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Das 3. Geschlecht (The 3rd sex):
Illustration Practices in the First
Magazine for Transvestites

Rainer Herrn

Translated by Michael Thomas Taylor and Annette F. Timm

Many studies have appeared recently on the history of gender
and sexual minorities, yet insufficient attention has been paid
to the significance of images.1 Among German historians of
sexuality, specifically, only very few use images to add life to
stories about important individuals, events, and documents.
These scholars less frequently focus on historical practices
of illustration themselves. This is hardly surprising, given
that there are few images at all of marginalized minorities
from the early twentieth century; with very few exceptions
publications that focused on these individuals were sparsely
or not at all illustrated.2 In comparison to textual sources
about these communities, we have very little analysis of visual
documentation of their history.
An exception can be found in Das 3. Geschlecht,3 a magazine
aimed at “transvestites” in Germany.4 Illustrations were central
to the goals of this publication, which therefore offers us an
incomparably rich source of images to work with. A visual
analysis of this publication reveals that images often marked

“I cut out the pictures
from the last issue
and now always
carry them with me.”
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a point of intersection between selfperception and the perception of the self by
others, even when this intersection was not
explicitly articulated.
This essay will begin by examining
the context in which this magazine
emerged and its role in expressing the
nascent self-formation and self-expression
of transvestites. My focus will be on
the particular role that visuality played
for cross-dressers of this period, as a
constitutive element of a strategy of visual
self-empowerment and self-reassurance.
The crucial question in this context is how
images were used to negotiate norms about
how transvestites should appear. Taking
up this question, the second part of the
essay turns to the private use of images,
and the third part discusses the influence
that editors of Das 3. Geschlecht had on
shaping images of transvestites. Looking
synthetically at these different practices,
the final two sections then ask about the
photographs’ visual language and the
specific effects of how they were placed or
collaged on the pages of the publication.
As part of a process of negotiation
between cross-dressers and sexologists that
began around 1900, Magnus Hirschfeld
suggested in 1910 that cross-dressers should
no longer be categorized as homosexuals,
as had been the prevailing practice. Rather,
he suggested that they be viewed as a
“sexual” minority of their own, for which
he coined the term “transvestite.”5 In line
with criticism of the existing practice
of understanding cross-dressing as a
symptom of homosexuality, Hirschfeld
first conceived of transvestitism as a
heterosexual phenomenon existing for both
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sexes.6 Although there had been previous
reports of isolated cases of the formation
of network-like, private contacts between
groups of cross-dressers, it was only in the
Weimar period that transvestites began to
more frequently form organizations and
articulate their own identities as a unique
subculture. These developments led to the
publication of books and magazines.
For imperial Germany, there is but
scant evidence of social infrastructure
for cross-dressers. In one passage of his
book, Hirschfeld writes about tensions
between different sexual groups;
according to Hirschfeld groups formed
around sexual orientations and this had
prompted the “transvestites” to split off
from homosexuals as early as the turn
of the century.7 Hirschfeld notes that
heterosexual transvestites (by which he
meant cross-dressers whose love objects
remained heterosexual with reference to
the sex assigned at birth) “are not seldom
extremely careful to avoid associating with
homosexual transvestites; for example,
they are incredibly keen to exclude
them from transvestite organizations.
Conversely, homosexual transvestites
have not the least bit of understanding
for heterosexual men who live in female
clothing; homosexuals consider these men
to be people who have gotten stuck in their
development or they don’t really believe
that the heterosexual men are attracted to
the other sex.”8 Reflecting on the impact
of his own work in 1924, Hirschfeld noted
that “the heterosexual transvestites hardly
know each other; some of them have come
together to form a group only since my
book [The Transvestites, 1910], and they

are now even occasionally united together
into a little organization with the telling
name of ‘Two Souls.’”9 In the same year,
Lothar Goldmann reported that it was only
with “political revolution and progressive
research,” meaning with the founding of the
Weimar Republic, that many “transvestites”
dared go public, having been strengthened
in their confidence.10 He reminds us that
not long before the First World War a
“women’s club that was meeting in total
secrecy [which also included transvestites]
was broken up by the police.”11
This repressive approach no longer
existed in the same form in 1920s Germany.
Goldman nevertheless concludes that
“even though an enormous number of
dance halls and localities [entertainment
venues]” for homosexuals opened up “in
all areas of Berlin, especially after the
war … there were hardly any comparable
places for transvestites.”12 For heterosexual
transvestites, this at first left only private
circles in which they had already been
socially engaged, since, as Goldmann
continues, in agreement with Hirschfeld:
“The heterosexual transvestite with an
inclination for normal women usually
avoids homosexual circles.”13 Goldmann
compares a private party to a so-called
“costume ball,” for which a venue was
specifically rented: “Similar official events
may proceed with just as much fun. But
they naturally lose the discreet character
of a private, closed circle. Even celebrations
organized on such a scale often have
participants of both sexes numbering many
hundreds of people. Just recently, such an
amusement took place in the Philharmonie
in Berlin.”14

Several other magazine projects for
members of gender and sexual minorities
provide evidence for an emerging
liberalization at the beginning of the
Weimar period. Beginning in 1924, the
publishing house owned by the homosexual
publisher and activist Friedrich Radszuweit
published a supplement to the lesbian
magazine Die Freundin (The girlfriend)
devoted to “transvestites.”15 Between 1930
and 1932, Radzuweit’s company published
the first transvestite magazine in the world
to be offered for sale: Das 3. Geschlecht.
There is not a single library that considered
it important to save this magazine. The
failure to preserve these historical traces is
evidence that the public viewed transvestite
inclinations as bizarre and ridiculous
whims, as stigmatizing descriptions about
which marginalized transvestites repeatedly
complained.16

The Role of Imagery and
the Power of Images
One thing in particular characterizes the
magazine Das 3. Geschlecht: Friedrich
Radszuweit conceived it as an illustrated
magazine, and he took care to emphasize
its unusually rich visual content from
the moment it was first announced. For
instance, he advertises the first issue with
the note: “Illustrated with twenty images,”
and for the fifth issue, “Illustrated with
30 images” (see figure 2.1). Only in one
other magazine published at this time – a
homosexual magazine also produced by
Radszuweit’s press – Die Insel: Magazin der
Einsamen (The island: magazine for lonely
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Figure 2.1 and 2.2: Cover of the first and last issue of Das 3. Geschlecht, issues 1 and 5.

souls) – was so much significance afforded
to illustrations.
Die Insel’s visual ethos depended
primarily on photos of young, lightly
clothed or naked men in chaste poses.
While Das 3. Geschlecht sought to use
images as a means to allow readers to
identify with those depicted, Die Insel
aimed to pique the erotic interest of male
readers. And yet Das 3. Geschlecht also
contained photos of scantily clad men and
women, particularly on its cover pages,
which were almost always decorated with
extremely attractive women. This was
likely not only an attempt to address the
erotic desires of both heterosexual male
and homosexual female transvestites, but
perhaps also an effort to attract a wider
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heterosexual readership, an audience that
was less interested in transvestitism and
much more interested in pictures of
naked women.
The dominance of photography
in the magazine prompts us to ask
about photography’s importance for
transvestites. Already in his monograph
Die Transvestiten, Hirschfeld had promised
to produce an illustrated volume if it
became clear that there was interest and if
readers sent him photos. Hirschfeld must
have received the material he needed. An
illustrated volume containing only fiftyfour images (likely because of the high
printing costs) appeared soon thereafter,
and additional volumes would soon
follow.17 The Radszuweit press also solicited

photos from the reading public in this way,
though its editor’s aims were different from
Hirschfeld’s. Radszuweit was not primarily
interested in providing visual evidence
for scientific theories, or if so, only to the
extent that science helped to popularize and
stabilize a new form of identity. Rather, he
was interested in establishing a medium
for transvestites to construct their own
identities and to organize themselves into
groups. Imagery was central to both of
these goals.
According to Hirschfeld, transvestitism
consists in the desire to stage oneself
in the clothing of the “other” sex, in a
performative act in private or public, with
or without an audience. Photography
provided transvestites with a visual
medium that made it possible to credibly
represent a successful gender transgression.
It allowed transvestites to record, and
retrospectively confirm, ephemeral
moments of the successful staging of an
identity within the “other” sex. No other
visual medium was considered to be so
convincing in terms of its power to illustrate
and reproduce reality. The often-elaborate
preparations that go into getting ready for
the camera are to be understood as acts
with the power to engender identity, and
they are occasionally also erotically charged
acts of transvestitism, which Hirschfeld
then mistakenly generalized in 1918: “The
inclination to be photographed in clothing
appropriate to their own unique character
[Eigenart] is extraordinarily widespread
among transvestites. They evidently find
that strong feelings of desire often radiate
toward them from a photograph reflecting
their second or true self.”18

Transvestites were also faced with the
challenge of making their existence visible
to themselves and to the world. Photography
was able to do this. These visual practices
can be understood as a strategy of “visual
self-empowerment,” although the photos
in the magazine also enter into a dialogue
with the texts.19 Whereas the authors of
the popular-scientific text contributions to
Das 3. Geschlecht were usually identified
with both their first and last names,
the corresponding statements from
transvestites are authored only with chosen
names or pseudonyms. Most photos in the
first issues are printed without names, even
though the captions indicate that many of
them depict transvestites who performed
in public, people we would refer to as
travesty artists, and whose faces are clearly
recognizable. Artist names are given only
in a few exceptions, such as in the photo
of Voo-Doo, a dancer and cabaret artist
whose real name was Willy Pape (discussed
in more detail in the image gallery in this
chapter and in Michael's essay).20
These portraits and still photographs,
some of which were prepared in the style
of artists’ postcards, can be considered
professional, even though the published
sources of the time made no distinction
between travesty and transvestitism.
Travesty performances, which were very
popular around the turn of the century,
included men performing in women’s
clothing and women performing in men’s
clothing, and they ranged from grotesque
stagings of gender irony to song numbers,
performances of artistic whistling, and
perfect stagings of Salomé’s “Dance of the
Seven Veils.” Such forms of theatricalization
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played with the audience’s gender awareness
and drew from the tension between the
body, the voice, movement, and clothing,
which these performances perfected to a
form of art. The performers worked with
techniques of covering and uncovering,
allusion and illusion, and they presupposed
complicity in this gender play between the
audience and those presenting themselves
to be seen. Both scholarly and popular
interpreters understood travesty acts as
proof of transvestite desire. They were
viewed as professionally perfect realizations
of a drive-like inclination, as if the stage
appearance were not thinkable without the
“drive to cross-dress” upon which it was
based.21 One article in Das 3. Geschlecht
described how circuses, cabaret, and the
theatre were depicting “Men as Women –
Women as Men”; it noted that these travesty
artists’ “desire to wear the clothing of the
other sex must [certainly] be attributable to
transvestitism.”22
Emphasizing the role of stage
performance is important because
the photos in the first issues of Das 3.
Geschlecht primarily depict performing
artists. Illustrations in the first two issues
are captioned, for instance; “Young artist
makes a successful guest appearance as a
woman and a man,” or “Male artist who
had great success as a female impersonator
on the top stages at home and abroad.”23 In
contrast, in depictions of female-to-male
transvestites the camera focuses less on
glamorous figures and more on nonartistic
professions that were clearly masculine in
their connotations, such as a ship’s captain,
a gentleman at a reception desk, or a
sportsman (see figure 2.3).
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We cannot really know, however,
whether the captions reflect true facts or are
fabrications from the editors. Perhaps it was
decided to avoid naming the persons in the
images because these individuals did not
want to be given the label of “transvestite”
in the only magazine that was aimed at
transvestites? And perhaps what mattered
for the illustrations was less the concrete
persons being represented and more the
positive and exemplary character of what
they respectively represented: successful
transvestites in various life situations, who
appeared to have succeeded in having a
career in their desired sex. The photographs
constitute diverse class typologies of space
(of freedom) and profession, which display
the various ways in which these individuals
might live out their passion and illustrate
their fantasies of wish fulfilment.
Although it is hardly possible to make
a clear distinction between “professional”
photos and those that I will call “private”
in what follows, this division nevertheless
appears useful. For, as I have already
mentioned, the editors of Das 3. Geschlecht
frequently encouraged readers to send in
suitable photographs for publication. We
read in the second volume, for instance:
“Here, the editors ask all transvestites to
support the publisher by sending in texts,
images, etc.”24 By presenting itself as the
mouthpiece for transvestites, the magazine
motivated its readers to cooperate by
implying that they would be furthering
their own interests.25
Readers apparently were happy to
oblige, as the spectrum of private image
and text contributions suggests: “Even if
it’s not literary, I would like to contribute

Figure 2.3: Female transvestites in male professions: “Female transvestite who works in a fashionable Berlin dance spot at
a reception.” “Female transvestite” and “Female transvestite as a sportsman.” Das 3. Geschlecht 1 (1930): 5, 9, and 13.

something to the further success and
declare my willingness to give you several
images for publication – albeit only in The
3rd Sex.”26 The limitation to the permission
points to the high level of identification
that the reader feels with the magazine but
also to the not unjustified concern that
Radszuweit might be tempted to use the
images in the homosexual magazines that
he published.
Although the magazine made no
explicit distinction between professional
and private images, we can note a decrease
in the number of photos that appear
likely to have been taken by professional
photographers and an increase in those that
appear to have been sent in by readers. In
issue one, only four photos out of twenty
can be categorized as originating from a
private context (see figure 2.7). By issue

two, the editors were able to print photo
montages of private images, pointing to an
increased number of private submissions.
By issue five, the magazine can advertise
itself by declaring the inclusion of “thirty
completely new, not yet published images
of male and female transvestites.”27 This
emphasis points to the fact that the majority
of photos printed in the earlier issues
had already been published elsewhere,
which a comparison with the Die Insel
and the special supplement addressed to
transvestites in Die Freundin confirms. The
increasing publication of private photos
met the taste of readers and reflected the
growing need for self-images. For example,
one reader expressed their opinion about
issue two: “The images are again excellent
and, as I see it, even better than in the
first issue. The 3rd Sex has recognized
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Lotte Hahm
Depictions of Lotte Hahm, a wellknown out lesbian, political activist,
and owner of several lesbian bars in
Berlin during the 1920s, reflect shifting
categories of identity. For example,
Hahm appears in two photographs
from the transvestite magazine Das 3.
Geschlecht. In the first, she is unnamed
but clearly recognizable, holding up
a card advertising another magazine,
Die Freundin, that was aimed primarily
at lesbians (figure 2.4). In the second,
she is identified by name and labelled a
“female transvestite" (figure 2.5).
As an example of how these
styles, and the gender play they
represent, were popularized, consider
two additional images from Das 3.
Geschlecht (figures 2.5 and 2.6).
Lotte Hahm’s visibility across
categories of gender and sexuality
reflects the shifting, imprecise
boundaries between different groups
and identities in this period. More
pointedly, her identity as a woman –
suggested by the fact that she appears
in a magazine aimed at lesbians –
reflects the gendered difference in
these categories. Just as women who
dressed as men were more socially
accepted than men who dressed as
women, it could often seem easier and
less threatening to apply more fluid
conceptions of gender or sexuality to
women than to men. This was not the
case, however, after the Nazis came to
power. In 1933 Hahm was denounced
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LOT T E H A H M

Figure 2.4: Lotte Hahm in Das 3. Geschlecht, 1930.
“‘Hooray !!! The Girlfriend is here again !!!.’ ‘The
Girlfriend’ is the up-to-date magazine for women who
love women as well as for transvestites. Price 20 cents,
available everywhere.”

by the father of her girlfriend for
seducing a minor and sentenced to
prison. In 1935, she was transferred
to a concentration camp for women
and released no earlier than 1938.
She continued her activism after the
Second World War and died in 1958.1

Figure 2.5: Lotte Hahm in Das 3. Geschlecht, 1930.
“This female transvestite is ‘Lotte Hahm,’ director of the
transvestite section of the women’s club ‘Violetta’”
Figure 2.6: “Elegant female transvestite living entirely as a
man” and “Woman as man,” Das 3. Geschlecht, 1930.
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Figure 2.7: Four private photos from issue 1: “Male transvestite who goes out inconspicuously in public as a woman,”
“Male transvestite living as a woman,” “Female transvestite hindered by her social position from living in public as a
man,” and “Male transvestite who attracts attention as a woman because of his body’s shape and thus lives as a woman.”
Das 3. Geschlecht 1 (1930): 13, 17, and 31.

that transvestites do not only wear the
clothing of the other sex as artists, [and] the
images of transvestites from daily life are
refreshing. Transvestites in their domestic
clothing as they are trying to approach their
feminine ideal.”28 Such direct reactions to
the illustration practices of the magazine
were only common from male transvestites:
female transvestites, meaning women who
preferred to wear men’s clothing, were far
less likely to write in. The share of images
and texts representing them successively
decrease, even though the magazine was
conceived to equally appeal to both male
and female transvestites.
As I have demonstrated, Hirschfeld
and Goldmann provided evidence that
even at the beginning of transvestite selforganization, before the First World War,
there were fundamental differences between
the heterosexual and homosexual factions
of male transvestites that would prove
impossible to overcome. (Such tensions
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did not exist among groups of female
transvestites.) Although working out these
tensions could have made it possible to join
forces, homosexual and heterosexual male
transvestites in the Weimar period actively
cultivated strife, as is vividly apparent from
numerous statements in the letters and texts
published in Das 3. Geschlecht.
In extant documents, we find no voices
of heterosexual female transvestites. For
this reason, we cannot say if there were any
such tensions amongst female transvestites
at all.29 It is apparent from letters sent in by
readers that homosexual male and female
transvestites more strongly gravitated
toward homosexual subcultures and
publications – from which heterosexual
male transvestites attempted to keep a
strict distance. Or to put it another way, for
homosexual male and female transvestites,
sexual preference ranked higher in
sociability than clothing preference.
Consequently, the number of their image

and text contributions sank, which is why
Das 3. Geschlecht increasingly represented
only the heterosexual male fraction of
transvestites.

Visual Practices
The significance of the illustrations for
these readers is also evident in how they
used the images. For some readers, the
photos developed a life of their own, as
the following letter from a transvestite
demonstrates: “I cut out the pictures from
the last issue and now always carry them
with me. The photos of the two Parisian
women and the other two transvestites
living as women are especially beautiful”
(see figure 2.8).30 Perhaps these photos
also provided the “transvestite from the
provinces,” as this letter writer described
themselves, as a comfort in times during
which they were prevented from wearing
the women’s clothing that they loved
in their professional life or at home. Or
perhaps they represented a memory of
past time spent in a big city or in Paris?
In any case, this person wanted to be able
to consider the cut-out photos in quiet
seclusion. Perhaps the physical contact
with the photos also gave them a pleasant,
possibly erotic feeling, so to speak as a
replacement for the articles of clothing they
were forced to forgo, or because they were
physically close to this person’s ideal of
beauty.
Evidently, the knowledge of the
constant physical availability of these
cut-out photos has the effect here of selfaffirmation and self-reinforcement, which
made it easier to cope with everyday life.

Figure 2.8: “Parisian male transvestites living as women.”
Das 3. Geschlecht 1 (1930): 13.

Another transvestite writes that
they had “long collected essays from
newspapers and magazines and photos
from illustrated newsletters and magazines
that are somehow related to our cause
[Sache], transvestitism.”31 They believed
this photo album to be a private archive,
a “collection of great documentary value,”
and had organized it into three categories:
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“nice little pictures,” “women in pants,”
and “men in dresses.”32 This practice of
collecting and ordering images can be
viewed as equivalent to how private photos
of close or distant relatives are collected.
This comparison allows us to argue that
the collector’s album of published photos
was actually the creation of an equally
imaginary yet illustrious circle of kinship,
which perhaps gave them a certain sense of
belonging and that helped them to achieve
personal affirmation.

Editing and Captioning
the Images
But individual appropriation is not the only
way to view the images in Das 3. Geschlecht.
We must also determine how the photos
were staged and thus charged with specific
meaning through their size and placement
and how they were edited and captioned,
for the publishers edited both the written
contributions and the private images that
readers sent to them. Many of them were
cropped along the silhouette of the body.
Sometimes this meant that the ends of the
feet, parts of the head or its covering, dress
sleeves or hems, elbows, or hands were cut
off. This was especially true for photographs
that were assembled into visual collages, as
was central to the practice of photocollage
in the 1920s. In these cases, the editors
usually completely disregarded the original
arrangements or overall staging of the
photos, concentrating instead on details
connected with these persons’ bodies. This
makes the photos seem decontextualized
and deframed. The only thing that remains
visible is the staging of their clothing
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and fashion accessories, their bodily
comportment, gestures, hairstyles, and
facial expressions (see figure 2.9).
Because of the way the photo on the
left in the collage in figure 2.9 was cut, the
overall staging of what is likely a cleaning
woman can only be guessed at because of
the headscarf tied round this person’s head.
This contrasts with the black stockings and
pumps worn by the same person in the
image on the right, where we see a person
dressed to go out, wearing a Basque cap, in
front of the same background. In the same
way, the middle photograph in the triptych
depicts another transvestite as a modern
woman with a bob haircut (neue Frau)
and gives us no sense of the surroundings.
Only the corner of a bright tablecloth that
protrudes into the left of the image, together
with the resulting shadow, suggest the
situation in which the image was made. The
caption to the collage and the single photo
next to it reads: “four male transvestites
who know how to dress inconspicuously.”
Just a few pages later, another triptych
presents photographs of the same person in
three different scenes (see figure 2.10).
On the left, the person appears in a
relaxed pose, smiling into the camera,
sitting in a summer house dress with legs
resting on the handle of a basket – although
the poor quality of the reproduction makes
it impossible to tell if they are wearing a
head covering or not. The image creates
a strong contrast between the large dark
shoes and the knee-high white stockings
and between the bright dress against a
shabby brick wall. In the middle of the
triptych, we see a person standing in a
somewhat formal pose with a serious face

Figure 2.9: “4 male transvestites who know how to dress inconspicuously.” Das 3. Geschlecht 2 (1930): 24.

and dressed up to go out; they are carrying
a handbag and wearing a hat (from which
the top edge has been cut off), a necklace,
and elegant white strap shoes. The neutral
background, which creates a spartan effect,
does not reveal any details at all, nor does
the next photo. The far right of the triptych
displays a smaller, asymmetrically cropped
photo of the same person (with the same
hat), this time equipped for a walk in bad
weather wearing a rain jacket (out from
under which a checkered skirt peeks) and
with an umbrella in their arm. The editors
comment upon this collage by captioning
it, without any further justification: “Male
transvestites as they actually should not
dress.”

In contrast to these criticized scenes,
the photo directly adjacent is captioned:
“A well-dressed male transvestite.” If the
missing feet are any indication, this photo
is also likely to have been cropped from a
larger photo. Because of the broad posture
and the comparatively large area of space
the photo opens up, however, it is possible to
recognize more details of the arrangement,
which is quite conventional. This photo was
even considered worthy of being reproduced
as a positive example, in a significantly
larger size, dominating an entire page
opposite the collage. What stands out are
the bourgeois attributes in the decor and
clothing, even though this person does
not really appear any more convincing in
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Figure 2.10: “Male transvestites as they actually shouldn’t dress,” and “A well-dressed male transvestite,” from Das 3.
Geschlecht 2 (1930): 31.

their staging of femininity than the one
in the adjacent collage. For this reason,
the difference between the photographs
judged to have been “successful” or “not
successful” appears to lie less in the
question of whether the subjects were able
to convincingly stage their femininity and
more in the embodiment of different social
styles of clothing. It is difficult, for instance,
to see how the performance of femininity
succeeds any better in the photograph
of a male transvestite whom the editors
describe as “well-dressed” on the right.
The important difference between what is
endorsed in Das 3. Geschlecht and what is
criticized seems to have been determined on
the basis of the different social milieus that
the clothing choices represent. Bourgeois
respectability was given preference over the
plain clothing style of the “simple woman.”
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The judgemental commentary
accompanying both photo collages makes
clear the risks that individuals faced when
they sent in their private photos. On the
one hand, in contrast to the authors of the
text contributions, these individuals could
not hide behind pseudonyms. Their faces
are clearly identifiable, even if they are
not named or did not want to be named.
In this sense, we can speak of the paradox
of an anonymized outing. Sending in the
photos was especially bold inasmuch as the
individuals they depicted put themselves at
the mercy of the editors and, in the case of
publication, of readers.
The publication of private photos
in Das 3. Geschlecht represented a form
of going public in which an invisible
interlocutor passed judgement on the
success of the staging and performance.
The editors expressed their judgements

in commentaries that steer the readers’
opinion. The extent to which those who sent
in the photos consented to these appraisals
and whether or not they aligned with those
of readers remains unknown. But the
negative judgements implicit in captions
describing supposedly unsuccessful stagings
certainly must have been problematic for
these individuals, who must have hoped
that the editors would provide positive
affirmations of their presentation. The work
that went into staging the photo shooting,
the courage of presenting oneself to the
photographer (an act that we might view
as an open confession), and the decision to
send in the photos for publication – none of
these things were rewarded. Even worse, the
person who submitted them was exposed
and unprotected; their visible face opened
them up to ridicule. This must have been
humiliating. Hence the publication of
these images must have been less likely to
produce visual self-affirmation and more
likely to fuel self-doubt (see figures 2.9
and 2.10).
Overall, the editorial captions appear
less oriented toward judging whether these
individuals really had succeeded in staging
themselves more or less successfully as
members of the sex they wished to present.
Rather, the point seems to have been to
judge whether the individuals depicted were
“conspicuous” or “inconspicuous” in their
self-presentation – whether they appeared
“serious” or “fashionable” or simply
“plain” and “ordinary.” This differentiating
evaluation is also prominent in the text
contributions. Successful displays of
bourgeois respectability, aesthetic balance,
and professional success played a decisive

part in these judgements and were what
produced a positive evaluation. In this
regard, the image captions originated from
a certain culturally and socially normative
perspective. They served to sharpen the
awareness of fashion in transvestite readers,
to educate their taste, and to increase their
stylistic confidence. That this was an area
of specific concern amongst readers is clear
in their letters to the editor: How should a
“decent” transvestite dress and behave? This
and similar questions were at the centre
of debates published in Das 3. Geschlecht.
In this regard, the image captions are
representative of the broader discussions
around self-image that were taking place
between transvestites. We must also
consider that the editors likely consisted of
only homosexual men and women from the
lower middle-classes, meaning members
of a petit-bourgeois milieu,33 who applied
their own set of values in choosing, editing,
and evaluating the images. Although
cooperation with transvestites is mentioned
many times, we have no evidence that any
transvestites actually cooperated directly
with the editors. In this sense, the published
commentary mainly reflected the views of a
certain social milieu.
Regardless of the discrepancy between
the composition and interests of the editors,
on the one hand, and the readers, on the
other, looking at the self-images we find
in Das 3. Geschlecht, we can postulate
a difference between the texts and the
photos that were submitted. Whereas
the text contributions almost all speak
about successful passing – the convincing
performance in public as members of the
opposite sex – the images illustrate how
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Figure 2.11: “Male transvestite who goes out inconspicuously in public,” “Inconspicuous male transvestites at home and
on the street,” and “Male transvestite on the street.” Das 3. Geschlecht 1 (1930): 13; 3 (1931): 24; and 5 (1932): 31.

precarious this staging could be (see
figure 2.11).
In comparison to today, there was a
much more intense focus on maintaining
norms of dress amongst the general
population but particularly for authorities
charged with keeping order, such as the
police. Persons who stood out for wearing
clothing of the opposite sex in public were
generally charged with causing a public
nuisance or with gross mischief. For this
reason, Magnus Hirschfeld persuaded
the police to issue so-called “transvestite
passes,” a practice that began in 1909 and
then became widespread in the Weimar
Republic. Issued on the basis of an expert
diagnosis of transvestitism, this document
was intended to protect transvestites from
arrest.34 We can therefore assume that the
stories readers told the magazine about
their direct experiences with appearing
inconspicuous in public corresponded more
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to fantasy than to reality, especially since
only a very few of the published photos
they had submitted appeared to have
been taken in public. Sometimes photos
described as street scenes turn out, upon
closer inspection, to have been produced in
a studio.35
The fact that passing appears to have
been rare is highlighted in the letter of a
person who calls themself “Transvestite
Grete M.,” according to whom “a
vanishingly small number appear truly
decent and inconspicuous.” Grete warns
that whoever is “in the fortunate situation
of being able to live and present according
to their true nature should significantly
limit their appearance in public … unless
they belong to the few able to appear as they
are trying to be.”36
In contrast to the frequently proclaimed
need for unlimited visibility in public
and for like-minded transvestites to join

together, the illustration practice of Das
3. Geschlecht is actually evidence for the
extreme social isolation of transvestites in
this era. There is no photographic evidence
of common activities or social gatherings,
whether in public or in private, an
impression that is reinforced in the editorial
cropping and arrangement of images. We
see the transvestites primarily as isolated
individuals who stick out. From the texts
it is clear that they lived out their passion
within the protection of their own homes,
in the company of close friends and closed
private circles and occasionally with their
wives. This self-limitation of heterosexual
male transvestites to private spaces
corresponds to the prevailing confinement
of women to the domestic sphere during
this period, and it is consistent with the
magazine’s general message that “true”
transvestites should carry out female
occupations in the household.
There is only one photo in the
magazine, of two “male transvestites”
wearing modern clothing and standing in a
relaxed pose, that presents an urban scene
on a public street. It is captioned “Parisian
male transvestites living as women” (see
figure 2.8). However, before this photo
was published in Das. 3 Geschlecht, it had
already been used twice as the cover image
for Die Freundin, and given the stylish
outfits of the figures, it is possible that it
came from a fashion magazine. When
it was first published in Die Freundin, a
magazine addressed to lesbian readers,
the same photo was given the caption
“Girlfriends.”37 This image migration from
the lesbian to the transvestite magazine is
thus a case of relabelling: while the figures

were first presented as lesbian women,
in Das 3. Geschlecht they are described
as men wearing women’s clothing.38 It is
possible that the reason for this repeated
usage of the same photo was an initial
lack of fashionable images available for
publication, forcing the magazine to resort
to simple tricks. But since this photo had
been published in three successive years
with the different ascriptions, and since the
readers of Das 3. Geschlecht may have also
been familiar with the special supplement
for transvestites in Die Freundin, we can
assume that at least some of them noticed
the game of deceptive captioning.
And yet this photo is one of the very few
in which the figures (assuming they were
men) appear to successfully pass, which is
of course unsurprising if they were actually
women. The reader, mentioned above, who
cut the image out of the magazine and
constantly carried it around with them
found the picture so appealing because
of the figures’ fashionable appearance
and perfect feminine staging. Perhaps
this person was familiar with the earlier
instances in which the image had been used
and saw through the trick, or perhaps it was
exactly this uncertainty that excited them?
Unlike most other images in the
magazine, this one is given a concrete
location in the caption. Yet there are
actually no points of reference in the
background of the image that would allow
the location to be identified. By mentioning
only a few cities such as Berlin, Paris, and
New York – three metropolises of fashion
and modernity – the editors localize
transvestitism as a primarily big-city
phenomenon, while the text contributions
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Voo-Doo
Some trans individuals during the
Weimar period in Germany attempted
suicide, and doctors at the time often
interpreted these attempts as signs of
how seriously these individuals desired
to change their sex. Doctors also cited
these attempts as justification for
medical treatment such as castration.
This distinguished the understanding
of suicide for trans individuals
from its use in the context of early
homosexual movements, where tragic
suicides were framed as evidence
for the strength of social stigma and
the ruinous effects that came with
being known as homosexual.1 Both
interpretations of suicide, however,
influenced Hirschfeld’s depictions of a
“young transvestite Willy Pape” in the
illustrated volume to Die Transvestiten.
We do not know if “this young
transvestite” consented to having
either their name or their attempted
suicide revealed. Both facts could
have been damaging to the public
reputation of the person depicted here,
especially since they reveal a hidden
past that – as Hirschfeld’s caption
tells us – this “young transvestite” had
explicitly attempted to move beyond in
taking a new identity. The image also
does not tell us whether this identity
was something lived only on stage, or
whether this person also lived in public
as a woman or in another gender
identity different from the male identity
assigned to them at birth. Indeed,
the person depicted here was more

52

VO O - D O O

Figure 2.12: Willy Pape in the illustrated volume of Magnus
Hirschfeld’s Die Transvestiten, 1912. “The young transvestite Willy
Pape, whose inclination became known when he attempted to commit
suicide in women’s clothing. His parents received education about his
unique condition and then allowed him to go to the varieté, where he
has since appeared with the greatest success as a snake dancer.”

Figure 2.13, 2.14 and 2.15:
Voo-Doo as a snake dancer
in Magnus Hirschfeld’s
Geschlechtskunde, 1930;
Die Insel (aimed at gay
men), 1927 (caption:
“The transvestite VooDoo, one of the most
internationally well-known
stars of dance”); and Das
3. Geschlecht. (caption:
“The dance phenomenon
who has achieved world
success as a woman in his
snake-dances”).

widely known in public as the performer
Voo-Doo. 2 But we do not know how they
were called in their private life or in public
when not on stage.
The figure of a snake that sheds its
skin is a powerful motif for imagining
gender transition. We find Voo-Doo in this
role in a range of images from Hirschfeld’s
publications and popular magazines
nearly twenty years later (figures 2.13
and 2.14). And this is a theme that also
appears elsewhere in Das 3. Geschlecht
(figure 2.15). The figure of a male-bodied
individual performing “snake dances” as
a woman is highly overdetermined, to say
the least. For one thing, it plays to Biblical
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Figure 2.16: “Snake dancer of exceptional bodily grace in an elegant costume.”
Das 3. Geschlecht, 1931.

Figure 2.17: “Male Artist, who enjoys a worldwide reputation as an ‘oriental
dancer.’” Das 3. Geschlecht, 1931.
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stories of original sin. Lucifer seducing
Eve and Eve convincing Adam to
partake of the forbidden fruit are
obvious points of reference. Here, the
transgressive potential of the seduction
and the knowledge it might reveal –
knowing both in a carnal sense and as
a new awareness about the world – are
heightened by the gender play. Seen in
the context of its time, another aspect
of the image is particularly prominent:
Orientalist motifs that were associated
with sexuality and eroticism. This
is a motif repeated in other images
printed in the magazines we are
examining here, which reflects roles
and performances common on stage at
the time.
To be sure, such associations take
us beyond what we concretely know
about Voo-Doo’s life story into the
realm of imagination, fantasy, and
mythology. Stage performances and
images like these are liable to become
screens for our own projections
precisely because they do not convey
real knowledge about real individuals’
lives. And as is apparent from looking
at how these images were used in
publications, we see that more often
than not they become screens for
the projections of editors, scientists,
doctors – and readers, too.
We also find Voo-Doo – without
birth name – in Hirschfeld’s
Geschlechtskunde, published in
1930, but in an entirely different form
(figures 2.18 and 2.19).
Several things are salient about
these later images. We are provided
with the stage name of the figure they

Figure 2.18: “Expressive drawing by Voo-Doo (compare
photos opposite).” Hirschfeld, Geschlechtskunde, 1930.

Figure 2.19: “Feminine form of expression of the same
person in dance”.

depict, for one. Even more important is the fact that Hirschfeld combines this
photograph with a drawing attributed to Voo-Doo and that both are described
as “expressive.” Voo-Doo’s body, like Voo-Doo’s art and Voo-Doo’s clothing, are
all depicted as expressions of their inner life and personality. And next to the
photograph, the artistic drawing depicts a self that is psychologically richer, more
fully alive, and more colourful. The drawing can moreover be read as a revelation
precisely because of its juxtaposition to a self who is more fully clothed – but
of course this is a revelation of a gendered identity that is more complex than
the female figure depicted in the photograph. At the same time, a closer look at
the photograph shows that it, too, has been altered: Voo-Doo’s body has been
retouched narrow their waist and exaggerate the snake-like curves of their dance.
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Figure 2.20: Cover pages of all five
issues of Das 3. Geschlecht.

are more likely to depict the “provinces” as
places of refuge and recovery. In agreement
with the self-image of transvestites as big
city dwellers, there are only very few images
of transvestites in rural settings, let alone in
rural work clothing.39

Visual Rhetorics
There is another way in which playing
with the images and attributions seems to
represent a conscious decision about how
to use images in Das 3. Geschlecht, as the
cover photos make particularly clear. In
contrast to the majority of illustrations in
the inside pages, the cover photos advertise
the magazine with explicitly erotic stagings
of femininity. The clearly visible, wellformed breasts of the exotic cover girls in
issues 1 to 3 seem to place these figures
outside of any kind of gender ambiguity
(see figure 2.20). Inside the magazine,
however, the femininity of these figures was
made more ambiguous. Here the images
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were reprinted with captions calling our
perception of femininity into question.
The effect is almost absurd, because the
captions so obviously contradict the visual
evidence (see figure 2.21), particularly at
a time when plastic surgery techniques
had not advanced to point of being able to
produce such perfect breasts. For example,
the Egyptian dancer posing with what
can only be viewed as a blatantly obvious
phallus symbol in issue 1 is presented inside
the magazine as a “hermaphrodite.” The
figure dressed as an attractive revue dancer
on the cover of issue 2 is presented with a
caption that asks: “Woman or Man??” – as if
there could be any doubt about the figure’s
unambiguous sex. In a combination of the
gender irritations found in issues 1 and
2, issue 3 adds a caption to its cover girl:
“Hermaphrodite? Woman? or Man?” On
the cover of issue 4, we see the back side
of a nude figure with a cloth draped over
their shoulders like a drape or a veil. What
stands out is the graceful posture together

with the somewhat affected position of the
fingers in the opened hands. The lighting
gently underscores the feminine contours of
the hips and shoulders, while the hairstyle
and jewelry reinforce the unambiguous
gendering. Within the issue itself, the same
image now appears with a caption pointing
to the supposedly “true” sex: “Nude figure
of a male transvestite from behind.” This is
the only issue with a cover page depicting a
person who is then explicitly described as a
transvestite inside the issue.
On the cover of issue 5, by contrast, we
see a woman posing half-naked from the
side who is putting on boots, a pose that
is vaguely reminiscent of sadomasochistic
staging. The genitals and breasts are
hidden by the pose. A glance in the slightly
tilted hand mirror lying on the bootjack
is perhaps intended to arouse viewer’s
voyeuristic interest in unambiguously
determining the figure’s sex. But the image’s
caption inside the issue leaves the question
of the figure’s apparently evident sex up to

the beholder to decide: “Woman or man?”
The photo seems to be modelled on the
pose that Marlene Dietrich made famous
in the 1930 film The Blue Angel when she
lasciviously sits on top of a barrel on the
stage to sing the line: “From head to toe, I’m
ready for love.” Perhaps the caption is to be
read as an allusion to the ambivalence of
Dietrich’s sex appeal, which had an effect on
both sexes?
We can only speculate about the
reasons why this image was made more
enigmatic inside the magazine. Perhaps
this was the editors’ strategy to legitimize
the decision to print erotic photos on the
cover. In any case, it was not a self-evident
choice for a magazine that was sold openly
on the street to have such cover images.40
At the same time, with their references to
the number of images inside the magazine,
these covers and their layouts make a
promise about the magazine’s contents that
is not fulfilled inside the pages.
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Figure 2.21, The same cover girls inside the magazine: “Hermaphrodite,” “Woman or man??,” “Hermaphrodite?,” Woman
or man?,” “Nude figure of a male transvestite from behind,” and “Woman or man”? from Das 3. Geschlecht 1 (1930): 27; 2
(1930): 17; 3 (1931): 17; 4 (1931): 23; and 5 (1932): 30.

These speculations aside, this play
with gender had a history. The strategy
was introduced by Magnus Hirschfeld,
who in 1904 already presented images of
the Chevalier d’Éon in women’s clothing
and men’s clothing, at a conference of
German natural scientists and physicians.
The chevalier, of whom you can find an
image in the gallery devoted to "Gender
Play," was an eighteenth-century French
aristocrat, soldier, and spy who later lived
as a woman and who had become an icon
for the transvestite movement by the early
twentieth century. Hirschfeld asked his
colleagues to answer the question – “Man
or woman?” – to prove that people whom he
categorized as “sexual intermediary stages”
could be equally convincing in the clothing
of either sex.41 In Die Insel, Radszuweit
transformed this practice into a popular
quiz with a “prize question, homo- or
heterosexual?” Photos of men and women,
in both female and male clothing, were
presented under this question, and readers
were asked to identify the homosexuals.42
What is notable in this photo collage is the

58

2 | DAS 3 . GESCH LECHT ( THE 3RD SE X)

arrangement of images and their visual
language. Above a row of four bust portraits
of young men in inconspicuous, solidly
bourgeois outfits, and for whom it was
presumably not possible to immediately
determine their sexual orientation, the
editors place a young man with a clearly
homosexual appearance; he is wearing
women’s clothing and assumes an affected
pose (grasping for her pearls, as it were),
which functions in this context as a negative
antitype. Beneath the row of four images,
we see a young woman in riding clothes
with a hat and a raised whip.43
This and other collages of images in Die
Insel rely on the same canon of bourgeois
values of conspicuous/inconspicuous
self-presentation while also reflecting the
conventional assumption against which
heterosexual transvestites were fighting,
namely that men who wear women’s
clothing and women who wear men’s
clothing were all homosexual. Whether
the editors intended this or not, the visual
subtexts in Die Insel and Das 3. Geschlecht
are similarly ambivalent.

Gender Play
Hirschfeld’s first scientific book,
Geschlechts-Übergänge (Sexual
transitions) elaborated his thesis that
the gender of each person was a
unique combination of masculine and
feminine traits. Hirschfeld took the
motto for his book, printed prominently
on its front cover, from the German
philosopher and inventor of calculus,
Gottfried Wilhelm Leibniz (1646–1716),
who famously said that “Everything
in nature comes in degrees and not in
leaps.” 1
Writing about a juxtaposition of
two photos in this book captioned
“Mann oder Weib?” (man or woman),
Kathrin Peters concludes that “gender/
sex [Geschlecht] exists as a riddle and
not as a solution; nothing about it is
simply visible – always already given.”2
Despite Hirschfeld’s intentions of
illustrating sexual diversity, the fact
that he and others located Geschlecht
in and on the body is what fuels the
expectation that the truth of these
figures’ Geschlecht might lie, ready to
be revealed, beneath their clothing.
Yet as Peters argues, these images
are also evidence of an idea central
to contemporary gender studies:
that clothing might produce gender
identity, not just express it or allow it to
be seen.
Hirschfeld plays the same game
with other images, such as the
depictions of the Chevalier D’Éon
– a seminal figure for emerging
transvestite movements in Europe.

Figure 2.22: Plate 39: “Man or woman?” Magnus
Hirschfeld, Geschlechts-Übergänge, 1905.

But a key point in D’Éon’s
biography was that he/she was known
as a spy – a master of disguise. Here,
too, clothing hides rather than reveals
Geschlecht.
Hirschfeld’s locating of Geschlecht
in/on the body becomes more explicit
in other photos from this same volume
that he takes from the German
photographer Wilhelm von Gloeden,
who often photographed nude Sicilian
youth. Although the story of the
person represented in figure 2.24 is
not told in Geschlechts-Übergänge,
we know from other sources that
he lost his genitals in combat. 3 His
presence here is thus somewhat jarring
in the context of Hirschfeld’s naturalscientific argumentation, although
this fact remains hidden. It also
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Figure 2.23: Plate 28: “Man or woman?” Unnamed images
of the Chevalier D’Éon, Magnus Hirschfeld, GeschlechtsÜbergänge, 1905.

points to the crucial role that warfare
played in the development of plastic
and reconstructive surgery. These
techniques were perfected during
the First World War and were then
adapted for use in gender-affirming
surgeries in the 1920s. The First World
War in particular had paradoxical
effects on popular conceptions of
gender difference; the many wounded
soldiers and the German defeat
produced fears that masculinity was
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in crisis while also fostering a popular
culture more open to the idea that
the boundary between genders was
permeable.
Moreover, it is precisely in the use
of von Gloeden’s photographs that we
can see how medical authorities turned
to neo-classical aesthetics to construct
ideally “feminine” bodies as a new
norm for new nonbinary conceptions of
gender that replaced earlier notions of
monstrosity or hermaphroditism.
After the First World War, as
gender play became more generally

Figure 2.24: Plate 30: “Man or woman?”
Magnus Hirschfeld, GeschlechtsÜbergänge, 1905.
Figure 2.25: “Prize question: ??Man or
woman??” Die Insel, 2, 1927.

widespread and acceptable in
popular culture, the same gestures
appear in popular publications, such
as the magazine Das 3. Geschlecht
(figure 2.25).
To see how this gender play could
also be celebrated in a theatrical
context, one can examine a selection
of images of the same figure – the
theatrical performer Hansi Sturm –
from across a range of publications
(figure 2.26).
As Rainer points out, readers of
Das 3. Geschlecht complained about
the preponderance of theatrical
figures in public representations of
transvestitism. These complaints
likely also reflected the wider social
prejudice that nonconforming gender
identity was indeed a matter of acting
and performing – with the unspoken
assumption that cis-bodied binary
gender identity was natural, genuine,
and authentic.
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Figure 2.26: Selection of photos of Hansi Sturm. Left
caption: “Hansi Sturm, the young, equally famous and
beloved female impersonator, whose appearance in
many German cities aroused great interest, is currently
performing in Magdeburg with great success. Our
photos show the talented, elegant actor as a man and a
woman.” Die Insel, 1926. Caption, above right: “Young
transvestite in female clothing. Young female artist
(female transvestite) who lives in her home entirely as
a man. Die Freundin, 1927. Right caption: “A young
visiting artist performing successfully as a man and a
woman.” Das 3. Geschlecht, 1930.
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Visual Effects
And yet the re-depiction of the cover
girls inside the pages of Das 3. Geschlecht
along with irritating captions likely had
other effects on the readers, because they
are placed directly next to photographs
of clothed transvestites. In this way,
both their questioning of gender
attribution and their eroticizing effects
are transferred to the tableaux of photos
that surround them, perhaps leading the
reader to ask if the same seductive female
bodies might not in fact be hidden
beneath the clothing of the transvestites.
Why shouldn’t the “male transvestite
in the countryside,” who appears so
plain, not have an equally magnificent
female body underneath her apron as
does the “Revue girl” posing in complete
contrast next to her (see figure 2.27)? Or
why should this “New York transvestite”
with a hat, little bag, blouse, and jacket
not be hiding as perfect a body as the
bare-breasted neighbouring figure with a
pearl necklace (see figure 2.28)?
The possible meaning produced
by cross-referencing the photographs
placed next to each other in this way is
strengthened by a further category of
image, namely photos depicting male
bodies. As I have noted, the cover image
from issue 4 – “Rear view of a male
above Figure 2.27: “The male transvestite in the
countryside” and “Woman or man?” Das 3. Geschlecht
2 (1930): 17.
below Figure 2.28: “Hermaphrodite? Woman? or
man?” and “A New York transvestite gives us his image
for publication.” Das 3. Geschlecht 3 (1931): 17.
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Figure 2.29: “Male transvestite with pronounced female
bodily forms; note especially the beginnings of a breast.”
Das 3. Geschlecht 3 (1931): 10.

transvestite” – reveals a perfectly embodied
femininity, as do the covers of the previous
issues. Inside issue 3, however, we find a
“male transvestite with pronounced female
bodily forms” (see figure 2.29).
Here, the male genitals clearly mark
the bodies as male, but other aspects of
the image render the bodies feminine: the
pose, the lighting on the breast and the hips,
and the extensive retouching of the penis
(making it less prominent and recognizable)
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prompt us to imagine a mixed-gendered
body. Rather than emphasizing the
incongruity of the male body with the
feminine figure, as is common for image
practices of the time meant to illustrate
sexual difference, the placing of these
photos next to images of perfect femininity
underscores the similarity of these bodies
with those of the women. In all five issues,
we find similar photos of naked men with
captions that emphasize their subjects’
feminine breasts and body forms or what
they identify as female facial features (see
figure 2.30).
It is worth noting in passing that
depicting these supposed transvestites in
the nude is itself a further paradox, since
transvestitism was at the time defined by
the wearing of clothing, and these photos
had all been published previously with
different captions and ascriptions in the
homosexual magazine Die Insel. In Das
3. Geschlecht, however, they served as
illustrative examples of bodily gendermixing (körperliche Mischgeschlechtlichkeit),
thus providing visual evidence for the
argument that transvestites comprised
a physically distinct and yet “natural
category of gender” – a “third sex,” as
Magnus Hirschfeld emphasized again and
again.44 The male nude, which appears so
strangely out of place, nevertheless conveys
harmonious agreement between the form of
the body and the inclination of the figure’s
soul, which is also reflected in a different
way in the private photos of transvestites
wearing clothing.
As overwrought as these captions
appear, they nevertheless conformed
to the vital interests of many male

transvestites, namely the desire to move
about “inconspicuously” in public or to
be a woman. In order to get closer to this
goal, some transvestites not only strove
to appear feminine in their clothing and
habitus but also to have a female bodily
form. For this purpose, many underwent
“breast injections,” as one reader writes,
in order to also “appear to be a woman
in one’s body.”45 In this sense, the visual
rhetoric of images that emphasize feminine
bodily forms marks a displacement of
transvestitism from clothing as a second
skin to the first skin of the body. This
displacement corresponded to the desires
for medical changes of sex that we find
documented from 1910 onward.46 And it
points to a further group of individuals who
were, at the time, beginning to differentiate
themselves from the transvestites: those
whom Harry Benjamin and others would
later call “transsexuals” and who appear
as “total” or “extreme” transvestites in
Hirschfeld’s sexological writing.47
The illustration practice of Das
3. Geschlecht gives rise to several
considerations that may be of interest to
further historical researchers. First, we
should note that visual representation
plays a special role for strategies in the
self-empowerment and self-reassurance
of transvestites, a role that is different
from that played for members of other
sexual and gender minorities. This is the
only way to understand why so many
individuals submitted their private photos
for publication in the magazine. But there
have been no other analyses of the image
practices in the other magazines addressed
to homosexual women and men produced

Figure 2.30: “Especially note the girl-like face and the
female bodily forms.” Das 3. Geschlecht 2 (1931): 10.

by this or other publishers. In contrast to
Das 3. Geschlecht, however, we can already
say that none of these other publications
contain private images sent in by private
readers.
It would furthermore be interesting to
examine more closely the reasons for the
establishment of different factions, divided
according to sex and sexual orientation,
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which eventually determined the conditions
for the increasing dominance of self-images
of heterosexual transvestites over the course
of the magazine’s five issues. This would
also lead to the overarching historical
question of how gender and sexual
minorities dealt with each other. In addition
to the frictions I have discussed here:
were there also groups that valued each
other, had common interests, undertook
common activities, or showed solidarity
with each other? Looking at the clientele in
the Institute for Sexual Science, we can say
that the interactions between homosexuals,
transvestites, and individuals who were
intersex was largely determined by existing
social norms and structures of prejudice.48
That Friedrich Radszuweit, a publisher
whose magazines were mainly addressed to
homosexual men and women, had decided
to initiate a transvestite magazine such as
Das 3. Geschlecht can nevertheless certainly
be understood as an act of solidarity. In the
end, the significance of commercial interests
appears to have been secondary. Even more
important than the commercial failure, this
project was an unsuccessful attempt on the
part of Radszuweit’s press to transfer the
organizing model of homosexuals to male
and female transvestites.
How images migrated between
homosexual and transvestite magazines
produced by the same publisher, along with
the corresponding relabelling of photos,
certainly points to a certain permeability
of the barriers between these minorities.
At the same time, the editors of Das 3.
Geschlecht largely consisted of homosexual
men who chose the images and gave them
captions and thus expressed judgements
about the staging of heterosexual
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transvestite readers. However, this
normative commentary ultimately derived
from the same petit-bourgeois set of values
that also shaped the text contributions
written by the transvestites themselves.
Seen in this way, the homosexual editors
of the magazine operated at the boundary
between the production of images
representing self-perception and the
perception of the self by others.
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