidance of the term “content” should be considered as an avoidance to 

give the periodical the appearance of a container. Pan is no vessel. Rather, as “contributions” sug-

gest, it is the coming together of various parts, which by necessity are arranged sequentially, but 

should be considered of equal value in the collaborative effort that is Pan. Issue I, 4 does away 

with such philosophical subtleties and presents a single-page, solidly framed table of contents 

(figure 3.18), proposing the exact opposite of the previous issues, self-sufficient containment. 
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Starting in year II, the table of contents follows the same exact model of a detailed, spaciously 

arranged table of contents, with no ornament (except in IV, 2) and no framing devices at all, but 

printed on a recto and unfailingly continued on the verso (figures 3.19-3.20). It is as simple as it 

is effective. This setting and layout tells the reader that not only can the content not be contained 

and has to flow over, but it also tells the reader that in order for her to grasp this excess, page 

turning will be necessary, and the hands will have to come into play, and reading may not be 

sufficient a mode to access all that Pan has to offer. 

 

Year II: Thematic Cohesion, Classical Elegance 

 

As Lichtwark’s medals essays framed Pan’s first year, his plan for the direction of the pe-

riodical, laid out in Pan I, 2 and Pan I, 3, with a focus on the Stammeshauptstädte, became the 

overarching thematic structure of the four Pan issues of 1896-1897, all the while the periodical 

continued to produce sizeable issues. The regional centers around which they were organized were 

Berlin (II, 1), Dresden (II,  2), which is where von Seidlitz was in charge of the museum collections, 

Munich (II, 3) and lastly Hamburg (II, 4), which was of course where Lichtwark was the director 

of the Kunsthalle. At the same time, the idea that had been floated to publish a separate issue for 

the art of other countries was shelved and instead, the focus issues were expanded by sections on 

foreign art. The Berlin issue thus contained articles about French poetry, the Dresden and Munich 

issues were completed by including texts on or by Scandinavian artists, and the Hamburg issue 

nodded to that city’s maritime and trading history by including texts on English and American 

applied art, in particular book design.  

While in Pan I, we were able to observe gestures towards emblematic models of mise-en-

page or the association of artistry of the page with that of the medal, the need to reduce printing 

costs began to slowly alter the way pages were able to be set and printed. Beginning with Pan II, 

1 nearly all texts, including poems, were set in the same Baroque Antiqua type, introduced in 
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chapter 1. While custom drawn letters had disappeared quickly within the first year, black letter 

type had been in use till Pan I, 5 and only stopped thereafter. 

The one notable exception to this new Antiqua-only policy is the first poem of the second 

year’s first issue, “On the Dome of the Müggelberge (Vision of the Semnones)” by Theodor Fon-

tane, set in black letter (figure 3.21). In it, he describes how he crosses the Müggelsee to climb the 

Müggelberge, a chain of sandy and wooded hills in South East Berlin. This passage across the lake 

doubles as a portal into the past as he then begins to describe a historical vision, referencing still 

in the first stanza the holy sites of the Semnones which he now, arrived at the top of the hill, 

occupies. The Semnones were an ancient German tribe, mentioned in Tacitus, who also references 

their sacred grove, which Fontane is ostensibly referencing as well. While their exact settlement 

area remains a matter of dispute, it would seem that Fontane, by locating the Semnones in the 

Müggelberge, took inspiration from a painting by Carl Blechen, Camp of the Semnones at 

Müggelsee – which only survives in the form of a preliminary sketch (figure 3.22), whose natural 

setting strongly resembles the top of the hills.  

This connection would also be supported by the fact that what Fontane describes subse-

quently in his poem is in fact the movement of the people, which he construes around the move-

ment of the waterway, thus inscribing Germanic ethnicity into the landscape of the Marsh, while 

what he ostensibly seeing are Berliners enjoying their spare time in what was developing into a 

getaway area for city dwellers.29  

The ekphrastic element of the text is visually enhanced by the illustrations (figure 3.21) by 

Walter Leistikow framing the poem at the top and the bottom. Leistikow’s contemporaneous 

lakescapes from various lakes in and around Berlin often figured silhouette-like trees. The page 

 
29 The leisure outing of Berliners in the city’s suburbs is a theme that also comes up in the 

Stechlin, with an episode involving such an outing along the river. The Stechlin, which Fontane 
would have been working on when this poem was published in Pan, appeared for the first time in 
serialized form in the illustrated periodical Über Land und Meer in 1897/1898, and would appear 
in bookform with F. Fontane in October 1898, shortly after Fontane’s in September 1898. 
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thus offers a palimpsestic impression of the Müggelberge, which is mythical, art historical and 

contemporaneous.  

The Berlin issue therefore opens with the coming together of three artists who made the 

representation of the Marsh a central concern of their life’s work. Add to this the choice of the 

black letter type and this regional tradition is typographically inflected with a nationalist tone. 

What is more, however, and what explains the use of black letter here against the financial imper-

ative of spending less on printing, is the fact that it marks continuity from the previous year, where 

all of Fontane’s texts were set in black letter. The plate that precedes the poem—a heliogravure of 

a Fontane portrait by Max Liebermann—elevates the presence of the poem and the associations it 

conjures up into a celebration. Given that Pan II, 1 was the first Pan issue that Fontane’s son 

Friedrich Fontane officially published through his publishing house F. Fontane, this celebration 

might also mark and indeed announce this transition. Since 1896 was the year Friedrich published 

his father’s Effie Briest in book form (in blackletter), a commercial, advertising interest might also 

be in play here, without necessarily taking the form of advertisement, a publishing format I will 

return to in a short while.  

Nevertheless, already this page portends changes which would prove lasting for the re-

mainder of Pan’s existence. The semantic richness of the single page, which is celebrated here, 

perhaps in memoriam of the earlier Pan, cannot hide the fact the traditional typeface does not 

neatly integrate with the thin lines and generally somewhat lighter and more delicate gesture of 

the illustration. The rift between illustration and text is slight, but the frequency with which such 

integrated pages appear will only become less as Pan progresses. And this development can al-

ready be observed in the second year, where the illustration for the literature, especially, poetry, 

varies between ornament belying its randomness by its apparent disproportionality to the text it 

illustrates and more artistically accomplished ornament.  

While the design of Pan’s pages visibly changes in response to the financial difficulties it 

is experiencing, the trend is not one of diminishment, as has often been claimed. Rather, there 
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are certain indications that at least for a moment, we see the efforts to turn the negative into a 

positive and follow a model of the less is more, making Pan look more like the English Hobby 

Horse for example, which used illustration only sparingly, and made its margins of handmade 

paper become the major adornment of the texts. A similar trend can be observed in certain layout 

choices in Pan II, already beginning in Pan I, 3. But unlike its British counterparts, which re-

mained strongly influenced by a medievalizing aesthetic, the shift toward an aesthetics of less 

resulted in some surprisingly modern looking pages.  

The first indication of this shift appears gradually in the last three issues of year I, where 

there is in a series of essays a visible lowering on the page of the text block without filling the 

growing empty space with illustrations. If we take Carus Sterne’s Walfischstrandungen (“Whale 

Beachings”) to be the starting point, Pennell’s Ein Englischer Illustrator (“An English Illustrator”) 

in the same issue the next and then jump ahead to Pan I, 5, where Seidlitz publishes Französische 

und Deutsche Kunst in der Schweiz (“French and German Art in Switzerland”), we can see these 

as a slow preparation and nudging toward the even more stark opening page of an essay on a 

weaving workshop in Scherrebek, where a surprisingly large part of the upper half of the page is 

left empty (figure 3.23). This may be a metaphorical play on the page of the periodical as a wall, 

since the illustration is of a wall-hanging. Such a moment of a near empty upper half appears 

again two issues later, in Pan III, 1, in the section on foreign art, where the upper two fifths of the 

page are empty, bar the word ‘Degas’ as a title, and a title for the section, in a small justified block 

in the upper left corner, printed in a light grey ink (figure 3.24). There remains some incongruity 

on this page, with the centrally placed “Degas” uncomfortably, if effectively, breaking up the what 

otherwise might already be considered a balanced page design. Such radical emptying is not turn-

ing into a new layout paradigm, but appears sporadically, in attenuated form, significantly with 

the first page of Signac’s Neoimpressionism essay in Pan IV, 2.  

What it does indicate, however, is a continued interest in a disruption of flow – of reading, 

of flipping, of browsing – that extends past the structurally given breakages of the wide margins, 
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which so insistently call attention to the singularity of each page. Indeed, just as we have observed 

that the plates may take on the role of moments of respite from reading, the margins and the white 

spaces that otherwise indicate separateness not only point to the materiality of the page and its 

attendant sensuality, but they also remind the reader that each single page may be appreciated 

for its own sake, in spite of any indication of serial nature that it also belongs to the larger order 

of the issue of Pan. Every page has its own texture – with texts and paper surface creating a new 

aesthetic experience at every turn of the page, which therefore can be appreciated, on its own, 

with any random opening of the periodical. This specific texture, in turn, relates to the larger tex-

ture of the periodical, held together, as well as apart, by the wide, white margins of Pan’s pages.  

 

Years III – V: Cäsar Flaischlen 

 

Pan’s financial crisis of late 1896 and early 1897 is the moment in which Cäsar Flaischlen, 

who had already been an editor since the ouster of Meier-Graefe and Bierbaum, really comes into 

his own, especially as the maker of a periodical. With a professional background in the book-trade, 

a wide education, aspirations as a writer and past experience as an editor, his succession to the 

founding editors had been an easy enough affair. But in the history of Pan, his editorship has been 

maligned and his influence has been framed as perhaps one of the main reasons for Pan’s so-

called decline. As has become clear, decline there was. But a reduction in the number of illustra-

tions does not make the demise or the failure of a periodical.  

About Flaischlen’s tenure at Pan, his post-humous 1924 biography has the following to 

say:  

Hired first solely for the literary section of the periodical, but taking on the artistic section 
soon as well, he immediately asserted a careful and cautious editorial policy. A ten-person 
commission decided on the acceptance of contributions – so it was no small feat to bring 
these intellects together in heated meetings and endless letter exchanges. Cäsar knew how 
to keep together, despite all their frictions, strong characters such as Wilhelm Bode, Count 
Kessler, Alfred Lichtwark, Woldemar von Seidlitz and Hartleben, and to time and again 
prevail against the odds. Far beyond his immediate duties, which had him engage in 
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grueling business dealings with publishers, printers, purveyors of paper, graphic work-
shops and – alas –  often irritating and delicate artists, he was driven by a sense of duty 
toward the ever growing stature of Pan, for which he sacrificed time and energy despite 
much critical clamor.30  
 
These observations, while very sympathetic to Flaischlen, are important to our considera-

tion of Pan as an object. The extensive archival record corroborates Stecher’s description of the 

letter writing that Flaischlen engaged in on a daily basis. Negotiation between committee mem-

bers was not restricted to their in-person meetings. Flaischlen became the clearing house between 

the various members, but was no mere executer either.31 The format, appearance and structure of 

the periodical became, at the same time as Pan became less typographically experimental, more 

important as they marked continuity, and were able to hide the fact that the periodical had become 

a playground for the members of the board, who could push certain artists or specific schools, like 

Kessler did, for example, with the Neo-Expressionism issue.  

Tasked with running the tightest ship possible in the production of Pan, necessitating 

some clear cuts, Flaischlen nevertheless eases the publication into its third and final era. Thus, 

there are continuities between year II and III. The concept of the local issue, for example, lives on 

 
30 Gotthilf Stecher, Cäsar Flaischlen: Kunst und Leben (Stuttgart: Deutsche Verlagsan-

stalt, 1924), 111: “Erst nur für den literarischen, bald aber auch für den bildnerischen Teil der 
Zeitschrift bestellt, verschaffte er unverzüglich einer vorsichtigen, zurückhaltenden Redaktions-
politik Geltung. Eine Kommission von zehn Köpfen entschied über die Annahme der Beiträge – 
da war es oft keine Kleinigkeit, die Geister in hitzigen Sitzungen und unendlichen Briefwechseln 
unter einen Hut zu bringen. Cäsar verstand es, über alle Streitigkeiten hinweg so ausgeprägte 
Charaktere wie Wilhelm Bode, Graf Kessler, Alfred Lichtwark, Woldemar von Seidlitz und Hart-
leben zusammenzuhalten und aller Schwierigkeiten immer wieder Herr zu werden. Weit über 
seine unmittelbaren Pflichten hinaus, die ihn in aufreibenden Geschäftsverkehr mit Verlegern, 
Druckern, Papierlieferanten, graphischen Anstalten und – ach, oft so lästigen wie empfindlichen 
Künstlern stürzten, trieb ihn das Gefühl der Verantwortung für die trotz allem Geschrei immer 
mehr führende Stellung des Pan, seine Zeit und Kraft der hohen Sache zu opfern.” 

31 Kessler to Bodenhausen, June 17, 1897, in Kessler and Bodenhausen, Briefe: “Flaischlen 
appeared a little sensitive in regard to my letter re Lechter; I surely did not want to insult him! 
But to me, it makes neither sense, nor politically wise to publish Lechter like that, without a ca-
veat. Yet again, the decision is with Bode, and really, I will not be too upset if it does not go my 
way.”  (Flaischlen schien mir über meinen Brief in re Lechter etwas pikiert; ich hatte ihn ja aber 
doch nicht beleidigen wollen! Nur scheint es mir sowohl sinnlos als auch zur Zeit recht unpolitisch 
Lechter so ohne Weiteres, d.h. ohne verwahrende Notiz, zu bringen. Die Entscheidung liegt jetzt 
wieder einmal bei Bode; und schließlich rege ich mich auch nicht übermäßig auf, wenn sie nicht 
in meinem Sinne erfolgt.)  
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for a moment, if a bit zombie-like and fragmentary. Pan III, 1 could thus be considered a Berlin 

issue. Plates by Geyger, Hofmann and Leistikow are therefore from Berlin based artists. The re-

production of a signature Leistikow landscape becomes the second time then that this artist’s ref-

erences to the local landscape functions as a marker of continuity during a time of upheaval as we 

are reminded that the first of issue of year II, discussed above, opened with a Fontane poem, il-

lustrated by Leistikow with river scenes, all of which in turn related to a painting by Leistikow. 

Indeed, there are other signs that this issue could be considered a renewal and a return. Johannes 

Schlaf is represented with a text, Neues aus Dingsda. Stanislaw Przybyszewski contributes an es-

say on the notes by Conrad Ansorge, which are also published in the issue. The reproduction of a 

bust by Jean Dampt, in turn, echoes Pan I, 2, where a sculpture by this artist framed the issue. 

Not only is this issue then a nod to the year before, but it also builds bridges to the very first Pan 

moments, in contributors (Bode and Lichtwark and Seidlitz all have a piece in Pan III, 1) as well 

as in content. That the latter part of the issue is entirely devoted to French art, with essays on 

Degas and Moreau, only furthers the feeling that the message this issue wants to send is above all 

one of continuity, while also rekindling its relationship to its beginning.  

On the level of content, the pairing of German with an international content continues till 

the very end. This is, in parts, due to Kessler’s renewed involvement after 1897 and the network 

that he has been able to build up since he first got interested in art just a few years prior. The focus 

on local German art centers continues throughout year III, with Leipzig following on the Berlin 

issue, then Munich (paired with Paris/Rodin), then Karlsruhe/Frankfurt (paired with Dutch and 

Belgian art). And while Pan IV, 2 pairs essays on Böcklin and Burckhardt (both Basel) with Scan-

dinavian art, that issue is really the last were such combination can be detected. In fact, with the 

beginning of year IV, the constitution of the issues becomes more and more reactive to procure-

ment and availability of material.  

Additionally, the Pan association had acquired, in a somewhat acrimonious negotiation, 

the right to publish parts of the diary of Rudolf Schick (18401-1887). A one-time collaborator of 
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Böcklin, his widow drives a hard bargain for her deceased husband’s notes on his time with Böck-

lin, including detailed description of working processes etc. Excerpts from this diary will occupy 

parts of six out of the eight last issues of Pan. Thus, Pan IV, 1 is entirely divided between texts on 

Böcklin (Schick, Tschudi, Schmid, Lichtwark) and a longer essay by Paul Signac on Neo-Impres-

sionism, organized by Kessler.32 The notable presences and (near-)absences of certain writers and 

artists (present: Rilke, Hofmannsthal, Dehmel, Böcklin, Klinger, Kollwitz, Hofmann etc.; near- 

absent: George, Lechter, Mombart, Sattler, Meier-Graefe) in the later Pan are partly circumstan-

tial, partly the result of conscious decisions against cooperation. This can be traced in some detail 

in various published documents and correspondences. 

The slow erosion of a guiding orientation for the periodical, partly a results of the editori-

alizing by committee, which became the norm for the last years, with regular meetings in Berlin 

at the Hotel Kaiser-Hof, the city’s most luxurious and modern hotel, put the burden of cohesion, 

so far as it exists in a periodical, on the typography, the layout, the plates and the illustrations, 

and how they interacted. The consistency that Pan had shown and which Flaischlen maintained 

allowed it continued existence as Pan. In other words, beginning with year III, it was no longer so 

much the internal logic of the single issues that mattered, but rather, it was the logic of Pan, as a 

periodical at large, with a history to refer to, which gave the individual issues its imprimatur.  

And yet, it was Flaischlen, as his copious correspondence with the Offizin Druglin shows, 

who controlled, from afar, the production process. Not a page in the later Pan left the printing 

shop to go to Fritzsche, the binder, without Flaischlen have given his personal approval. The 

 
32 In a long, enthusiastic letter from Decmber 29, 1897, Kessler reports to Bodenhausen 

on his engagement with the Neo-Impressionists, calling Seurat’s paintings masterworks of the 
century. Indicating his and Bodenhausen’s involvement with the artworld, as well as in the origi-
nal Pan spirit, he is also conjecturing a grand exhibition of Neo-Impressionism “bei Waldecker 
oder Keller” (at Waldecker or Keller). Waldecker was the manager of the Gurlitt gallery at that 
moment. The exhibition, however, happens at Keller & Reiner from October 22 to December 3, 
1898, where in lieu of a catalog, Signac’s Pan essay is published as an occasional brochure. Kessler 
and Bodenhausen would become important collectors of Neo-Impressionist paintings. Kessler fa-
mously owned Seurat’s Les Poseuses, one his most cherished possessions, which is now at the 
Barnes Foundation. See Bodenhausen and Kessler, Briefe, 40-42 and 144. 
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updated, modern design – from year II onwards – of the note on the plates and the colophon, as 

a justified column, are an indication of the attention to detail with which the printing process was 

handled, down to the exact date at which point final imprimatur was given. I have not been so 

lucky to find a surviving sample of any of the proofs which constantly traveled between Leipzig 

and Berlin. But what it does tell us is that the appearance of the later Pan was the result of a 

cooperation between two practitioners, with expertise in bookmaking who wanted to produce an 

excellent product, while also being economic about it.33 Stecher thus writes in the Flaischlen bi-

ography:  

Under his leadership the monumental periodical accrued fame across Europe and became 
a deeply influential example for artistic bookmaking. Printers, typesetters, and bookbind-
ers rediscovered the art in their craft, cheered on by a leader who, in in his own writing 
created ever more calligraphic works of art, be it in the strength and pleasantness of uni-
fying italics or gothic minuscules and swashes, which he produced easily with quill or pen-
cil: modern monk parchments.34  
 
While this characterization is written in the spirit of a quasi-eulogy, I want to look at how 

the cooperation between Flaischlen and Drugulin itself shows elements of formal will, and how 

this, together with the parameters of Pan that had been decided would stay constant (certain qual-

ity of paper, size, Japanese tissue papers, the use of the essay typeface, etc.), leads to a particular 

kind of aesthetics, in which developments manifest themselves that are also part of the fin-de-

siècle, but are generally not considered in relation to symbolist or realist aesthetics.  

To be sure, there are some glaring concessions to the pressure to reduce the number of 

pages from year III onwards. Above all, the text block darkens, as more letters, in smaller size, 

 
33 While Flaischlen made copies of just about every letter he wrote, the surviving corre-

spondence from Drugulin to him is almost non-existent, with the exception of the documents at 
the Sächsisches Wirtschaftsarchiv. 

34 Stecher, Flaischlen, 112: “Die zu europäischem Ruhm aufsteigende monumentale Zeit-
schrift wurde unter seiner Leitung ein tief wirkendes Vorbild für künstlerische Buchausstattung 
überhaupt. Drucker, Setzer, und Buchbinder erkannten wieder die Kunst in ihrem Handwerk, 
angefeuert von einem Führer, der in seinen eigenen Schreibereien kalligraphische Kunstwerke zu 
verfertigen sich immer mehr übte, sei es in der Kraft und Gefälligkeit vereinigender Kursive, sei 
es in den gotische Minuskeln und Zierbuchstaben, die ihm, moderne Mönchspergamente, spie-
lend aus Feder und Bleistift kamen.” 
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need to be fit onto the single page. This densification, and the resulting darkening, accentuate the 

difference between the blackness of the block and the whiteness of the page, which, coming on 

top of the reduction in illustrations, increasingly brings out the facture of this periodical as that 

of a letterpress publication. There is no doubt that Bierbaum in particular had a bibliophilic im-

pulse, yet the early Pan, for all its typographic experiments, foregrounds its image like character.  

At the same time as the text columns in the essays become more tightly packed, and as the 

setting of the poetry becomes more taught as well, there is at first a subtle, starting in the middle 

of year II, and then an ever-stronger pronunciation of the verticality of the page, with dark col-

umns of the text pages taking on a monumental, overwhelming character. For the reader these 

are pages to be worked through, line by line, just as they show the sheer amount of work that went 

into setting them – smaller letters require more attention, more focus, as they are more difficult 

to handle and more finnicky to set. Density of multimodality has made place for a density of type, 

while the texture of the imagination leaves the center stage for the texture of printed page. 

There is perhaps no more accomplished of the later Pan than the first issue of year V, the 

Klinger issue, carrying a plate by Kollwitz as well. The issue contains, next to three pages of fac-

simile handwriting by Fontane, with which it opens, some of Schick’s diary, a Dehmel essay on art 

and personality, a Seidlitz essay on arts and crafts exhibitions, an essay on Hildebrand’s election 

urns as well as an essay on Georges Rodenbach, a Belgian novelist, who had passed the year prior, 

known for his 1892 symbolist novel Bruges-La-Morte, a serial novel first published in the Figaro 

and then in book form, including a set of photographic plates. Amongst the literature, we find 

more Dehmel and Schlaf.  

Here’s a Pan issue then, with some new, some old, some realist, some symbolist, a mixture 

of a few things, but above all sculpture – and sculpture by Klinger. Of the many illustrations in 

the issue, only four small ornaments are by E.R. Weiß, and two illustrations show Hildebrand’s 

urns. The other twenty-four illustrations are all reproductions of works by Klinger, sixteen of 

which are fairly dark, rectangular images, set vertically into or next to the text. Here then, the logic 
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of the grid, which is ever present in letter press printing – not least in the type case from which 

the typesetter picks letters – really comes through in the look of the page. The grid seems to rule 

these pages with iron stringency.  

Beginning with this observation, I want to propose then a perspective that has not been 

considered before, which is mostly due the historiographical cliché of Flaischlen’s failure, itself 

perhaps in part the result of the antipathy that Pan board members like Bodenhausen and Kessler 

expressed about him, although not directly.35 I am reconstructing this perspective from other 

books by Flaischlen, in particular his Graphische Literatur Tafel, which Henze makes a passing 

mention of, but which has been entirely neglected so far.36 This will also be the moment to take 

into consideration the role of his correspondence and the emphasis on the written artefact of 

which it speaks. the copybooks and the particular form of their indexes, as well as his very partic-

ular take on the autograph culture that had emerged by the late 1890s and which would lead Lud-

wig Klages, a one-time contributor to Pan, to develop his graphology around this time (and 

associated periodicals). I hope then that what will emerge is a complimentary understanding of 

the periodical that still allows for its totalizing ambitions, but gets there not through prism of 

creative genius, but rather through the application of an orderly system.  

 
35 Holz an Bodenhausen, June 23, 1895: „Just received from this sensitive soul Flaischlen 

an eight folio page long letter, unveiling all his ‘deeds’. I therefore ask for forgiveness for having 
been stupid enough, to recommend such a person. It will not happen again.“ (Erhalte eben von 
dem Gemütsmenschen Flaischlen einen achtfolioseitenlangen Brief, der mir seine ganzen ‚Tha-
ten‘ enthüllt. Ich bitte Sie daraufhin sehr und schleunigst um Entschuldigung, daß ich die Dumm-
heit begangen, Ihnen einen solchen Menschen zu empfehlen. Es soll nicht wieder vorkommen!) 
quoted in Henze, Pan, 149. Bodenhausen to Kessler, June 17 1897: “... But F. is just too big of an 
idiot. No matter what; and he says one cannot fill an issue with Dehmel, Prrzybyz. and Mombert 
(who I also bring) alone. There is a disastrous, desperate passive resistance in him, and he will 
never understand what really matters. He always smuggles a little dreck into the issue. O Sancta!” 
(Aber F. ist ein zu großer Idiot. Es hilft alles nichts; und er sagt, ein Heft mit Dehmel, Przybyz. 
Und Mombert [den ich auch ran bringe] könne man nicht allein füllen. Es liegt ein unseliger, 
verzweifelnder passive Widerstand in ihm und er wird nie verstehen, worauf es ankommt. Er 
schmuggelt immer wieder einen kleinen Dreck in’s Heft. O Sancta!) Bodenhausen and Kessler, 
Briefe, 38.  

36 See Henze, Pan, 147-151, for Henze’s short biographical sketch of Flaischlen, in which 
she highlights his editorship of Hauff’s works and his efforts to create registers for periodicals and 
essays, without however providing further information.   
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In his 1904 overview of Flaischlen’s oeuvre to this point, Georg Muschner-Niedenführ 

writes about the Graphische Literature Tafel, which Flaischlen had published in 1890: 

The work emanates again entirely from Flaischlen’s personality. He combines his old ob-
session with tables, the thoroughness, the addiction to finding overviews, the habit of 
bringing research to an immediate, practice- and life-oriented impact. The work appears 
to be meant as wall-map for schools, institutes and similar users.37  
 
It is an entirely curious thing. This supposed table, when folded out fully (it was published 

bound with a short explicatory text by Flaischlen), presents itself in the form of a map, although 

that does not quite capture its appearance either. Muschner-Niedenführ, fourteen years later, re-

mained perplexed by it. While he speculates that it may be used as a map in schools, he avoids 

definitive statements. In the map, Flaischlen aims at depicting through the visual metaphor of a 

river and its tributaries the history of German literature since it was first written down and its 

relationship to outside influences, in particular foreign literatures and major scientific events. De-

pending on the ebb and flow of the tributaries – and the different nations have different colors 

assigned to them – the main river’s water takes on various color mixtures. In contradistinction to 

the actuality of a river, which is continuous, Flaischlen’s river is broken up into three equally long 

sections, arranged next to each other, presumably so they could fit neatly onto the map, which, 

divided in sixteen equally shaped rectangle, would in turn could be reduced, through folding, to 

the size of the book.  

The Literaturtafel, then, is a highly idiosyncratic attempt at knowledge production, where 

Flaischlen the bookseller meets Flaischlen the literature PhD. This is not the place to dig deeper 

into what possible influences on his thinking may have led him to design such a genealogy, but it 

 
37 Georg Muschner-Niedenführ, Cäsar Flaischlen. Beitrag zu einer Geschichte der neue-

ren Literatur (Berlin: Fleischel, 1904), 89: “Das Werk entspringt wieder aus Flaischlens ganzer 
Persönlichkeit. Er vereint die alte Tabellenwut, die Gründlichkeit, die Sucht, Überblicke zu finden, 
die Art endlich, die Wissenschaft ganz unmittelbar zu praktisch lebendiger Wirkung zu führen. 
Das Werk schein gedacht als Wandkarte für Schulen und Institute und für ähnliche Zwecke.” The 
book is also interesting from a formal aspect, since its simple blue cover, with an Eckmann in-
spired art nouveau type, with left alignment of the title page, is very much picking up on design 
trends which Pan and with it Flaischlen himself, popularized. In this case, though the outward 
appearance clashes somewhat with the inside, set entirely in black letter type.  
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is clear that there was much deliberation going into the arrangement or form of his book. 

Muschner-Niedenführ informs us for example that already his first publication, from 1884 – a 

collection of his earliest writing, starting with his late teens – which outwardly presents itself as a 

collection of fragments (Its full title is: Gedichte. Fragmente. Tagebuchblätter eines Sonder-

lings.), had been in fact assiduously collated in a rigidly chronological order.38 His first book is 

thus, in fact, a retrospective. Six years later, he tackles all of German literature, with the aim of 

finding an adequate image, which may instantly convey both totality as well as nuance.  

In July 1898, Flaischlen takes the initiative to produce a new book, another kind of review. 

This time, on behalf of Pan, with the goal of recruiting new members to the association. As we 

have seen, the prospectus which Flaischlen works hard to produce, has failed in that as the num-

ber of members or subscribers does not improve. But its appearance is noteworthy in itself. A 

newspaper informs us on August 12th, 1898: 

Just now ‘Pan’ sends out a prospectus, which operates as a kind of Pan issue en miniature 
and gives, in its very own, strange way, an overview of the first three years of the periodical. 
Following information about the publication modus of the periodical, it presents a thor-
ough table of contents of the hitherto published issues as well as a frank index of the con-
tributors as well as the subscribers. It is a long list of the best names. The book is 200 
pages long and contains 16 facsimiled handwriting samples from contemporary writers, 
as well as 14 images plates (Böcklin, Klinger, Hofmann, Eckmann, etc.), through which it 
significantly moves beyond its purpose and gains a more general value. The price is 50 S. 
An appendix with advertisements in two color printing tries to operate with artistic spirit 
in this field and solves the problem so tastefully that one reads the advertised with genuine 
interest.39 

 
38 Muschner-Niederführ indicates Flaischlen’s self-consciousness about the form of the 

early project. He points to a note Flaischlen puts ahead of Nachtschatten: „... I publish the present 
materials without prejudice, ... as... one day someone, going through my writings, might have the 
idea to publish a little volume from them.” (... veröffentliche ich Vorliegendes ohne jede Vorein-
genommenheit, ... weil... eines Tages jemand, in meinen Schreibereien blätternd, meinte, ob sich 
daraus nicht ein Bändchen zusammenfinden ließe.) (ibid., 30). He also points out how Flaisch-
len’s habit of formally integrating such notes, forewords and mottos into his books becomes ever 
more systematic (31). This growth of the paratextual apparatus shows Flaischlen’s playful engage-
ment of the relationship between different systems and orders.  

39 Notice from the Norddeutsche Allgemeine Zeitung, no. 187 (August 12, 1898), no page: 
“Der “Pan” versendet soeben ein Prospektbuch, das eine Art Pan-heft en miniature bildet und in 
durchaus eigenartiger Form einen Ueberblick über die bisherigen drei Jahrgänge der Zeitschrift 
giebt. Auf die Angaben über die Erscheinungsweise der Zeitschrift folgt eine ausführliche Inhalts-
übersicht der erschienen Hefte und sodann mit freimüthiger Offenheit das Verzeichnis der Mit-
arbeiter und Abonnenten. Es ist eine lange Reihe der besten Namen. Das Buch ist über 200 Seiten 
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A “strange,” miniature Pan then, in the form of a compilation of membership lists and lists 

of contents, broken down, as customary in Pan, by literature, essays, plates, and illustrations. It 

also includes, unlike any of the other published Pan materials, a Sach- und Personenregister, an 

index for cross-references, reminding us of Henze’s indication that Flaischlen previously engaged 

in such activities. Pan becomes for Flaischlen a source material – a system whose order can be 

explored, this time not by chronology, or graphic mapping, but by an index – a higher order – in 

the form of a small book, which, as the note from the newspaper has it, possesses a “more general 

value” by way of the miniature plates that are inserted into it, some of which even in color, such 

as Eckmann’s Nachtreiher.   

As the review also points out, the miniature Pan contains sixteen facsimile handwriting 

samples, exceeding the total of seven that appear in Pan in its entirety.40 Flaischlen’s correspond-

ence charts his extensive efforts in having these samples specifically commissioned for the pur-

pose of the publication of the prospectus, although he grants the authors who he approaches the 

possibility to provide existing samples. The question of the handwriting sample opens up a vast 

field of possible avenues of investigation, which Christian Benne has treated in some exhaustive 

detail.41 Some of his insights will be helpful in locating the use of these samples in Pan and what 

they may tell us about the form of the periodical as such.  

 
stark und enthält 16 faksimilierte Beiträge neuerer Dichter, sowie 14 Bildbeilagen (Böcklin, Klin-
ger, Hofmann, Eckmann u. A.), wodurch es über seinen eigentlichen Zweck wesentlich hinaus-
wächst und allgemeineren Werth gewinnt. Der Preis ist 50 S. Ein Anhang mit Annoncen in 
zweifarbigen Druck versucht auf diesem Gebiet in künstlerischer Weise vorzugehen und löst die 
Aufgabe so geschmackvoll, daß man das Angezeigte mit wirklichem Interesse liest.” This notice I 
found cut out and attached to a piece of stationary from “C. Freyer”, a Berlin based newspaper 
clipping service, stamped with above date, and inserted into my own copy of the Prospect-Buch.  

40 I, 1: Mallarmé; I, 3: Khnopff (hand-drawn letters); II, 1: Verlaine; III, 2: Nietzsche; IV, 
1: Fontane; V, 1: Fontane (three pages); V, 4: Flaischlen. There is some uncertainty as to how these 
samples were produced. Some may have been produced with the help of reproductive drawings 
by an artist, which then would have been turned into line-etchings. Others may have been zin-
cographed, that is, photomechanically reproduced.  

41 Christian Benne, Die Erfindung des Manuskripts. Zur Theorie und Geschichte literari-
scher Gegenständlichkeit (Frankfurt: Suhrkamp, 2015). 
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Since the poems by Mallarmé, Khnopff and Verlaine are in French, we can, in line with the 

symbolist aesthetic that these authors stand for, propose that the presence of their facsimile hand-

writing points to an irreducibility of the written word. Indeed, it should be noted, the handwriting 

samples come without translation of the original texts into German. While it may be assumed that 

some of Pan’s subscribers read French, it certainly cannot be assumed for all. These samples 

would have been then, not through their being handwriting, but their being untranslated, inac-

cessible to some. To make a point about the untranslatability of one language into another by way 

of facsimile handwriting is then to also comment on the fact that script cannot be adequately ren-

dered in print, which of course Pan I, 1, with its dozen different types is both the proof of as well 

as an attempt at overcoming the divide.  

While the Verlaine appears in Pan II, 1, that is already under Flaischlen’s direction, it 

seems to be an outlier for Flaischlen, who will only publish German language writing samples 

thereafter, as well as in the prospectus. (And the French poetry that is being published under his 

guidance appears in translation, not least by himself. No secrets left here.) And while Meier-

Graefe and Bierbaum took great care in Pan letterhead, Meier-Graefe did not care much for the 

appearance of his letters, or rather, of his handwriting. (They are notoriously difficult to read.) 

With Flaischlen, it could be said that it is the exact opposite. The letters in which he veers off his 

standard format of a single, ideally justified (in writing!) text block, for example by writing per-

pendicularly in the margins, are very rare. Rare are as well any kind of corrections in the letters. 

It is as if he is always already writing with the final appearance of the letter set from the beginning. 

(Which does not preclude him from publishing Fontane’s ‘work in progress’ script, where the act 

of the author authoring his text comes into relief.)  

Flaischlen’s handwriting is always already a Reinschrift, a final version, with barely a trace 

of ‘work’ visible. (By putting his own facsimile poem into the last issue, he not only ‘signs’ the 

entire Pan, but he also inscribes himself into the lineage of the other writers with facsimiles in 

Pan. Different draft versions of this page survive in Marbach, indicating his particular attention 
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to it [figures 3.25-3.29].) While it is clear that work not only went into his “beautiful” writing, but 

also into whatever content his letters have, it is hidden, for no one to see.42 While it can be assumed 

that the proofs he was exchanging with Drugulin would have held more obvious examples of writ-

ing carrying some marks of “process”, we do not have these, and are left with his letters to Drugu-

lin, which we then ought to consider themselves as exemplifying an ideal Flaischlen was striving 

for not only in writing, but, indeed, also in print.  

Indeed, what is striking about Flaischlen’s letters, and in some ways goes counter to the 

idea of the expressive potential of handwriting, is its consistency. What is more, if we consider the 

copybooks of the Pan correspondence, with their indexes at the end, it seems that the handwritten 

Flaischlen letter is the basic unit of an order, which allows him to perform, seamlessly, a variety 

of tasks, but particularly, the publication of a periodical, such as Pan. Flaischlen writes by hand, 

as others, during the same time, already write by machine. By 1895, the typewriter culture is al-

ready a highly developed phenomenon, but Flaischlen insists on performing the same task by 

hand, in order to produce a printed object. Sript and print, in Pan, coexist, and in Flaischlen’s 

Pan, they become co-extensive and they emerge as mutually constitutive systems.  

Inasmuch as handwriting inscribes a temporality on the page, we can perhaps conclude 

that with Flaischlen, a predominantly linear understanding of time comes to bear not only on the 

publication of Pan, but indeed, in its entire appearance. As a scholar of literary history, his task 

had been to tie the single text into the chronology of the oeuvre of a writer. If we consider the work 

of the philologist a reverse construction of meaning, what Flaischlen seems to be aiming for with 

Pan is an always already reversible, that is a perfectly understandable object. This extends to its 

production, which can be traced in detail.  

 
42 And if there ever were trial runs for his letters, he seems to have made sure that none 

survive in his archive. He did keep original drafts from some of the texts published in Pan, such 
as Bode’s essay on frames, for example.  
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The reduction in ornament, especially of the non-representational kind, while ostensibly 

a result of economic pressures, may be thus also an indication of this process of rationalization. 

While an abstract ornament with no title and no content but itself can be accorded its place within 

the system by way of its artist and its position within the periodical, it nevertheless remains out-

side of its logic of logocentric reversibility as it cannot be translated into anything but itself. In 

this line of argument, it would have also been of easy for Flaischlen to increase the photomechan-

ically reproduced illustrations in Pan, if we take his understanding of photography to be the gen-

erally accepted idea of its higher mimetic accuracy.   

Flaischlen’s Pan – Japanese tissue papers notwithstanding – is then the Pan of clarity and 

of transparency. Sattler’s dark fantasies have made way for the white expanse of the page. Flaisch-

len’s most famous poem was published in 1898, the same year as his Pan prospectus and it reads: 

 Hab Sonne im Herzen, 
 ob’s stürmt oder schneit 
 ob der Himmel voll Wolken, 
 die Erde voll Streit! 
 Hab Sonne im Herzen, 
 dann komme, was mag! 
 das leuchtet voll Licht dir 
 den dunkelsten Tag! 
 Hab ein Lied auf den Lippen, 
 mit fröhlichem Klang 
 und macht auch des Alltags 
 Gedränge dich bang! 
 Hab ein Lied auf den Lippen 
 dann komme, was mag! 
 das hilft dir verwinden 
 den einsamsten Tag! 
 Hab ein Wort auch für Andre 
 in Sorg und in Pein 
 und sag, was dich selber 
 So frohgemut läßt sein: 
 Hab ein Lied auf den Lippen, 
 verlier nie den Mut, 
 hab Sonne im Herzen, 
 und Alles wird gut!43 

 
43 Flaischlen’s Von Alltag und Sonne in which this poem first appeared in 1898 is marked, 

in the 1924 biography, as having been published “255.-259. thousand” times. It reads in English: 
“Have sunshine in your heart / then let come what may / you shall be full of light / even on the 
darkest day. / Have a song on your lips / with a happy little tune / even if the pressures of the day 
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The symbolist night with its starry and sparkling skies, as Schlaf describes it in Sommertod 

in Pan I, 1 has made way for the sun and its impressions. Thus, to give an example, Pan IV, 3 

opens with Sommermorgen, a poem by Max Bruns, illustrated with an image of a farmhouse by 

Max Liebermann (figure 3.30).  

Müschner-Niederführ observers about Flaischlen’s penchant for the idea of the fragment 

for his poems as being an expression of his idea that they always already belong to the larger whole 

of his life’s work. In this way, Pan’s structure as a periodical, a whole made out of fragments, aligns 

well with its editor’s inclinations in the later years, only that the symbolist aesthetics of the irre-

ducibility of the artistic process have made way for an impressionist aesthetics that is a serial 

aesthetic that comes with its own, perhaps, more modest, less Nietzschean, idea of artistic process, 

which is that of work, in the sense of assiduous, repeat application.   

In retrospect, what I hope to have been able to show in this chapter is that the narrow 

focus under which Pan’s layout had been hitherto considered needs a broadening in order to ad-

equately assess not only its early issues, but also the remaining eighteen. These were edited by 

Cäsar Flaischlen, who came to periodical publishing with a set of interests that were both idiosyn-

cratically his own but also spoke of broader aesthetic concerns that would only become more pro-

nounced as modernity took rapidly hold of European societies. The question of the periodical’s 

seriality formal possibilities, which Flaischlen intuitively engages, thus echoes fundamental prob-

lems of production that extend past printing and publishing into the wider world of objects. In 

the next chapter, I will investigate in what ways Pan itself is positioned vis-à-vis such debates by 

looking at it as an “arts & crafts” periodical and its relationship to the arts and crafts movement.   

  

 
/ make you swoon. / Have a song on your lips / then let come what may / it helps you to overcome 
the loneliest day! / Have a word for your fellows / who suffer in agony / and tell them what helps 
you / to be happy and carefree. / Have a song on your lips / and never give up the fight, / have 
sunshine in your heart / and everything’s alright.” 
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CHAPTER FOUR 

 

Periodical Life Style: Pan and the Kunstgewerbebewegung 

 

 

 

 

 

“Ab uno disce omnes.”1 

 

 

To analyze Pan’s relationship to the German arts and crafts movement – the Kunstgew-

erbebewegung – this chapter is going to take a detailed look at the emergence of the applied art 

periodical as a consumer oriented, rather than a trade-oriented publishing genre. This develop-

ment is reflected in different ways in the periodicals themselves. Building on the periodical aes-

thetics discussed previously, here the focus will be on how reproductions in particular figure in a 

modeling of human-object relationships in during this moment of the emergence of the consumer 

of design as a particular type of publishing target.  

These changes are accompanied, if not generated by, the efforts to bring periodical pub-

lishing itself into the fold of the Kunstgewerbebewegung by way of Pan’s exemplarity. The pub-

lication’s model character is, in this case, constituted of different layers, which need unpacking. 

There is a literal dimension to it. Pan models exemplarity materially, by way of its production 

processes, in particular reproductive technology. It also models interiority however, i.e. its pages 

are discursively and typographically constituted as interior spaces, which need investigating and 

 
1 Henry van de Velde, “Ein Kapitel über Entwurf und Bau moderner Möbel,” Pan III, 4, 

263. (From one, learn all.) 
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charting. Importantly, it does so without ever reproducing an interior, and thus, its interiority will 

have to be compared and contrasted with the rapidly expanding genre of the interior photograph 

in other applied art periodicals, and how these model interiors are part of an economy of interi-

ority, governed by processes of translation from one medium to another, whose object character 

are thus, in turn, put into relief. 

The chapter is divided in two. The first half addresses the emergence of a media apparatus, 

in the form of applied art periodicals, reflecting as well as shaping the reception of the rise of an 

increasingly diversified field of objects in the second half of the nineteenth century. First and 

briefly, I will sketch the history of arts and crafts periodical publishing in Germany. Building on 

this, I am going to consider Pan as an arts and crafts periodical, giving an indication of the variety 

of ways the arts and crafts are present in Pan. This will lead me to focus on the question of repro-

ducing arts and crafts objects in Pan. It will emerge that there is a rather consistent practice of 

reproduction in Pan, whose particularities give it a unique position within the field of applied arts 

publishing, while also encapsulating the overall convergence of applied art and reproductive me-

dia.   

The second half of this chapter is going to consider Pan’s involvement in the Berlin art-

world especially as it gathers steam after 1897. One goal is to present and specify some of the 

historical detail of Pan’s underappreciated role in the institutional solidification of modern art 

during these last years of the 1800s. Departing from the description of these entanglements, the 

larger goal is to propose an investigation into how the vibrant reproduction of applied arts in print 

plays into the conflation of private, public and commercial space during this period, as all are 

subsumed under the paradigm of reproducibility as laid out in the first part.   
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Showing Objects 

 Pan, Applied Arts Publishing and the Art of Reproduction 

 

Kunstgewerbezeitschriften – Applied Arts Periodicals 

 

 
Beginning with the aftermath of the Napoleonic Wars, the aesthetic aspects of objects of 

applied arts became a matter of consideration and concern in the German states, caught up as 

they were with issues of self-identification of the bourgeois classes on the one hand, but on the 

other hand with issues of industrial infrastructure and competitiveness, thus carrying a political 

dimension, both on a domestic and international level. Jacob von Falke, director of the Vienna 

Museum of Applied arts wrote in 1902 that the object – the everyday object – in the later nine-

teenth century was a “question of culture… and a question of state as well as of the house.”2  

At the same time, workshops and craftsmen had to respond to the ever-changing tastes of 

the growing and more differentiated population, with its increasing appetite for more commodi-

ties. For this, they increasingly had recourse to model books and similar types of publications, of 

which an early, government sponsored example with lasting impact were the “Vorbilder für Fab-

rikanten und Handwerker”, published by Karl Friedrich Schinkel and Peter Wilhelm Beuth be-

tween 1821 and 1837.3 […] Arts and crafts publishing, in other words, became an independently 

 
2 Jacob von Falke, Geschichte des Geschmacks im Mittelalter, und andere Studien auf 

dem Gebiete von Kunst und Kultur (Berlin: Allgemeiner Verlag für deutsche Literatur, 1892), 360, 
as cited by Alina Payne, From Ornament to Object. Genealogies of Architectural Modernism 
(New Haven: Yale University Press, 2012), 71.  

3 Karl Friedrich Schinkel (1781-1841), Prussian architect, city planner, painter, graphic art-
ist, medal maker and set designer. As architect to the King, he became Prussia’s most powerful 
architect and his classicism and historicism would shape generations of architects; Christian Peter 
Wilhelm Beuth (1781 – 1853), Prussian civil servant, involved with the Hardenberg reforms 
(which introduced economic freedom in Prussia in 1810) 
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available source for artistic inspiration already in the early nineteenth century, freeing the crafts-

men from the necessities of designing themselves.4  

While division of labor had been an integral part of proto-industrial workshop production, 

the “outsourcing” of design, i.e. the separation of the art from the craft, of the aesthetic from the 

productive dimension, was seen, especially as the century drew to a close, as a major deficiency of 

German applied art in particular: a rift had opened between Kunsthandwerk and Kunstindustrie, 

between handcraft and industrial craft.5 It was the latter in particular whose multiplicity of his-

torical styles, brought forth by the rise of the designer, increasingly tended to distance an object’s 

appearance from its use, diminishing the appearance of its functionality by increasing its decora-

tive features, a defining characteristic of historicist product design. New materials and new pro-

ductions technologies only furthered the historicist tendency.  

When the applied arts movement gained momentum in Germany some twenty years be-

fore the country’s unification in 1870/71, the efforts at improving output quality were to be found 

at the level of the various independent German states: Baden, Bavaria, Hesse, Prussia, Saxony, 

Württemberg, etc. At the same time as the movement started off geographically dispersed across 

the German lands, it did so in a variety of ways. It is possible to highlight three institutional de-

velopments that were the underlying forces of the establishment of the applied arts movement.  

The most prominent and well documented one, since it eventually led to the establishment 

of the arts and crafts museums that survive today, is the establishment of the schools and libraries 

 
4 While the publication of applied arts for the trades remained the dominant mode of ap-

plied arts publishing until the middle of the nineteenth century, in the form of model/pattern 
books, trade manuals of the specialist trades etc, already in the late eighteenth century  publica-
tions of pictures of furnishings had begun to occur beyond the trade sphere, in illustrated journals 
such as the French Journal des Dames et des Modes and its German equivalent, the Journal des 
Luxus und der Moden. See Stefan Muthesius, “Communications between Traders, Users and Art-
ists. The Growth of German Language Serial Publications on Domestic Interior Decoration in the 
Later Nineteenth Century,” Journal of Design History 18, no. 1 (2005): 8-10. 

5 Payne observes a “terminological density” in the “ever-expanding discourse on the man-
ufacture and cultural significance of the household goods variously denominated in German as 
Gewerbe, Kunstgewerbe, Kleingerät, Kleinkünste, Hausrat, Kunstindustrie, Dekorative Kunst, 
and Allgemeingewerbe.” Payne, Ornament to Object, 84-85.  
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of applied arts, the Kunstgewerbeschulen, whose teaching collections would serve as the nucleus 

for the establishment of the applied art museums.6 The second development were the associations 

of applied arts, the Kunstgewerbevereine, which sprung up almost immediately after the London 

exhibition. While some efforts had existed before, Prussia being a case in point, the movement 

only gained real momentum mid-century. Thirdly these associations started publishing their own 

periodicals, distributing newsworthy information to the membership and beyond. The sequence 

in which these three institutional structures developed was not uniform. Often, associations and 

their publications preceded the more formal establishment of schools, their associated libraries 

and collection and exhibition venues. 

As the century unfolded, the nature of these periodicals changed, away from an essentially 

inward-looking means of communication of the specialist trades towards an ever more non-spe-

cialist, and eventually consumer-oriented outlook.7  

These changes reflected the ongoing debates surrounding the nature and role of the ap-

plied arts, which Alina Payne has so insightfully traced, starting with the London exhibition of 

1851 and Semper’s heritage. Her account is significant for this chapter insofar as it paints an over-

all picture of the discourse surrounding the transformation of architectural ornament into the 

notion of the object, ubiquitous by the end of the century, pointing out in particular the interdis-

ciplinary methodological approach to conceptualizing the everyday object as a cultural catalyst. 

An important factor in the emergence of the object as a theoretical concern was the genesis of 

home-making and of “art in the house,” as it was increasingly propagated in books starting in the 

1870s, manifesting one of the bedrocks of the Kunstgewerbebewegung, namely its belief in art 

education and training of a discerning consumer. 

 
6 The perceived superiority of France’s applied arts at the London Fair of 1851 was at-

tributed in no small parts to the establishment in 1794 of the Conservatoire des Arts et Métiers 
and in 1795 of the affiliated École polytechnique. However, the exemplary institution for the wave 
of museums and schools found after the London Fair was to be the South Kensington Museum in 
London, founded also in 1851, whose goals were in parts shaped by Gottfried Semper.  

7 Muthesius, “Communications,” 11.  
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A somewhat sidelined aspect in her account is the role of printed matter in this develop-

ment. She highlights, for example, “the flurry of books that accompanied the 1851 Exhibition, 

[which] was aimed at the mass market,” and also points out that “this period saw the rapid rise of 

more popularly conceived textbooks and of arts and crafts journals with tittles ranging from Kunst 

und Handwerk (started 1849/1850) to Kunst für Alle (started 1886) and Innen-Dekoration 

(started 1889/90) that addressed both the artisan and the larger buying public.”8 Since her book 

traces above all a discursive and theoretical development, the role and material development of 

periodicals in this context do not feature in it. By the 1890s however, they were not only concep-

tualized and produced as objects of applied arts – Pan being exhibit A – but were therefore per-

forming double duty, leading Muthesius to write: “A study of the publications of pictures for the 

decorative arts should concern itself not only with their actual content, but with the precise ways 

in which they were produced and used.”9 

The early applied arts periodicals in Germany were thus not only an extension of the ac-

tivities of the associations that published them, but an agent in their own right and were them-

selves part of a larger emergent field of applied arts publishing.10 I want to therefore turn now to 

 
8 Payne, Ornament to Object, 27.  
9 Muthesius, “Communications,” 8. 
10 This field itself is very diverse and impossible to demarcate clearly. As to its development 

post 1871, Muthesius writes: “With all these new initiatives the number of publications increased 
very considerably. The major new factor in the applied art publishing world from about 1870 on-
wards was the leveling out of the overall hierarchy. The role of the expensive folio, just as that of 
the noblest patronage, was relatively diminished, as was, at the lowest end, the sets of scrappy, 
non-specific pictures, although naturally, illustrations in all kinds of publications were still liable 
to be ripped out individually and then collected randomly. All this led to a reduction in the old 
haphazard serial mode of publishing books. A book was a book, complete from the start, attrac-
tively printed and bound, yet affordable; the serial was now a proper periodical; one knew when 
the next issue was due.” (Muthesisus, “Communications,” 10). At the same time, it is necessary 
for our purposes to point out the overlap with the field of arts publishing, which Philip Ursprung, 
in his work on Das Atelier, has divided into as much as ten categories in the 1890s: arts and crafts 
association journals, pattern periodicals, general interest art periodicals, artist magazines, re-
views, the feuilleton of daily newspapers, weekly and biweekly papers with feuilleton, art histori-
cal periodicals, illustrated entertainment periodicals, as well as brochures and pamphlets. As with 
any such nomenclature, it can only be an approximation of the actual facts, which is all the truer 
for such a malleable form as the periodical. While Ursprung, for example, puts Ver Sacrum, the 
publication of the Viennese Secession, as an artist magazine, he considers Pan among the general 
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a small, but representative selection of German applied arts publications from the second half of 

the nineteenth century to observe on the one hand how they have developed in terms of layout, 

typography and the use of illustrations – what we might call their visual and material rhetoric.11 

On the other hand, I want to consider these parameters as the lens through which these periodi-

cals can be understood to be the markers of a history of the periodical from a mere informational 

publishing offering to an applied art object thus reflecting both the changing nature of objects as 

well as of periodicals.  

The relationship between the associations and their publications, which ranged in names 

from Verkündigungsblatt to Mitteilungen to Zeitschrift was very close and served above all the 

needs of the associations to communicate with their membership about all matters related to the 

running of the association.12 As official organs of their respective associations these periodicals 

were often free of charge to members, who received them automatically as part of their member-

ship. While general assemblies and other types of gatherings were organized with some regularity, 

as published timelines of events attest, only the publications allowed the associations to reach the 

largest possible number of members, given that those were not necessarily all concentrated in the 

city where the association was located. Their primary function therefore was fundamentally me-

dial, i.e. that of an intermediary.  

The use of these periodicals to inform association members about official business would 

at times go as far as publishing the minutes of meetings and the results of association elections. 

 
interest art periodicals, even though it was also created by writers and artists. We are reminded 
of Kirchner’s consideration of Pan as a literature periodical. For the field of applied arts publish-
ing, I consider only Ursprung’s first two categories: association journals and pattern periodi-
cals/books as relevant. See Philip Ursprung, Kritik und Secession: “Das Atelier”, Kunstkritik in 
Berlin zwischen 1890 und 1897 (Basel: Schwabe, 1996).  

11 I borrow the term “visual rhetoric” from Jesse Lockard, who uses it to show Riegl’s in-
tentional use of photographic illustrations in his Late Roman Art Industry, and how it was 
changed in later editions. See Jesse Lockard, “Seeing Through a Roman Lens: Formalism, Pho-
tography, and the Lost Visual Rhetoric of Riegl’s Late Roman Art Industry” History of Photog-
raphy 40 (2016), no. 3 (“Photography, Antiquity, Scholarship”): 301-329. 

12 verkündigen translates as “to publish” or “proclaim” and Mitteilungen might be trans-
lated as “Notes” or “Dispatch”. The equivalent of Zeitschrift in this insistence would be “journal”.  
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Given that the periodicals were available for purchase by the general public the fact of publicizing 

such internal affairs had the effect of advertising the names of those members that were actively 

involved in the management of the association or participated in its activities such as the regularly 

organized competitions. Indeed, membership lists were also regularly published broadcasting in 

no uncertain terms the support of the individuals listed of the efforts to improve output quality, 

which were framed, from the very beginning of the movement, in patriotic, if not nationalist 

terms.  

The first publication to consider began its life as just such an association organ as I have 

just described. It is perhaps also the most important of the applied art periodicals since it existed 

under a variety of names uninterruptedly between 1850 and 1932, for 82 years. It was the official 

organ of the Bavarian Arts and Crafts Association, which predates by a few months the opening 

of the 1851 London Exhibition. It existed between 1851 and 1868 as Zeitschrift zur Ausbildung 

der Gewerke in München, between 1869 and 1886 as Zeitschrift des Kunst-Gewerbe-Vereins zu 

München, between 1887 and 1896 as Zeitschrift des Bayerischen Kunstgewerbe-Vereins zu Mün-

chen and finally, between 1897 and 1932 as Kunst und Handwerk.13  

During its first seventeen years, the periodical appeared as a quarterly publication, con-

sisting predominantly of association business, announcements, competitions and usually one es-

say. Four plates – engravings –, often reproducing competitions entries, rounded out the issues. 

The periodical did start with some aspirations for quality publishing, indicated by its folio size 

and relatively good paper. Typographically, it is set in a black latter type, in two columns, with 

very sparse use of illustrations, besides the plates (figure 4.1). The text block is set in a double 

lined frame. The overall impression is one of solidity.  

 
13 Payne mentions a start date for Kunst und Handwerk in 1849/50, when the publication 

was not called that until 1897, which is significant because the change of name indicates the 
changed status of the applied art periodical in the 1890s.    
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With the exception of the use of a lesser paper, the second period, 1869-1886, is similar to 

the first in terms of illustrations and layout, but starts appearing every two months, for six double 

issues a year, a reaction, no doubt, to the expanding and diversifying market for everyday objects. 

The use of reproductions of photographs for the plates is noticeable toward the end of this period. 

Equally, images of interiors are appearing with increased frequency, indicating a growing interest 

in the relationship between objects, rather than just the objects themselves. It is the increasing 

use of in text illustrations, which is the single most remarkable change for the publication in its 

third iteration, in the period 1887-1896. 

In 1889 the periodical underwent an important shift when the association decided that it 

should publish a separate publication, appearing twelve times a year, in order to be able to re-

spond in a timelier manner to current developments. This new publication carried its more con-

temporaneous character in its name: Verkündigunsgblatt des Verbandes Deutscher 

Kunstgewerbevereine. Not only was it a “Blatt” (leaf), conjuring the image of a single, unattached 

leaf of paper – but it was meant to serve the Verkündigung, that is the announcement, combining 

the ephemeral quality of the single leaf with even more ephemerality of by way of the connotation 

of orality of the word verkünden in German. Its focus was reviews of exhibitions, recent publica-

tions, competitions etc., as well as the increased publication of advertisement. And while it was 

close in design to the main publication, it carried very few images, usually only one or no illustra-

tion per issue.  

This supplementary publication also underwent change during its short life (it lasted only 

till 1897). In 1894, the supplement became the official organ of the federation of German arts and 

crafts associations, changed its name to Kunstgewerbliche Rundschau: Verkündigungsblatt des 

Verbandes Deutscher Kunstgewerbevereine, and became more like the main periodical, carrying 

many illustrations as well as essays, while also looking more and more toward international de-

velopments.  
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The main publication, then, also started being publishing, from 1894 onwards, on a 

monthly basis, explaining the change with the increasing pace of life. If we consider the growth of 

applied art periodicals since the mid-1880s, we also have an indication of a larger socio-economic 

development underpinning these editorial shifts. They should be considered as attempts at find-

ing an appropriate publishing format for an increasing audience, going beyond the members of 

the association, as well as an expanding field of applied art objects – both geographically as well 

as technologically.  

For the Munich arts and crafts association these developments meant that in 1897, two 

years after Pan had arrived, it made a radical cut to its publications and merged the main period-

ical and the supplement and gave the new publication a name which signaled the move away from 

a specialized readership to a more generalized audience, by removing the reference to the associ-

ation. The periodical was henceforth known, till its demise in 1932, as Kunst und Handwerk. 

While the typographic and layout changes were subtle, they are revealing. The letting go of the 

double lined frame around the text block, in conjunction with the ever-increasing use of (photo-

graphic) in-text illustrations was a reaction to the new developments in layout, propagated not 

least in Pan, where the material support and the visual appearance of the page are increasingly 

understood as mutually reinforcing design elements, operating in conjunction to create overall 

page dynamics (figure 4.2). At the same time, they also need to be seen in relation to the more 

popular illustrated magazines, with their even higher engagement of the semantic possibilities of 

periodical design.  

A perhaps even more telling change, however, is the change of the title of the publication 

itself. Kunst und Handwerk could be translated as Art and Craft. Where Kunstgewerbe, applied 

art, is a very loose concept, Handwerk, which literally means handcraft, specifically points toward 

the role of the hand. The new title is then both an acknowledgement of the ongoing debates on 

the role of the artist in craft production, while also signaling a growing awareness of machine-

based production, which had undergone dramatic improvements since the periodical was first 
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published. Above all, however, the prominent appearance of “Kunst” in the title of the periodical 

reflects the fact that the applied arts had by now moved away from the trades and had been “up-

graded” to a significantly higher status.  

I want to turn to a publication that has had, since its inception in 1885, a different reader-

ship in mind, as it was published as a supplement to an art historical journal, the Zeitschrift der 

Bildendenden Kunst, which generally did not engage in reporting on or discussions of ongoing 

artworld affairs. Its supplement was called the Kunstgewerbeblatt and is insofar of interest as it 

published, besides scholarly essays by authors such as Alois Riegl or Richard Graul, one-time ed-

itor at Pan, exhibition and literature reviews (for example of other periodicals, of which it pub-

lished content summaries), had a dedicated rubric for notes on applied arts “museums, schools, 

associations and societies,” as well as a miscellaneous rubric.  

If we compare the Kunstgewerbeblatt of 1895 (figure 4.3) to the Munich based association 

journal of the same year (figure 4.4), we observe a shared standard layout model: unframed, two 

column text, with fairly slim margins. However, the Bavarian publication has not only more illus-

trations in its pages, it also uses them more dynamically to create texture on as well as across its 

pages and spreads, whereas the Kunstgewerbeblatt, published by Seemann in Leipzig, has a much 

more sober and calmer appearance. With its relatively sparse use of photographic reproductions, 

and a preference for drawn illustrations, executed as line-etchings, together with a choice of an 

antiqua type-face it comes much closer to the classicizing ideal of an illustrated periodical that 

Bode imagines in Pan, whereas the association journal from Munich, with its black letter type, 

and a preference for photographic illustrations has a much stronger black and white contrast, 

creating what we might call a more animated texture across its pages. With its appearance, the 

Kunstgewerbeblatt also marks its close kinship to its anchor, the Zeitschrift für Bildende Kunst.  

As a third publication, entering the market only in 1890, I want to introduce Alexander 

Koch’s Illustrierte kunstgewerbliche Zeitschrift für Innendekoration, which in 1900 changed its 
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name to Innendekoration: Mein Heim, mein Stolz, and continued to publish until 1944.14 Over-

shadowed by the same publisher’s Deutsche Kunst und Dekoration, which first appeared in 1897, 

the first ten years of Innendekoration (which is what I will call it for brevity’s sake) revealed in 

the development of a single publication the complex shift of the field of applied arts publishing. 

Indeed, Stefan Muthesius points to Innendekoration as the “first monthly journal explicitly de-

voted to Innendekoration.”15  

The distinguishing feature of Koch’s publishing endeavors from the previous applied arts 

periodicals was their entirely independent, that is wholly commercial nature, which revealed itself 

in the presence of advertisement in his publications (while the articles themselves restrained from 

endorsements). The inclusion of the word “illustrated” in its title also signaled a gesture toward a 

more popular audience, who by 1890 had been accustomed to this periodical feature. Indeed, the 

first couple of years, until 1893, Innendekoration not only had all the trappings of a commercial 

periodical: a text block that leaves the thinnest possible margins, illustrations that are tightly 

hugged by the text etc., but its overall appearance was in the vein of the applied art periodicals 

already on the market at this point (figure 4.5). In its first decade, it therefore slowly moved away 

from this staid and formulaic historicist appearance, with its overtly ornate masthead, its black 

letter type, centered and symmetrical page layout to a lighter, as well as more ordered look of the 

page.  

Besides the introduction of somewhat wider margins in 1894, and the switch from black 

letter type to Antiqua in 1898, the outstanding changes related to the publication’s illustrations. 

Innendekoration’s first issue offered neither illustrations nor plates. While illustrations became a 

regular feature from its second issue onwards, the first plate only appeared in its eight issue, 

 
14 Alexander Koch (1860-1939) had started his publishing business in 1887 and in 1888 

began with the publication of the Tapetenzeitung, a periodical dedicated to the wallpaper indus-
try. Beginning in the mid 1890s he would play an increasingly important role in the expansion of 
art nouveau in Germany and became a leading force behind the Darmstadt artist colony at 
Mathildenhöhe.   

15 Muthesius, “Communications,” 15-17. 
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inserted at the end of the issue. The number of plates increased to around five per issue by 1895, 

some of which are oversized fold-outs. By 1899, the full-page illustration was no longer tucked 

away at the end, but had become a defining feature of each issue, appearing at times in series of 

two, three or more consecutive images. Importantly, these had predominantly become reproduc-

tions of photographs so as to overtake reproductive drawings as the main illustration technique. 

The trend toward an ever-increasing use of photographic reproductions can also be seen for the 

in-text reproductions. At the same time, their placements, and the overall design of the page gain 

a recognizable distance from the haphazard, if largely symmetrical appearance of the early years 

(figure 4.6). Their conventionality is being replaced with an apparent consideration for the look 

of the page or of the spread, thus picking up on the impulses that publications such as Pan have 

brought to the table, or even Koch’s own publication Deutsche Kunst und Dekoration (DKuD), 

first published in 1897. Where Innendekoration’s first years were a grasping for the right kind of 

typography, layout and overall design for a commercial interior design publication, DKuD can 

essentially begin its life fully formed, incorporating the lessons and impulses from its predeces-

sors.  

Whether with or without illustrations, whether somewhat more generous with typography 

and layout or not – with the exception of an increasing use of illustrations and potentially a de-

crease in the quality of paper the make-up of arts and crafts periodicals changed little between 

1851 and the early to mid 1890s. Typographically speaking applied art periodicals found them-

selves at an impasse, encapsulated in their historicist page design. While print technology had 

made its most dramatic leaps in centuries during these forty years or so, these technological ad-

vances were, for the most part, not accompanied by a change in appearance, geared, as they were, 

mostly at producing larger quantities at faster speeds. An irony, of course, that was a driving force 

behind the founding of Pan, as well as the other periodicals in its wake. 

The changes that occurred in applied arts publishing in the years between 1894 and 1898, 

which is when in Paris Julius Meier-Graefe began publishing his L’art décoratif, also published 
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in Germany, already since 1897, as Dekorative Kunst, are therefore twofold: a new target audience 

emerges – the consumer – and with it, the need to find a more immediately impactful appearance 

of the object, i.e. the commodity. Against the backdrop of a period of (somewhat uneven) eco-

nomic growth, beginning in around 1880, and a period of explosive growth beginning in 1895, 

existing and new publications began targeting directly the (German) consumer. Alexander Koch, 

in the inaugural issue of DKuD wrote: 

This enterprise has chosen for itself the task to bring about a stirring and refertilization of 
home-grown artmaking in all fields. As such, it also works to demand respect from other 
nations toward German art, if not helping Germany and Germanophone countries to 
achieve victory in the competition with the other nations! As was the case with our previ-
ous publications, we also strive with this publication to mediate between artists and the 
well-off public! But without joyous willingness for sacrifice on the part of the art loving 
public, the artists, as well as the publisher we should not expect significant improvements 
in the future.16  
 
There is an acknowledgement that only a relatively well-off section of the population will 

be able to support this rebirth of German art. Koch imagined his publication to be geared toward 

bringing these particular readers to not merely read and enjoy the periodical, but to also act upon 

the impulses it brings forth. By swapping practitioners for consumers as target audience the ob-

jects reproduced in DKuD were therefore no longer exemplary objects to be inspired by for one’s 

own creations, but rather they became potential objects for purchase, commodities in waiting, as 

it were, to be considered as pieces in the puzzle of home-making. Koch’s periodicals were ‘in the 

service of the ‘home’” (im Dienst des ‘Heims’).  

The key to success, Koch was adamant, were the illustrations to DKuD. By framing his 

publication as a commodity showcase (in a bit of meta-framing, an early article introduces the 

 
16 Alexander Koch, “An die deutschen Künstler und Kunstfreunde,” Deutsche Kunst und 

Dekoration 1, no. 1 (1897/1898): ii: “Dieses Unternehmen will sich die Aufgabe stellen, eine Auf-
raffung und Neubefruchtung der heimischen Kunstweise auf allen Gebieten herbeizuführen, und 
somit auch dem Auslande Achtung vor der deutsche Kunst abzuringen, ja, Deutschland und den 
Ländern deutscher Zunge im Wettbewerbe mit den anderen Nationen den Sieg erringen zu hel-
fen!  Wie bei unseren bisherigen Verlagswerken, streben wir auch bei dieser Publikation wiede-
rum eine Vermittlung zwischen Künstler und kaufkräftigem Publikum an! Aber ohne freudige 
Opferwilligkeit auf Seiten des kunstliebenden Publikums, der Künstler, wie auch des Verlegers, 
ist auch in Zukunft keine wesentliche Besserung zu erwarten.” 
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architecture of the newly opened Wertheim department store), he incentivized artists to submit 

images of their creations for reproduction. Here, it was “photographs of executed works” that he 

was particularly interested in, as he did not want for sketches and drafts (Entwürfe) to be pre-

dominant in his periodical. And while interior shots would be also become an important feature 

of this periodical, as they became of Innendekoration, it does maintain a tradition of object re-

production, in particular photographic ones.  

While I will return to the question of reproduction in detail below in the case of Pan, I 

want to point out here that as Pan is entering its paired down, grid-oriented layout phase in 1897, 

periodicals such as those of Alexander Koch also begin to visually demarcate illustrations from 

text by, for example, leaving visible blank space between text and image (figure 4.7), as well as 

using the white of the paper as the rectangular background against which some objects are set, 

which in a full rectangular illustration may be reproduced photographically in three dimensional 

space or against a material background (figure 4.8). In other words, the space of the page, and, 

with that, its materiality was mobilized in the larger effort, which these periodicals constituted, of 

enticing and seducing the reader to eventually purchase such or similar objects for him or herself.  

 

Pan as Kunstgewerbezeitschrift 

 

Compared to the kinds of applied arts publications I have just described one might think 

that Pan is no applied arts periodical at all. Indeed, the presence of dedicated applied arts pub-

lishing in Pan is limited, if put in relation to the combined presence of literature, literary criticism, 

art history and contemporary art. And yet, by its own admission and material example, the peri-

odical aimed at intervening in precisely the debates surrounding the quality of the applied arts, 

their artistic merits and artfulness, and their role in contemporary life. Indeed, from another per-

spective, it could be argued that Pan was nothing but an applied arts periodical, not in judging it 

by its content so much as in judging it by its embeddedness within a discourse and practice of 
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making art useful, in particular in making it, within limits, pleasurable. Under the paradigm of 

carefully calibrated Genuss (pleasure), objects of both art and applied arts were measured by the 

ease of their consumption.  

Nevertheless, important as well as emerging voices penned essays on applied arts for Pan, 

while illustrations and reproductions accompanied these texts or figured independently of specific 

texts. We have, early on, Lichtwark extolling the virtues of contemporary medal making in France, 

Bode discussing proper design of periodicals, as well as what can only be called Sattler’s wall paper 

sample (figure 2.2). Across the years, we also encounter a host of articles on various aspects of 

bookmaking and bibliophilic culture. Peter Jessen, then director of the Berlin art library, is rep-

resented with a text on Ex Libri, while Aby Warburg reflects on American Chapbooks, Boden-

hausen on the English Book, and Bode on Modern German Art Books. Other articles or 

reproductions in that vein deal with Aubrey Beardsley’s illustrations, the artist postcard, posters, 

and book bindings. A few articles address textiles, such as the essay on Munthe’s decorative style, 

as well as that on Hermann Obrist. Lichtwark publishes various articles on architecture and on 

art in the home, while a total of four articles (including a text in the French supplement), one of 

which is the very last text in Pan’s very last issue, are contributions on or by Henry van de Velde 

(one and three texts respectively), including two programmatic texts on furniture design and the 

role of industry in applied arts. Another type of text reflects the institutional situation of the ap-

plied arts, in particular, through Bode, the question of the artist in the applied arts movement. 

Certain fields of applied art production are therefore not addressed separately, such as glass, ce-

ramics, or metalwork.  

While thus somewhat limited in genres, if judged by the topics of these essays, the applied 

arts permeate the entire publication. There is, for example, the issue of literary representations of 

objects, but also of colors, textures, and materials, all of which figured prominently in Pan. As an 

exemplary text in this regard we can consider Alfred Gold’s Hier werden Spielwaren verkauft 

(Toys are being sold here), published in Pan III, 4, which consists largely of the description of a 
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puppet store, its wares and the happiness and indeed life, with which these objects are being im-

bued through the presence and the smiles of the “young, nice girl,” who is the shop-assistant. The 

interior of the shop is described in kaleidoscopic, wonderland terms:  

So many dolls there – what a tremendous joy. The wooden, lustrously lacquered ones with 
the burning red cheeks and the black hair spread over the ears, that is only painted on. 
Then the heads made of porcelain with the fine, matte teint and the melancholic eyes of 
forget-me-not blue. And finally the loveliest of all, the wax dolls, with the real glass eyes 
and the authentic straw blonde hair, which one can actually comb. They are almost like 
small humans. 
[…] 
Oh, and all the other things that are there! The long, skinny clowns, for example with the 
fool hats; they are dressed in blue and red and decorated with gold-paper lace, and when 
you press on the crooked chest, they can move their feet or strike the cymbals. And there 
are also the short, thick caoutchouc men and the most famous – the tin soldiers – and big 
and small rubber balls and horses and wagons and a thousand other pleasures.  
Toys are being sold here.17 
 
Besides the plethora of materials, textures and colors of the toys, the text homes in on the 

relationship between object and human, ware and consumer, laying out the mode of engagement 

without which these objects would merely remain dead matter. Quite literally, the text declares 

that these toys will only be of value to cheerful, happy people, extending the literary trope of the 

author addressing an intimate circle of cognoscenti to the world of objects, by way of the world of 

children and their secret, idiosyncratic languages, barely intelligible to the outside world.  

The text closes by stressing the talismanic character of toys, and that the mere thought of 

“Hier werden Spielwaren verkauft…,” a line that is being repeated throughout the text, as if an 

incantation, helps ward off evil. In the guise of a story of someone purchasing a puppet at a toy 

 
17 Alfred Gold, “Hier werden Spielwaren verkauft,” Pan III, 4: 209-211: “Puppen giebt es 

da, daß es eine wahre Freude ist. Die hölzernen glänzen lackierten mit den hochroten Wangen 
und den schwarzen, über die Ohren gestrichenen Haaren, die aber nur gemalt sind. Dann die 
Köpfe aus Porzellan mit dem feinen matten Teint und den melancholischen Augen von Vergiß-
meinicht-Blau. Und endlich die lieblichsten von allen, die Wachspuppen, mit den wirklichen 
Glasaugen und den echten, strohgelben Haaren, die man wirklich kämmen kann. Die sind schon 
fast wie kleine Menschen. / [...] / Oh, und was giebt es da nicht sonst noch alles! Die langen, 
mageren Bajazzi z. B. mit den bunten Narrenkappen; die sind blau und rot bekleidet und mit 
Spitzen aus goldenem Papier geschmückt, und wenn man sie auf die bucklige Brust drückt, kön-
nen sie die Beine bewegen oder Tschinellen schlagen. Und dann sind da noch die dicken, kleinen 
Kautschukmänner und die Berühmtesten – die Zinnsoldaten – und große und kleine Gummibälle 
und Pferde und Wagen und tausend andere Lustbarkeiten. / Hier werden Spielwaren verkauft...” 
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store, then, this text can be considered as a manifesto like vignette, suggesting that the summon-

ing of the material wonder of commodities presented in a store can potentially provide happiness. 

The objects of applied arts become here the co-conspirators in the quest for happiness.  

In addition to the presence of applied arts and their objects in the literary contributions in 

Pan, there is the question of the status of specific genres of art, which, particularly in the fin-de-

siècle, might be considered close to, if not part of the applied arts, such as sculpture. Meier-Graefe, 

for example, in an exception to his self-imposed refusal to cooperate with Pan, contributed a long 

article about the sculpture of Georg Minne, titled Das Plastische Ornament (The Three-Dimen-

sional Ornament), exactly making the connection between art and crafts.18 On Minne’s well-

known fountain (figure 4.9), Meier-Graefe wrote:  

Minne has discovered the ancient law of the study of forms that through repetition of the 
same motif both the excitement of pleasure and the benefits of peace can be summoned. 
His fountain is a perfect ornament. – This takes more than a rediscovery of a lost truth. 
The figure has to be such as to be able to carry the repetition. That is not a mere question 
of quality, from which one could deduce an undervaluing of other sculptors, who do not 
share these goals. They have given us, in a different manner, nothing less valuable. Only 
that they gave for their time, and today we live fast. To be sure, time cannot dilute art 
works of the highest order; it cannot undo the charm of genius. The only truth, whose 
substance outlasts time and place, is art. 
What changes is its practical purpose, our material relation to it, the answer to the ques-
tion: do you want to own me, can you use me? 
And this fact leads our senses, oversaturated with special refinements and longing for 
overall harmony as they are, to Minne and to this splendid monument to calm and peace.19 

 
18 Meier-Graefe publishes this text in differing versions after its appearance in Pan. Sig-

nificantly, in a much-altered version, it appears as part of his Entwicklungsgeschichte in 1904. 
Jenny Anger, with recourse to Catherine Krahmer, has pointed out that not only can we consider 
all of Meier-Graefe’s art-writing to be a life-long, ever-evolving Entwicklungsgeschichte, but that 
that the logic of this oeuvre is that of the supplement, and we might add, of the periodical. She 
shows how the book’s dramatic changes between its 1904 edition, with the decorative as the over-
all goal for art, and its 1908/1914 editions, a history of modern art as the emancipation of painting 
from its subservience to the decorative, are instigated by supplementing the original narrative 
with the example of Courbet and Corot, which in turn leads to its complete reworking. See Jenny 
Anger, “Courbet, the Decorative and the Canon: Rewriting and Rereading Meier-Graefe’s Modern 
Art,” in Partisan Canons, ed. Anne Brzyski (Durham: Duke University Press, 2007), 156-177.  

19 Julius Meier-Graefe, “Das Plastische Ornament,” Pan IV, 4, 263-264: “Minne hat das 
uralte Gesetz der Formenlehre erkannt, durch Wiederholung des Motivs zugleich mit dem erre-
genden Genuß die Wohltat der Ruhe zu geben. Sein Brunnen ist ein vollkommenes Ornament. – 
Es gehörte mehr dazu als die Wiederentdeckung einer verschwundenen Wahrheit. Die Figur 
musste darnach sein, um die Wiederholung zu tragen. Das ist keine rein qualitative Frage, aus der 
man eine Unterschätzung der anderen Bildhauer ableiten könnte, denen diese Ziele fremd sind. 
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With the singling out of Minne’s fountain as his artistic masterpiece, Meier-Graefe per-

fectly illustrates the development of architectural ornament toward the status of object in the sec-

ond half of the nineteenth century, as proposed by Payne. The image which photographically 

reproduces the fountain further underscores the fountain’s object character by abstracting it from 

its surrounds. Meier-Graefe goes yet a step further and imbues it with the capacity to speak to us 

directly, with the urgency of the present, prodding us to not only consider our aesthetic relation-

ship to it, but whether or not we might find it so useful as to want to own it. Strikingly, both Gold 

and Meier-Graefe highlight the idea of possession and consumption, of a shared language between 

object and subject, and that in this communion between human subject and object world, a sense 

of quietude and harmony might be achieved.  

If we now look outside the texts, at those elements that decorate them, we notice, besides 

various types of image reproduction, that as part of its effort to be a reinvigorating force for Ger-

man bookmaking, Pan took great pains in choosing its illustrations and book ornaments. Accord-

ingly, they show a high degree of self-reflexivity, as a self-respecting, as well as self-deprecating 

strand of the applied and decorative arts. Ink wells, chairs, urns, chandeliers, and all kinds of 

other objects of applied arts make appearances in drawn illustrations throughout Pan’s twenty-

one issues. Perhaps in line with the grotesques of historical book and manuscript marginalia, we 

find in (the early) Pan, besides the types of floral, abstract, and narrativizing ornaments, also more 

sinister illustrations, not least those by Sattler, indicating a perhaps more fraught, even nightmar-

ish take on the human-object relations.  

 
Sie haben uns in anderer Form nicht Geringeres gegeben. Nur gaben sie für ihre Zeit, und wir 
leben heute schnell. Wohl vermag die Zeit Kunstwerke höchster Gattung nicht zu verwischen; sie 
kann nicht den Reiz des Genies aufheben. Die einzige Wahrheit, deren Substanz über Ort und Zeit 
erhalten bleibt, ist die Kunst. / Was sich ändert, ist ihre praktische Bedeutung, unsere materielle 
Stellung zu ihr, die Antwort auf die Frage: willst Du mich besitzen, kannst Du mich brauchen? / 
Und dieser Gesichtspunkt entscheidet unsere, der Specialraffinements übersatten, nach Gesamt-
harmonie dürstenden Sinne für Minne, für dieses herrliche Denkmal der Ruhe und des Friedens.” 
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An exceptional generation of artists working in illustration was represented in Pan, among 

them Thomas Theodor Heine, Emil Rudolf Weiß, and Otto Eckmann. A number of these artists 

were given a significant platform. Joseph Sattler, for example, had one plate in Pan (figure 4.10) 

a reprise of a page of an artist book he had designed, visualizing the anabaptist uprising in Mün-

ster in the 1530s (figure 4.11), while the image of another page from the same artist book (figure 

4.12) graced the last issue of the French supplement of Pan. While the originals were more ex-

quisitely produced than their printing in Pan, the transfer of the images from one type of luxurious 

paper to another, besides essentially functioning as a kind of advertisement for the book itself, 

highlighted the socially and economically networked character not only of the book reform move-

ment, but of the applied arts movement and its mediators at large.20 The circulation of Sattler’s 

images from the artist book also reminds us of the importance accorded to the materiality of im-

ages and their status as objects at this moment. It is not just the image that is being synecdochally 

reprised in Pan, it is the artist book itself, in its materiality, whose literal contiguity is suggested 

here.  

As I have already indicated there is a growing realization in the second half of the 1890s 

that the applied arts periodical’s appearance and the reader’s experience thereof are significant 

factors in creating a public of consumers for the applied arts.21 And while Pan’s founders ostensi-

bly refused their publication to be subordinated to the rules of commercial, profit-driven 

 
20 Sattler’s publication was presented in several other publications well, such as by Peter 

Jessen in the Zeitschrift für Bildende Kunst NF 7, no. 2 (1896), 41-43, pointing yet again to the 
multiplier function of the periodical network, in which commercial and critical interests were not 
clearly separated.  

21 The development of periodicals toward commodity status in the 1890s is not restricted 
to specialist publications or high-end publications, nor is it geographically restricted. Richard 
Ohmann has noted, in relation to the American monthly Munsey’s Magazine, founded in 1889 as 
Munsey’s Weekly, that ‘the visual presentation of the magazine announced its own status as an 
elegantly made commodity that would grace a modern parlor, and the editors did not subdue its 
materiality. Nor its commercial project: they gave editorial space to accounts of its rising circula-
tion, and boasted about price cuts, in 1893 and after, stressing the union of cheapness and quality. 
In other words, they addressed the reader as party to a novel business enterprise, customer 
hitched to an exciting trend.” Richard Ohmann, Selling Culture. Magazines, Markets and Class 
at the Turn of the Century (London: Verso, 1996), 224.  
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publishing, they nevertheless created a publication that was in its groundbreaking focus on the 

material aspects of the mediating and reproductive function of the periodical form, as well as in 

its goal to lift the quality of German applied arts deeply enmeshed in the productive and indeed 

capitalist structures of that same world. Just now, I have indicated how Pan and other periodicals 

formed a publishing landscape, showcasing, if not advertising, publications by associated artists, 

published elsewhere. And I have already described in chapter 2 how Pan was a public embodiment 

of a network of forward-thinking paper producers and distributors.  

This enmeshment has been critically noted before. For Selle, for example, the interpene-

tration of artistic, cultural, and economic discourses in the fin-de-siècle is a given. He writes in a 

chapter on “Art propaganda and consumer education”: 

Economic, artistic, and cultural propaganda, as well as advertisement are strategies of in-
fluencing values in light of a common goal. One can assume without further verification 
that these strategies penetrated and complemented each other in multiple ways.22 
 
He goes on to sketch the institutional and societal pillars underpinning what he calls, bor-

rowing from the 1908 Werkbund statutes, the art “propaganda”: the school and museum system 

(where he stresses Lichtwark’s role); the exhibition system with its “particular presentations, fur-

ther ritualizing the coupling of culture and commerce and achieving the ideological unity of con-

sumer culture and the idea of a larger cultural achievement” (cf. world fairs); specialist publishing, 

which he considers, partly at least, ideologically neutralized and subordinated to market logic 

(Pan, for Selle, belongs to the category of literary periodicals tangentially involved in art propa-

ganda); culminating eventually in the Werkbund, an umbrella organization bringing together 

these previously distinct developments. He then goes on to paint these interwoven structures as 

 
22 Gert Selle, Jugendstil und Kunstindustrie: Zur Ökonomie und Ästhetik des Kunstge-

werbes um 1900 (Ravensburg: Maier, 1974), 57: “Wirtschafts-, Kunst und Kulturpropaganda und 
Absatzwerbung sind Strategien der Beeinflussung von Werthaltungen unter einem gemeinsamen 
Interessenziel. Man wird ohne nähere Nachprüfung voraussetzen können, daß diese Strategien 
sich vielfach ergänzt und durchdrungen haben müssen.” 
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the necessary apparatus for the creation of artificial needs and consumption cycles, harbingers of 

the mass-consumption and its disposable fashions.  

There can be no doubt that educating, exhibiting, publishing and advertising went hand 

in hand in the development of the applied arts in the 1890s and that any one of these activities 

also took on characteristics of the others. It is no stretch to suggest that, in fact, in the realm of 

the applied arts, all four were to some extent co-extensive at this moment. The applied art peri-

odicals, with their ever-improving image reproduction capabilities, but also Pan, seem to be per-

fect illustrations for Selle’s observation. However, it is necessary to not merely posit their 

interpenetration, as Selle does, or remark on their co-extensiveness. Indeed, similar observations 

in regard to the interpenetration of education, commerce, display and publishing have been made 

about other types of periodicals during the 1890s, which was the decade of the birth of the mass-

market periodical.23 As Muthesius has noted, with the history of applied arts publishing, the “story 

of communication […] went from almost non-existent to highly developed.” He goes on: 

One is tempted to say that communication had been vastly ‘improved’. Curiously this does 
not tally at all with how modernist art history has judged the actual artefacts of this period. 
In fact, it maintains the opposite: 1820s Biedermeier to early 1890’s Innendekoration 
meant a development from good to thoroughly bad. One of the reasons for the alleged 
deterioration was held to be precisely the new industrialization and commercialization, 
which, by definition, included new methods of communication. Conversely, the allegedly 
consistent quality of all work before 1830-1840 was due to the state of pre-industrializa-
tion and pre-commercialization and thus pre-communication. Clearly, what is needed at 
this point is a more comprehensive study of the processes of communication, oral or 
printed, verbal or pictorial, and between all agents.24 
 
By observing how the “propaganda” strategies “complemented and interpenetrated” each 

other in the specific instance that is Pan it will emerge that discursive, visual and material strate-

gies that may well have been informed by a common, fundamentally commercial goal of spreading 

the applied arts gospel, were at the same time heterogenous and often in tension with each other. 

Indeed, I suggest that there was an acute sense of the importance of reflecting on the contact 

 
23 See Ohmann, Selling Culture.  
24 Muthesius, “Communications,” 18.  
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effects and consequences of the interpenetration of activities that were characterized various de-

grees of artistry. Such sense was perhaps best expressed by the insistence on artful advertisement: 

it had to be simultaneously art and advertisement. This will also help elucidate the paradox 

Muthesius is highlighting.  

At its core lies the establishment of the image of the interior as the defining pictorial genre 

of applied arts publishing in the 1890s, which lays bare the historicist, often highly idiosyncratic 

hodgepodge of styles prevalent at this time. In photographic reproduction, home-making, that is 

the personal configuring of private space, mostly the purview of women in the nineteenth century, 

betrays its heterogeneity. The emergence of the figure of the designer of objects and entire interi-

ors in the 1890s needs to be therefore also understood as a function of the changes of applied arts 

publishing with its increasing use of (photographic) images.   

Pan published no images of interiors, only of objects. It also entertained an ambivalent 

stance toward photography. It thus seems to stand apart from the overall development of applied 

arts publishing in the 1890s. Yet, I suggest that in fact it mirrors this development in important 

ways itself. If we take Bierbaum and Meier-Graefe by their word – the page as individually fur-

nished room –, what we are left with are, in the early Pan, pages whose typographical iconicity 

functions not unlike a pictorial representation of an interior.  

The early Pan then is nothing but a collection of interiors. Yet, these “interiors” already 

partake in the switch from the personalized mix and match of ‘homely’ interior decoration to that 

of a designed interior, with a single artistic voice permeating the whole. And while the early Pan 

may have held a liminal position in this development, the later Pan not only stops being “homely”, 

but it also becomes one of the key publications in which the public could witness the historical 

apotheosis of the “star designer,” to use Muthesius’ words, in the form of the introduction of 

Henry van de Velde to the German public. And I will return to the question of the interior in the 

second half of this chapter.  
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Consuming Pan 

 

For now, in order to better understand Pan’s position within the applied arts, it will be 

necessary to look carefully at the interplay between object, reproductive image of the object and 

material support of the image of said object. When I have observed earlier, how Alexander Koch 

in his periodicals learns to appreciate the blank space of the page as a framing device for repro-

ductions, it is in Pan that we will find the source for this appreciation. Indeed, the rough surface 

of its thick papers is perhaps the most tangible evidence of the publications’ medial reflexivity. Its 

invitation to touch and engage at intimate proximity offers an experiential kind of knowledge, an 

object knowledge of the sort the happy few customers of the puppet shop might enjoy from their 

purchases, to point to just one example of an explicit reflection on the commodity status of the 

applied arts in Pan. At the same time, it will be important to differentiate between different types 

of reproduction and how they might be looked at and received. Koch’s emphasis on photographic 

reproductions of the executed objects is in line with the goal of creating a public of consumers, 

providing for the kind of mimetic immediacy imputed to photography that insinuates, by way of 

the object’s gestalt, a consumable cohesion.  

The question that needs answering, then, is to what extent the experiential nature of en-

gaging Pan and its visual program of applied art reproductions are to be understood as modeling 

commodity consumption. This is, fundamentally, then also a question about Pan’s status as ‘com-

munication’, i.e as medium. If we look at some of the illustrations in Pan involving the act of 

reading, we see people holding newspapers (figure 4.13), for example, or the girl in Whistler’s 

painting reading a book in her lap (figure 2.3). Here, we are presented a conventional mode of 

(print) media consumption, holding and handling the book or periodical with both hands.  

Pan, however, is not a periodical that one merely holds and reads like one would read a 

newspaper – it would be potentially damaged in its unbound state and too heavy in its bound state 

– or a publication one might just leisurely hold in one’s lap for perusal (although that is a 
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potentially more realistic engagement.) The engagement that Pan, qua its luxurious nature and 

large size, posits is of a more complex, phenomenological nature. It inscribes itself, for example, 

into what we might refer to as a cultic and auratic history, not of the work of art, but that of scrip-

ture and bookmaking. Pan is insistent on the materiality of script, both as letterpress but also as 

handwriting. The use of historical, used letters, not only gave the printing a sometimes-wobbly 

look, but it effectively tied the present to the past with the future in mind. And that is exactly what 

would happen with this particular type, known as Janson Antiqua, which would be recognized 

years later as the work of the Baroque Hungarian-born typecutter Kis and become a widely re-

ceived typographic inspiration. As it is, letter press printing and handwriting are indexical opera-

tions, and in Pan their indexicality is put on view so as to be enjoyed for its own sake.  

The role of touch, and by extension of the hand, is therefore central to Pan’s proximity: 

touch is the sense through which reception and production are collapsed in the periodical. On 

encounter with the variously published facsimile handwriting of writers in Pan – Fontane, Nie-

tzsche, Flaischlen (figures 4.14–4.16) – the handwork of writing becomes visible and retraceable. 

And as the cultural milieu of Pan still practiced the handwritten letter, these facsimiles create a 

recognition effect. Here, with letters and literature, is the original situation of talking objects and 

the happy few, to borrow from Stendhal. Similarly, the hand of artists is visible through drawings 

(even if they are reproductions of other artists’ works).  

What is missing however, are the hands, and indeed, the names of the craftsmen and 

women involved in the production, not only of the objects reproduced, but of the reproductions 

themselves, i.e. of the halftone blocks, and of Pan as an object itself. This is where it is important 

to turn for a brief moment to problem of serial production in the late nineteenth century. The 

production setups are increasingly characterized by division of labor and a workforce of more or 

less skilled workers, executing designs procured either from internal designers, or from external 

artists or designers. With the shift of applied arts periodicals toward the status of art, it is here as 

well that the role of the form, i.e. iconic quality of an object becomes ever more important. Pan as 
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well as Koch’s or Meier-Graefe’s publications position themselves, although differently, at a dis-

tance of the socio-economic implications of divided labor (Kessler’s diary reflections notwith-

standing). In the case of Koch’s publications, the apparatus of the periodical is mobilized to create 

a seamlessness between ideation and execution of a product. In Pan, production is presented ra-

ther more classically as a matter of personality and the mind, with the corporeal extension of the 

hand as their tool. 

To show in a periodical relates to the way the periodical is designed and made and how it 

frames, activates and mobilizes the kinds of images it reproduces. Indeed, as we have seen in the 

last chapter questions of layout and typography were intrinsically caught up with questions of 

reproduction. Not only did they come together to define the experience a Pan subscriber might 

have had when leafing through their issues, but these questions were discussed alongside each 

other by Wilhelm Bode and the editors in Pan’s first issue.  

Bode, we recall, belonged to the “readability” camp of typography: disparity in content 

needs to be counterbalanced by a unifying design principle, such as the choice of the right type. 

The main reason Bode insisted on the typographic unity of the illustrated periodical was the vari-

ety of reproductive techniques, whose contemporary effervescence he saw as having contributed 

to the general debasement of illustrations, a deplorable state of affairs that Pan should help to 

rectify. Bode kept a special place in reproductive purgatory for photography, whose much too 

rapid appropriation for the purpose for illustration he attributed to its imputed superior mimetic 

faculty. Reproducing it, especially through the relatively new half-tone technique, has led to une-

ven results, he lamented, none of which arrive at delivering what he considered the gold standard, 

namely “artistic ways of reproduction,” to use his phrase.  

Just as he advocated the importance of artistry in his essays on the role of the artist in the 

applied arts, also published in Pan, he insisted on artistry in the associated field of reproduction. 

While Bode conceded that the new relief printing processes such as half-tone and line etching, 

known in German as Netzätzung (literally: netted etching) and Strichätzung (line etching), and 



 

 

 

196  

referred to in Pan as Autotypie and Zincography, delivered satisfactory results in the reproduc-

tion of simple artworks such as old engravings or woodcuts, they were lacking the necessary level 

of detail for reproductions of more complicated artworks, such as paintings, complicated engrav-

ings or drawings. Photography, Bode insisted, was not up to the task of faithfully reproducing the 

modeling of sculptures or tonal values of paintings, despite the medium’s often lauded reproduc-

tive exactitude. Only the expensive and complicated methods of collotype and heliogravure were 

acceptable photographic reproduction techniques for artworks, in particular for scientific litera-

ture, given their high degree of accuracy.  

Meier-Graefe and Bierbaum aligned with Bode by and large on the question of illustrations 

and reproductive techniques. In their reply to Bode, they put a particular emphasis on the supe-

riority of line-etching over half-tone printing since each process required a different type of paper 

to fully bear fruit, with half-tone working best on paper smoother than the ones used in Pan. In 

another way, the stance against the as yet insufficient tonal capabilities of halftone, and for the 

linearity of line-etching also underscores an appreciation for the particularities of letterpress 

printing, which operates in a dualistic, mostly black and white, presence and absence, universe. 

The program of border illustrations and decorative elements echoes these concerns, while also 

presenting the range of possibilities within the confines of an essentially linear visual language.   

We also recall that where the editors fundamentally differed from Bode was in their con-

ceptualization of the typographic make-up of the periodical. The short, metaphorical version of 

their concept, in their own words, was that a periodical resembles a house, in which each room 

ought to be designed according to the wishes and character of the inhabitant. They contrasted 

their view to Bode’s, for whom, they say, the periodical is more like a grand ballroom. Much hinges 

on this distinction, and in particular, on the founding editors’ insistence on the entirely self-con-

tained textual unit. They stress the absolute necessity that no two texts of different authors should 

find themselves on the same page. This insistence on discontinuity, break and fragmentariness, 

what we might call an anti-serial impulse, is also a valuing of a particular kind of attentive and 
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absorptive experience, as opposed to that of browsing and of the flow of the sequence. This em-

phasis on an absorptive dimension is most visible in the sheer abundance of empty space in Pan, 

which on every page invites you to linger and to not only luxuriate in its tactile surface, but to 

experience the surface as texture, that is, as depth.25  

As we have seen in the last chapter, under Flaischlen’s guidance, the publication moves 

toward a compromise between these two positions, namely one where typographic unity is 

achieved, but where the experiential dimension of the single page is maintained, as the size and a 

certain quality of textured paper had been deemed non-negotiable characteristics of Pan even as 

it had to cut down costs. Notably, this compromise comes at the hand of a palpable reduction of 

the more elaborate types of linear book ornaments I have just described above. 

 

The Art of Reproducing Craft 

 

I want to turn now to the status and role of reproductions in Pan, in particular those of 

works of applied arts. First, however, it is worth remembering that in essence, by their very nature 

as printed images, all images in Pan are reproductions, either direct impressions from an original 

plate or at a remove from an original image, be that handmade or photographic. Indeed, Pan 

presents these reproductions by having recourse to a range of reproductive techniques allowing 

for letterpress printing (hence images at a remove: original image à letterpress block à 

 
25 We have already encountered Flaischlen’s struggles to bridge the classifying impulse of 

ordering – the phantasy of total knowledge, expressed in an infinity of fragments – with the ne-
cessities of a developmental history. The serial absorption which is being proposed in Pan could 
also be understood in analogy to the speculative doubt that Kessler has expressed in his diary 
toward Haeckel’s (and Darwin’s) theory of evolution. He writes: „One does not see why the dis-
tinct geological periods could not have produced every time their own wildlife; why the kinship of 
forms could not be grounded in a kinship of the elements and forces rather than in a continuous 
progeny.” (“Man sieht aber nicht ein, warum die einzelnen geologischen Perioden sich nicht je-
desmal ihre eigene Flora und Fauna selbstständig erzeugen konnten; warum die Verwandtschaft 
der Formen nicht auf einer Verwandtschaft der Elemente und Kräfte statt auf einer zusammen-
hängenden Zeugungsreihe beruhen könnte.“) Kessler, Tagebuch 2, 216-217.  
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impression). These techniques, we recall, come on top of the original print-making techniques, 

which are present in Pan, ranging from color lithography, to etchings and engravings, to wood-

cuts. At least one of those original prints, Koepping’s decorative glasses in Pan II, 2 (figure 4.17), 

is also a reproduction of applied art, executed (although not printed) by the artist himself. These 

images carry visual or physical markers of facture, details, which made such images valuable for 

the nineteenth century print enthusiast. Their co-presence with more clearly identifiable repro-

ductions of images of works of art and applied arts thus offers the possibility to consider the me-

diality of the mere reproduction as another type of factured image, which is the very effect that 

Bode hoped to achieve in his insistence on artistic modes of reproduction. By that I mean, it allows 

to see all the reproductions in Pan on a spectrum of image making processes – keeping in mind 

that appreciation of process was a key element to print collecting during the second half of the 

nineteenth century. To be sure, Pan, in best typographic tradition, revived the colophon, indicat-

ing by which company original prints and mechanical reproductions were produced and printed, 

implying a kind of authorship by way of authoritative expertise in technological processes.  

Of all the reproductive possibilities, it was photographic reproduction, which was the most 

contested. Its viability as a reproductive technology suitable for Pan was fundamentally tied up 

with its ambiguous status as a practice located between an applied art, a trade really, and a fine 

art. Given the disapproval it received from Bode and Bierbaum and Meier-Graefe as a means for 

illustrating a periodical, we should not be surprised that the colophons do not indicate the names 

of the photographers (nor that of those men and women making the halftone blocks). And while 

that can be explained by the fact that oftentimes it would be the reproduction company itself ex-

ecuting the photograph, as can be gauged from the correspondence, the omissions speak to a 

wider discussion. 

Indeed, what permeates the thinking of Bode et al. on photography are the larger debates 

about the uneasy relationship between art and the applied arts, between the latter’s status as the 

former, between an object’s uniqueness and its potential multiplication, tensions that extend to 
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the question of photography. While on the one hand, the aspirations of the applied arts movement 

were for elevating the aesthetic qualities of everyday objects – and a certain kind of photography 

had become just such an everyday object – it necessitated rhetorical sophistication to maintain a 

separate, ideal sphere of art, untainted by mechanics or commerce. In an essay on artistic pho-

tography, the artist, essay and critic Paul Schultze-Naumburg gave his own somewhat lengthy, 

but rhetorically and argumentatively insightful overview of the debate on where to draw the line 

between photography as art and as trade: 

Much ink has been spilled on whether or not photography should be counted among the 
arts or not. For that, we have to make one distinction: there exist photographs that decep-
tively resemble a drawing or the reproduction of a painting. Eventually, one learns that 
that, which one did not believe photography capable of, was indeed arrived at by way of 
drawing, calling it ‘retouching’. Very well, but the addition then does no longer belong to 
photography, but to the fine arts. The question can only be whether a photograph, made 
solely by mechanical means, is a work of art. But here as well, an answer is hard to come 
by as our notion of art for the purpose of such distinctions has not yet been properly es-
tablished. When an extraordinarily gifted man – irrespective of his profession, whether 
painter or carpenter – makes an exceptionally good chair – does that make it a work of 
art? Some would suggest it need not be, but it can be. They draw a dividing line, the tres-
passing of which leads into the field of art. The same also holds for painting. Judged by 
their material and making, most oil paintings could be artworks, but are in fact no such 
thing. This way, we are coming closer to an answer. Strassburg Cathedral is, without a 
doubt, a great work of art, but the villa over there is no work of art at all, and yet, both are 
works of architecture. The only way out of this impasse is to call a range of human activities 
“working with artistic means”, but to differentiate between a broad and narrow definition 
of the notion of ‘art’. We would then use the notion of art in its narrow sense only for 
achievements in which technology allows for the possibility of an entirely free and indi-
vidual expression, but in which an independent intellectual personality actually expresses 
something valuable.  
Pure photography, that is, photography as such – the work of the photographer who only 
makes use of mechanical means – cannot be considered, I believe, to belong to art in this 
narrower sense, as much as the respective photographer might truly be artistically in-
clined.  To be sure: with his skills, he can manipulate the image of nature with much more 
latitude than the layman commonly assumes. But free vis-à-vis the object he is not, nor 
can he do as it pleases the innermost vision of his fantasy. And I am not saying, as some 
may misinterpret me, that this would diminish his work. It is the masters among the pho-
tographers who are acutely aware of these truths. But they are entirely correct if they be-
lieve that photography as art in the wider sense has plenty of noble tasks to accomplish. 
When we, painters and sculptors, decided to work in applied art, we were aware of both 
truths: first, that we renounced art in the narrow and highest sense; second, that through 
this very limitation we significantly contributed to the aesthetic culture of our people. Pho-
tography’s extraordinary impact as the art of everyday portraiture, which enters every 
house and every hut has been noted. Should art photographers, through their influence 
and their example, arrive at elevating photography to the highest standards it can, by its 
nature, achieve, they will deserve much credit. One is certainly well advised to follow the 
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work of these men sympathetically at every step of the way, to be informed about their 
achievements and goals, and above all to support them by enforcing wherever possible the 
standards of art photography in the field of professional trade photography.26 

 
26 Paul Schultze-Naumburg, Kunst und Kunstpflege (Leipzig: Eugen Diederichs, 1901), 61-

66. This small book is interesting as it is also a collection of previously published periodical arti-
cles, mostly taken from the Kunstwart. The original reads: “Man hat schon viel hin- und herge-
stritten, ob Photographie eine Kunst sei oder nicht. Man muss da vor allem eine Scheidung 
vornehmen: es giebt Photographien, die täuschend einer Handzeichnung oder der Reproduktion 
eines Gemäldes ähneln. Schliesslich erfährt man aber, dass, was man der Photographie nicht zu-
trauen wollte, in der That auf zeichnerischem Wege – hier nennt man’s „Retouche“ – hinzuge-
kommen ist. Gut, aber das Hinzugethane gehört dann eben nicht mehr zur Photographie, sondern 
ins Gebiet der bildenden Kunst. Die Frage kann nur dahin gehen, ob eine Photographie, die auf 
rein mechanischem Wege entsteht, ein Kunstwerk ist. Aber auch da ist die Antwort schwer zu 
finden, weil unser Begriff von Kunst für solche Bestimmungen noch lange nicht genügend fest-
steht. Wenn ein ganz ausserordentlich begabter Mann – und da ist’s nun ganz gleich, ob er von 
Beruf Maler oder Tischler ist – einen ganz ausserordentlich guten Stuhl macht – ist das dann ein 
Kunstwerk? Manche sagen darauf: er braucht es nicht zu sein, er kann es aber sein. Sie ziehen 
eine Grenzlinie, deren Überschreitung ins Gebiet der Kunst führt. Das gilt nun ganz genau ebenso 
auch in der Malerei. Die meisten Ölbilder könnten ihrem Material und der Art ihrer Entstehung 
nach Kunstwerke sein, sind es aber durchaus nicht. So kommt man der Antwort näher. Denn das 
Strassburger Münster ist ohne alle Zweifel ein grosses Kunstwerk, aber jene Villa dort drüben ist 
ganz und gar kein Kunstwerk, und beide sind doch Werke der Architektur. Es bleibt schliesslich 
als einziger Ausweg der, einer Reihe von menschlichen Thätigkeiten die Bezeichnung des „Arbei-
tens mit künstlerischen Mitteln“ zu geben, bei dem Wort „Kunst“ jedoch einen weiteren und einen 
engeren Wortsinn zu unterscheiden. Wir würden dann den Begriff Kunst im engeren Sinne nur 
bei Leistungen anwenden, in denen einmal die Technik die Möglichkeit einer ganz freien indivi-
duellen Aussprache zulässt, in denen zum zweiten aber auch eine selbständige geistige Persön-
lichkeit etwas Wertvolles thatsächlich ausspricht.  
In diesem engeren Sinne des Wortes, glaube ich, werden wir die reine Photographie als solche, 
die Arbeit des Photographen also, soweit er sich ausschliesslich mechanischer Mittel bedient, 
nicht zur Kunst im engeren Sinne des Wortes rechnen können, mag der betreffende Photograph 
an sich auch noch so sehr als echter Künstler veranlagt sein. Ganz gewiss: er kann durch seine 
Mittel das Bild der Natur innerhalb eines viel grösseren Spielraumes abwandeln, als der Laie ge-
wöhnlich ahnt. Aber frei gegenüber dem Gegenstand ist er doch nicht, mit ihm schalten und wal-
ten ganz nach dem inneren Schauen seiner Phantasie, das kann er nicht. Man missverstehe mich 
nicht so, als meinte ich, seine Arbeit werde dadurch degradiert. Gerade die Meister unter den 
Photographen sind sich des wahren Sachverhaltes vollkommen bewusst. Aber sie sind vollkom-
men im Recht, wenn sie glauben, dass die Photographie als Kunst im weiteren Sinne der hohen 
Aufgaben genug zu erfüllen hat. Als wir Maler und Bildhauer uns zu kunstgewerblicher Arbeit 
entschlossen, waren wir und auch der beiden Thatsachen bewusst: erstens: dass wir dabei auf 
Kunst im engsten und höchsten Wortsinn verzichteten, zweitens, dass wir für die ästhetische Kul-
tur unseres Volkes gerade mit dieser Bescheidung viel leisteten. Es ist oft auf die ausserordentli-
che Bedeutung der Photographie als der sozusagen alltäglichen Bildniskunst hingewiesen 
worden, die in jedes Haus, in jede Hütte dringt. Gelingt es den Kunstphotographen, durch ihren 
Einfluss und vor allem durch ihr Beispiel, die Photographie auf den höchsten Stand zu bringen, 
den sie ihrem Wesen nach erreichen kann, so machen sie sich also hochverdient. Man thut sicher 
gut daran, die Arbeit dieser Männer bei jeder Gelegenheit mit seiner Teilnahme zu begleiten, sich 
über ihre Leistungen und ihre Ziele aufzuklären, und sie vor allem dadurch zu unterstützen, dass 
man die Forderungen der Kunstphotographie auch den Berufsphotographen gegenüber nach aller 
Möglichkeit geltend macht.” 
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The excerpt opens with an important distinction for photographic practice at 1900, point-

ing to the fact that much reproductive photography of the time, especially news photography in 

illustrated periodicals, came in the form of “hybrid images,” to use Thierry Gervais’ formulation, 

the result of a “collaboration that took place in the newsroom.”27 Schultze-Naumburg discards 

such composite practice outright, homing in on a more technologically restricted, not to say me-

dium-specific, understanding of photography. This leads him to pose the ostensibly oxymoronic 

and indeed, as will transpire, rhetorical question of whether purely mechanical photography can 

be “artistic.” It cannot, Schultze-Naumburg declares, as artistically inclined and talented the pho-

tographer might be, because its technology does not allow free articulation and prevents, in its 

mimetic and therefore subordinate character, the formulation of free and valuable thought.  

The decisive trait that prevents photography from being an art, for Schultze-Naumburg, is 

thus, I would argue, the absence of the hand as an executor of a free, creative will. And while 

photography, understood as mere technology, may not have been suitable for the cult of character, 

personality and genius, whose effectiveness in Pan relied on the visibility of lived traces, Schultze-

Naumburg nevertheless granted it a place in the ongoing and general movement toward ever more 

accomplished applied arts, itself a touchstone of the larger discourse and legitimization of the 

applied arts as a constitutive element in the raising of the aesthetic culture of the German people. 

And while Bode does not make any direct pronouncements on the question of photography’s art-

fulness, we can deduct from his preference amongst the photographic processes for collotype and 

heliogravure that he possibly shares Schultze-Naumburg’s assessment of photography’s status as 

an applied art, fundamentally unfree and tied to the object.  

As it is, the presence of reproductive photography in Pan is no less complex than the ab-

stract theoretical distinctions of a Schultze-Naumburg. There is, to begin, the range of techniques 

used. We find ourselves confronted with several types of photomechanical reproduction, such as 

 
27 Thierry Gervais, “Reaching beyond the index,” in Photography and Doubt, eds Sabine 

T. Kriebel and Andrés Mario Zervigón (London and New York: Routledge, 2017), 81 – 101. 
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heliogravure, collotype and the most commonly used relief half-tone technique, a process through 

which the photographic image is broken down into separate marks with the help of overlaid glass 

screens. From a distance, these variously sized marks create the optical illusion of tonal continu-

ity. The advantage of relief half-tones is that they can be printed alongside text, which led to their 

revolutionizing the production of newspapers for example. The downside, at least in 1895, was 

that it was a relatively young technology, having been commercially introduced only in the early 

1880s. In its early days, the thus reproduced photographic image often lost sharpness and hence 

had only a diminished claim on verisimilitude. Zincography, or line-etching, which was another 

often-used reproduction technique in Pan, on the other hand, allowed for the precise reproduc-

tion of drawings in particular. What emerges then, I propose, is a visual rhetoric of indexicality. 

Reproductive photography is widely used in Pan (admittedly more so in the later volumes). Sig-

nificantly, though, in the case of sculptural photography, it is conventionally retouched photog-

raphy to achieve the widely accepted indexical look of such photography.  

Besides range of techniques which, aside from making for images with rather different 

characteristics, may pique the interest of the print enthusiast, reproductive technology in Pan 

cannot be properly judged without taking into consideration its context of the illustrated period-

ical. I have indicated in a preceding section that Pan operates both an anti-serial impulse and 

aesthetics of discontinuity – an impressionistic, painterly idiom, we might say – while also pur-

suing in its emphasis on script and line an aesthetics of linearity, with the paradoxical goal of 

simultaneously producing distance and proximity, leaving the viewer with an interpretative chal-

lenge of having to produce their own meaningful experience. The reproductions, varied as they 

might be or perhaps as a function of their variety, are not only imbedded in that logic of rupture 

and suture, but they themselves are marked as noteworthy transformative interventions, to be 

reflected by the viewer. Thus, this image of a vase and a plate (figure 4.18), illustrating an article 

by Bode on recent exhibitions in Munich and Dresden, is captioned in such a way as to underline 

its mediating nature, explicitly naming the full name of the artist who made the drawing, while 
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leaving us doubtful over the exact identity of the designer of the vase, whose name is given only 

as K. Groß. As it is, the full identity of the designer, together with a discussion of the vase, appears 

only in the second installment of the essay in the following issue of Pan. There, Bode not only 

praised the design of the vase and the formidable use of the material zinc, but he expressly pointed 

out the zincography from the preceding issue, made on the basis of Peter Halm’s “most pointed 

drawing”, to quote Bode. Trefflich is the adjective used, which does not so much hint at similitude 

in reproduction, but rather at the fact that something more fundamentally poignant has been cap-

tured. Trefflich is a word more commonly used to describe a portrait.  

The one name that does not appear at all in relation to Groß’ objects is that of the crafts-

man or company that would have cast the zinc objects in the first place. Similarly, it seems near 

impossible today to find out the names of those individuals in the reproduction studios who did 

the work of turning photographs into mechanically reproducible printing blocks. Pan, in all its 

indulgence in processes of transfer and translation, did certainly not care to publicize these, if 

Meier-Graefe, Bierbaum or Flaischlen knew them at all. Be that as it may, what might at first 

appear as an entirely fortuitous coincidence, namely that the zincograph is made of the same ma-

terial as the object it depicts, can be explained partly by the fact that zinc plates had been in use 

since the 1820s for reproductive purposes. 

Thus, when zinc as a material for the applied arts was rediscovered in the last decades of 

the nineteenth century, it may well be as a result of this somewhat earlier development – although 

I speculate here – but what is clear is that these developments converge toward the fin-de-siècle, 

shortly before both disappear almost entirely. In Pan, therefore, this convergence manifests itself 

in this image, and is, I would argue, meant to be discovered, not least because the image is given 

as a plate. And while the object reproduced is originally a cast object, it is covered with decorative 

lines, which would have been incised into the surface. And even though most other line-etchings 

do not present the same kind of material alignment, reproductions of drawings through line-etch-

ings were used to hint, if not at similitude of material, at similitude of process.  
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At this point, a note on Pan’s intended audience is warranted. Unlike the pattern books of 

the nineteenth century, in all their different publications forms, Pan was not meant to be read by 

practitioners of the crafts. Besides the bohemians and their friends who first created Pan, the 

publication was read by a minuscule section of the imperial elite: bankers, industrialists, promi-

nent artists, professors, museum directors, high ranking government officials. These were people 

who in many instances had a more or less developed penchant for art appreciation and indeed art 

collecting. If they ever actually engaged the publication beyond merely looking at the plates, and 

there is no way of knowing precisely, they would have encountered the reproductions of art works 

perhaps very much like a print aficionado of the etching revival might have done, with a certain 

understanding of the processes of printmaking. In other words, the content of the image itself, 

while having to be interesting enough, was potentially incidental to the artistic and technological 

processes which brought it into being.  

It might well be that the distinctions that Schultze-Naumburg so elaborately pains himself 

to uphold between the free and unfree, artistic and mechanical creative processes, is only insofar 

of interest to most of the viewers of Pan not so much as a benchmark for ontological differentia-

tions, but as a playfully appreciated source for wonder and surprise, just in the way he describes 

the discovery of the drawn line on a photograph.28 And as it is, Pan, in a reproduction of a drawing 

 
28 There are other dimensions of reception for which the differentiation between art and 

non-art might be considered irrelevant. There is, for example, the symbolist tendency, which I 
have already alluded to in the previous chapter in reference to the duck-rabbit, to have starkly 
subjective interpretations of the visible world and of seeing things into it. An ever so slightly mock-
ing, literary example of this can be found in Fontane’s Stechlin: „Already on the previous day, at 
the beginning of his trio, he was not feeling well, headache, pressure on the temple; now the same 
situation returned. Nevertheless, he took it easy and looked into the flickering stars above him. 
Like giant brooms, the towering poplars cast dark, grotesque shadows across the way, all the while 
he enlivened the dead, snow covered fields to his left and his right with the changing images of all 
that which the past day had brought to him.” (Schon tags zuvor, bei Beginn seiner Reise, war ihm 
nicht so recht zumute gewesen, Kopfweh, Druck auf die Schläfe; jetzt war derselbe Zustand wieder 
da. Trotzdem nahm er’s leicht damit und sah in das Sternenflimmer über ihm. Die wie Riesenbe-
sen aufragenden Pappeln warfen dunkle, groteske Schatten über den Weg, während er die nach 
links und rechts hin liegenden toten Schneefelder mit den wechselnden Bildern alles dessen, was 
ihm der zurückliegende Tag gebracht hatte, belebte.) (Fontane, Der Stechlin, Düsseldorf: Artemis 
& Winckler, 2006, 347). 
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by Rodin (figure 4.19) offers just such a line allowing both for close inspection, as well as puzzled 

speculation. 

Besides the specific aesthetic framing of images in Pan, Peter Halm’s reproduction of Karl 

Groß’ objects serves also as an example for another dimension of illustrated periodical publishing 

during the outgoing nineteenth century. The image, as I have just explained, was reproduced 

through a line-etching, or zincography, a chemical process, borrowing from lithography and etch-

ing. Pan’s correspondence reveals that despite its apparent distance from the mundane every day 

of the art world and its market, it nevertheless found itself on repeated occasions in a race with 

other publishers to be the first to be reproducing certain works that had appeared or had been 

shown at certain exhibitions, such as the Munich and Dresden exhibitions of applied arts of 1897, 

which were extensively covered across the applied arts periodicals.  

One would not know from enjoying the image in Pan that behind it a market for such 

reproductions had developed: photography as commodity, in other words. In this market, a small 

number of companies produced the reproductions, such as Meisenbach, who had made the half-

tone process commercially viable. Whoever had first managed to receive the right to reproduce 

from an artist was in turn able to loan or even sell the reproduction. Reproduction in this case 

does not refer to the printed image, but rather the matrix of the image, i.e. the material object of 

the halftone or zincograph block, known as cliché in German. 

Thus, the plate and the vase, for example, appeared, without reference to Halm or Pan, 

just a few months later in Kunst und Handwerk (figure 4.20), the periodical of the Bavarian ap-

plied arts association, in an almost antithetical setting to its first publication, given it is sur-

rounded here, and in some ways boxed in by, text. The omission of the Pan reference goes against 

the conditions that Flaischlen had put down when agreeing to lend the image block to Groß for 

free, where he demanded, as he always did in such cases, that Pan be indicated as the source of 
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the image(-block).29 As it is, the article which it illustrates also deals with the Munich exhibition, 

just as the section of Bode’s article which it originally illustrated, but in a decidedly more informa-

tive way, cumulating text and image. In Pan, as I have just shown, the same image, set against a 

near empty page, functions in a rather more qualitative and experiential way, where the emptiness 

of the page takes on a spatial character.  

As it happens, the cropped uncredited image that appears in Kunst und Handwerk reap-

pears, still uncredited, nearly one hundred years later in Karl Groß’ catalog raisonné to illustrate 

not the vase, which the original caption in Pan emphasized, but the plate behind it. Following 

Bode, the plate is in fact meant as a support for the vase, which might explain its only partial 

reproduction. The Pan zincograph has thus become the only surviving image of this plate, and, by 

the looks of it, the only visual trace it ever existed. Thus, Pan not only reproduced arts and crafts 

objects as did other periodicals, but taken together, these periodicals were part of an image pro-

duction economy, whose reproductive technologies in some ways were more readily mass com-

patible then the serial objects they reproduced, thus readily fulfilling what Walter Benjamin 

described as their role of commodity disseminator. (And I will return to Benjamin momentarily.) 

I want to turn now more specifically to the question of photographic reproduction in Pan 

and sketch how it is being used and indeed framed in the service of the objects it depicts. To do 

so, I want to start by considering images published alongside an article by Wilhelm Bode in Pan 

IV, 4, called “On pictures frames, past and present,” which, as the title indicates, tells the history 

of picture frames, from the early modern period up to the present. It is accompanied by a number 

of illustrations and three plates, two of which, one collotype and one line-etching (figures 4.21–

4.22) after a drawing by Peter Halm, function as bookends to the entire article: framing frames. 

At the same time, they measure some of the historical distance traversed in the essay, while also 

expressing Bode’s predilection for the Renaissance. The plate that precedes the articles depicts a 

 
29 Flaischlen to Gross, August 21, 1897 (FCB V, p. 713). 
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Florentine frame from around 1450, in its architectural solidity and elegance. The plate that closes 

the article depicts another Florentine frame. This one is an early baroque sample: top heavy, yet 

balanced. 

To be interested in frames is to be interested not in the opposition between what lays in-

side and outside of it. Rather, and this is what Bode does in his article, it is to be interested in the 

facture and functioning of the passage between the inside and the outside. The variety of repro-

duction techniques used to illustrate this article, from a detailed, yet distancing photomechanical 

process such as the collotype, to the more engaged, because doubly mediated process of the line-

etching, echoes Bode’s preoccupation with the historical shifts and nuances of how the frames we 

see were in fact being made. To draw a frame for a line-etching and to then have it chemically 

transferred to metal, in this case zinc, stands in an analogical relationship to the frame’s original 

creation, where it was first drawn and then carved by hand, sometimes by the artist himself and 

more often than not by sculptors or other woodworking experts.  

Not one to be metaphorical in his writing, one sentence from Bode’s essay stands out. He 

writes: “Sometimes, for example for a depiction of the adoration or a veneration of Mary we find 

Florentine tondi decorated with a wreath of winged cherub heads, which surrounds the holy scene 

like an aureole.”30 The German word Bode uses here is Glorie. I will come back to Bode and Pan 

in just a moment, but I must first turn to Walter Benjamin, who, in his essay The Work of Art in 

the Age of its technological reproducibility, written in three versions between 1935 and 1939, has 

traced the historical development of reproductive technologies to come to the conclusion that 

photography and film have dissociated the original work of art from the realm of tradition, freeing 

it up, as it were, from the shackles of cult, not least those of the bourgeoisie. The notion of aura 

and its decline at the hands of photography’s inexorable rise, is pivotal in this account. Aura, in 

 
30 Wilhelm Bode, “Bilderrahmen in alter und neuer Zeit,” Pan IV, 4, 248: “Gelegentlich, 

z.B. für eine Darstellung der Anbetung des Kindes oder eine Verherrlichung der Maria, finden wir 
Florentiner Rundrahmen mit einem Kranz von geflügelten Engelsköpfen dekoriert, welcher die 
heilige Scene wie eine Glorie umgiebt.” 
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its most basic version relevant for my discussion, is an “elusive phenomenal substance, ether, or 

halo that surrounds a person or object of perception, encapsulating their individuality and au-

thenticity.”31 Advances in photomechanical reproduction, based in a logic of multiplicity as op-

posed to individuality, therefore erode aura, especially as it was attached to artworks. Or so the 

story goes.  

In a discussion of the reproduction of objects of applied arts in a periodical that is both an 

object of applied arts as well as, partially at least, an applied arts periodical, we are confronted 

with a rather more complicated situation. While Pan does have a significant number of reproduc-

tions of works of art – drawings, paintings, sculptures – our focus here is on the reproduction of 

works of applied art. Unlike Grünwald’s crucifixion, which is reproduced because it is not easily 

accessible and only exists once as an original, the objects reproduced in Pan are themselves al-

ready reproducible not only as image, but as objects, designed to potentially exist as multiples in 

limited quantities. In their limited seriality, they constitute a class of luxury commodities. In order 

to be reproduced in an illustrated periodical these serial objects need to be translated into an im-

age, which itself will need to be reproducible, while simultaneously highlighting the object’s as a 

factured, limited multiple, as opposed to an industrially produced object. As Benjamin puts it in 

the artwork essay: “To an ever-increasing degree, the work reproduced becomes the reproduction 

of a work designed for reproducibility.”32 Indeed, for the purpose of multiplication through print-

ing, the drawing or photograph of an applied arts object becomes a work designed for reproduc-

ibility, as such, it becomes a commodity itself, as we have just seen with the market for halftone 

blocks.  

The task then is to analyze how different types of reproduction come together in Pan and 

how its makers and contributors thought about or engaged the differential status of these 

 
31 Miriam Bratu Hansen, “Benjamin’s Aura,” Critical Inquiry 34 (Winter 2008), 340. 
32 Walter Benjamin, “The Work of Art in the Age of Its Technological Reproducibility,” in 

The Work of Art in the Age of Its Technological Reproducibility and Other Writings on Media, 
ed. Michael W. Jennings, Brigid Doherty and Thomas Y. Levin (Cambridge: Belknap, 2008), 24. 
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reproductions. As Stephen Bann has shown in Parallel Lines, his book on the relationship be-

tween engraving, painting and lithography in the nineteenth century, reproductive print culture 

had developed a highly sophisticated understanding of notions of original, copy, replica, repeti-

tion, authenticity etc.33 Against Benjamin’s teleological telling of the rise of photography, with its 

slow emancipation from the representational codes of the bourgeoisie, he sketches a century of 

highly differentiated developments between the various reproductive techniques, complicating 

Benjamin’s assertation that lithography, which allowed to illustrate the everyday, as he put it, was 

soon overtaken by photography. I propose that these differentiations and multiple technological 

temporalities continued to exist in 1900 and that the field of reproductive photography itself re-

mained rather differentiated and had not reached, as a whole, the level of artistic process, which 

Benjamin ascribes to it. (And Schultze-Naumburg’s discussion of photography’s status is a case 

in point.)  

Coming back to Bode’s frames and their quasi-auratic status, I want to draw attention to 

the fact that these frames are not only framing frames within the sequence of the periodical, as I 

indicated earlier, but also framed frames. Both of these images are placed quite centrally on the 

page. They are also positioned in such way that when bound, the image on the plate will give off a 

sense of overall symmetry. The frames, then, are surrounded by empty space. While visually not 

much might be happening in this space, the surface texture of the paper comes into focus, around 

the image, but also within the frame. What we have, in essence, is a setup of two kinds of frames 

put into dialogue with each other. The empty space provides the reproduced image with a lumi-

nous and sensuous context, or an “ornamental halo,” to use Hansen’s rewording of one of Benja-

min’s post-hashish descriptions of aura.34 Foreground and background, image and support are in 

 
33 Stephen Bann, Parallel Lines. Printmakers, Painters and Photographers in Nineteenth-

Century France (New Haven: Yale University Press, 2001).   
34 Hansen, “Benjamin’s Aura,” 359-360.  
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tension here, tying the reproduction into the structure in which it appears, and bringing the struc-

ture – the periodical – itself into relief. 

As a last example in regard to the question of reproductive photography, I want to look at 

two exceptional colored photozincographs, which are different from a standard line-etching, as 

they involved the transfer of a photographic negative.35 Where line-etching is usually used to pro-

duce smaller text-illustrations, these images are full plate reproductions. One is a reproduction of 

a carpet (figure 4.23) and the other a reproduction of a wall hanging (figure 4.24), designed by 

Hermann Obrist and executed by Berthe Ruchet, with whom he founded an embroidery work-

shop, and without whom, the accompanying article insists, Obrist’s designs would never have 

been realized so “deliciously” (köstlich). The article also proudly highlights, with a description of 

the visit to this hitherto unknown artist’s workshop, the fact of being the first to present these 

embroideries to the world. 

It also notes, in a portentous tone: “It is of these embroideries I want to talk about specif-

ically, as photographic technology, developed as it may be, and as sophisticated a reproduction it 

can occasionally bring forth, is powerless when confronted with the brilliance of silk.”36 Der Glanz 

der Seide, as the writer puts it in German, refers to the visual appearance of silk, but implies also 

a more substantive, irreproducible dimension that even the most sophisticated of photographs 

would not be able to render satisfactorily. We are confronted yet again with a view of photography 

as a technology with the potential for total mimetic accuracy, but which has not quite reached that 

state yet, and even if it had would merely reproduce visually, but not translate in the embodied, 

artistic way that is paradigmatic for Pan.  

 
35 The colophon describes them as mere farbige Zinkätzungen (colored zinc etchings) 

(only from year II on would the colophon use the word Zinkograph), but the images clearly indi-
cate their photographic nature. The text illustrations of the article, on the other hand, seem to 
have been made as halftones.  

36 Georg Fuchs, “Hermann Obrist,” Pan I, 5, 319: “Von diesen will ich hier besonders er-
zählen, denn die photographische Technik, so entwickelt sie auch sein, und so vortreffliches sie 
zuweilen in ihren Reproduktionen zu Wege bringen mag, ist doch dem Glanze der Seide gegen-
über noch machtlos.” 
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And yet, in Pan, some of the glory of these embroideries manifests itself through their 

photomechanical reproduction. The artist edition in particular must have provided an extraordi-

nary experience of the colored photozincographs, as they were printed on Imperial Japanese pa-

per, which is a relatively smooth, ever so slightly shiny paper, of a naturally saturated beige, 

verging on yellow and thereby distantly evoking the luminosity of gold. It is, indeed, auratic. But 

even for those less fortunate subscribers to the standard edition, the context of the images framed 

their experience. Thus, the text in describing Obrist’s works and methods offers repeated refer-

ences to light in its various dimensions, as “the secret sun of the soul,” “the great sun of the firma-

ment,” “sunrays collected in majestic flower chalices,” “golden lights, whose companionship we 

long for in the morning,” “symbol of barely awakened aurora” etc. This lexical field is compli-

mented with mystical and religious vocabulary, such as “transubstantiation,” further offering 

clues as to how one might imagine both the genesis and the experience of Obrist’s silk works.  

Strikingly, the text is also illustrated with another eleven black and white illustrations of 

textile works. They quite literally pale in comparison to the color plates, but what is more, it is 

difficult to tell what kind of fabric they represent, although one might eventually figure it out. 

Either way, the insufficiency of halftone in representing refined and intricate textures is put on 

view, as if in acknowledgment of the text’s own judgement.  

Finally, a last observation I want to make about the color images in the Obrist essay, which 

brings me back to an earlier point I made on the reproductions in Pan, is their frontality and their 

total alignment with the plane of the page. While this may be the appropriate for the second image, 

a reproduction of a wall hanging, hinting at the architectural dimension of Obrist’s practice, as 

Bode points out in his text on the artist following Fuchs’ essay, it reduces the carpet to its decora-

tive program and its iconicity. Both the horizontality of the floor and the verticality of the wall are 

evacuated here of their dimensionality and reduced to their surface character as the always po-

tential bearers of inscription and decoration. And while we could argue that between the carpet 

and the wall hanging the periodical charts an upward movement, it simultaneously reminds us 
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that above all, these works of decorative art are, before they are objects on the floor or on the wall, 

images.  

In conclusion, I want to observe that, in its instantiation as Pan, the illustrated periodical 

conspires to offer a context in which reproductions of all kinds can be brought into contact with 

each other, with the goal of mutual reflection, if not illumination. The combination of Pan’s rhet-

oric of indexicality with the facingness of its reproductions and the mobilization of its material 

substrate as design element, the design of the periodical produces quasi-hieratic compositions of 

a monumental character. Thus, the periodical brings to the reproductions of applied art objects 

an aura, “in a reversal of Benjamin’s assessment of mechanical reproduction,” to borrow from 

Alina Payne again.37 At the same time, with its aura, Pan triangulates the applied arts object, their 

reproductions and the viewer by way of a materially mediated, and therefore, experientially tan-

gible, relationality. As such, in rather intricate ways, Pan indulged its readers and viewers with 

the phenomenological potentialities of technological reproduction. In the second half of this chap-

ter, I am going to take a closer look at the role of space in publishing the applied arts in the 1890s.   

  

 
37 In an essay on nineteenth century architectural photography, Payne complements her 

earlier book, From Ornament to Object, with a consideration of the role that images, and photog-
raphy in particular, might have had in the development of architectural discourse toward a focus 
on the object. Indeed, she acknowledges the object character of images by commenting on the use 
of “textured, thick paper” for example. In her conclusion, she writes: “What these photographs 
bring to their subjects is an aura – in a reversal of Benjamin’s assessment of mechanical repro-
duction. Here the mechanical reproduction transforms the object and conveys upon it a form of 
sanctity, heightens it above daily experience, extracts it from the city and the picturesque and 
makes it into a monument, where otherwise it might be just another building on the street (such 
as any Alinari image from Burckhardt’s Nachlass). The material aspects of these atlases also 
added to the aura of these objects and raised them to the level of sacrality of museum exhibits.” 
Alina Payne, “Burckhardt’s Eyes. The Photography of Renaissance Architecture between Peda-
gogy and the Museum,” in Photography and Sculpture. The Art Object in Reproduction, eds Sa-
rah Hamill and Megan R. Luke (Los Angeles: Getty Research Institute, 2017), 113.  
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Showing Rooms 

Pan, the Sale of Modern Art and the Modern Interior 

 

 

 
“Von meinem Haus will ick meinen Spaß 

 haben und nicht van de Velde seinen.” 
Max Liebermann38 

 
 

 
 

In 1898, the cousins and brothers-in-law Bruno and Paul Cassirer opened a gallery in Vic-

toriastraße in Berlin’s wealthy Tiergarten district, with a reading room designed by Henry van de 

Velde.39 A year later, they published as one of the first publications of their associated publishing 

venture a brochure called Degas (figure 4.25). It contained a text written by Max Liebermann and 

illustrations provided by Durand-Ruel, a leading gallery of modern (impressionist) art in Paris. 

An astute and wealthy art patron, someone like Karl von der Heydt for example, who lived in the 

vicinity, collected modern art and subscribed to Pan, would have recognized from a single glance 

at the slim publication that it carried the Pan genus within. Even though the cover said “Paul und 

Bruno Cassirer,” the choice of paper and proportions of the brochure showed their kinship to Pan 

and were not the only features the cousins borrowed from the periodical. On the verso of the title 

page, a note indicated: Sonderabdruck aus dem ‘Pan’. Mit vermehrten Illustrationen. (Offprint 

 
38 As quoted in Thiekötter, Angelika and Eckhard Siepmann, Packeis und Pressglas. Von 

der Kunstgewerbebewegung zum Deutschen Werkbund. (Werkbund-Archiv Band 16, Giessen: 
Anabas, 1987), 363: “With my house, I want to have my own fun, and not van de Veldes.” This 
quote is apocryphal and has also been rendered in the following way: “Wenn ick meine Wohnung 
einrichte, dann will ick meinen eigenen Spaß haben. Aber nicht van de Velde seinen.“ (When I 
furnish my apartment, I want to have my own fun. Not van de Velde’s.” Written in Berlin dialect 
in the original, as Liebermann was known to indulge in.) 

39 The accounts on the extent of van de Velde’s involvement in the design of the Cassirer 
gallery have varied in the past. The surviving photographs only show the reading room. The chro-
nology in van de Velde’s Récits also only mentions the reading room and the gallery’s posters as 
having been designed by van de Velde.  
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from “Pan”. With extra illustrations.), while the back cover carried the name of the printer: W. 

Drugulin in Leipzig.  

The composition of the brochure encapsulated a local, yet crucial nexus of the German art 

world in the late 1890s, involving three of the leading figures of the movement for modern art in 

Berlin: Max Liebermann, painter and founding member of the secession in 1898, as well as mem-

ber of the Pan editorial committee, and Bruno and Paul Cassirer, who would become the secre-

taries of the Secession and whose imprint and gallery would become leading outlets for modern 

art in Berlin and beyond.40 

What is more, however, in its material kinship to the originating publication, the brochure 

can also be seen as one articulation of the complicated relationship between art and the applied 

arts in the outgoing nineteenth century. While clearly referencing the periodical in which art and 

applied art appear together, and one illuminates the other, it extracts and publishes separately a 

text about art only. Only for the extract to be re-introduced into an environment, the Cassirer 

gallery space and its van de Velde designed reading room, where the seriality of applied art is put 

on display and made palpable.  

An environment, I should add, which itself, as an image, circulated in publications. In-

deed, this part of the chapter is concerned with Pan’s essentially ambulatory and circulating dis-

play practice at a moment in Germany when “the total number of periodicals in which one could 

read and find illustrations of the domestic interior in German lands could hardly be counted an-

ymore.”41 In what follows, I want to take a closer look at the relationship between Pan and the 

spaces in which it circulates and how those spaces in turn circulate and how these circulations 

 
40 The cousins went separate ways in 1901. Paul continued the art business, and the sup-

port of the secession, while Bruno continued the publishing business. See Paret, Secession, 72. 
Paret makes mention of Pan once in his entire account of the Secession and the Cassirers role in 
it. Ibid., 54-55.  

41 Muthesius, “Communications,” 17.  
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affect display practices. This in turn will hopefully lead to a better understanding of Pan’s role in 

the establishment not just of modern design in Germany, but of modern art as well.  

The genesis and the relationship between the publication of the Cassirers’ Degas brochure 

and Pan’s publication of the Liebermann essay in Pan IV, 3, printed in late February 1899 and 

released in early March, can be reconstructed in some detail through Flaischlen’s correspondence 

with the cousins and others. It had been Flaischlen’s idea to pitch a Degas brochure to the Cassi-

rers on the occasion of their inaugural exhibition, opening November 1, 1898. He had proposed 

to use the text and the images of a Seidlitz essay on Degas, published in Pan III, 1.42 But the Cas-

sirers had then demurred as it appeared too expensive for them.43 In the meantime, Pan was plan-

ning a new Degas essay by Liebermann in early 1899, signaling yet again the intense interest Pan 

was giving to modern French art. The Cassirers became the middlemen between Pan and Durand-

Ruel for access to reproductions of the artist’s works.44 So when they requested to use the already 

set type – still in place at Drugulin – of the Liebermann essay, Flaischlen replied on February 12th 

1899 that they were free to do so, at no charge, but would have to pay for their own lay-out, as well 

as for the Degas halftone blocks that he had commissioned.45 Flaischlen also requested they 

 
42 Flaischlen to Seidlitz, October 30, 1898 (FCB VII, 544). The exhibition history of the 

Cassirers has been meticulously reconstructed in the six volumes of Bernhard Echte und Walter 
Feilchenfeldt’s Kunstsalon Bruno & Paul Cassirer (Wädenswil: Nimbus, 2011). 

43 Flaischlen to Seidlitz, November 1, 1898 (FCB VII, 550). As he had announced in his 
letter from the previous day (see above), he must have visited the Cassirers in the afternoon 
(whose gallery was a 15-minute walk from Flaischlen’s home office at Kurfürstenstraße 44).  

44 The role of Paul Durand-Ruel’s gallery for the dissemination of modern French art in 
Germany cannot be overstated. It is at Durand-Ruel that Tschudi, on a trip to Paris with Lieber-
mann in 1896, encounters French impressionism. It was here that Liebermann himself had been 
previously introduced to the movement. Since Tschudi had come to Berlin only in 1884, he had 
missed by one year the show of French impressionism at Gurlitt gallery in 1883, to which Durand-
Ruel had lent twenty-three pieces.   

45 There is also a personal dimension to the Cassirers publishing the Liebermann essay as 
he had fast become one of their most important champions in Berlin, especially with potential 
collectors, and not only acted on their behalf, but became a significant figure for sourcing French 
art in particular. In return, the Cassirers turn Liebermann into one of their most successful artists, 
cementing his reputation. See Stefan Pucks, “‘Ein kleiner Kreis der Feinschmecker unter den 
Kunstfreunden’. Liebermann, Cassirer und die Berliner Sammler,” in Max Liebermann. Jahrhun-
dertwende, ed. Angelika Wesenberg, exhib. cat. Nationalgalerie Berlin (Berlin: Nicolai, 1997), 
233-238. See also Liebermann’s letter to Lichtwark from October 12, 1898, in which he reminds 
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indicate that the text had originally appeared in Pan.46 While the arrangement of text and halftone 

blocks was changed (and some illustrations were added), the same letters that had printed the 

Pan text also printed the Cassirer text. Since there was apparently no further discussion of the 

appearance of the Cassirer brochure with Flaischlen (at least not in writing), it can be speculated 

that the final design was arrived at by the Cassirers and Drugulin, both of whom had reasons to 

show appreciation for Pan, while relying on already existing design choices also would have kept 

costs in check.47 It was also in line with the appearance of a Pan-Hofmann brochure Drugulin had 

produced shortly before (figure 4.26).  

As it turned out, the Cassirers relied in a number of cases on texts previously published in 

Pan (as well as other periodicals) to turn them into books.48 It was even discussed that they would 

 
him that he had promised him to meet with Cassirers and asks whether he would be so kind to 
follow up on the promise on the occasion of the next Pan gathering. See Birgit Pflugmacher, ed. 
Der Briefwechsel zwischen Alfred Lichtwark und Max Liebermann (Hildesheim: Olms, 2003), 
119.  

46 Flaischen to Cassirer, February 12, 1899 (FCB VIII, 86). It is noteworthy that Flaischlen 
did not only agree for the Cassirers to publish their own publication with the Liebermann text, 
but that he also requested from Drugulin a separate print run of twenty-five  copies of the Lieber-
mann text in the Pan layout. (Flaischlen to Drugulin, February 24, 1899; FCB VIII, 136). Separate 
print runs were produced of many of the texts. While some were merely geared for private distri-
bution, such as the Liebermann text, others were “officially” produced as a separate publication, 
such as Bode’s polemical text on the Berlin Academy for example. Others still were sent to the 
author in a limited quantity for signing, as was the case with an essay by Albrecht Krüger on Böck-
lin, of which Flaischlen had 40 separate copies sent to Krüger for signing. (Flaischlen to Krüger, 
August 2, 1898; FCB VII, 217.) 

47 It could be argued that the German book reform movement of the turn of the century, 
which is generally said to have begun with Drugulin taking on the printing of Pan, is heavily in-
debted to this one printing business and its visionary director, Johannes Baensch-Drugulin, who 
published and printed the Zeitschrift für Bücherfreunde, printed Die Insel, as well as bibliophilic 
publications for the Eugen Diederichs Verlag, Schuster & Löffler, Kurt Wolff, Rowohlt and S. 
Fischer. It is notable that the Cassirers only use Drugulin twice in the early years (and Paul only a 
handful of times thereafter), for the Liebermann-Degas brochure as well as for the publication of 
Bode’s collected essays on the applied arts, mostly taken from Pan, published in 1901.  

48 See Rahel Feilchenfeld and Mark Brandis’ extensive annotated bibliography Paul Cas-
sirer Verlag. Eine Kommentierte Bibliographie (Munich: Saur, 2002). We learn, for example, 
that Liebermann’s Degas brochure had to be reissued almost immediately since the first printing 
had sold out very quickly. The text would be published continuously till 1922 in eight editions. 
Starting with the third edition of 1902, it was published by Bruno Cassirer’s publishing house. The 
anthologizing of previously published periodical essays was itself a common practice around this 
time.  



 

 

 

217  

take on Pan, but that idea did not gain traction.49 Perhaps in a spirit of homage to Pan, Paul Cas-

sirer called his bibliographic imprint, founded in 1908, the Panpresse. His periodical Pan, a crit-

ical and literary review from 1910, with an introductory (and retrospective) essay by Meier-Graefe, 

is also a later echo of the early moments of institutional cooperation, but should not be considered, 

as it has been done, a continuation or even a second iteration of the earlier Pan.  

Rather, it is Flaischlen’s subsequent work as a periodical editor and consultant for Bruno 

Cassirer should be considered as a continuation of Pan. In 1902, Bruno started a new periodical, 

Kunst und Künstler, one of whose first advisors Flaischlen became.50 This publication should be 

considered in its appearance (printed by Drugulin) as well as content (articles by Bode, Lichtwark, 

Kessler, Meier-Graefe etc) the continuation and further development of Pan, albeit with a decid-

edly stronger focus on presenting Secessionist and contemporary French art.  

Indeed, it had been Flaischlen who had previously voiced the idea of expanding the peri-

odical Pan into a wider undertaking of brochure publishing, especially of anthologies by Pan 

 
49 The idea of a possible sale to a publishing house first emerged in 1896 when Seidlitz 

brought it up in reaction to Pan’s financial difficulties. Bodenhausen was adamantly opposed (Bo-
denhausen to Kessler, Dec 30, 1896; Bodenhausen and Kessler, Briefe, 28-30.) It came up again 
toward the end of year IV, when money was once again scarce, at which point Cassirer enters the 
picture. Flaischlen to Seidlitz, Nov 11, 1898 (FCB VII, 593): “In regards to the question of liquida-
tion, I inform you that Liebermann told me that Cassirer would be inclined to buy Pan. As we 
agreed to go ahead with a fifth year, the question of a sale will only be pertinent then. Not least 
because Pan would then obtain an entirely different character and would probably need to do so.” 
(In der Liquidationsfrage teile ich Ihnen mit, dass mir Liebermann sagte, dass Cassirer geneigt 
wäre den Pan zu kaufen. Da wir beschlossen, wenn irgend möglich den fünften Jahrgang noch zu 
machen, kommt die Frage eines Verkaufs wohl erst dann in Betracht. Zumal der Pan dann doch 
ein wesentlich anderes Gepräge erhalten würde und wohl auch müsste.) Again, Bodenhausen is 
resolutely opposed. Bodenhausen to Kessler, March 9, 1899: “I think the entire idea to sell Pan on 
is reprehensible and in no way commensurable with the way it was founded and with our charac-
ter. […] In any case, with Seidlitz, I would be very grateful if you could insistently combat the idea 
of flogging it to the Cassirers.” (Ich halte die ganze Idee, den Pan weiter zu verkaufen für sehr 
verwerflich und in keiner Weise vereinbar mit der Art unserer Entstehung und mit unserem Cha-
rakter. [...] Jedenfalls wäre ich Ihnen dankbar, wenn Sie Seidlitz gegenüber mit Nachdruck die 
Idee des Verschacherns an Cassirer bekämpfen würden.) (Bodenhausen and Kessler, Briefe, 46) 

50 Peter Paret writes: “In 1902 [Bruno Cassirer] founded the journal Kunst und Künstler, 
a better-edited and better-designed successor to Pan; first under Emil Heilbut’s editorship, then 
under Karl Scheffler’s, it developed into Germany’s leading art periodical, and became a publicity 
organ and a friendly, if far form uncritical, observer of the secession.” There is no mention at all 
of Flaischlen’s contribution in the founding of the periodical. See Paret, Secession, 72. 
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authors. On December 14, 1897, he wrote the following to Pan’s publisher, Friedrich Fontane, who 

at this point was mostly publishing literary texts, not least his father’s writings: 

I am reporting confidentially that Geheimrat Bode has inquired with me how I thought 
about an anthology of his essays on the applied arts – and that he intends to publish one 
in the spring. Partly new things – partly offprint from PAN. It would make for a book gar-
nering exceptional attention and sales. I would therefore like to ask: would you be inclined 
to approach such project, because otherwise, I would suggest alternatives to him. 
I would be delighted for you if you wanted to put yourself at the forefront of the improve-
ments that these last years of the century brought us in every field and I also note that I 
still regret that back then, you so quickly dismissed my idea of a Pan brochure publishing 
venture… as you yourself have changed on that… Naturally, on the heels of such a publi-
cation, others would have to follow and so the fundamental question would be: do you 
have the inclination to expand your publishing house in such a direction – and possibly 
publish a few novels less. It would begin with Pan collaborators, which would easily shield 
you from, let’s call it scientific debacle. 
Do reflect on my proposal: using Pan in such a way for yourself.51 

Friedrich Fontane never committed to the idea Flaischlen put forward in his letter. While 

he issued Bode’s essay on the occasion of the 200th anniversary of the academy (a polemic against 

von Werner) as a separate brochure and jumped in last minute to help put out with the Ludwig 

von Hofmann brochure, it was rather a small group of publishers, such as Cassirer, who eventually 

executed Flaischlen’s idea. Thus, Bode’s collected essays on the applied arts, sourced from Pan 

(bar one), appeared in a small, Drugulin printed, volume in 1901, with not a single reference to 

Pan, and without any of the illustrations that had accompanied the texts in the periodical. (While 

 
51 Flaischlen to F. Fontane, Dec 14, 1897 (FCB VI, 244-245): “Ich teile Ihnen im Vertrauen 

mit, daß Herr Geheimrat Bode bei mir anfragt – wie ich über einen Sammelband seiner kunstge-
werblichen Aufsätze dächte – u. die Absicht hat einen solchen nächstes Frühjahr herauszugeben. 
Zum Teil neue Sachen – zum Teil Neudrucke aus PAN. Das würde ein Buch geben das ganz her-
vorragendes Aufsehen machen würde u. auch gekauft würde. Ich möchte daher anfragen: ob Sie 
geneigt wären der Sache näher zu treten, da ich ihm sonst andere Vorschläge machen würde. / Es 
würde mich in Ihrem Interesse sehr freuen, sollten Sie bei dem neuen Aufschwung den die letzten 
Jahre diese Jahrhunderts uns auf allen Gebieten bringen – sich mit an die Spitze stellen wollen 
und bemerke, daß ich noch immer sehr bedaure, daß Sie meine Idee eines Pan-Broschürenverlags 
damals so kurzerhand ablehnten... wie Sie das ja inzwischen selbst schon verändert haben... Na-
türlich würde sich an eine derartige Publikation allmählich auch andere derart anschließen müs-
sen und so wäre die Grundfrage dabei: ob Sie Neigung haben, Ihren Verlag nach einer solchen 
Seite hin auszudehnen – u. dementsprechend allenfalls ein paar Romane weniger zu verlegen. Es 
würde sich zunächst um die Mitarbeiter des PAN handeln – wodurch u wobei Sie vor – sagen wir 
einmal: wissenschaftlichem Reinfallen? ohne weiteres sicher wären. / Überlegen Sie einmal mei-
nen Vorschlag: den PAN nach dieser Seite hin für sich auszunützen.” 
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this may have been a cost-cutting measure, it may also be seen as Bode’s continued skepticism 

toward the illustrated periodical form.) And while the idea of a single publisher anthologizing 

texts from Pan into brochures and thus making them more marketable did not fully materialize, 

Flaischlen set his eyes on short term successes and arrived over the course of 1898 and 1899 to 

achieve his vision of “using Pan” in a modest form. The largely positive experience of the 1898 

prospectus, which I presented in the last chapter, gave him the confidence to think up, propose 

and try his hand at other small-scale projects.  

That Flaischlen’s entrepreneurial spirit was able to manifest itself in his engagement for 

the development of the Pan publishing brand, rather than just the periodical, was partly the result 

of the changes occurring in the world of art and applied arts in Berlin, with several factors con-

tributing to a momentum for modern art: the founding of the art dealerships of Keller und Reiner 

in 1897 and Cassirer in 1898, both of whom hired Henry van de Velde, the Belgian painter, de-

signer and architect, to design rooms for them52; the founding of the Berlin Secession in May 1898 

(itself a result both of cultural politics and market forces); and the appointment of Hugo von 

Tschudi as the director of the National Gallery in 1896.53 Tschudi not only started an ambitious 

program of acquiring modern art (mostly indirectly through promised gifts from collectors), in 

particular French art (also in cooperation with Durand-Ruel), making the National Gallery the 

 
52 The information on whether or not Keller und Reiner’s van de Velde designs preceded 

or was simultaneous to the Cassirer’s cannot be entirely verified. Van de Veldes autobiography, 
Récit de ma vie, indicates that already at Keller und Reiner’s inaugural show (artist: Meunier) on 
Nov 9 1897, van de Velde rooms were in place, where other sources speak of an 1898 redesign of 
the premises. See Henry van de Velde, Récit de ma vie, ed. Anne van Loo (Bruxelles : Versa, 1992).  

53 Tschudi’s elevation from Bode’s assistant, which he had been since 1884, to director of 
the National Gallery occurred against the background of much speculation as to who should follow 
Max Jordan, the previous director. Woldemar von Seidlitz had declined the offer, and Lichtwark 
also found the position not appealing. Bode eventually supported Tschudi, not least because he 
had misgivings about his personality. See Barbara Paul, Hugo von Tschudi und die moderne fran-
zösische Kunst im Deutschen Kaiserreich (Mainz: Zabern, 1993), 62-70. 
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first museum to acquire and exhibit impressionist art, but also started experimenting with new 

types of display.54  

Lastly, it was Pan itself, including and beginning with Meier-Graefe, that had created new 

synapses between officials, artists, writers, collectors in the short time it had existed until that 

point. It had been publishing the work of members of the Berlin Secession, Leistikow and Lieber-

mann in particular, before it was officially founded and had developed a network of wealthy art 

patrons. By surviving its own tumultuous beginnings, it had accrued institutional authority as 

modern art gathered momentum steam in the last years of the century. In turn, it itself hoped to 

benefit from these developments (although it soon became clear that that would not come to 

pass.)  

The Cassirers’ Liebermann-Degas brochure came on the heels of an earlier cooperation 

between Pan and Keller und Reiner, who had, with the help of Kessler, mounted an exhibition of 

neo-impressionist painting in the fall of 1898. Flaischlen had taken this opportunity to have Paul 

Signac’s essay on neo-impressionism printed as an offprint to be distributed for free to the patrons 

at the gallery, and he would gush about the essay’s success, which he had translated and short-

ened, in making the new kind of painting more easily understood.55 (The movement’s scientific 

approach to their own art, besides its broadly impressionistic impulse, must have struck a chord 

with Flaischlen’s own predilection for grids, registers and order.)  

 
54 He also published a polemical text in Pan II, 1 (the Berlin issue) against the appropria-

tion of Adolph Menzel, who had celebrated his eightieth birthday a few months prior, as a quin-
tessential Prussian artist or progenitor of something akin to a Berlin school of painting. He argued 
that Menzel really was a solitary character who had no predecessors nor followers, and was, es-
sentially, highly overrated. See von Tschudi, Hugo, “Adolf Menzel,” Pan II, 1, 41-44. Paul suggests 
that this article ought to be considered the beginning of Tschudi’s ongoing pushing of boundaries. 
See Paul, Tschudi, 73.   

55 Flaischlen to Bode, November 4, 1898 (FCB VII, 581-584). In this letter, Flaischlen also 
reports on Peter Jessen’s exhibition on Die Kunst im Buchdruck (The Art of Bookmaking), in 
which “Pan is very much center stage.” He explicitly links the success of the neo-impressionist 
show to the presence of Signac’s essay at the exhibition. “Never,” he writes, “have I seen people so 
eagerly reading Pan as these days in the skylit rooms at Keller und Reiner.” He also indicates that 
he inquired about a possible Pan exhibition with them, an idea they apparently embraced.  
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Following the neo-impressionism show, Keller und Reiner mounted an exhibition with 

works of Ludwig von Hofmann, for which Flaischlen managed to organize the financing, printing 

and publishing of a brochure of the illustrations the artist had made for Pan until that point. It 

took him about ten days to get the project from idea to realization, while at the same time finaliz-

ing the production of Pan IV, 2.56 Not only did the issue appear with an advertisement for the 

brochure, but the brochure was literally ordered by Flaischlen to be delivered just on time (3PM 

on Saturday, December 3, 1898) for the opening of the exhibition at Keller und Reiner.57 Notably, 

it was in the same Pan issue, that the Cassirers had a notice inserted to announce their first ever 

publication – a collection of collotype reproductions of Max Liebermann drawings (glued onto 

very large pages of thick, layered paper), two of which would be given as plates in Pan IV, 3 –, 

underscoring the presence of a newly constituted institutional nexus for the advancement of mod-

ern art.58  

These activities in late 1898 led to a curious situation in regard to the relationship between 

exhibitions of certain artists and their presence in Pan. Pan IV, 3, published at the very beginning 

 
56 Between the editorial deadline indicated in the colophon of the issue, November 15, 1898 

and the delivery of the issue in the first days of December, Flaischlen thus has two weeks to con-
centrate on the Hofmann brochure. 

57 See Flaischlen to Fritzsche, November 29, 1898 (FCB VII, 688-689) and Flaischlen to 
Keller und Reiner, November 29, 1898 (FCB VII, 695). See also Flaischlen to Bodenhausen, De-
cember 7, 1898 (FCB VII, 729), where Flaischlen reports that Keller und Reiner have told him 
(they were in walking distance) on this day that the Hofmann exhibition was a resounding success 
and nearly sold out.  

58 Syndram writes: “As an art publishing enterprise, which was at least partially realized 
and supported by the capital’s arts administration, the bourgeoisie and Prussian aristocracy, the 
Pan association in 1894/95 stood for an increasing willingness to promote modern art. At the 
same time, it was a clear indication of Berlin’s newly established status as a center for the media-
tion of German and European art.” (Als kunstpublizistische Initiative, die mit der Unterstützung 
der hauptstädtischen Kunstverwaltung, des Bürgertums und des preußischen Adels zumindest im 
Ansatz verwirklicht werden konnte, bezeichnete die Genossenschaft Pan 1894/95 einerseits eine 
zunehmende Bereitschaft, moderne Kunst zu fördern. Andrerseits war sie ein deutliches Indiz für 
die inzwischen gewonnene Stellung Berlins als Zentrum und Vermittlungsort deutscher und eu-
ropäischer Kunst.) See Karl Ulrich Syndram, “‘Pan’ und ‘Die Insel’. Die Verbindungen der Rund-
schaupublizistik zu ästhetischen Periodika,” in Kulturpublizistik und nationales 
Selbstverständnis: Untersuchungen zur Kunst- und Kulturpolitik in den Rundschauzeitschriften 
des deutschen Kaiserreichs (1871-1914), ed. Karl Ulrich Syndram (Berlin: Gebr. Mann, 1989), 133-
134.  
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of March 1899 and Pan IV, 4, published shortly thereafter, in April 1899, were belated echoes of 

exhibitions that had occurred in the fall of 1898 in Berlin’s two leading salons of modern art. They 

were, we might say, reflections of the important moment in the history of modern art in Germany 

that had just unfolded and a marker of Pan’s involvement and witnessing of it. Pan IV, 1, pub-

lished in August 1898, on the other hand, was a teaser for an exhibition to come, Kessler’s neo-

impressionism project.59  

Indeed, Kessler intervened with Flaischlen to have the order of the first two issues of the 

year changed, so that he could be certain that Signac’s essay on neo-impressionism and the neo-

impressionist plates he had invested much effort into procuring would appear before the exhibi-

tion.60 Here, Pan showed itself as an active participant in the unfolding of an art historical sea-

change in Germany. The fact that the Berlin Secession formally came into existence within a few 

days of the delivery of Pan’s neo-impressionist issue, while certainly coincidental (as delivery 

dates for Pan’s issues were unpredictable, given production hiccups), is also indicative of the sim-

ultaneity of multiple efforts, by various people, in various institutions, to make way for the new.  

At the same time, it should not be forgotten that the same issue was also a celebration of 

Böcklin, with the first installment of his one-time assistant Rudolf Schick’s diary, and three 

 
59 Kessler to Bodenhausen, December 29, 1897: “I have initiated something very interest-

ing here; a thing by and about the neo impressionists, which could be followed soon by a retro-
spective at Waldecker’s or Keller; in any case the most interesting and forwardlooking that France 
has on offer now, and as good as unknown even in Paris…” (Ich habe hier etwas sehr Interessantes 
angebahnt; eine Sache von und über die Neo Impressionisten, auf die dann bald eine Gesamtau-
stellung bei Waldecker oder Keller folgen kann; jedenfalls das Interessanteste und Zu-
kunftreichste, was Frankreich jetzt zu bieten hat, und selbst in Paris so gut wie ganz unbekannt.) 
in Bodenhausen and Kessler, Letters, 40-42.  

60 See Flaischlen to Seidlitz, May 13, 1898 (FCB VI, 873). Since Pan III, 4 had been delayed, 
Pan IV, 1 was also pushed back into an unusual summer publishing date (early July 1898). This 
in turn made it foreseeable that the next issue, Pan IV, 2, which was supposed to contain the 
neoimpressionist plates and the Signac essay, might not be ready in time for the neoimpression-
ism show at Keller und Reiner in the Fall. Indeed, it would only be published in November, when 
Keller und Reiner were already on their next show, which contained work by Ludwig von Hof-
mann (cf. Hofmann brochure). Pan IV, 2 would, however, include a significant color plate by Leis-
tikow, leading figure of the secession, and Behren’s Kiss, one of the most iconic images of art 
nouveau in Germany.  
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accompanying essays, not least by Hugo von Tschudi (with one his two contributions to Pan) and 

Alfred Lichtwark, thus keeping with Pan’s tradition of balancing the national (pan-Germanic, to 

be precise, given Böcklin was Swiss) with the international, which led Flaischlen to observe and 

insist on the issue’s epigrammatische Übersichtlichkeit (epigrammatically clear arrangement).61  

A similar balance between local and foreign artists, in turn, became the anchor for the 

Cassirer’s exhibition program, which would often present three different artists at the same time, 

but in different rooms, a strategy reminiscent of Pan not only in the balancing of the mix, but also 

in the effort to combine different elements, while simultaneously keeping them separate. Indeed, 

as Peter Paret observed: 

If the Cassirers had a more immediate and lasting impact, it may have been because they 
conceived of each exhibition as an integrated whole, in which they tried to indicate the-
matic, psychological, and historical connections among the works of different artists and 
schools rather than scatter a few modern paintings in the midst of conventional and more 
readily saleable canvases. Their approach was aided by friendships they formed with Leis-
tikow and Liebermann, who helped plan their shows and lent them the many works that 
were needed for a unified presentation.62 
 
Thus, by virtue of its serial structure, and its varying, yet always purposeful and intentional 

editing – what we today might call ‘curating’ – Pan had pre-figured, if not modeled, the Cassirers 

exhibition logic. In turn, it could easily produce offprint editions of its articles and thus contribute 

to the new culture of artistic appreciation that was emerging with such carefully composed exhi-

bitions as those of the Cassirer salon, about which Rilke had the following to say in his review of 

the first Cassirer show (Degas, Liebermann, Meunier): 

Someone is going to say: group shows: but that is nothing new? The answer would have to 
be: one group show perhaps, but three next to each other. Three lone individuals are by all 
means more interesting than one. Certainly, shoulder to shoulder in such a way, they do 
not seem as big as the single one, who rises above the crowds: he is infinite, and his marks 
are those of the world. Amongst equals he limits himself, and we realize the contours of 
his personality and the beginning of another one. We learn to grasp the line, which is the 
outline of his being and from its course, we understand the meaning of his style and the 
measure of his might. 

 
61 Flaischlen to Seidlitz, May 13, 1898 (FCB VI, 873-874). 
62 Paret, Secession, 71.  
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It is left to the taste of the Cassirers to always choose the ‘three’ so that may touch them-
selves beautifully and in clear forms. In this sense, the first triad was felicitous.63 
 
The practice of comparing artistic personalities was, not least, commercially driven, since 

the logic of the artist brand is that of seriality: similar, but different. The focused interventions on 

single artists were thus complimentary to the practice of showing a cross-section of an artist’s 

work, which in turn implied changing ideas about the relationship of a single work to the artist’s 

larger oeuvre (or, indeed, “catalog”). Here, Pan’s publishing logic as practiced by Flaischlen, using 

the brand to impart authority on offprints, met the commercial exhibition logic of the oeuvre, 

itself based on the logic of series, which for artists like Degas (ballerinas) or Leistikow (Berlin 

lake-scapes) became constitutive of their artistic practice.  

Looking at the history of displaying impressionist paintings, Martha Ward has parsed the 

various shifts between differing models of display. There were, for example, the more intimate 

premises, a sequence of rooms (subdivisions of a large continuous space), of the Maison Durand-

Ruel. In 1882, there was the opening of the rather more grandiose salle Georges Petit, decorated 

in luscious red velvet and fabric, to which Durand-Ruel answered with a short-lived gallery out-

post in the form of an apartment, an even more intimate space than the main gallery. We are 

reminded, then, by the opposing Parisian models from the 1880s – intimate room versus grand 

hall – of the editorial on periodical design, penned by Bierbaum and Meier-Graefe, where we find 

 
63 Rainer Maria Rilke, “Der Salon der Drei,” Wiener Rundschau 3, no. 3 (December 15, 

1898), 76-77, as quoted in Echte and Feilchenfeldt, Salon Cassirer, vol. 1, 61-62: “Wird jemand 
sagen: Collektiv-Ausstellungen: das ist doch nicht Neues? Darauf wäre zu antworten: eine Kol-
lektivausstellung nicht, aber drei nebeneinander. Drei Einsame sind auf jeden Fall interessanter 
als einer. Freilich, so Schulter an Schulter scheinen sie nicht groß wie der einzelne, der weit aus 
dem Schwarme ragt: er ist unabsehbar und seine Marken sind die der Welt. Unter Ebenbürtigen 
beschränkt er sich, und wir erkennen die Grenzen seiner Persönlichkeit und den Anfang einer 
anderen. Wir lernen die Linie erfassen, die der Umriß seines Wesens ist und begreifen aus ihrem 
Verlauf den Sinn seines Stiles und das Maß seiner Kraft. / Dem Geschmacke der Herren Cassirer 
ist es überlassen, die jeweiligen „drei“ so zu wählen, daß sie sich schön und in klaren Formen 
berühren. Der erste Dreibund war glücklich in diesem Sinne.” 
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the metaphor of the house with its intimate, personalized rooms opposed to the grand hall, with 

its overarching design.  

Confronted with these models, the neo-impressionists developed a new exhibition strategy 

and their own display aesthetic, which culminated in a rejection of red wall coverings in favor of 

grey walls and white frames, so as to isolate the artwork from its exhibition context, while also 

enabling their colors and the “divisionist” technique to bear fully fruit. Ward notes: 

In subsequent framing experiments Seurat and others established marked contrasts be-
tween frame and painting – contrasts of material, tone and shape – which reinforced a key 
principle of the neo-impressionists’ attitude toward exhibition installation at this time by 
moving further away from any implied decorative connection of painting, frame, and wall 
to concentrate instead on the emphatic presentation of the painting as a self-sufficient 
work in an ideally neutral (and I should add, public) space.64   
 
Ward has also noted in relation to neo-impressionism that, when the movement first ap-

peared in France a little over a decade before Pan, “adoption by places of publication began to 

become as important as identification with sites of exhibition.”65 She has indicated how in France, 

the premises of reviews and journals came to double as exhibition spaces. Pan did not have such 

spaces, and Kessler relied on Keller und Reiner to execute his vision. And before he did that, it 

was Pan itself that doubled as a medium for display. 

I have in the last chapter indicated how the presentation of Signac’s essay in Pan marked 

a culmination of a rationalization of the layout, with an increasing emphasis on the white space 

of the page as an active design element. There is no written indication that the stark appearance 

of the essay was in homage to neo-impressionist display practices, especially their preferred white 

frames, but given Signac’s own forceful opinions on the matter, it would seem probable that such 

considerations might have played into the design of that issue. Irrespective of the formal echoes 

 
64 Martha Ward, “Impressionist installations and private exhibitions,” Art Bulletin 73, no. 

4 (December 1991), 620. 
65 Martha Ward, Pissarro, Neo-Impressionism, and the Spaces of the Avant-Garde (Chi-

cago: University of Chicago Press, 1996), 51.  
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and the intricacies of display, Pan – and its circle – did “adopt” neo-impressionism.66 With that, 

however, it also opened it to particular set of sites of exhibition and display practices, which I want 

to elucidate, not just in relation to neo-impressionism, in the following. 

Indeed, the presence of modern (French) art in sites of exhibition in Berlin in the late 

1890s found itself caught in an ambiguous and complex situation (besides the stereotypical criti-

cal reception it had to contend with [French = effeminate, German = masculine], which would 

take on increasingly hostile dimensions), involving in many instances the simultaneous presenta-

tion of art and applied art, a situation not unlike that of Pan. Display strategies were caught be-

tween scientific, commercial and artistic imperatives, while sites of exhibition multiplied as the 

private spaces of the bourgeois classes grew ever more public, not least because of their mediation 

by applied art periodicals, which more and more turned into interior design and decoration peri-

odicals, thus accruing exhibition character in turn.67  

In this fluid and contested situation, it took a small group of enthusiasts, such as Lieber-

mann, Kessler or Tschudi, and commercially oriented individuals, such as the Cassirers, to make 

the case for modern art in a variety of ways. And unlike the earlier, neo-impressionist impulse to 

widen the audience for their art by way of insisting on a publicly available singularity of experience 

in front of the autonomous artwork, the strategies we find in Berlin differed in important ways. 

Not only were they geared toward an elite audience, but the strategies involved to make modern 

art palatable to the slowly changing tastes of the bourgeoisie involved embedding them in a dis-

course around the larger question of how to show and, indeed, live with art.  

 
66 The adoption of neoimpressionism in Germany, and Kessler’s role in particular, has 

been well researched. See Marina Ferretti Bocquillon, “‘Verliebt in Farbe und Licht’. Henri-
Edmond Cross und Deutschland,” in Farbe und Licht. Der Neoimpressionist Henri-Edmond 
Cross, eds Frédéric Franc et al., exh. cat. Museum Barberini (Munich: Prestel, 2018), 22-35; On 
Kessler’s collection, see Sabine Walter, “Die Sammlung Harry Graf Kessler in Weimar und Ber-
lin,” in Die Moderne und ihre Sammler. Französische Kunst in deutschem Privatbesitz vom Kai-
serreich zur Weimarer Republik, eds Felix Billeter and Andrea Pophanken (vol. 3, 
Passagen/Passagen; Berlin: Akademie Verlag, 2001), 67-93. 

67 Muthesius, “Communications,” 17-18. 
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Even the Berlin Secession, which would not mount their own exhibition, restricted to 

painting, sculpture and works on paper, until the fall of 1899, was not immune to these imbroglios, 

having commissioned van de Velde furniture – a marker of the most forward-looking applied art 

– for their exhibition halls.68 While some, like Keller and Reiner, with a much stronger focus on 

applied arts, would foreground the private home character of their gallery, the Cassirers, while 

not entirely abandoning it, would opt for somewhat more abstract intimacy, thus for example 

borrowing the grey wall from neo-impressionist displays (figure 4.27).69 Rilke, in his review, spe-

cifically commented on the gallery spaces itself:  

In Berlin’s West, on the most exclusive side of the Tiergarten’s borders, there now exist 
three small rooms with strangely changing walls. Into each one, Bruno and Paul Cassirer 
invite one master as a guest, and the three strangers, who do not know each other, are 
given space and privilege to extend themselves, following their character and disposition. 
Accompanying these three lonesome rooms, Van de Velde imagined a common fourth, 
which holds them together. He created an intimate space, which begins with an oven, 
decked in flat, dark green tiles, and leads, after a long course, into the large veranda, before 
whose glass doors young sessile oaks stand like brown bronzes. These kindred colors of 
the oven and the dead leaves last the length of the entire room. And in this room, no 
sounds; everything wants to be background to a good, calm hour, with just a sheen smiling 
above the golden grill of the oven. If one rests on the long reading table, leaning over the 
Böcklinwerk, or holding a Goncourt volume in one’s hands, one senses, wantless, the good 
of this homely place and accepts it, without consideration and almost without gratitude.70 

 
68 The applied arts find their way into the exhibition also by way of the Secession catalog, 

which carries advertisements for Keller und Reiner, for van de Velde’s Brussels studio, for Walter 
Leistikow wallpapers published by Adolph Burchardt Soehne, and for furniture companies, ad-
vertising with illustrations of historical furniture styles (Carl Markiewicz, B. Burchardt). 

69 Malcolm Gee, “Modern Art Galleries in Paris and Berlin, c. 1890-1933: types, policies, 
and modes of display,” Journal for Art Market Studies 2, no. 1 (2018), 5, https://doi.org/ 
10.23690/jams.v2i1.18. See in the same issue also Meike Hopp’s “Art Trade Palaces – Galleries of 
art dealers as architectural task and their reception in Munich around 1900” 
(https://doi.org/10.23690/jams.v2i1.35), discussing the discourse that developed around gallery 
and exhibition design in Munich following the turn of the century and how it affected museum as 
well as private exhibition practice.  

70 Rilke, “Salon der Drei,” 76: “Im Westen Berlins, an der vornehmsten Seite des Tiergar-
tenrandes, giebt es jetzt drei kleine Stuben mit seltsam wandelbaren Wänden. Bruno und Paul 
Cassirer laden in ein jede je einen Meister zu Gaste, und die drei Fremden, die voneinander nicht 
wissen, erhalten Raum und Recht sich auszubreiten, ganz nach Art und Anlage. Diesen drei ein-
samen Zimmern hat Van de Velde ein viertes gemeinsames erdacht, das sie zusammenhält. Er hat 
einen intimen Raum geschaffen, der mit einem Kamin aus flachen dunkelgrünen Kacheln beginnt 
und nach langem Lauf in eine breite Veranda mündet, vor deren Glastüren junge Wintereichen 
wir braune Bronzen stehen. Das ganze Zimmer entlang dauern diese wahlverwandten Farben, die 
des Kamins und die des erloschenen Laubes. Und ist nichts Lautes in dieser Stube; alles will Hin-
tergrund einer guten ruhigen Stunde sein, und nur über dem goldenen Ofengitter lächelt ein 
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Significant, in Rilke’s description, is the fact that according to him, it was the reading room 

which held the other three, with their pairings of strangers on strangely changeable walls, to-

gether. And while he underlines the somber, quiet and contemplative mood of the room (in the 

verge of mortality and decay, one might add), he nevertheless describes an essentially decorative 

ensemble, in which everything wants to be background and the only source of light (besides the 

glass doors to the veranda, who seem to be far away), is the sheen of the gilded metal grill of the 

tile stove, seemingly lighting and warming the scene from the corner. (Rilke makes no mention of 

the art nouveau chandelier visible in the photographs.) The combination of golden/yellow, green 

and reddish/brown colors, as we will see in a moment with Tschudi’s designs for the National 

Gallery, was not without precedent in Berlin at this moment. 

More generally, then, the periodical, the commercial gallery, the public museum and the 

bourgeois living room became entangled and triangulated in multiple ways.71 The periodical ap-

peared physically in the show room – commercial and public (Peter Jessen exhibited Pan as early 

as 1898), just as it appeared in the private interior, not least to be displayed in its custom designed 

binding, as in the case of Pan. The commercial showroom, in turn, adopted the seriality of the 

periodical as a marketing technique, itself informed by serial production of applied art and their 

relative luxury. The private bourgeois interior manifested itself as a model in showrooms and, as 

model and image, in periodicals.  

 
Glanz. Wenn man an den langen Lesetisch lehnt, über das Böcklinwerk geneigt, oder einen Band 
Goncourt in den Händen, empfindet man, wunschlos, das Wohlthun dieses wohnlichen Ortes und 
nimmt es an, ohne hinzudenken und fast ohne Dank.” 

71 Not all entanglements can be satisfactorily treated here in detail. The relationship be-
tween collectors and museums as well as the relationship of their respective display practices has 
been researched and documented. I am also not going to explicitly treat the reproduction of mu-
seum owned works of art in Pan. But there can be no doubt that for Bode, Pan (and writing and 
publishing in general, as his stupendous bibliography shows) was an extension of his scholarly 
and curatorial work. Most significantly, perhaps, besides the article on Renaissance sculpture, 
was the reproduction of the Botticelli Venus, whose attribution was not entirely settled and re-
mains somewhat contentious, giving its publication in Pan therefore a polemical, if not political 
tone. 
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Keller und Reiner, as well as the Cassirers, opted for the design of their galleries, which 

were both apartment like spaces, for the intimacy of the private and exclusive experience of art. 

Alongside the rotating images on view, Keller and Reiner also made what were mere accessories 

and decorations in the 1880s in Paris part and parcel of the saleable objects: room dividers, dra-

peries, furniture. Going a step further than the Cassirer’s, and as their floor plan indicates (figure 

4.28), they had their rooms designed by various designers and architects: van de Velde; Dressler 

and Hanel; Riemerschmidt, as well as Schultze-Naumburg, in collaboration with the “Kunst im 

Handwerk” workshop from Munich; a lounge by one Ms Kirschner from Berlin; and the daylight 

rooms designed by no less than Alfred Messel, himself the architect of Berlin’s first modern de-

partment store, featuring a large, glass-roofed atrium, and opened, as the gallery, in 1897.72 The 

gallery space itself – and this was true for the Cassirer gallery, or at least their reading room, too 

– became both a designed interior, an exemplary home, as well as an exhibit.  

The Cassirers’ reading room and the rooms of Keller und Reiner were not just showcases 

for other objects, but objects to be showcased themselves by way of photomechanical reproduc-

tion. For Keller und Reiner, it was Pan that became just that showcase. (At one point in early 1899, 

there was also a discussion of a Pan exhibition at their premises, showing the Pan prints, but that 

seems to have gone nowhere.) The Cassirer’s their reading room was photographed for inclusion 

in van de Velde’s first furniture catalog, to which I will return momentarily. It should not be sur-

prising that the history of Pan as a commercial showcase remains mostly hidden, given that the 

advertisements it carried have rarely survived. And they were only indicated in the pages of Pan 

the one time in Pan I, 1, for Bing’s advertisement.73 

 
72 Pan III, 4, which carries van de Velde’s important article on furniture design and the 

role of negative space, also carries an article by Alfred Lichtwark called “Realistische Architektur,” 
which is a celebration of Messel’s recently opened Wertheim department store. See Pan III, 4, 
229-234.  

73 I have been lucky to find on the “doubles” shelf in the stacks of the library of the German 
Literature Archive in Marbach an entire run of an unbound Pan edition, which not only turned 
out to be no. 43 of the luxury edition, but which, perhaps not surprisingly in this case, contained 
a number of advertisements in pristine condition. While it is difficult to know if those 
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The advertisements I did find were both for galleries (Keller und Reiner, Ernst Arnold in 

Dresden), as well as specific publications (print portfolios by Klinger, published by Hanfstaengel 

in Munich; and on at least two occasions Deutsche Kunst und Dekoration, with a leaflet and a 

fold-out sheet respectively). It is the advertisement by Keller und Reiner which features repro-

ductions of their premises (figure 4.29). (The gallery includes images of their premises also in 

their own catalog). While Pan itself does not reproduce any images of interiors, unlike its direct 

applied art competitors such as Deutsche Kunst und Dekoration, here then, by way of this adver-

tisement, exemplary interiors (not actual, lived-in interiors, but salesrooms, staged as interiors) 

do find their way into the periodical, while Pan, as we have seen, finds its way into the very spaces 

reproduced in the advertisement, not least through offprints and brochures. There is, in other 

words, a coextensive space opening up between the “extended periodical” and the gallery, in which 

commercial interests and aesthetic ideals are being negotiated.  

As in the late 1890s, individual homemaking gave way to the idea of interior design, as 

shown in the development of the applied art periodicals, it should also be noted that the individ-

ually designed spaces of the Keller and Reiner gallery were not the metaphorical spaces of the 

early Pan, as defined by Bierbaum and Meier-Graefe when describing ideal periodical design. The 

individuality expressed in these rooms was a predetermined one, the result of the vision of a de-

signer or architect, who worked in a recognizable style all his own, but according to the wishes 

and specifications of his clients. Such interior spaces – similar, but with differences – are thus 

practically also serial interiors, a most significant example of which can be found in the similarity 

of Bodenhausen’s study (figure 4.30) with that of Meier-Graefe’s office at La Maison Moderne 

(figure 4.31), both by van de Velde. Such serialization, i.e. commodification of interior space, in 

turn also facilitates its containment of other types of (serial) objects, which are, just as the interior 

that houses them, available for purchase.  

 
advertisements that did survive are still placed in the same issue to which they originally belonged, 
some have indications of dates and their placement appears at least not incongruent. 
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The specificity and uniqueness of the interior has made way for its potential replication. 

And yet, keeping in mind the co-extensiveness of periodical and gallery, Pan was adamant in 

drawing a clear line between the inside of the actual periodical and its extended version, especially 

its advertisements. And while the Pan network, which includes commercial entities, is on display 

on its pages (and not just in its colophon), and would have been legible as such within the small 

and rarefied community of subscribers (especially those from Berlin, which were the largest sub-

group), the suspension of the prohibition of commerce in its actual pages remained a rare occur-

rence (especially after the abolition of the notes section, with its art market news etc., during year 

I). 

It was through the complete absence, in particular, of photographic representations of in-

terior spaces that Pan drew the line between its status as periodical and other types of display 

situations. Indeed, the treatment of space as such merits further attention in Pan and can be ex-

emplified by condisering photographic reproductions of sculptures in the periodical which, at 

best, have a shallow space accorded to them. They are also exceedingly conventional views (frontal 

or three-quarter views), underlining what Joel Snyder has called the rhetoric of substitution: pho-

tographs understood as being completely devoid of artifice, pictures painted by nature.74 The non-

glossy, rough paper texture only furthers such idea of presence and immediacy. 

It is then this experiential proximity, the intimacy of paper produced by surface texture, 

itself an infinitely shallow, yet real space, which Pan assiduously protects. And while this experi-

ence is bodily, the insistence on not only conventionality in reproduction, but on a metaphorical 

construction of the page as both mirror (not least by literally reproducing mirrors, but also land-

scapes, mirrors of the soul) and face (by reproducing many portraits) – both traditional tropes for 

metaphorizing the page, Pan parses and differentiates between the senses, to foreground vision 

 
74 Joel Snyder, “Nineteenth Century Photography of Sculpture and the Rhetoric of Substi-

tution,” in Sculpture and Photography. Envisioning the third dimension, ed. Geraldine A. John-
son (Cambridge: Cambridge University Press, 1998), 21-34. 
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and touch in particular. This, I suggest, models an appreciation of objects that is wed to nineteenth 

century print culture, as described in part I of this chapter, and thus to a connoisseurly and aes-

thetic appreciation of the individual object, in all its fascinating and engrossing detail. By devel-

oping such a faculty for distinction, it trained taste, which in turn was a measure of bourgeois 

decorum. At the same time, the excess of empty surface, which contributes to no particular 

knowledge bar a purely bodily one, reminds us that such aesthetic pleasure – Genuss – is only at 

a short distance from indulgent consumption, which we have seen in chapter 2.   

The facingness of Pan’s pages – and the question of how to design such a surface and pre-

sent art or applied art objects on it – had its equivalent in exhibition contexts in the focus on the 

design of the wall, which was related, but also distinct from the question of the design of the over-

all gallery spaces. Thus, we find in Pan – being part of a commercial network of modern art and 

its spaces, while wanting to be free from their most obvious identifiers – the same complication 

we encounter in the context of display practices which were being explored at the Berlin muse-

ums.75 The question of museum display came to a head in the mid-1890s, with Hugo von Tschudi 

taking inspiration from French display of impressionist art and Wilhelm Bode, while not aban-

doning his period room approach, nevertheless exploring new models, based on separating works 

according to their different material qualities in order to bring out their formal characteristics.76  

 
75 The most thorough account of display practices as they emerge between private bour-

geois home, secessionist movements and museums in Germany after 1880 can be found in Alexis 
Joachimides, Die Museumsreformbewegung in Deutschland und die Entstehung des modernen 
Museums 1880 – 1940 (Dresden: Verlag der Kunst, 2001). 

76 I think that there is a useful comparison to be made between Bode’s very particular dis-
play of mixing genres and putting them in symmetrical wall arrangements (evoking Burckhard-
tian cultural history) and the types of display used for modern art, which tended, even with 
Tschudi or the Secession, to include sculpture and furniture. As Malcom Baker has pointed out, 
Bode’s arrangements were in fact well-spaced and the rooms recognized the visitor’s freedom of 
movement, allowing “the spectator to bring to the works of different periods a varied range of 
associations.” See Malcom Baker, “The arrangement of the Kaiser-Friedrich-Museum and the 
South Kensington Response,” Jahrbuch der Berliner Museen 38 (1996; Beiheft: “Kennerschaft. 
Kolloquium zum 150st Geburtstag von Wilhelm von Bode,” ed. Peter-Klaus Schuster and Thomas 
Gaethgens), 143-153.  
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Bode took the possibility that Pan provided and wrote about his new model in his article 

on Italian bronze statuettes:  

The room was chosen, as no other was available. For a more pleasurable experience of the 
objects, a room twice that size, with significantly more light would have been necessary. 
As the room’s old décor had to be kept because of adjacent rooms and could only partially 
be covered, the whole gives off a sense of the provisional. The yellow fabric was chosen, as 
the bronzes can be most favorably silhouette against it; to avoid monotony the cases are 
lined with a yellowy green, which has similar effects. The folded hanging of the thin satin 
wall covering happened with consideration of its painterly impression, which otherwise 
would have only been achievable with a much too expensive fabric, given the (hopefully 
not too long!) makeshift solution. Care was taken that for the installation pleasant alter-
nations and harmonic arrangements work in tandem with a historical presentation, as far 
as the room allowed for that.77  
 
With the formulation “Genuss der Gegenstände”, the pleasure of objects, Bode marks his 

conviction that at the heart of the museum experience is, above all, a moment of sensuality, which 

he hoped to achieve by employing contrasts and harmonies in order to visually isolate the objects 

while simultaneously integrating them into a larger harmonious ensemble. The insistence on har-

mony and ease of vision were echoes, then, of the much-discussed theories of visual perception as 

developed in various forms by Theodor Lipps or Wilhelm Wundt, both of whom agreed that ele-

mentary forms and colors were able to produce an unmediated emotional effect on human beings, 

involving a full bodily experience.78  

Tschudi, a year after Bode’s article, in the summer of 1897, after having traveled to Paris 

and London earlier in the year, rearranged and redecorated the galleries at the National Gallery 

 
77 Wilhelm Bode, “Aus der Abteilung Italienischer Bronzen in den Berliner Museen,” in 

Pan I, 4, 250: „Der Raum wurde gewählt, weil kein anderer vorhanden war. Zu vollem Genuss der 
Gegenstände hätte derselbe doppelt so gross sein und wesentlich mehr Licht haben müssen. Auch 
die Einrichtung in einem Raum, der wegen der Nachbarräume seine alte Dekoration, die nur teil-
weise maskiert werden konnte, behalten musste, trägt in allem den Zug des Provisorischen. Der 
gelbe Stoff wurde gewählt, weil Bronzen sich darauf am günstigsten abheben; die Kästen sind, um 
Einförmigkeit zu verhüten, mit einem gelblichen Grün ausgeschlagen, das eine ähnliche Wirkung 
hat. Dass der dünne Seidenstoff des Wandbehanges faltig gelegt wurde, geschah aus Rücksicht 
auf die malerische Wirkung, die sonst nur durch einen für das (hoffentlich nicht zu lange!) Provi-
sorium zu kostbaren Stoff hätte erzielt werden können. Bei der Aufstellung wurde Rücksicht auf 
gefällige Abwechslung und harmonische Wirkung mit solcher auf historische Anordnung in Ein-
klang zu bringen gesucht, soweit es der Raum gestattete.” 

78 Charlotte Klonk, “Patterns of Attention: From Shop Windows to Gallery Rooms in Early 
Twentieth-Century Berlin,” Art History 28, no. 4 (September 2005): 481.  
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in Berlin, whose directorship he had taken over a year prior.79 Importantly, Tschudi introduced a 

systematic order to the sequence of rooms in the building, instituting a largely chronological hang, 

beginning on the top floor of the building’s three floors. He aimed to expose visitors to contem-

porary art before they would encounter the older works, expressing his formalist belief that 

through new art older art’s aesthetic qualities could be revealed.80 Tschudi had thus developed a 

scientific set-up in which he combined two art historical methodologies: a sequential one, the 

chronology, and a comparative, formalistic one, where any two rooms would be able to illuminate 

each other.  

While he could not overhaul the entirety of the rooms – the monumental, two story high, 

Cornelius halls at the heart of the building had to be left untouched for example – he was able to 

change the smaller painting cabinets on the first and second floor. He did away with the ‘gallery 

red’ of the walls, in favor of room-specific, colored textile wallcoverings.81 This was also the mo-

ment that a new type of hang was introduced, with no more than two rows of paintings on top of 

each other, and larger or significant paintings, flanked by smaller pieces, presented in a single row 

hang. The works were separated from each other by empty wall space. The paintings in any given 

room were also chosen to largely agree with one another in tone and color. Together with an ap-

propriately chosen background color these rooms therefore created what Joachimides has called 

“decorative unity,” which echoed Tschudi’s goal for a wohltuender Gesamteindruck (pleasing 

overall impression). This unity was further underlined by the symmetrical arrangements of the 

 
79 On Tschudi’s reforms at the National Gallery, see Joachimides, Museumsreform-

bewegung, 145-165, and Paul, Tschudi. Joachimides stresses in particular Tschudi’s role in be-
coming the most important practitioner of new displays, thus almost single-handedly shaping the 
canonical look of museum exhibitions prior to 1914. 

80 The same logic was reinstituted to the building after its renovation following German 
reunification. 

81 No images or photographs of the 1896-1898 installation survive, and the details we have 
are from contemporary descriptions. See Paul, Tschudi, 97 and Joachimides, Museumsreformbe-
wegung, 150-153, also Babette Warncke, “Biographie,” in Manet bis Van Gogh. Hugo von Tschudi 
und der Kampf um die Moderne, ed. Peter-Klaus Schuster, exh. cat. Nationalgalerie Berlin (Mu-
nich: Prestel, 1997), 448-449. 
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paintings on the wall, ostensibly borrowing from Bode’s approach. This is insofar of note, since 

Bode had always defended his highly symmetrical, quasi hieratic wall arrangements as concomi-

tant with the historical epoch the art thus displayed originated from, namely the Renaissance, 

which, according to Bode, aimed for “symmetry and harmony, architectural and monumental ef-

fects.”  

Yet, here was Tschudi, appropriating and tweaking this display practice to his own ends. 

Where Bode tended toward altarpiece like installations, broad at the base (sometimes accentuated 

with a cassone) and narrow at the top, Tschudi’s symmetry was strictly linear. And even though 

symmetry remained important for Tschudi – larger paintings in the middle – the underlying 

structuring principle was less triangle, and more series. Joachimides informs us that the rooms 

of the ground floor of the building alternated deep red fabric, for Menzel for example, and grey-

green fabric for the realists such as Uhde or Liebermann. The rooms of the middle floor, i.e. the 

main floor, were more differentiated. The French painting gallery, the first room on the left, South 

facing side, was fitted, above a dado of red paneling, with fabric made of yellow-pink and light 

green stripes, whose top was covered with a frieze of gold embossed, imitation leather wallpaper.  

Early nineteenth century French landscapes and Belgian history painting was displayed, 

in the next room, on alternating stripes of green patterned and un-patterned fabric, separated by 

slim yellow borders. The smaller cabinets in the apsis of the building were decorated, above white 

paneling, with intensely colored and decorated silk fabrics, alternating between yellow and green. 

The isolation of the work of art – symmetrical series with generous spacing – was met in these 

displays with a vibrant and luxurious materiality, which was only reinforced by the fact that all 

these galleries in yellow and green were located on the southern side of the building, thus receiving 

much light throughout the day.  

The changes Tschudi brought about with his rather colorful, vibrant and decorative ar-

rangements were looking toward impressionist exhibitions, rather than the neutralizing grey 

walls of peak neo-impressionism. They were also informed the psychological literature on 
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perception by figures such as Lipps, arguing for repetitive patters in the quest for harmonious 

experiences. To be sure, however, Joachimides sees Tschudi’s displays as strictly museum dis-

plays. While borrowing from the commercially inspired impressionist model of the simulated pri-

vate interior, he argues that the absence of any type of furniture and other props, as well as the 

strictly symmetrical arrangement, separates Tschudi’s displays from the commercially oriented 

exhibitions of the impressionists. Instead, he argues, what these displays tried to achieve above 

all was the individual aesthetic appreciation of the artworks by the visitor, beyond the merely art 

historical value. Indeed, Tschudi’s new arrangements were part of the museum reform movement, 

the larger rethinking of audience needs and museum displays, where the scholarly and encyclo-

pedic display logic of showing as much as possible, irrespective of aesthetic merit, makes way for 

a curated choice of masterpieces of the highest aesthetic merits, to be displayed in such a manner 

as to be individually appreciated.82 Tschudi himself writes in 1899: 

Through the manner of hanging, the spatial arrangement and the distribution of colors, a 
pleasing overall impression was sought, while securing individually for each work the most 
intensive impact. The goal was to direct the public’s attention to the most relevant and to 
avoid that it would tire or be disoriented by too much.83 
 
The toning down of the aspect of Wohnraumsimulation that Joachimides sees in 

Tschudi’s displays of 1896 and 1897, whose exact nature is hard to gauge without photographic 

record, is, however, not sufficient enough of a benchmark to rid these installations of connotations 

of commercial character. This is all the more the case if we consider the wall of the gallery and the 

page of the periodical, whose institutional entanglements with commercial networks we have es-

tablished, in an analogical way. And where the periodical produces visually and discursively 

 
82 Joachimides, Museumsreformbewegung, 152. 
83 Joachimides, Museumsreformbewegung, 150, quoting a memo by Tschudi from Oc-

tober 14 1899 (Zentralarchiv, Nationalgalerie, Gen. 2, vol. 1, Appendix, p. 4-5): “Angestrebt wurde 
durch die Art der Hängung, die räumliche Anordnung wie die Farbenvertheilung, einen wohltu-
enden Gesamteindruck hervorzurufen und im Einzelnen jedem Werk die intensivste Wirkung zu 
sichern. Es galt das Publikum auf das bedeutendste hinzuweisen und zu vermeiden, dass es durch 
das Allzuviel ermüdet und verwirrt würde.” 
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auratic effects84, pertaining to a culture of the object and underpinned by a commercial logic, the 

light filled rooms with green and yellow walls, punctuated by the gilded frames (which can still be 

seen in use in later installation shots), while singling out the artwork, also single out the commod-

ity, giving credence to Benjamin’s observation that “art nouveau forces aura. Never has the sun 

been more pleased with its aureola.”85 

 

Toward the Catalog: Henry van de Velde  

 

In a last section to this chapter, I am looking at a very particular publication, which brings 

together the considerations on reproduction and applied arts publishing on the one hand, and the 

developments in Berlin’s artworld in the last years of the nineteenth century on the other. This 

will then also be, methodologically speaking, the last example of considering the expanded uni-

verse of printed matter in which Pan operated. The publication in question is Henry van de Velde’s 

first product catalog, published in 1899 (figure 4.32).86 Notably, it appeared in French and Ger-

man, while Henry van de Velde himself would not move to Germany until a year later, in 1900, 

indicating therefore the importance that within less than three years Germany and its market had 

developed for van de Velde. Indeed, the catalog is prefaced with excerpts from various publica-

tions – Pan, Dekorative Kunst, Innendekoration etc. – unanimously lauding van de Velde as a 

‘universal genius’. 

 
84 It is worth noting that it is not just the periodical producing such effects. The well-pro-

duced photographic plate, with its generous margins, as it can be found in art historical publica-
tions also produces these effects. A case in point is the lavish catalog of the collection Hainauer 
that Wilhelm Bode edited with the view of obtaining it as a gift, when only a few years later the 
whole collection was sold and dispersed, with much of it going to the US 

85 Benjamin, Gesammelte Schriften, vol. V.2, 692.  
86 After having received only limited attention for many years after his death, there has 

been a resurgence of interest in Henry van de Velde in the last two decades. His autobiography 
has been reissued with a critical apparatus, see van de Velde, Récit. For the period 1895-1900 see 
vol. 1, pages 309-397 and the chronology, pages 399-412. For van de Velde’s Berlin years, see also 
Ingeborg Becker, Henry van de Velde in Berlin (Berlin: Bröhan Museum, 2004), including a list 
of all the commissions he had in Berlin in the 1890s. 
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The history of his emergence as the foremost designer of a new style of interior decoration 

in Germany in the 1890s is inseparable from the history of Pan and its network, and by extension 

from reproducing and publishing his work across the genre of applied art periodicals. It was 

through Meier-Graefe that van de Velde obtained his first major break outside his small circle of 

personal clients in Belgium. Meier-Graefe arranged for van de Velde to design four separate inte-

riors for Samuel Bing’s salon L’art nouveau in Paris.87 It was also Meier-Graefe who, in the sum-

mer of 1896, brokered the first of van de Velde’s many Berlin commissions, the design for the 

apartment of the neo-impressionist painter Curt Herrmann, a Pan subscriber, who would become 

a close friend of van de Velde.88  

It was on the occasion of Curt and Sophie Hermann’s wedding, in March 1897, that van de 

Velde first met artists of the Berlin Secession, such as Corinth, Slevogt, Kolbe, as well as Bruno 

Cassirer. It was through Woldemar von Seidlitz, heading the applied arts committee for the 1897 

Dresden Art Exhibition on their visit to Paris (which had been planned by Bing and Meier-Graefe) 

that these same four interiors, plus a newly commissioned fifth hall for repose, were installed at 

the Dresden exhibition in 1897, where, unlike in Paris, the interiors were enthusiastically received, 

when the exhibition opened on May 1.89 As was a retrospective installation of the works of Con-

stantin Meunier.  

 
87 The Belgian periodical L’art moderne reported on June 2, 1895 that Samuel Bing had 

visited Brussels (which happened in the second half of May) and commissioned the interior for 
his projected gallery. Van de Velde spent most of December of 1895 in Paris installing his designs 
and meeting many post-impressionist painters: Pissarro, Signac, Luce, Denis and others. Bing’s 
L’Art nouveau opened on December 26, 1895.  

88 The first design was installed beginning in September 1897 and probably finished in 
November of that year (with changes and additions occurring in 1900, 1902, 1910 and 1911.) Ac-
cording to Becker, as of 2004, some of the design elements were still in situ in the apartment in 
Knesebeckstraße 96. See Becker, Velde in Berlin, 60.  

89 Bing had convinced van de Velde to agree to let him, Bing, present the interiors under 
his corporate identity, Maison Bing, Art Nouveau, without mentioning the name of the designer 
or workshops. The secret however did not last, as the German press managed to figure things out 
within a few days, divulging van de Velde’s name to the large public, making him a sensation. See 
Velde, Récit, vol. 1, 332.  
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Following on the Dresden exhibition, Meunier and van de Velde were introduced to Berlin 

society, with Liebermann hosting a dinner, attended not least by Paul Cassirer. Kessler, Boden-

hausen, and Meier-Graefe commissioned rooms and apartments from him. Bodenhausen became 

van de Velde’s first business partner in Germany, founding a joint venture for the marketing and 

sale of Van de Velde’s products. Van de Velde designed what might be the first case of a corporate 

identity for Tropon, Bodenhausen’s company, the poster for which Bodenhausen had included, as 

a reduced version, in Pan’s neo-impressionism issue (figure 4.33).  

Van de Velde’s presence in Pan is, of all the applied arts we find in the periodical, histori-

cally the most significant and no other designer is heralded in the periodical’s pages the same way 

that he is. We recall that it is van de Velde who is given the honor of closing out the very last issue 

of Pan with a theoretical article. He made his Pan debut, however, already during the first year, 

in the last issue of Pan’s French supplement, the double issue nr 4/5, with an illustrated article on 

wallpaper design, which did not find its way into German Pan. There, his first appearance was 

with photographic reproductions of two of his book-bindings, illustrating an article titled simply 

“Henry van de Velde” in Pan III, 2, written by Eberhard von Bodenhausen. The article briefly 

reviews the Dresden exhibition from earlier in the year, locates van de Velde as the one true suc-

cessor to Morris and outlines the major themes of his work in the applied arts. It also, in a last 

paragraph, announces and anticipates the rapid spreading of van den Velde’s ideas:  

Currently, the artist is working on a few interiors for private homes in Berlin; with these 
and through publications in Pan, as well as in Zeitschrift für Dekorative Kunst, a new 
periodical published in Munich, the articulation of his artistic ideas, as it serves the house 
rather than exhibitions, will be rapidly become known in Germany. At the same time, we 
should not forget that it is the fundamental principles, rather than the results they pro-
duce, which are of concern here. This year’s exhibition at the Champs de Mars barely fea-
tured a piece of furniture that did not betray its dependence on van de Velde. It can only 
be hoped that the idea he was the first to put into action, namely that the artist penetrate 
life in all its connectedness with his artistic will, that this idea also develops vital roots in 
Germany. This is a plaidoyer not for dependence, but for self-reliance.90  

 
90 Eberhard von Bodenhausen, “Henry van de Velde,” Pan III, 2, 121-122: “Der Künstler 

arbeitet zur Zeit an einigen Einrichtungen für Berliner Privathäuser; damit und durch die Veröf-
fentlichungen im Pan, sowie in der in München erscheinenden neuen Zeitschrift für dekorative 
Kunst, wird die Ausgestaltung seiner künstlerischen Gedanken, nicht wie sie für Ausstellungen 
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The publications the article is announcing refer to an article by van de Velde himself that 

was published (translated by Flaischlen) in Pan III, 4 and, without mentioning his name, Julius 

Meier-Graefe’s first issue of the second year of Dekorative Kunst, which was published in October 

1898 and entirely dedicated to the work of the Belgian designer.91 It should be noted that the same 

article with almost all of the same illustrations and in the same order appears simultaneously in 

the French sister publication to Dekorative Kunst, L’art décoratif, also edited by Meier-Graefe. 

In other words, the same single artist issue van de Velde – itself a media event of sorts – appears 

simultaneously in Germany and in France in October 1898, a few weeks before the Cassirers will 

open their gallery, with designs from van de Velde, with a Degas-Liebermann-Meunier show.92 

 
bestimmt ist, sondern wir sie dem Haus dient, in Deutschland schnell bekannt werden. Aber es 
darf dabei nicht vergessen werden, daß es sich dabei weniger um das Resultat handelt, als um den 
Grundgedanken, der das Resultat zeitigte. In der diesjährigen Ausstellung des Champ de Mars 
fand sich kaum ein Möbel, das nicht seine Abhängigkeit von van de Velde verraten hätte. Es steht 
zu hoffen, daß der Gedanke, der bei ihm zuerst zur That wurde, daß der Künstler das Leben in 
allen seinen Beziehungen mit seinem künstlerischen Willen durchdringe, daß dieser Gedanke 
auch in Deutschland bald lebendige Wurzel schlage. Nicht der Abhängigkeit, sondern der Selbst-
ständigkeit soll damit das Wort geredet werden.” 

91 There is possible confusion arising from the fact that Kessler writes to Bodenhausen 
already on June 17, 1897: “And now about your Van de Velde article. It has to appear at the latest 
in the second issue of the year, as from October onwards, Bruckmann in Munich is going to pub-
lish a kind of Studio under Meier-Graefe’s direction, the second issue of which will be exclusively 
dedicated to Van de Velde.” (Und nun über ihren Van de Velde Artikel. Er muss spätestens ins 
zweite Heft des Jahrgangs; da vom Oktober an bei Bruckmann in München eine Art von Studio 
unter Meier-Graefes Leitung erscheint, dessen zweites Heft ausschließlich Van de Velde gewidmet 
sein soll.) (Bodenhausen and Kessler, Briefe, 37-38). As it turns out, the van de Velde issue of 
Dekorative Kunst only appears over a year later. But while it is the first issue of year II of Dekora-
tive Kunst, it is the very first issue of its French pendant, L’Art décoratif, which only begins pub-
lishing a year after its German sister publication.  

92 The history of the Meunier-van de Velde association begins with a retrospective of 
Meunier’s work at Bing in February-March 1896. We encounter it next in Dresden in 1897. It is 
repeated, in print, in Pan III, 2, where a long article on Meunier follows on Bodenhausen’s van de 
Velde text. In Pan III, 4, with van de Velde’s text on furniture design, we find a Liebermann por-
trait of Meunier. And then, a few months later, the Cassirers open their first show. This ongoing 
coupling might well be explained by the very positive reception of both artists in Dresden, which 
both periodical and gallery were then hoping to use to their own advantage. Van de Velde himself 
describes their friendship as a result of their shared German adventures, which lead to what he 
describes as a kind of rejuvenation in the elderly artist. The photographs of his furniture or inte-
riors often feature works by Meunier, possibly underlining the social aspirations van de Velde had 
for his designs, all the while they were being consumed by a small part of the bourgeoisie.  
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This Franco-Germanic medial apotheosis of van de Velde is again an indication of the importance 

of the combined and intertwined presence of the applied arts periodicals in the promotion of the 

new style, not just in Germany and France, but across Europe.  

Bodenhausen’s first sentence also indicates how van de Velde’s medial presence was pred-

icated on the interiors he was designing. It was Bodenhausen’s own apartment at Brückenallee 

27, in the newly created quarter around Hansaplatz, just north of the Tiergarten, that van de Velde 

had started working on during this time, as one of his earliest Berlin commissions, as well as 

Kessler’s apartment at Köthener Straße 28.93 The admittedly short list of van de Velde’s clients in 

Berlin prior to 1900 was, not surprisingly, largely made up of Pan subscribers. I have already 

mentioned Curt Herrmann (standard edition), Bodenhausen (artist edition, no. 6) and Kessler 

(artist edition, no. 13). There was Hermann Pächter (artist edition, no. 12), owner of the R. Wag-

ner art salon, specializing in Asian art, and Pan’s supplier of Japan papers, who commissioned 

van de Velde to intervene both in his villa at Genthiner Straße 37 (literally around the corner from 

Pan’s offices, i.e. Flaischlen’s apartment), as well as his gallery at Dessauer Straße 2 in Kreuzberg. 

Morton von Douglas (standard edition), who was the owner of the Tropon factory and financially 

supported van de Velde’s businesses, commissioned furniture, in particular one of the iconic 

desks, for his apartment in Bernburger Straße, close to Kessler’s residence. Julius Stern (standard 

edition), bank director, started with smaller commissions (through Curt Hermann) in 1897, but 

 
93 Bodenhausen had first visited van de Velde in May 1897, together with Morton von 

Douglas, his Tropon business partner, and immediately writes to Kessler: “I have just seen three 
very beautiful book bindings by van de Velde. I will get three half-tones, write about 40 accompa-
nying lines and that will make for two very nice and entertaining pages. I like van de Velde very 
much, especially since I have seen an entire room recently furnished by him and his apartment. I 
will definitely work with him; he also pleasantly traitable, agress to everything. I have high hopes 
for him. I think I will let him come to B. some time.” (Ich habe eben sehr schöne Einbände gesehen 
von van de Velde. Ich bekomme drei Clichés, schreibe etwas 40 begleitende Zeilen dazu und das 
giebt zwei sehr nette, amüsante Seiten. Van de Velde gefällt mir sehr gut, besonders seitdem ich 
ein von ihm ganz neu eingerichtetes Zimmer hier und seine Wohnung gesehen. Ich werde jeden-
falls mit ihm arbeiten; er ist auch so angenehm traitable, geht auf Alles ein. Ich hoffe das Beste 
von ihm. Ich denke, ich werde ihn mit mal nach B. kommen lassen.) (May 13, 1897, Bodenhausen 
and Kessler, Briefe, 33-34).  
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commissioned a series of rooms in 1900. Helene Gräfin von Harrach (standard edition), an ha-

bituée of the imperial court, commissioned a desk and chair for her residence at Pariser Platz 4. 

Viktor von Mutzenbacher (artist edition, no. 18), landowner and living at Herwarthstraße 3a, close 

to the Reichstag, commissioned a library as well as a study. (His brother Kurt, also a Pan sub-

scriber, would also commission van de Velde to design his Wiesbaden apartment in 1903.) Lastly, 

there was Alfred von Nostitz-Wallwitz (artist edition, no. 22), a lawyer and diplomat, who in 1899 

gave van de Velde’s his largest private commission to date, including a study, a salon, a dining 

room, and a bedroom. In addition to these commissions of Pan subscribers, van de Velde also 

designed the offices and the private apartment of Ludwig Löffler, of the publishing house Schuster 

& Löffler, a reformist publisher of avant-garde literature, with a strong interest in new tendencies 

of book design. Of all the interiors before 1900 that van de Velde designed, it was however the 

publicly visible interior of the Continental Havana Compagnie from 1899 at Mohrenstraße 11-12, 

which, alongside the designs for Keller und Reiner and the Cassirers, became is most talked about 

design and cemented his reputation beyond the city borders (figure 4.34). (And these are just the 

Berlin designs. Meier-Graefe had van de Velde design the interiors of his Paris gallery, La Maison 

Moderne.) As this group of his first German clients shows, they were wealthy, lived at some of the 

most exclusive addresses and belonged to an elite circle of German society. These early commis-

sions mostly occurred through personal introductions. And while some individuals bought at ex-

hibitions, such as the one in Munich, almost all the work van de Velde produced during this time 

was made to order, not just in terms of measurements, but in terms of design, while also retaining 

a sense of seriality, as we have seen in the very similar studies of Bodenhausen and Meier-Graefe.  

Of van de Velde’s early interiors, it was especially the representative ones from galleries 

and exhibitions (Bing 1895, Dresden 1897, The Hague’s Art and Craft gallery 1898, Munich 1899), 

which functioned as exemplary case studies, whose photographic reproductions reached a 
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broader audience.94 This created a dilemma for van de Velde. Bodenhausen wrote about the Dres-

den exhibition: 

Unfortunately, he did not always present himself in the most favorable light there. He ad-
mits himself that he did not create rooms for living there but show rooms and he excuses 
it by saying an exhibition needs something representative; the simple furnishing of a room, 
as he would like it, would not at all be effective, nor garner attention in such an environ-
ment. The latter may be true for a large number of visitors; but it surely is a mistake if the 
artist accommodates this misguided taste. The serious visitor to an exhibition – and an 
exhibition only exists for such visitors – does not attend to criticize, or for entertainment, 
but to learn something. And if he is shown an interior decoration, he wants to establish an 
immediate utility  for himself and his apartment. The rooms that van de Velde designed in 
Paris for the first presentation of L’Art nouveau have led to many inspirations for purpose-
ful designs of interiors, and, indeed, a part of those had been taken over for the Dresden 
exhibition; nevertheless, most will have left the Dresden exhibition feeling that they can 
hardly furnish their rooms in such ways. It would be missing the purpose; and that is all 
the more deplorable, since there are is hardly a better teacher in the field than van de 
Velde.95  
 
Van de Velde, through Bodenhausen, recognized and lamented the ‘representational’ char-

acter of the installations, where rather than ‘living quarters’ he only managed to put out ‘show-

rooms’. The images of such show-rooms tend to depict larger spaces, making them appear devoid 

of life, while at the same time, these spaces also tend to show the designer’s more baroque, overly 

ornate side, which van de Velde sometimes gave into during this time, resulting in an overall sense 

 
94 Besides the articles in Pan and Dekorative Kunst, the interest in van de Velde’s work 

remains strong in his native Belgium, in France, and spreads across Europe. Meier-Graefe himself 
writes for the Studio and Zeitschrift für Bücherfreunde. Rilke writes in Wiener Rundschau and 
Ver Sacrum. See “Bibliographie,” in Velde, Récit, vol. 1, 413-421.  

95 Eberhard von Bodenhausen, “Henry van de Velde,” Pan III, 2, 121-122: “Leider zeigte er 
sich da nicht durchgehend in günstigem Lichte. Er giebt selbst zu, dort keine Wohn- sondern 
Schauräume geschaffen zu haben und er entschuldigt das damit, eine Ausstellung verlange etwas 
Repräsentatives; die einfache Einrichtung eines Zimmers, wie er sie sich wünsche, käme da gar 
nicht zur Geltung und Beachtung. Letzteres mag auf eine große Anzahl von Besucher zutreffen; 
aber es sicherlich ein Fehler, wenn der Künstler diesem falschen Geschmack Rechnung trägt. 
Denn der ernsthafte Besucher einer Ausstellung – und nur für diesen ist schließlich die Ausstel-
lung da – geht nicht hin um zu kritisieren, oder um sich zu amüsieren, er will etwas lernen. Und 
wenn ihm eine Zimmereinrichtung gezeigt wird, so will er gerade darauf einen unmittelbaren 
Nutzen für sich und seine Wohnung ziehen. Aus den Zimmern, die van de Velde in Paris zur ersten 
Einrichtung von l’Art nouveau geschaffen hatte, sind viele Anregungen zur zweckmäßigen Ausge-
staltung des Innenraumes ausgegangen und ein Teil davon war ja auch nach Dresden übernom-
men worden; trotzdem werden die Meisten die Dresdner Ausstellung verlassen haben mit dem 
Gefühl, daß sie so ihre Zimmer kaum einrichten können. Der Zweck wäre damit verfehlt; und das 
ist um so bedauerlicher, als kaum ein besserer Lehrmeister auf diesem Gebiet gefunden werden 
kann, als gerade van de Velde.” 
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of heaviness and immobility.96 Meier-Graefe with a keen eye for such differences, shows in his 

article from 1898 a more complete picture of van de Velde’s output, including images of the much 

simpler Bloemenwerf, van de Velde’s self-designed house, or the offices of the L’art décoratif, 

showing Seurat’s Le Cahut, which Meier-Graefe had acquired in 1897, the same year Kessler buys 

Seurat’s Les Poseuses, which was installed in Kessler’s van de Velde interior. In Berlin during the 

1890s, both impulses were visible. Thus, the design for the Cassirers belonged to the simpler and 

more structural-functional designs, appropriate to the room’s purpose of reading, whereas the 

interior of the Havana tobacco company, while still espousing van de Velde’s rationality princi-

ples, was on the whole more ornate, and more animated as an interior. 

Irrespective of the particular overtones of any given interior, the representative interior 

shot, a photographic genre that rapidly expanded during this moment with improved reproduc-

tion technologies and the expansion of the applied arts press, rarely featured human figures. Hu-

man presence is indicated by proxy, especially in actually used interiors: small objects, scattered 

papers, open books, draperies etc. These proxies, however, do refer back to the larger structures 

of circulation in which the images themselves are embedded. In particular, they refer to the peri-

odicals in which van de Velde is particularly present during this time: Pan and Dekorative Kunst. 

Van de Velde’s catalog features both such images. On page two, we see a close up shot of a wall of 

the Cassirer reading room (figure 4.35), with a host of publications visible on the shelf at the right. 

Clearly distinguishable, lying next to each other, we see a number of the Studio next to a number 

 
96 Benjamin, quoting Dolf Sternberger: “... the walls, the floors and the ceiling also seem 

to possess a unique capacity for suction. Ever more pieces of furniture become untransportable, 
immobile, are nestled up against the wall and to the corners, cling to the ground, not unlike roots… 
‘Free artworks‘ [...] are excluded wherever possible, which can be seen as the source for the ten-
dency of revitalization of wall-painting, frescos, decorative Gobelins and painting on glass.” (… 
ebenso scheint den Wänden, dem Fußboden und der Decke eine eigentümlich ansaugende Fähig-
keit einzuwohnen. Immer mehr Möbelstücke werden untransportabel, immobil, schmiegen sich 
den Wänden und Ecken an, haften am Boden, gleichsam Wurzeln... ‚Freie‘ Kunstwerke [...] wer-
den nach Möglichkeit ausgeschieden, von welcher Tendenz sich die Belebung der Wandmalerei, 
des Freskos, des dekorativen Gobelins und der Glasmalerei sehr wesentlich herschreibt.) Benja-
min, Gesammelte Schriften, V, 2, 682.  
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of L’Art décoratif. On page sixteen, we find the image of Bodenhausen’s study, with an example 

of van de Velde’s signature desk. On the left side shelf of the desk, which we see on the right, there 

is a stack of periodicals, and one single issue of a periodical next to it, which, to me, has all the 

physical appearances of an unbound issue of Pan. On the shelf below, there appears to be one of 

Pan’s portfolios for the limited-edition prints. Lastly, on page nineteen, we see van de Velde’s 

print cabinet (figure 4.36), advertised as the Kupferstichschrank for the Herrenzimmer, under-

lining the pervasive gendering of bourgeois private space. Depicted in use, its viewing board is 

propped up, displaying what can be identified as Otto Eckmann’s Nachtreiher, in its oversize, 

limited edition version, from Pan II, 3.  

This last photograph brings me to a crucial point about the way van de Velde’s furniture, 

when not presented in an interior shot, is being reproduced beginning with his own article on 

furniture design, to the article in Dekorative Kunst, to the 1899 product catalog. The article in 

Pan III, 4 is illustrated by eight drawings, made by Hugo Ulbrich, a student of Karl Koepping’s, 

after Kessler’s interior (figures 4.37-4.40).97 Three are reproductions of design detail or small-

scale designs, such as a handle of a table (that can be seen in the photograph of Kessler’s interior) 

and a metal fitting for a lock, used as page ornament. Four are partial reproductions of furniture: 

the iconic desk, a coat hanger wall fixture, a dining room desk and a chair. Only one drawing 

 
97 There exists a dozen letters between Flaischlen and Ulbrich and Flaischlen and Kessler 

between January and May 1898, organizing the drawing of the furniture, which was done in situ 
at Kessler’s apartment in Koethener Straße. (Flaischlen to Ulbrich, February 3, 1898, FCB, VI, 
470; February 7m 1898, FCB VI, 500). Ulbrich was originally supposed to illustrate an article by 
Griesebach on Silesian architecture, but the text never materialized. It meant that he had to travel 
to Berlin from Breslau (Wroclaw) to execute the furniture drawings. Flaischlen tried to convince 
Kessler to have van de Velde provide the drawings, but Kessler refused and so Ulbrich was paid 
300Mk for the job. Flaischlen first objected since Pan had already paid 75Mk for photographs of 
van de Velde interiors. It is not clear to which photographs he is referring, since Pan never pub-
lished photographs of van de Velde interiors. (Flaischlen to Kessler, January 31, 1898, FCB VI, 
457; February 1, 1898, FCB VI, 459; February 5m 1898, FCB VI, 491.) Flaischlen further refuses 
to pay van de Velde for his article (which would have been around sixty to seventy Marks, as Pan’s 
rate for text was about twenty Marks per page), noting that he has received one hundred separate 
prints (costing ten Marks, plus two Marks postage), and that Ulbrich cost three hundred Marks, 
and the clichés another one hundred Marks to produce. (Flaischlen to Kessler, May 26, 1898, FCB 
VI, 933). Flaischlen argues that the article is essentially free advertisement for van de Velde.  
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shows a full piece of furniture (figure 4.40). But even this drawing of a chair, done in full profile, 

gives only a partial, nearly two-dimensional impression of the piece. Indeed, the shadows attached 

to the two visible feet appear somewhat lost, given that the chair as a whole does not have a 

shadow. It may be grounded at the bottom of the column and contained by the text to its top and 

left, but the aspect which transpires most forcefully in this rendering is its structural outline. This 

is not without purpose, and since we know Ulbrich took instructions from Kessler, we can assume 

that these illustrations were made to bring to the fore some of the core ideas of van de Velde’s text, 

namely rationality, simplicity of form and usefulness. He begins by outlining his own, rational 

approach, grounded in the belief that an object shot through with purpose cannot be anything but 

beautiful: 

The character of all my commercial and decorative works springs from one single source: 
reason, reasonability in being and appearance, which also defines my exceptional position 
and strangeness. Because I would have searched in vain for a better method to create dif-
ferently from others. Of course, I chose higher goals for myself; a new foundation must be 
built, from which we want to create a new style. It is clear to me that the germ of this style 
needs to be the striving to create nothing, which is not based in reason and which does not 
hat have as its all-powerful tool large scale industry with its mighty machines and their 
many consequences. 
[…] 
He who begins to create a thing whose every single part has purpose will reach pure 
beauty; he who recklessly aims for beauty will not attain it, but only the other goal: use-
fulenss, but in that will at best produce mediocre results. 
[…] 
When it comes to furniture, the difference is the following: one will prefer a unified piece 
over a complicated one, a unified room over a random and incoherent one and realize that 
every room has a central, nodal point, from which its life emanates and to which all other 
objects have to attach and subordinate themselves. This newly discovered skeleton of the 
room dictates the ordering of the other pieces of furniture, which henceforth one will have 
to sense as living organs of the room and the apartment. 
And while these efforts will be easily visible, maximum equilibrium and highest clarity of 
mind will only be made possible through the discovery of the aesthetic value, which is at-
tached not only to the positive, but also the negative outlines of the objects, maybe the 
most valuable of our discoveries. By that I mean the realization that a piece of furniture, 
that every object, in addition to its own silhouette, which it draws on the wall, the air, or 
any kind of background, also cuts a snug, inverted shape out of this background and that 
this negative shape is as important as the shape of the object itself and that it allows a 
sound judgement about the beauty of the thing.  
In a periodical dedicated to the applied arts this remark ought to be illustrated by draw-
ings. Here, it will be sufficient to point toward the real presence of the object and these 
shapes and how they change the surrounding space. This remark alone underscores how 
important these shapes are and how essential it is that they be kept as simple and as 
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beautiful as the object itself. Between the bodily and the so to speak disembodied, snug 
shapes there must not be any discrepancy, just as there should not be any between a per-
son and the chimera, which everyone carries on their back, according to Heine. Such dis-
accord would only be possible if the objects turned out to bad and ugly. An artistically 
perfect line as border between two planes creates artistically perfect shapes on both sides. 
If one considers for example the two lines that delineate the silhouette of a piece of furni-
ture to its left and its right, one has the physical piece of furniture between these two de-
lineations. Outside of each of these two lines, however, one finds a complementary form 
drawn on the wall, a disembodied shape, which extends from the furniture at varying dis-
tances. A trained and sensitive eye enjoys the embodied as well as the disembodied shape 
with equal intensity and adds them to something, which elicits entirely new sensations 
from it. These sensations are like the accompaniment of chant and increase the pleasure 
of the eye just as polyphony the pleasure of the ear.98  

 
98 Henry van de Velde, “Ein Kapitel über Entwurf und Bau moderner Möbel,” Pan III, 4, 

260-264: “Der Charakter meiner ganzen gewerblichen und ornamentalen Arbeiten entspringt ei-
ner einzigen Quelle: der Vernunft, der Vernunftgemäßheit in Sein und Schein; womit ohne weite-
res auch meine Sonderstellung und Fremdartigkeit gekennzeichnet ist. Denn ich hätte vergeblich 
nach einem besseren Mittel gesucht, um anders als andre zu schaffen. Mein Ziel stecke ich mir 
freilich höher; es gilt eine neue Basis zu gewinnen, von der aus wir einen neuen Stil schaffen wol-
len, als Keim dieses Stils steht mir klar das Bestreben vor Augen: Nichts zu schaffen, das nicht 
einen vernünftigen Existenzgrund hat, und als sein allmächtiges Werkzeug die Großindustrie mit 
ihrem gewaltigen Maschinenbetrieb und dessen vielerlei Folgen. / [...] / Wer zu Anfang nur ein in 
allen Einzelheiten nützliches Ding schaffen wollte, gelangt zur reinen Schönheit; wer dagegen 
rücksichtslos nach Schönheit strebt erreicht nicht sie, sondern da andere Ziel: nämlich die Nütz-
lichkeit, und bringt es auch in der nur bis zu mittelmäßigen Leistungen. / [...] / Was nun das 
Mobiliar anlangt, so wird der Unterschied in folgendem bestehen: man wird ein einheitliches 
Stück einem komplizierten, ein einheitliches Zimmer einem ungeordneten und zusammenhang-
losen vorziehen und erkennen, daß jedes Zimmer einen Haupt- und Knotenpunkt hat, von dem 
sein Leben ausstrahlt und dem sich alle andere Gegenstände darinnen angliedern und unterord-
nen müssen. Diesem neuentdeckten Skelett des Zimmer gemäß wird man die verschiedenen Ein-
richtungsstücke anordnen, die man fortan als lebendige Organe des Zimmers und der Wohnung 
empfinden wird. / Wird nun auch diese Bestreben ohne weiteres sichtbar werden, so wird doch 
der Höhepunkt an Ebenmaß und geistiger Klarheit erst ermöglicht werden durch die Entdeckung 
des ästhetischen Werts, der neben den positiven auch den negativen Umrissen der Gegenstände 
zukommt, vielleicht die wertvollste von unseren Entdeckungen; ich meine die Erkenntnis, daß ein 
Möbel, daß jeder Gegenstand, außer der eigenen Silhouette, die er auf die Wand, in die Luft, kurz 
auf jeden Hintergrund zeichnet, zugleich auch in diesem Hintergrund eine der seinigen sich genau 
anschmiegende, umgekehrte Form ausschneidet und daß diese negative Form ebenso wichtig ist, 
wie die des Gegenstandes selbst und ein sicheres Urteil über die Schönheit des Dinges ermöglicht. 
/ In einer ausschließlich dem Kunstgewerbe gewidmeten Zeitschrift müßte diese Bemerkung 
durch Zeichnungen belegt werden. Hier genügt es, auf das wirkliche Vorhandensein dieser mit 
dem Gegenstande zusammen ihren Platz verändernden Formen hinzuweisen; denn schon diese 
Andeutung wird klar machen, wie wichtig diese Formen sind und wie unerläßlich es ist, daß sie 
ebenso einfach und ebenso schön gehalten werden, wie der Gegenstand selbst. Zwischen den kör-
perlichen und den sich anschmiegenden sozusagen unkörperlichen Formen darf ebenso wenig ein 
Widersprich bestehen wie zwischen dem Menschen und der Chimäre, die ein Jeder nach Heine 
auf dem Rücken trägt; und in der That ist auch ein solcher Widerspruch nur dann möglich, wenn 
die Gegenstände mißraten und häßlich sind. Eine künstlerisch vollkommene Linie als Grenzlinie 
zwischen zwei Flächen schafft nachbeiden Seiten künstlerisch vollendete Formen. Betrachte man 
z. B. von den Umrissen eines Möbels die zwei Linien, die es rechts und links begrenzen, so hat 
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Notably, then, van de Velde points out the advantage of drawings to express his ideas 

about positive and negative shapes. It can be assumed that the idea to illustrate the article with 

drawings was made in response to the relevant section of the text (and photographs had already 

been prepared, but eventually not used), and instead of changing the somewhat incongruous pas-

sage on “exclusive applied arts periodical,” it was left as is to put into relief that Pan is also an 

applied arts periodical. Indeed, it seems that it was Pan in particular, with its ample amount of 

paper surface, that allowed for the visual and spatial effects van de Velde is describing to come 

into their own. In their fragmentary nature, these drawings accentuate certain lines and features 

of the objects they depict, which in turn make for an ever so slight feeling of protrusion from the 

page. This can be observed particularly for the dining table, coat hanger and desk.  

Thus, with these illustrations and their relation to the page, it is no longer a question of 

foreground and background as it was with the images of Bode’s frames, but rather, the periodical 

page and its texture take on a dimension of drawing in space. At the same time, when we look at 

the drawings of the tables, for example, the paper surface seems to be the material from which the 

objects depicted are growing out of, to use the organic metaphor van de Velde suggests. Here, the 

paradoxical nature of the sheet of paper as both (positively) textured surface, and (negatively) 

empty page is being used and put on display.  

What this essay also provides us with is a formulation of van de Velde’s belief in the power 

of industry:  

Indeed, to be working mathematically, if you will, is no reason for pride. I should be proud, 
however, of the following, certainly personal, principle: to systematically avoid with all 
furniture anything that could not also be realized by large scale industry. My ideal would 
a thousand-fold reproduction of my creations, under the most close supervision, as I know 
from experience how fast a model can be falsified through reproduction and by way of all 
kinds of dishonest or comprehension-less manipulations turn into something as common 

 
man zwischen diesen beiden Grenzlinien das körperliche Möbel; außerhalb der Grenzlinien da-
gegen je eine auf der Wand abgezeichnete Komplementärform, eine unkörperliche Form, die 
mehr oder weniger weit vom Möbel weg ausdehnt. Ein geübtes und empfindliches Auge genießt 
beide, die körperliche und die unkörperliche Form, gleich intensiv und summiert sie zu etwas, an 
dem es ganz neue Empfindungen erlebt. Diese Empfindungen gleichen der Begleitung beim Ge-
sange und steigern den Genuß des Auges ebensosehr wie die Polyphonie den Genuß des Ohrs.”   
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as that which it is supposed to counteract. I therefore hope to achieve widespread success 
once a larger, machine-based operation allows me to create according to the principle 
which has guided my social faith: that a human’s worth increases with the number of peo-
ple using his life’s work and to whom it brings betterment.99  
 
Van de Velde is well aware that his ideal interior – organically emerging from a center of 

gravity, with every piece of furniture seamlessly folded into the overall design, by way of an overall 

play of rhythmic and repeated lines – and his desire for a stringently rational design, so as to be 

reproducible by machines in the thousands, are possibly at odds with each other, which is why he 

insists on “closest supervision,” so as to maintain honesty and truth in production. In the mean-

time, the production of his furniture in particular remains, for all of his career, the remit of work-

shop production.  

This is what makes the catalog itself such an intriguing object. It alternates pages with one, 

two or three photographs of pieces of furniture with pages reproducing various previously realized 

interiors: the Cassirer reading room, Bodenhausen’s study, exhibitions rooms of the Munich se-

cession etc. The photographic reproductions of the pieces of furniture are of note since they are 

ostensibly modeled on the idea of the drawing that van de Velde had expressed. They are repro-

ducing only the objects themselves, without any of the surrounding space, which has been re-

placed by the glossy surface of the paper. Drawing has been replaced here by first photographing, 

then stenciling of the original negative during the half-tone making to arrive at these silhouetted 

images, stressing their shape, and with that, the idea of their organic unity. The effect on the page 

does not equal the effect the drawings of the furniture essay had however, as those were carefully 

 
99 Van de Velde, “Moderne Möbel,” 260-264: “Und in der That ist es keines Rühmens wert, 

daß man sich zwingt, sozusagen mathematisch zu arbeiten. Stolzer könnte ich auf folgenden gewiß 
individuellen Grundsatz sein: systematisch bei Möbeln alles zu vermeiden, was nicht durch die 
Großindustrie verwirklicht werden könnte. Mein Ideal wäre eine tausendfache Vervielfältigung 
meiner Schöpfungen, allerdings unter strengster Überwachung; denn ich weiß aus Erfahrung, wie 
schnell ein Vorbild bei der Vervielfältigung verfälscht und durch allerhand unehrliche oder ver-
ständnislose Manipulationen ebenso gemein werden kann wie das, wogegen es wirken soll. Auf 
einen durchschlagenden Erfolg hoffe ich daher erst von dem Augenblick an, da ein größerer Ma-
schinenbetrieb mir ein Wirken gemäß der Maxim erlaubt, die meinem sozialen Glauben die Rich-
tung gewiesen hat: daß nämlich ein Mensch umsomehr wert ist, je zahlreicheren Menschen sein 
Lebenswerk nutzen oder Veredelung bringt.” 
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built into the overall page layout, where the images of the catalog do not only appear to be hap-

hazardly placed, but also are not on the same scale. Their singularity appears to be undercutting 

the idea of the catalog. This incongruity then is yet another sign of the paradoxical nature of the 

emergent modern design object. It is a serial object, produced, to be sure, with the help of tools 

and even machines, but essentially the product not of industry, but of manufacture, making it an 

expensive thing to obtain. At the same time the rise of these objects is a function of their repro-

duction and, indeed, reproducibility by rapidly improving reproductive technology, where pho-

tography and other types of reproduction co-exist for a moment to continue to imbue the objects 

reproduced, not least qua the materiality and display value of the media in which they are repro-

duced – periodicals and showrooms – with as a sense of the authentic and unique.  
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CONCLUSION 

 

At Work 

 

I want to conclude by looking at a painting by the German impressionist painter, illustra-

tor, and member of the Berlin Secession Heinrich Eduard Linde-Walther. Dated 1912, it is housed 

today (but not exhibited) at the Nationalgalerie in Berlin (figure C.1). It entered the collection in 

1959 as a gift from Flaischlen’s widow Edith, who had passed away two years before. It is the only 

image I am aware of that depicts Cäsar Flaischlen in his study. Furthermore, it is highly likely that 

it depicts the interior of his apartment at Kurfürstenstraße 44, at the southern border of the Tier-

garten district.1 This is, of course, the same address as that of the editorial office of Pan after it 

had moved out of its representative space at Schillstraße 4, a few hundred meters away. Living 

quarters and editorial offices in Pan under Flaischlen where the same.  

The painting, in all likelihood, does not show the state of interior decoration that Flaisch-

len had during his time at Pan, as in 1894, at the age of 30, he had just upgraded from subletting 

a room and moved into his new home, and was still trying to establish himself in society. The 

meticulously arranged small paintings, in golden frames, on the green wall above his desk, indi-

cate either that time had lapsed for him to receive these as gifts from a network of artists he had 

encountered through his work at Pan, or that he had reached a level of financial ease, which only 

began to emerge with his work for Pan, that he could afford to buy them by himself. Since the 

painting depicting these paintings is itself a gift, it likely is a mix of both.  

 
1 Flaischlen lived in the apartment from 1894 till 1914. In 1910, after he had married, the 

apartment was enlarged by adding the rooms of the help, which had been dismissed. In 1914, 
Flaischlen and his wife apparently moved a few houses down to Kurfürstenstraße 51, before leav-
ing Berlin altogether in 1915 to return to Southern Germany, where he would die five years later 
in a sanatorium. See Emmy Rotth, Erinnerungen an Cäsar Flaischlen (Hannover: Sponholtz, 
1923), 48-58 and 156-157. I thank Frau Brigitte Abt-Harrer, who maintains Cäsar Flaischlen’s 
online presence (www.flaischlen.de), for her input.  
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Linde-Walther’s painting stands in the tradition of depictions of private interiors, which 

dates back to the early nineteenth century, when images of bourgeois Biedermeier interiors be-

came their own genre, often executed on commission by minor artists, with images of Berlin in-

teriors, not least those of the royal family, emerging as a local variant of the larger trend. And 

while some well-known painters such as Hummel, or famously Adolph Menzel, have engaged this 

type of image, many such works were done not as paintings, but as drawings or watercolors, un-

derlining the more documentary nature of the genre.2  

With Linde-Walther’s image, the work exceeds the merely documentary and elevates, by 

way of a sizeable painting, the space and the person it depicts, while also portraying one through 

the other. Flaischlen is seen in silhouette, against and enveloped by this bright, blinding light 

coming in from the window-door, occupying a significant part of the picture’s surface.3 Sur-

rounded by stacks of paper, Flaischlen is seen hunched over, his right hand seemingly occupied 

with a task, perhaps writing a letter or penning a poem. It would therefore not be wrong to call 

the painting Von Alltag und Sonne, the title of Flaischlen’s best-selling collection of prose poems.  

In other photographs of studies, such as those of Meier-Graefe and Bodenhausen, there is, 

just as there is in this painting, a sense of a variety of objects and things gathered in a more or less 

haphazard way in and on the furniture. What differs, however, between those interiors and the 

one in which we see Flaischlen here, is that, from what we can gather, the furniture is secondary, 

not least because it is pushed to the margins. It is ostensibly also not an art nouveau interior, and 

certainly not one designed by van de Velde. Together, the apparent ordinariness of the outfitting 

and the scatterings of a man of letters give us an interior that admittedly, in its relative modesty, 

 
2 See for example Wohnen in Berlin. Berliner Innenräume der Vergangenheit, ed. Irm-

gard Wirth, ex. cat. Berlin Museum (Berlin: Berlin Museum, 1970). 
3 Judging from the sheer amount of sunlight entering the room, it seems even more plau-

sible that this room depicts Flaischlen’s self-titled ‘tower’ abode, on an upper floor of 
Kurfürstenstraße 44, whose street façade faced south, meaning his apartment received sunlight 
throughout the day, making it as bright a living and working space as they can possibly be in 
Berlin.  
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only few of the Pan subscribers would have lived in, but which points to a larger issue at hand, 

namely that on the whole the interiors of the Pan subscribers would have displayed much more 

homeliness then the tendentially more ascetic private interiors van de Velde designed would sug-

gest.  

This is not to suggest, however, that the wider public for modern art, which Pan addressed, 

amongst them collectors of modern, that is impressionist and secessionist art, did not also prac-

tice a form of interior design that was always already executed with a view toward its representa-

tiveness, which, as I hope has become clear, also means its iconic potential. As Joachimides has 

pointed out, the wealthy collectors of impressionist paintings tended to live in villas or large apart-

ments in which, according to conventional bourgeois practice, rooms with specific functions 

tended to be furnished in a particular historical style.4 The grand representative rooms, which 

tended to display the art, were thus largely furnished in a rococo, Louis XV or Louis XVI style. In 

such interiors it was not uncommon to mix art and applied art into “assemblages from the most 

diverse object categories.”5  

Flaischlen’s study similarly features an assemblage with home-making character. His col-

lection of small-scale paintings was arranged in a symmetrical, allover type of display on a green 

wall. Just below, and just above his desk, a small number of shelves (possibly part of a secretary), 

set against a rich yellow background, seems to be holding a variety of objects. Green and yellow 

were of course the colors of Tschudi’s walls of the impressionist room he installed at the National 

Galerry, which, we recall, was also south-facing and receiving much daylight. (For good measure, 

the curtains appear to be a deep red, a color, we recall, which also featured in Tschudi’s impres-

sionist room.) Here then, museum display features have entered the interior of an established 

writer for his own collection.  

 
4 Joachimides, Museumsreformbewegung, 153-156. 
5 Joachimides, Museumsreformbewegung, 153. 
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The painting offers yet more linkages to the entangled circulation networks of images, ob-

jects and spaces during the age of the Berlin Secession. Indeed, perhaps in homage to Flaischlen’s 

work as a periodical editor, or simply to indicate his attachment to the page, the ordering of the 

picture’s elements on its surface are reminiscent of the layout of a page, with the bright, white 

window – occupying the position that the text block might occupy on a verso of a book or a peri-

odical, produced with wide, generous margins. (That the window can be potentially opened, with 

its doors hinged as a page might be attached to a book’s spine only furthers this perspective). The 

decorative nature of the arrangement of the wall on the right then translates into their becoming 

marginalia to luminous center. And while the window’s frames are blurred, its material presence 

destabilized by the sun breaking through, they are visible enough to indicate structure, solidity 

and order. The heap of white sheets of paper just below the wall on the right further instantiates 

the association of the painting with a page. 

Here, then, is an image that shows a man at work. And it shows him in the tight study in 

which he coordinated, for over four years, the production of Germany’s most important art nou-

veau periodical. As this chapter has shown, I hope, this characterization needs to be re-consid-

ered. Pan’s relationship to the applied arts movement was undoubtedly important. When 

considered closely, however, it emerges that the periodical occupied a singular position not only 

within applied arts publishing and the institutional effort to establish modern design in Berlin 

and Germany at large, but also within the artworld of the 1890s, where art and applied art shared, 

not always easily, the same spaces. Pan did not fully belong to either. That this belated impres-

sionist painting – the only record of Flaischlen at work, besides his meticulously kept correspond-

ence, and the only record of the space in which Pan was edited – is tucked away in storage, seems 

a telling indication of the historical biases, oversights and indeed slights, that not only Flaischlen, 

but also Pan have had to endure. I hope this dissertation has contributed to a fuller picture of 

Pan’s life and legacy. 
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APPENDIX A 

 

Timeline1 

 
 
1888    Foundation of the Friedrichshagener Kreis  
1890 Julius Meier-Graefe arrives in Berlin; Cäsar Flaischlen arrives in 

Berlin for the second time  
1891   William Morris founds the Kelmscott Press 
Winter 1892-1893  Strindberg Circle (“Black Piglet” I) 
1893   Otto Julius Bierbaum arrives in Berlin  
Summer 1893   First ideas to publish a new periodical 
Late 1893   Formation of Pan Circle (“Black Piglet” II) 
1894   Richard Graul arrives in Berlin 
March 1894   Bierbaum resigns as editor from Freie Bühne 
March 16th, 1894  Meeting between Bierbaum, Eberhard von Bodenhausen, Richard 

Dehmel, Stanislaw Przybyszewski. Result: Agreement to launch 
Pan 

March 19th, 1894  The name Pan is decided upon 
May 1st, 1894 Constituting assembly of the Pan Association; chairman: Boden-

hausen, managing directors, founding editors and publishers: 
Meier-Grafe and Bierbaum 

May 2nd, 1894 Meier-Graefe submits motion to change bylaws to expand number 
of members of the supervisory board 

June 9th, 1894  Bylaws of the association are finalized 
June 19th, 1894 Official entry in the association register of the District Court Berlin  
July 11th, 1894  Böcklin Banquet 
July 25th, 1894 Contract between Meier-Graefe and Bierbaum as editors and pub-

lishers of Pan and as managing directors with the Pan association. 
August 1894  Institution of the editorial committee (Redaktionsausschuß) 
Late summer 1894  Constituting assembly in Munich 
Late 1894 Tensions between Meier-Graefe and Bierbaum regarding editorial 

management 
Late 1894, early 1895  Founding of international editorial offices 
April 1895   First Pan issue appears in Pan publishing house.  
May 1895 Bierbaum’s “Lobetanz” appears as first book of the Pan publishing 

house 
August 1895 Purchase of Toulouse-Lautrec lithography Mlle Lender en buste by 

Meier-Graefe 
September 7th, 1895  Preliminary suspension of the editors 
September 17th, 1895  Dismissal of the editors.  

Institution of Cäsar Flaischlen as literary and Richard Graul as art 
editors, as well as the editorial board (Redaktionskommission); 
separation from editing and managing functions; managing direc-
tor: Karl von der Heydt, Georg Merleker; deputy: Otto Burchhardt. 

 
1 This is a translated and slightly redacted version of the timeline which opens Henze’s book, see 
Henze, Pan, 2-3. 
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This concludes first crisis, which erupted around aesthetic diver-
gences. The editorial board takes over the publishing of Pan. Clo-
sure of foreign editorial offices 

February 1896 Woldemar v. Seidlitz takes over correspondence for arts in Pan 
May 1st 1896 Graul resigns from his art editorship. Flaischlen become sole editor 

of Pan 
July 1896 Publishing house F. Fontane & Co. (run by Theodor Fontane’s son) 

takes over Pan and Pan publishing house; Pan association becomes 
publisher of Pan. 

August 1896 - March 1897 Chairman Bodenhausen on World Tour. 
1897  Second crisis, mostly financial nature 
1898 First petition by Flaischlen to liquidate the association and cease 

publication of Pan 
November 4th, 1899  Decision to liquidate Pan 
March 1900  Talks about merger between Pan and Insel 
April 1900  Breaking off of merger negotiations 
June 16th, 1900  Second petition and execution of liquidation 
July 15th, 1900  Publication of Pan’s last of a total of twenty-one issues 
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APPENDIX B 

 

Tables 

 

 
 
 
 

 
Volume Issue Pages Per Issue Total/Volume 
I 1 1-48 48  
 2 49-142 94  
 3 143-214 72  
 4 215-274 60  
 5 275-348 74 348 
II 1 1-84 84  
 2 85-180 96  
 3 181-268 88  
 4 269-352 84 352 
III 1 1-68 68  
 2 69-136 68  
 3 137-200 64  
 4 201-268 68 268 
IV 1 1-66 66  
 2 67-136 72  
 3 137-200 66  
 4 201-268 64 268 
V 1 1-64 64  
 2 65-128 64  
 3 129-192 64  
 4 193-280 88 280 

 
Table 1.1: Number of pages per Pan issue, cited from Henze, Pan, 270-271. 
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Edition Year and print run in total numbers 
I II,1 II, 2 III IV V 

Standard 1500 
70 
30 

1400 
70 
36 

1300 
75 
37 

1100 
75 
37 

1100 
75 
38 

1100 
75 
38 

Luxury 
Artist 

 
Table 1.2: Pan print run per edition and year, cited from Henze, Pan, 286-292.  
 
Note: It should be noted that these figures cannot be accepted as definitive statements, as corre-
spondence indicates that, at least, occasionally, a higher number for the limited editions was 
printed. Thus, Flaischlen instructs Drugulin in a letter dated November 25 1897 to print 80 luxury 
editions of the upcoming issue. See Flaischlen to Drugulin, November 25 1897, Pan Copybook 12 
(IV). In a letter to Drugulin from September 23 1897, Flaischlen indicates a standard edition run 
of 1095. Flaischlen to Drugulin, Septmber 23 1897, Pan Copybook 5 (V). 
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Members   Total 

Men Total 474 (91%) 

521 (100%) Women Total 47 (9%) 

Men without clearly identifiable profession 87 

127 (24%) Women w/o clearly identifiable profession 40 

Aristocracy  97 97 (19%) 

 
Table 1.3: Pan association membership breakdown according to gender and nobility, cited from 
Henze, Pan, 229-246. 
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Group 1    

Artists (Painters, sculptors, graphic artists, architects, incl. 2 women) 65  

Writers (incl. 2 women), theater directors 36  

Academics (Phds, Philosophers, Teachers, Professors) 53  

Publishing (editors, bookdealers, owners or employees of print. houses) 18  

Museum employees (curators, archivists, librarians) 18  

Institutes, art associations 9 210 

Group 2    

Business men (Shipping, Factory owners, Bankers), Firms (Paper) 58  

Academics (doctors, physicists, jurists, engineers) 42  

High officials, officers, courtiers (incl. 1 woman), ministries  36  

Consuls, members of the Foreign Office, parliamentarians 19  

Men of independent means  25  

Sovereigns, Dukes, etc.  7  

Estate owners  7 184 

   Total 394 

 
Table 1.4: Pan association membership breakdown according to profession, cited from Henze, 
Pan, 229-246. 
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Buyers  

Artist Edition Luxury Edition Standard Ed. 

Non-members - 160 75 

Shareholders with 1-4 shares 300 120 40 

 Shareholders with 5-9 shares 270 100 25 

Shareholders with 10-14 shares 230 70 free 

Shareholders with 15-19 shares 180 40 

Shareholders with 20-24 shares 130 free 

 Shareholders with 25-29 shares 70 

Shareholders with 30 shares free 

 
Table 1.5: Pan price structure, cited from Pan I, 1, inside back cover.  
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 Year       
Edition I II, 1 II, 2 III IV V 
Standard 1,500 1,400 1,300 1,100 1,100 1,100 
Luxury 70 70 75 75 75 75 
Artist 30 36 37 37 38 38 

 
Table 2.1: Pan print run, as publicized, over time, cited from Henze, Pan, 272. 
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APPENDIX C 

 

Non-literary Pan essays and contributions 
(except short notices from the early Pan; date = month of actual publication) 

 
 
 
Pan I, 1 (April 1895) 
 
 von Seidlitz, Woldemar. “Das Herbe in der Kunst.” (The rough in the arts)....................28-29 

 
 Bode, Wilhelm. “Anforderungen an die Ausstattung einer illustrierten Kunstzeitschrift.” (Re-

quirements for the outfitting of an illustrated art periodical).............................................30-31 
 
 Lichtwark, Alfred. “Die Wiedererweckung der Medaille.” (The renaissance of the 

medal)..................................................................................................................................34-39 
 
 Meier-Graefe, Julius and Otto Julius Bierbaum (as “D.R.” = the editors). “Zur Ausstat-

tungsfrage.” (On the question of outfit)...............................................................................40-41 
 

 Marx, Roger. “Die Glyptographien (Bildhauerdrucke, Estampes de Sculpteurs).” (Relief prints 
[sculptor prints])..................................................................................................................41-42 

 
 H. F. (Harck, Fritz.) “Aus Boecklins Atelier.” (From Boecklins studio)....................................42 

 
 

Pan I, 2 (June 1895)  
 
- Eisenmann, O. “Matthaeus Grünewald.”.............................................................................94-95 

 
- Lichtwark, Alfred. “Zur Einführung.” (An introduction)...................................................97-100 

 
- Halbe, Max. “Intimes Theater.“ (Intimate theatre).........................................................106-109 

 
- Dehmel, Richard. “Aus Berlin.” (From Berlin)..................................................................110-117 

 
- Eichfeld, Hermann. “Aus München.” (From Munich)......................................................117-118 

 
- Lichtwark, Alfred. “Aus Nordwest.“ (From the Northwest)..............................................118-121 

 
- Gold, Alfred. “Aus Wien.” (From Vienna)................................................................................121 

 
- Albert, Henri. “Aus Paris.” (From Paris)...........................................................................121-126 

 
- Levertin, Oscar. “Aus Schweden.” (From Sweden)...........................................................126-127 

 
- Unnamed. „Aus Portugal.” (From Portugal)……………………………………………………………127-128 
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Pan I, 3 (September 1895)    
 
- Lichtwark, Alfred. “Die Entwickelung des Pan.” (The development of Pan)....................173-176 
 
- Roger, Marx. “Paul-Albert Besnard.”................................................................................177-184 

 
- Helferich, Herman. “Paul-Albert Besnard.”.....................................................................185-192 

 
- Unnamed. “Giovanni Segantini.”.....................................................................................193-195 

 
- Alexandre, Arsène. “H. de Toulouse-Lautrec.”........................................................................196 

 
- Berger, Ernst. “Quellen zur Geschichte der Maltechnik.” (Sources on the history of the tech-

nique of painting).............................................................................................................197-200 
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1.1. Novalis, Der vierte Hymnus an die Nacht, letters drawn and illustrated by Ludwig von Hof-
mann, reproduced in half-tone, Pan I, 1, page 4. 
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1.2 Fritz von Uhde, The King from the Land of the Moors, half-tone reproduction of a painting, 

Pan I, 1, after page 12.  
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1.3 Cover, Pan I, 2. 
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1.4 Henri Toulouse-Lautrec, Mlle Lender en buste, eight color lithograph, Pan I, 3, after page 196. 
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2.1. Colophon, Pan I, 1. 
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2.2. Joseph Sattler, Kunstgewerblicher Entwurf (wallpaper sample), colored half-tone repro-

duction on blue paper, Pan I, 1, after page 40. 
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2.3. James Abbott McNeill Whistler, Harmony in Green and Rose: The Music Room, 1806-

61, reproduction in half-tone, Pan I, 1, after page 20. 
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2.4. Friedrich Nietzsche, Der Riese, illustrated by Ernst Moritz Geyger, etching, Pan I, 2, after 

page 94. 
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3.1.  Fliegende Blätter 97, no. 17, page 145 (= issue 2465, October 23, 1892, page 1). 
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3.2.  Fliegende Blätter 97, no. 17, page 146 (= issue 2465, October 23, 1892, page 2). 
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3.3.  Fliegende Blätter 97, no. 17, page 147 (= issue 2465, October 23, 1892, page 3). 
  



 

 

 

291  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Image not reproduced for copyright reasons 
 
 
 
 
 
 
 
 
 
 
 
 
 
3.4.  Fliegende Blätter 97, no. 17, page 148 (= issue 2465, October 23, 1892, page 4). 
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3.5.  Friedrich Nietzsche, Zarathustra vor dem Könige (fragment), illustrated by Hans 
 Thoma, line etching, Pan I, 1, page 1. 
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3.6.  Stéphane Mallarmé, Sonnet (A la nue accablante), illustrated by Fernand Khnopff and 

with autograph letters by Mallarmé, half-tone, Pan I, 1, after page 14. 
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3.7.  Joseph Sattler, Kunstgewerbe, illustration, line etching, Pan I, 1, page 30. 
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3.8.  Ludwig von Hofmann, Rundschau, illustration, line etching, Pan II, 3, page 233. 
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3.9.  Hans Olde, Friedrich Nietzsche, etching, Pan V, 4, after page 232. 
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3.10.  Advertisement by Samuel Bing’s salon Art Nouveau, Pan I, 1, insert. 
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3.11. Fernand Khnopff, Le Sommet, wih autograph letters and illustration by Khnopff, half-

tone, Pan I, 3, after page 152. 
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3.12.  Otto Julius Bierbaum, Sommerstrophe, illustrated by Joseph Sattler, line etching, Pan I, 

3, page 153. 
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3.13.  Gustav Kuehl, Capriccio, illustrated by Otto Eckmann, line etching, Pan I, 3, page 154. 
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3.14.  Karl Haider, Landschaft, collotype after painting, Pan I, 3, after page 154. 
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3.15.  Overview of content, Pan I, 1, foldout cover. 
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3.16.  Sequence of contributions, Pan I, 2, page 141. 
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3.17. Sequence of contributions, Pan I, 3, page 213. 
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3.18. Table of contents, Pan I, 4, page 273. 
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3.19. Table of contents, Pan II, 1, page 81. 
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3.20. Table of contents, Pan II, 1, page 82. 
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3.21. Theodor Fontane, Auf der Kuppe der Müggelberge (Semnonen-Vision), illustrated by 

Walter Leistikow, line etching, Pan II, 1, page 1. 
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3.22. Carl Blechen, Das Semnonenlager, pencil and oil on paper, 1828, 32,7 x 52,8 cm, Natio-

nalgalerie, Staatliche Museen zu Berlin. 
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 3.23. Die Wandteppiche der Webschule zu Scherrebek, with Melancholie, a wall hanging by Al-

fred Mohrbutter, half-tone, Pan II, 4, page 299. 
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3.24. Woldemar von Seidlitz, Degas, Pan III, 1, page 57. 
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3.25. Cäsar Flaischlen, Wiegenlied – Fragmente, autograph with an illustration by Ludwig von 

Hofmann, line etching, proof, Deutsches Literaturarchiv Marbach. 
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3.26. Cäsar Flaischlen, Wiegenlied – Fragmente, autograph with an illustration by Otto Eck-

mann, colored line etching, proof (purple/green on green paper), Deutsches Litera-
turarchiv Marbach. 
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3.27. Cäsar Flaischlen, Wiegenlied – Fragmente, autograph with an illustration by Otto Eck-

mann, colored line etching, proof (orange/green on yellow paper), Deutsches Litera-
turarchiv Marbach. 
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3.28. Cäsar Flaischlen, Wiegenlied – Fragmente, autograph with an illustration by Otto Eck-

mann, colored line etching, proof (orange/black/green on white paper), Deutsches Liter-
aturarchiv Marbach. 
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3.29. Cäsar Flaischlen, Wiegenlied – Fragmente, autograph with an illustration by Otto Eck-

mann, colored line etching, proof (yellow/green on yellow paper), Deutsches Litera-
turarchiv Marbach. 
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3.30. Max Bruns, Sommermorgen, illustrated with a drawing by Max Liebermann, Bauernhof, 

half-tone, Pan IV, 3, page 143. 
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4.1. Zeitschrift des Vereins zur Ausbildung der Gewerke in München 1, 1 (1851), page 1. 
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4.2. Kunst und Handwerk 47, no. 1 (1897/98), page 5. 
  



 

 

 

320  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Image not reproduced for copyright reasons 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
4.3. Kunstgewerbeblatt NF 6, no. 1 (1895), page 1. 
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4.4. Zeitschrift des Bayerischen Kunstgewerbe-Vereins zu München 1895, no. 1, page 1. 
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4.5. Illustrierte kunstgewerbliche Zeitschrift für Innendekoration 2, 1 (January 1891), page 9.  
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4.6. Illustrierte kunstgewerbliche Zeitschrift für Innendekoration 10, 1 (January 1899), page 

2. 
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4.7. Illustrierte kunstgewerbliche Zeitschrift für Innendekoration 10, 2 (February 1899), page 

27. 
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4.8. Illustrierte kunstgewerbliche Zeitschrift für Innendekoration 10, 4 (April 1899), page 60. 
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4.9. George Minne, Brunnen, half-tone, Pan IV, 4, page 258. 
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4.10. Joseph Sattler, Vor dem Throne Königs Johan von Leyden, from Die Wiedertäufer, line 

etching, Pan I, 2, after page 120. 
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4.11. Joseph Sattler, Die Wiedertäufer, cover, Berlin: Stargardt, 1895. 
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4.12. Joseph Sattler, Zerstreuung und Belustigungen für das Volk, from Die Wiedertäufer, line 

etching, in L’épreuve littéraire – supplément français de Pan I, no. 1 (April-May 1895), 
after page 20. 
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4.13. Joseph Sattler, illustration (figures reading newspapers), line etching, Pan I, 1, page 40. 
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4.14. Theodor Fontane, Wo Bismarck liegen soll, fascimile autograph, Pan V, 1, page 1. 
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4.15. Friedrich Nietzsche, Jugendgedicht, facsimile autograph, Pan III, 2, after page 102. 
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4.16. Cäsar Flaischlen, Wiegenlied Fragmente, autograph with an illustration by Otto Eck-

mann, line etching, Pan V, 4, after page 230. 
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4.17. Karl Koepping, Ziergläser, etching, Pan II, 3, after page 252. 
  



 

 

 

335  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Image not reproduced for copyright reasons 
 
 
 
 
 
 
 
 
 
 
 
 
 
4.18. Karl Groß, Blumenvase, drawing by Peter Halm, line etching, Pan III, 1, page 45. 
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4.19. August Rodin, Tuschzeichnung, two color collotype, Pan III, 3, after page 196. 
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4.20. Karl Groß, Zinngefäße, line etching, Kunst und Handwerk 47, no. 1, page 26. 
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4.21. Venetianer Rahmen um 1400, collotype, Pan IV, 4, after page 242. 
  



 

 

 

339  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Image not reproduced for copyright reasons 
 
 
 
 
 
 
 
 
 
 
 
 
4.22. Florentiner Frühbarock-Rahmen, line etching after a drawing by Peter Halm, Pan IV, 4, 

after page 256. 
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4.23. Hermann Obrist, Teppich, colored line etching, Pan I, 5, after page 318. 
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4.24. Hermann Obrist, Wand-Decoration, colored line etching, Pan I, 5, after page 326. 
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4.25. Max Liebermann, Degas, Berlin: Cassirer, 1899. 
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4.26. Ludwig von Hofmann, Skizzen und Buchschmuck aus der Kunstzeitschrift Pan, Berlin: 

Fontane, 1898. 
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4.27. Bruno and Paul Cassirer Gallery, daylight room, photograph, ca. 1898. 
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4.28. Floorplan, Gallery Keller und Reiner. 
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4.29. Advertisement, Gallery Keller und Reiner, Pan insert. 
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4.30. Bodenhausen study, photograph, ca 1898. 
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4.31. Meier-Graefe study, photograph, ca 1898. 
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4.32. Henry van de Velde, Werkstätten für angewandte Kunst: Geschäftskatalog, Abteilung 

Möbel, cover, Berlin: Haasenstein & Vogler, 1899. 
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4.33. Henry van de Velde, Poster, four color lithograph, Pan IV, 1, after page 62. 
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4.34. Henry van de Velde, Habana tobacco company Berlin, photograph. 
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.4.35. Henry van de Velde, Werkstätten für angewandte Kunst: Geschäftskatalog, Abteilung 

Möbel, Berlin: Haasenstein & Vogler, 1899, page 2. 
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4.36. Henry van de Velde, Werkstätten für angewandte Kunst: Geschäftskatalog, Abteilung 

Möbel, Berlin: Haasenstein & Vogler, 1899, page 19. 
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4.37. Henry van de Velde, Ein Kapitel über Entwurf und Bau moderner Möbel, with drawings 

of van de Velde furniture by Hugo Ulbrich, line etching, Pan III, 4, page 260. 
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4.38. Henry van de Velde, Ein Kapitel über Entwurf und Bau moderner Möbel, with drawings 

of van de Velde furniture by Hugo Ulbrich, line etching, Pan III, 4, page 262. 
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4.39. Henry van de Velde, Ein Kapitel über Entwurf und Bau moderner Möbel, with drawings 

of van de Velde furniture by Hugo Ulbrich, line etching, Pan III, 4, page 264. 
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4.40. Henry van de Velde, Ein Kapitel über Entwurf und Bau moderner Möbel, with drawings 

of van de Velde furniture by Hugo Ulbrich, line etching, Pan III, 4, page 261. 
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C.1. Heinrich Eduard Linde-Walther, Der Dichter Cäsar Flaischlen am Schreibtisch, oil on 

canvas, 67 x 47 cm, 1912, Alte Nationalgalerie Berlin. 
 


