Less and More than Women and Men:
Lesbian and Gay Cinema in Weimar Germany!

Richard Dyer

The sense of a widespread and relatively public lesbian and gay
presence is endemic to the image of the Weimar republic. However
excessively glamorized or pathologized this may be, the richness and
diversity of that presence — in bars, organizations, publications,
friendship networks and much else — continues to astonish, certainly
disabusing anyone of attachment to a model of sexual history as an in-
eluctable linear movement towards the enlightened present. One in-
dex of the pervasiveness of lesbian and gay culture may be found in a
body of films from the Weimar period. Taken in isolation, these few
films may appear a trickle, but in a context of lesbian/gay representa-
tion in film worldwide, they constitute a virtual avalanche. Most sur-
veys and filmographies of homosexual images in film list only a
handful of examples before the fifties, most of which represent homo-
sexuality only momentarily or obliquely.? By far the majority of these,
and the only really substantial ones, are from Germany between 1918
and 1933.

Most remarkable in this output are Anders als die Andern (Different from
the Others, 1919) and Mddchen in Uniform (Girls in Uniform, 1931), both for
their directness and assertiveness and for the degree to which they are

1. I should like to thank Jane Caplan, Karola Gramann, Heide Schliipmann, and
Jackie Stacey for their help, advice, and support in the writing of this essay.

2. E.g., Vito Russo, The Celluloid Closet (New York: Harper and Row, 1981); Richard
Dyer, ed., Gays and Film, revised edition, filmography by Mark Finch (New York:
Zoetrope, 1984); Stefanie Hetze, Happy-End fiir wen? Kino und lesbische Frauen (Frankfurt/
Main: tende, 1986).
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rooted in the gay and lesbian cultures of the period — films in some
sense by and for, as well as about, gay men and lesbians. They do not
stand in isolation: they were made possible, and delimited, by both the
prevailing modes of film production and form and the contemporary
subcultural formations of homosexuality. This essay focuses on the inter-
action, the processes of formation and deformation, of these cinematc
and subcultural codes within these two films. More particularly, I will
consider the relations within both films of competing subcultural defini-
tions of homosexuality, all developed in relaton to prevalent notions of
gender, but with some stressing homosexuality as in some sense a third
sex, others seeing it as the apotheosis of masculinity or femininity.

I begin here by briefly documenting the wider output of filmic rep-
resentations of homosexuality in the period,? before looking at Anders
and Mddchen more closely in their respective contexts. No other films
depicted homosexuality as unequivocally, centrally, or positively as
these. Michael (1924), the story of the tragic love of a painter for his
model/protégé, was a remake of the Swedish film Vingarne (The Wings,
1916);* Der Fall des Generalstabs-Oberst Redl (1931) dealt directly with the
Redl scandal. At least one of the several films dealing with Frederick
the Great (Fridericus-Rex-Zyklus, 1922) pointed to his homosexuality, al-
though all those dealing with Ludwig II of Bavaria managed to keep
quiet about his. Though not the main characters, a lesbian and a gay
man are central to the plots of, respectively, Die Biichse der Pandora (Pan-
dora’s Box, 1928) and Geschlecht in Fesseln (Sex in Shackles, 1928), the latter
worth noting — despite the fact that it ends unhappily for all con-
cerned — for the tender physicality shown in the love between two
men in prison. Gays are part of the ambiance of decadence in two of
the Mabuse films (Dr. Mabuse der Spieler, 1921/2, and Das Testament des
Dr. Mabuse, 1933) and in films, of which there were apparently many,
like Ndchte der Weltstadt (Nights in the Metropolis, 192?), where lesbians
dancing together were shown as characteristic of urban night life. Oth-
er films kept the gay references more ambiguous: Aus eines Mannes

3. For more detail, see Wolfgang Theis, “Verdringung und Travestie. Das vage
Bild der Homosexualitit im deutschen Film (1917-1957),” and Rosi Kreische, “Les-
bische Liebe im Film bis 1950,” both in Berlin Museum, Eldorado. Homosexuelle Frauen
und Mdnner in Berlin 1850-1950 (Berlin: Frolich & Kaufmann, 1984) 102-15 and 187-96,
respectively.

4. On Vingarne, see Mark Finch, “Mauritz Stller's The Wings and Early
Scandanavian Gay Cinema,” European Gay Review 2 (1987): 26-31. A copy of the central
portion of this film, the role of which was long thought lost, was recently redicovered.
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Mddchenjahren (From a Man’s Virgin Years, 1919) is about an hermaphro-
dite; La Gargonne (1925), based on an explicitly lesbian book, toned
down the sexuality of its career woman protagonist, though it was
there for those in the know; Das Bildnis des Dorian Gray (1917) was, like
its source, clearly open to gay interpretations.

In addition, there were many films of lesbian/gay interest. There was
a whole string of Hosenrolle (trouser role) films, in which the female star
spent a great deal of her time disguised as a man and entangled with a
woman: titles include Exzellenz Unterrock (Petticoat Excellency, 1920), Dona
Juana (1927), Der Geiger von Florenz (The Violinist from Florence, 1927), and
the original version of the thrice remade Viktor und Viktoria (1933). This
tradition extends beyond the Weimar period, back to Jugend und Tollheit
(Youth and Madness) in 1912 and well into the Nazi period with Capriccio
in 1938.5 Acht Mddels im Boot (Eight Girls in a Boat, 1932), and Ich fiir Dich,
Du fiir Mich (Me for You, You for Me, 1934) both dealt with all-female
groups (a sporting club and a Nazi land girls’ group) and celebrated
the intensity and strength of female bonding. The male physique was
dwelt on in an all-male context in the first ten minutes of Wege zu Kraft
und Schonheit (Paths to Strength and Beauty, 1925), and the rest of the film
is full of shots of half-naked athletes of both sexes. Other films too
could be read as gay in one way or another, notably those directed by
Murnau and in particular Der Knabe in Blau (The Blue Boy, 1919, based
on Gainsborough’s painting, then a favorite in gay circles®), Nosferatu
(1922), Der letzte Mann (1925) and Tabu (1929/31).7

To these explicit and implicit lesbian and gay images, we should add
the general openness about sexuality in Weimar cinema. The Aufkldr-
ungsfilme (enlightenment films), of which Anders is one, dealt with sexual
“problems” of various kinds. Two of the most famous films of the peri-
od, Die Biichse der Pandora and Der blaue Engel (1930), represented the
power of heterosexual female sexuality, embodied in the incandescence
of Louise Brooks and Marlene Dietrich. And there was a flourishing

5. Karola Gramann and Heide Schliipmann, “Unnatiirliche Akte. Die Inszenier-
ung des Lesbischen im Film,” Lust und Elend: Das erotische Kino, Karola Gramann, et al.,
eds. (Munich/Lucerne: Bucher, 1981) 70-93 (esp. 80-8).

6. Theis, “Verdringung” 107.

7. On gay readings of Murnau, see Thomas Waugh, “Murnau — the films behind
the man,” The Body Politic March/April 1979: 31-4; Theis, “Verdringung” 106-8; Doug
Tomlinson, “The Last Laugh: Reconsidering Murnau’s "Happy Ending,”” paper delivered
at Society for Cinema Studies Annaal Conference, New Orleans, 1986. Thomas Elsaesser
(“Secret Affinities,” Sight and Sound 58.1 (1988/9): 33-9) demurs at such readings.
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heterosexual pornography, with its roots in the second half of the 19th
century.® Not surprisingly then, much of the extensive debate about
film in the period centered on the issue of the sexualness of the me-
dium, though understood in a much wider sense than simply the rep-
resentation of sexuality in film.?

Despite the fact that §175 made male homosexuality illegal, all the
above took place along side an extensive and diverse set of lesbian/gay
subcultures, rooted in the middle of the previous century. Adele
Meyer’s book Lila Nichte,'* detailing the quantity and variety of the les-
bian clubs and bars in Berlin in the period, makes New York or San
Francisco in the 1980s look very unexciting. Even at the time, one
could buy gay guides, in some cases aimed at heterosexual tourists,
listing the extensive lesbian and gay nightlife of Berlin. There were les-
bian/gay meeting places, magazines, novels, even a theatre (Theater
des Eros, 1921-24).1* And there was a gay movement, beginning in the
middle of the 19th century, large enough to have different organiza-
tions and overlapping at times with the women’s movement, other
Lebensreformbewegungen (*lifestyle’” movements) such as vegetarianism,
nudism, pacifism, and fitness, as well as more traditional politics, so-
cialism especially but also even Nazism at times.!?

8. Curt Moreck, Sittengeschichte des Kinos (Dresden: Paul Aretz, 1926); Gertrud Koch,
“On Pornographic cinema: the body’s shadow realm. Part One: the history of porno-
graphic films: cinemas in brothels, brothels in cinema, cinema instead of brothels,”
trans. Jan-Christopher Horak, Jump Cut (forthcoming); Gary D. Stark, “Pornography, So-
ciety, and the Law in Imperial Germany,” Central European History XIV.3 (1981): 200-29.

9. Cf. Miriam Hansen, “Early Silent Cinema: Whose Public Sphere?”’, New German
Critique 29 (1983): 147-84 (esp. 173ff.), and New German Critique 40 (1987), Special Issue
on Weimar Film Theory, esp. Patrice Petro, ““Modernity and Mass Culture in Weimar:
Contours of a Discourse on Sexuality in Early Theories of Perception and Representa-
ton” 115-46.

10. Adele Meyer, Lila Ndichte. Die Damenklubs der Zwanziger Jahre (Cologne: 1981).

11. See Eldorado, esp. Wolfgang Theis and Andreas Sternweiler, “Alltag im
Kaiserreich und in der Weimarer Republik” 48-73, and Christiane von Lengerke,
“‘Homosexuelle Frauen.” Tribaden, Freundinnen, Urinden” 125-48.

12. See James Steakley, The Homosexual Emancipation Movement in Germany (New
York: Arno, 1975), and Manfred Baumgardt, “‘Das Institut fiir Sexualwissenschaft und
die Homosexuellen-Bewegung in der Weimarer Republik,” and Mecki Pieper, “Die
Frauenbewegung und ihre Bedeutung fiir lesbische Frauen (1850-1920),” both in Eldo-
rado 31-42 and 116-24, respectively. The connections between gay/lesbian and Nazi
culture have yet to be sorted out in gay and lesbian scholarship (though it is a com-
monplace of homophobic accounts of Nazism), but see Heinz-Dieter Schilling, ed.,
Schwule und Faschismus (Berlin: Elefanten, 1983).
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Anders als die Andern

The version of Anders als die Andern that is most easily seen today lasts
about twenty minutes. The print quality is poor and it has cyrillic
intertitles. Most histories of the German cinema either do not mention
it or relegate it to a footnote as a curiosity. Yet Anders was not a “little
film,” produced and shown on the margins of the cinema of the day. It
was a full-length feature with three rising, if not yet major, stars
(Conrad Veidt, Reinhold Schiinzel, and Anita Berber), as well as an ap-
pearance by Magnus Hirschfeld, the leader of the most prominent gay
organization of the time. It opened in one of the main Berlin cinemas,
the Apollo-Theater, and was fully reviewed in the press, where it was
recognized as another in the highly successful run of Aufklirungsfilme. It
was also headline news. The police banned it in Vienna, Munich and
Stuttgart; there was an uproar at many screenings, with (in Berlin)
walk-outs led, to the accompaniment of boos and hisses, by uniformed
soldiers. The controversy was so intense that a conference of doctors,
scientists, and writers was held at the PrinzeR-Theater in Berlin to de-
fend the film against its vociferous detractors.!* As Wolfgang Theis ob-
serves, ‘‘despite, or perhaps precisely because of, these expressions of
displeasure, the film was an out-and-out box office success.”!* Why
then are there only fragments of a supposedly obscure film?

The critical reception of the film was for the most part favorable,!s
and it was a commercial success, yet, just over a year after the prem-
iere, it was banned. Film censorship had been abandoned at the begin-
ning of the Weimar republic, although it was still technically possible,
and a more general statute (§184) did proscribe the *“dissemination of
indecent writing, portrayal, or representation.” When in September
1919 the Prussian Assembly tried to get the film banned, the Minister
of the Interior considered that §184 was not applicable, regretting that
“the present legal position is indeed unhealthy”” and promising to look
into the matter.’6 By August 1920, additional legislation had been

13.  Jahrbuch fiir sexuelle Zwischenstufen (JsZ) XIX. 1/2 (1919): 20-1. This forms part of
a dossier in the reception of the film (3-51).

14. “Anders als die Andern. Geschichte eines Filmskandals,” Eldorado 28. See also
James Steakley, “Gay Film and Censorship: a 1919 Case Study,” Homosexuality, Which
Homosexuality? Conference Papers, Literature and Arts 2 (Amsterdam: Free University,
1987): 147-55.

15. See the selection of reviews in JsZ dossier 15-20.

16. JsZ dossier 49-50.
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drafted, and the film was banned from distribution.!” But it would be
wrong to see this as a solely homophobic development. The Aufklir-
ungsfilme, and the pornography confused (perhaps in some cases quite
rightly) with them, were already causing concern: Anders was not the
only film whose screenings occasioned rioting in the cinemas and pro-
tests outside.!® Nor was the ban total. Anders could still be shown “to
doctors and those concerned with medicine, in places of learning and
scientific institutions,” which suggests that the court perceived the film
as a serious work rather than as pornography,'? while accepting medi-
cal discourse as the proper conduit for the regulation of sexual desire.

In 1927 it was re-released in a shortened version as part of Hirsch-
feld’s wider-ranging Gesetze der Liebe (Laws of Love), which was also cen-
sored to ribbons.?® Some time in the late twenties or early thirties,
Gesetze was shown in the Soviet Union, where there had been a
liberalization in the situation of homosexual people, and this screen-
ing accounts for the cyrillic intertitles in the copy that survives. Perhaps
the truncated version now in existence is due to its being shortened to
fit into a film covering various aspects of sexuality; or perhaps it was
cut in the USSR with the reintroduction of anti-gay legislation and re-
pression in 1934;2! or perhaps just this bit was saved by a gay man who
could not risk hiding anything more. Whatever the explanation, even
this fragment is precious, for in May 1933, the Nazis stormed and de-
stroyed the holdings of Hirschfeld’s organization. Since most screen-
ings of Anders accompanied Hirschfeld’s lectures, it is likely that all the
German copies of the film were destroyed then or soon after. The raid
on Hirschfeld’s house was the first step in a policy of purging the
country of so-called un-German elements. As with the initial banning
of this film in 1920, it does seem that homosexuality is consistently in
the front line of the concerns of moral reformers.

Even in its present fragmented and murky form, Anders is a film that
audiences can still find moving and stirring. There are essentially two

17. Theis, “Anders” 13; Steakley, “Gay Film” 153-4.

18. Sigfried Kracauer, From Caligari to Hitler (Princeton: Princeton UP, 1947) 44-7;
Paul Monaco, Cinema and Society: France and Germany during the Twenties (New York:
Elsevier, 1976) 52-4.

19. Gerhard Lamprecht, Deutsche Stummfilme 1919 (Berlin: Deutsche Kinemathek,
1968) 11.

20. Theis, “Anders” 30.

21. See John Lauritsen and David Thorstad, The Early Homosexual Rights Movement
(1864-1935) (New York: Times Change, 1974) 62-70.
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elements: a love story and a lecture. The account that follows is based
on a detailed synopsis published in the year of its release by the jahr-
buch fiir sexuelle Zwischenstufen;?? the sections not in parentheses are what
remain in extant prints.

Famous violinist Paul Kémer (Veidt) reads in the paper of the ap-
parently inexplicable suicides of three young men; he thinks he can
guess the reason. (In his mind’s eye he sees an unending line of
women and men walking beneath a sword of Damocles with §175
marked on it. He takes on as his pupil, and falls in love with, a
young man, Kurt Sivers (Fritz Schulz).) In a park, Paul and Kurt en-
counter Franz Bollek (Schiinzel), a youth whom Paul had known
fleetingly. (After some misgivings, Kurt’s parents allow him to stay
with Paul, and Paul’s parents, who have tried to persuade him to
marry, learn from a doctor that nothing can be done to change his
orientation. Paul and Kurt appear in a concert together during
which) Franz breaks into Paul’s apartment. He is discovered by
Kurt on his return who struggles with him untl Paul arrives, at
which point Franz says to Kurt, “Don’t be so grand, you’re only his
paid boy.”’?3 Paul and Franz struggle, until the latter is sent pack-
ing. (Kurt is so distraught that he leaves Paul, goes to work in a bar,
tells his sister Else [Berber] that no one is to look for him.) Paul
thinks back over his life: (his love for a fellow pupil, Max, at school,
leading to his dismissal; his visit when a student to a brothel, where
he was overcome with revulsion); his visits to a sex researcher
(Hirschfeld), who assured him he can serve humanity as a homo-
sexual, and to a hypnotist who tried unsuccessfully to cure him;
and meeting Franz at a gay dance, taking him home and finding he
was a blackmailer. Roused from his memories, he tears up one of
Franz’s blackmail letters. (He goes with Else, who has fallen in love
with him, to a lecture given by Hirschfeld,?* and she realizes and
accepts the truth about him. Meanwhile, Franz has been to the po-
lice, and) both he and Paul are sent to jail, the former for blackmail,
the latter for homosexuality. When Paul is released from jail, he has
lost all former friends and cannot get work; he finally poisons

22. JsZ dossier 4-6.

23. The translation of this key line given for the extant print is “Don’t worry; he’ll
still pay you.”

24. 1In the original, this seems to have been a fairly substantial theoretical disquisi-
tion; in the extant prints, there is a brief lecture at the end of the film, calling for an end
to the situation which gives rise to homosexual tragedies. It is possible that this is not
from the original film but new footage which was shot for Gesetze der Liebe.



12 Lesbian and Gay Cinema in Weimar Germany

himself. (Kurt hears the news and at Paul’s death bed threatens to
kill himself, but a doctor persuades him that he should put his
energies into fighting for the repeal of §175. The film ends with a
shot of the statute book and a hand magically wiping away §175.)%

What often strikes audiences about the film today is what seems to
them a discrepancy between the tragic, down-beat story part of the
film (yet another gay film with an unhappy ending) and the unambigu-
ously affirmative character of the lecture element. This has partly to do
with what is missing, notably the more up-beat ending of Kurt’s vow to
fight for homosexual freedom which could mobilize spectator identifi-
cation for the film’s cause. Yet the tone of the story part of the film is
ambivalent, partly because it is much more fully rooted in the conven-
tions of German cinema of the time, whereas the lecture part is more
clearly imported from outside the cinema — from gay politics — and
partly because it is founded on a disquieting tension between compet-
ing contemporary definitions of gay identity.

The Film Context

If the story part of Anders is more caught up in the norms and values
of contemporary (straight) film conventions than the lecture part, this
is certainly due to the involvement of the director, Richard Oswald,
who was not, as far as we know, gay. However, Hirschfeld’s screen
credit is not only as “‘medical advisor” but also as co-scriptwriter (with
Oswald), and in his lecture at the first screening he fully endorsed the
decision to use a combination of story and lecture.? There is no reas-
on to suppose he did not fully participate in the writing of both as-
pects, though he may not have given much attention to the implica-
tions of artistic and technical choices concerning genre, cast and film
style. It is in these that some of the film’s ambiguities lie.

The Aufklirungsfilme were a series of films using a melodramatic story
format to deal with social “problems” such as prostitution, venereal

25. The apparently quite complicated sequencing of the film in its original form is
ironed out in the extant prints; it proceeds as follows: Paul’s meeting with Franz; read-
ing about suicides in the paper; Franz’s blackmailing letters; Paul’s visits to the sex ex-
pert and hypnotist; Paul and Kurt encountering Franz in the park, and the latter’s re-
newed blackmail; Franz’s interrupted break-in; arrest and conviction; suicide;
Hirschfeld’s lecture, calling for an end to such tragedies.

26. JsZ dossier 5.
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disease, alcoholism, prison reform, and, with Anders, homosexuality. It
is a genre with which Richard Oswald was particularly associated, and
many even consider him to be the inventor of it. His genuine liberalism
is suggested by the descripdon of the theme of his 1915 film Dimon und
Mensch (Demon and Human) as “Every criminal can be reformed — one
has only to awaken the good instincts in him.” Other of his films dealt
with pacifism (Das eiserne Kreuz [The Iron Cross, 1915]), alcoholism (Das
Laster [Vice, 1915)), venereal disease (Es werde Licht! [Let there be Light!, 1916/
17, with sequels in 1917 and 1918]), and prostitution (Das Tagebuch einer
Verlorenen [Diary of a Lost Girl, 1918], and Prostitution, 1921, in which
Magnus Hirschfeld again participated as a specialist advisor).??

Aufklirungsfilme are sometimes described as social reform tracts and
sometimes as pornography, and it is clear that, though developed orig-
inally as a label for films with a high liberal moral purpose, it was an
umbrella term under which films with tides like Hyenas of Lust and The
Road to Damnation could find shelter. What unites them all are the use
of the story form to deal with social issues, the way they recognize per-
sonal and especially sexual issues as social matters, the combination of
a declaration of moral purpose (however hypocritical or opportunistic
in some cases) with the depiction of social ills, and the general orienta-
tion to treat the subject matter, whatever it might be, as a “problem.”
It was a widely used and recognized label in the publicity and discus-
sion of the films, and as such established expectations and interpre-
tative possibilities for Anders’s first audiences.

On the one hand, the genre’s more salacious reputation may have
made some scenes seem more titillating to them than they may to us.
A conga line of androgynous women and men at the dance where Paul
picks up Franz; the way Paul stands behind Franz when he takes him
home and momentarily caresses his (fully clothed) chest — such im-
ages may have carried more of a frisson then than they do now, not
only because they were genuinely taboo-breaking, but because people
expected to see something thrilling. The reaction of shocked titillation
(all those soldiers walking out of screenings) may well have been a re-
sponse to the prurience which doubtless did characterize many of the
Aufklirungsfilme. On the other hand, the genre’s tendency to construct
the issues it dealt with as “problems” may also mean that audiences

27. Walter Kaul and Robert G. Scheuer, Richard Oswald (Berlin: Deutsche
Kinemathek, 1970).
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were habituated to seeing the subject matter of the films as things that
needed dealing with, curing, even eradicating. Most of the films dealt
with things that either, like alcoholism or venereal disease, unarguably
are bad for people, or else, like prostitution, do in practice entail an
immense amount of human suffering and exploitation. It would be
easy for audiences to expect Anders to be saying the same thing about
homosexuality. The plot of the film makes it absolutely clear that the
“problem” is social attitudes towards homosexuality and the codifica-
tion of those attitudes in §175. These attitudes make blackmail possi-
ble, cause Paul to be thrown into prison, to be refused work, to kill
himself — the downward trajectory of the narrative is at every point,
bar one, set in motion by hostile social attitudes. That one exception,
however, is significant: it is Paul’s act of picking up Franz at the gay
dance. This really sets in motion the downward movement of the plot:
itis an act of lust, of gay desire, that leads to blackmail and destroys his
relationship with Kurt, culminating in his suicide. Thus although the
plot stresses the problems caused by social attitudes and the law, as in
Hirschfeld’s lecture, it would be easy to read the film as showing that it
is gay desire that causes, or simply is, the problem.

Anders is, like other Aufklirungsfilme, basically “realist” in approach,
yet there is another dimension to it, closer to the fantastic cinema of
the period. Oswald was equally at home with this tradition — he wrote
scripts for Der Hund von Baskerville (1914) and Ein seltsamer Fall (A Strange
Case, 1914), based on Dr. Jekyll and Mr. Hyde, and scripted and directed
Hoffmanns Erzihlungen (1916), Das Bildnis des Dorian Gray (1917), Peer
Gynt (1918) and Unheimliche Geschichten (Weird Tales, 1919), based on Ed-
gar Allan Poe. Schiinzel and Veidt, the stars of Anders, were two of the
actors Oswald used most regularly in these and other films. Schinzel’s
mischievous, malevolent, rather crude quality is well-suited to the role
of Franz, but the casting of Veidt as Paul is a major factor in the “‘nega-
tive”” quality one feels in the story part of the film.

Veidt was not yet a major international star when he made Anders
but was already establishing a distinctive screen image. On the one
hand, he was handsome, quite a heart-throb. In Unheimliche Geschichten,
made and released within months of Anders, he plays the hero figure in
each of the tales, and in the first two (“The Apparition” and “The
Black Cat”) he is the handsome stranger who seduces the heroine. He
was frequently cast as the love interest in films and was a popular pin-
up in the magazines of the time. It is important to remember this
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when seeing Anders — whatever our responses to Paul, he is being played
by someone considered at the time to be attractive and seductive.

Yet even in the films where he is the lover, there is always an ambi-
valence. The tales in Unheimliche Geschichten are framed by a scene in a
bookshop where symbolic figures, played by the three stars who also ap-
pear in each tale, read each other the tales we see; in this framing device,
Veidt plays Death, thus casting a disconcerting pall over his roles in the
tales. In Der Gang in der Nacht (Journey in the Night, 1920), he plays the lover
of the heroine Lily; he is a painter who has gone blind, is cured but,
because of the urgency of his feelings for Lily, goes blind again. He is
the handsome true love but is doomed, and his love is in part what
draws him on to his tragic fate. Even as a lover, Veidt’s image has dis-
turbing overtones which clearly inform his melancholy role in Anders.

His roles as lover are in any case not what made Veidt most famous.
He was handsome, but his tall, gaunt figure, drawn, pallid, even skele-
tal face and dark, brooding eyes meant that he could seem tragic or
sinister, and often the two together. He would have made a good
Dracula, in one interpretation of the role: the man doomed to live by
performing despicable deeds of seduction, thus attractive because se-
ductive, sinister for the deeds, and tragic because he is in the grip of a
compulsion. Although he never did play a vampire, many of his roles
have this quality, most obviously his most famous of the time, Cesare
in Das Kabinett des Dr. Caligari (1920), the somnambulist who murders
and rapes under the spell of Dr. Caligari.

The duality of the vampire, of Veidt — attractive yet repulsive, sinis-
ter yet tragic — is realized not only in his cadaverous appearances but
in the structure of the films. He played the classic dual role of Jekyll and
Hyde in Der Januskopf (The Janus Head, 1920); in Orlacs Hinde (The Hands
of Orlac, 1924) he is a pianist who has the hands of a murderer grafted
onto his after an accident and comes to believe he has murdered his
own father; in Der Student von Prag (1926) he sells his mirror image to a
devil figure, only to find the image taking on a life of its own, killing his
beloved’s father and eventually hounding him to his own death. As has
often been noted by film historians,? such roles are characteristic of
Weimar cinema, and Veidt is perhaps its quintessential star. What is in-
teresting here is how much these roles and this image coincide with the

28. E.g., Kracauer 123; see also Heide Schliipmann, “Je suis la solitude. Zum
Doppelgingermotiv in Der Student von Prag,” Frauen und Film 36 (1984): 11-24.
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characteristic ways of depicting homosexuality. Das Bildnis des Dorian
Gray, even if its homosexual reference is not crystal clear, is paradigmatic:
the man about town with the guilty secret, the sexual secret, that leads to
tragedy and death, of those around him and uldmately himself.? The
vampire image, common in much of the gay writing of the time,3 is easi-
ly taken as a gay image, notably in the 1922 Nosferatu (see below).

Veidt’s vampiric qualities and the repetition in his films of the
duality motif have an impact on his role in Anders. The film does not
develop these elements at length, but they are there in the way Paul
steals up behind Franz when he first takes him home and caresses his
chest with his long, white hand, in the strong contrast of Paul’s deathly
white face against a plain black backdrop in his suicide scene, in the
clash of Paul’s secret sex life (where he picks up Franz) and his life with
Kurt, and in the fact, reinforced by the sequence in which Paul reads of
friends’ “inexplicable” suicides, that blackmail works on the homosex-
ual’s terror of exposure, his secret life revealed.

Despite these overtones of Fate and Tragedy, Anders remains an es-
sentially social film, and this is achieved especially by the way the cam-
era is used. As is characteristic of both Oswald and German cinema at
this period, the camera in Anders always remains at a right-angle to the
characters and the action, always seeing things “from the front.”” By the
mid-teens of the century, Hollywood had already established the con-
vention that now characterizes most mainstream cinema, whereby the
film keeps shifting its angle of vision by cutting from one camera posi-
tion to another. This makes possible the sense of entering a scene, of al-
most being enclosed by a film’s fictional world, as well as point-of-view
shots and the shot/reverse-shot patterns in interactions between charac-
ters.3! German cinema had yet to adopt this style as a general rule, but
this does not mean that there is no cutting within scenes or that the
camera stays at the same distance from what is going on. The angle re-
mains constant, but the camera may be positioned anywhere from an
extreme close-up to a long shot. Scenes start not with an establishing

29. Cf. Sander Gilman on the figure of Wilde as the homosexual par excellence in
Germany in the period, in “Strauss, the Pervert, and Avant-Garde Opera of the Fin de
Siecle,” New German Critique 43 (1988): 35-68 (esp. 36-45).

80. Richard Dyer, “Children of the Night: Vampirism as Homosexuality, Homo-
sexuality as Vampirism” in Susannah Radstone, ed., Sweet Dreams: Sexuality, Gender and
Popular Fiction (London: Lawrence and Wishart, 1988) 47-72.

31. David Bordwell, Janet Staiger, and Kristin Thompson, The Classical Cinema: Film
Style and Mode of Production to 1960 (New York: Columbia UP, 1985).
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shot but with a close-up and only then is there a cut back to show
where the particular character stands in relation to others. This is
sometimes effected by the use of an iris-in: the face of the character is
seen in the center of the frame, but everything else is blacked out
around it; then the circle containing the face widens, the black recedes,
to reveal the space around the character.

This approach may seem “backward” compared to Hollywood, as if
they didn’t know how to edit scenes more effectively. Yet the tech-
nique, and the rigor with which it can be used, can be very effective, es-
pecially for the social treatment of issues that are lived as personal
problems. The general frontality retains something of the disposition
of the theatre (as opposed to the cinema) audience: the distance from
what is happening, the sense that this is a public occasion, the objec-
tive importance of space independent of the subjective experience of
it. The Hollywood system is extraordinarily malleable, but its overall
tendency is to individualize and psychologize reality: it may start with
an overall spatial arrangement, but the editing pattern tends to encour-
age a personalized perception of space, to make it more an emanation
of character than something with a determining power of its own. The
approach in Anders insists on the reality beyond the characters, on the
social dimensions of the world in which they live. This is important in
an Aufklirungsfilm context. The subject matters are topics that are lived
with great intensity by individuals, yet are not merely or uniquely indi-
vidual matters but general social issues. The pattern of starting with a
close-up and then widening out expresses this very effectively. Instead
of starting with the general and then proceeding to treat the general as
a function of a particular individual character, we get first the intensity
of personal feeling and then are shown how this makes sense in a
wider, and essentially social, setting.

Two examples may illustrate how the technique works. The first is
the scene where Paul picks up Franz. This begins on an iris-in to a
close-up of Franz, with a malevolent expression on his face; cut to an
iris close-up of Paul, looking with an expression of troubled desire to
his right; cut back to Franz, still in irised close-up, now turned to his
left and making a clear sexual come-on. Only next do we get a cut back
to a medium shot without iris, showing them in relation to each other
and standing in front of groups of lesbians and gay men dancing to-
gether, in couples and later in a conga line. The feelings of the two
men, Franz’s malignancy, Paul’s troubled lust, are clearly shown to us,
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intensified by close-up, but that is then put into its social context, a gay
dance. This is not just a particular encounter, but a typical one. Franz
turns and walks in amongst the dancers; Paul gestures for a glass of
champagne and then follows Franz. There is no return to close-up. Paul
is drawn into the world represented by Franz and the dancers, drawn
into the dangerous gay milieu that will bring about his downfall. This is
not just a personal tragedy but a consequence of a certain form of social
organization — the gay underworld, breeding ground of blackmail.

The second example is also the turning point of the film, the mo-
ment when Kurt discovers Franz stealing from Paul. When Kurt re-
monstrates, Franz taunts him with being a kept boy. They struggle,
and Paul rushes in, separates them, and starts fighting with Franz.
Rather than stay with this, however, we get a cut to a medium close-up
of Kurt, turned away from the fight, his hand to his throat, an expres-
sion of profound shock on his face. This is sufficiently distant for us to
be able to see Paul and Franz fighting behind him; the shot lasts a long
time, so that Kurt’s intense feelings of shock are counterposed to the
struggle, between the lover and the blackmailer, that continues behind
him. The struggle articulates and situates the dimensions of Kurt’s
horror, which are the revelation of Paul’s involvement with the gay un-
derworld, a horror, as I’ll discuss later, not so much at the blackmail as
at that form of gay life. The close-up gives us the intensity of feeling in
the moment of revelation, but the frontal position of the camera allows
us to see what that feeling is about, its wider implications beyond
Kurt’s reactions.

The ambivalence in the story part of Anders, the pull of positive and
negative elements, derives in part then from ambivalences in the
Aufklarungsfilme series, Veidt’s image, and themes and images in Ger-
man cinema in the period. These made a film like Anders possible, al-
lowed for the existence of a serious social study of a personal sexual
matter in the form of a story centered upon an attractive male hero; but
they also made it easy to read the subject matter, homosexuality, as it-
self the problem, one inextricably tied to a way of life both sinister and
tragic. However, the ambivalence is not only explicable in these terms;
to it we must add the different ways of thinking and feeling about ho-
mosexuality in the film, a clash between different discourses of gay de-
sire. Kurt’s shock, so powerfully rendered in the shot described above,
is not so much at the realization that Paul had a sex life before he met
him as at the revelation of the form that that life had taken. In effect
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Kurt and Franz represent different conceptions of homosexuality
prevalent in the period, which may be characterized as in-between-ism
and male identification.

In-between-ism

In-between-ist conceptions of homosexuality saw lesbians and gay
men as a kind of third sex. As is common in 19th and 20th-century
thought about sexuality, notions of gender identty were conflated with
notions of sexual identty. Thus a man was a heterosexual man, a woman
a heterosexual woman, and it followed that people who were not hetero-
sexual were neither one gender nor the other but something in-between.

The most insistent proponents of this view were the founders of the
German gay movement, dating back to 1862 when Karl Heinrich
Ulrichs came out to his family and began writing a series of books ex-
pounding his Forschungen iiber das Rdtsel der mannmdnnlichen Liebe
(Researches on the Riddle of Love between Men) and continuing in 1869 in the
work of Carl von Westphal on contrire Sexualempfindung (contrary sexual
feeling) and that of Karoly Benkert, who first used the term “homosex-
uality.”32 Though there were different emphases between them, all
shared a view of homosexuality as natural and in some sense androgy-
nous, whether as a congenital condition or the presence of a female
character in a male body. Such ideas inspired Magnus Hirschfeld and
others in founding in 1897 the sexual, and in practice mainly homo-
sexual, emancipation organization, the Wissenschaftlich-humanitires
Komitee (WhK, the Scientific-Humanitarian Committee).33

Hirschfeld initially believed that lesbians and gay men were literally,
biologically, a third sex. The WhK’s journal, Jahrbuch fiir sexuelle Zwisch-
enstufen (Yearbook for Intersexual Variants), even published in 1903 a se-
quence of three photographs demonstrating this: a very muscular
youth holding a large fig leaf over his genitals represents the heterosex-
ual male body type; a woman standing so as to accentuate the gener-
ous curve of her hips, with her pubic hairs either shaved or whited out,
represents the heterosexual female body type; while the “uranian” or

32. Steakley, Homosexual Emancipation 1-19; Manfred Herzer, “‘Das Jahr 1869, El-
dorado 10-2; Manfred Baumgardt, “Berlin, ein Zentrum der entstechenden Sexualwis-
senschaft und die Vorlaufer der Homosexuellen-Bewegung,” Eldorado 13-16.

33. Steakley, Homosexual Emancipation 23-42; Manfred Baumgardt, ‘“Die Homosex-
uellen-Bewegung bis zum Ende des Ersten Weltkrieges,” Eldorado 17-23.
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third-sex body is represented by a flat-chested figure wearing a scarf
over its head and a veil across its face, standing so that its hip is less
curved than the female type but still more pronounced than the male
type, and with the genital area obscured, probably blackened out.
Though Steakley suggests that Hirschfeld put aside such literalism by
1910, it persists in a relatively sophisticated form in his lecture in the
complete version of Anders. Hirschfeld shows some slides of “‘men with
the bodily and spiritual characteristics of a woman and women with
every kind of masculine characteristic,” admits that “there are femi-
nine men who are not homosexual, and homosexuals who give hardly
any or even no impression of womanliness,” but nonetheless avers
that, following the researches of Professor Steinach in Vienna on gonad
transplants in animals, it is certain that “what appears to be merely
spiritual intermediacy has physical causes.””%6

The point of clinging to some version of these theories was to dem-
onstrate that homosexuality was a fact of biology. If you could show it
to be a part of nature, rather than an activity going against nature, then
you could argue that society had no business trying to suppress it.
Moreover, if it was a part of nature, it was not a sickness and therefore
was not to be thought of in terms of cure — as the doctor in Anders tells
Paul’s parents: “It is neither a vice nor a crime, nor even a sickness, but
a variation, one of the borderline cases in which nature is so rich.”’3?

Besides their political value and scientific status, both highly conten-
tious even at the time, third sex ideas had deep cultural roots. There
had been a fascination with the figure of the androgyne throughout the
19th century, in literature, painting, and sculpture. The androgyne
might take the form of an actual hermaphrodite, or a mythical or new
kind of being, and very frequently this might overlap with an interest
in homosexuality, as in the lesbian protagonist of Théophile Gautier’s
novel Mademoiselle de Maupin (1835-6), who is “of a third sex which does
not yet have a name . . . [with] the body and soul of a woman, the spirit
and strength of a man.”3 A. J. L. Busst suggests that one of the main
functions of his imagery in so-called “decadent” art was to be an image
of an ideal perversion offering escape from a dreary or meaningless

34. Reproduced in Lauritsen and Thorstad 48-9.

35. Steakley, Homosexual Emancipation 48.

36. JsZ dossier 12.

87. JsZ dossier 8.

38. Théophile Gautier, Mademoiselle de Maupin (Paris: Fasquelle, 1922) 398.
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world. In the case of Novalis, for example, the hermaphrodite repre-
sents a reunion in a fallen, disintegrating world, and this includes sexu-
al union, for the hermaphrodite is “actively bisexual, engaged in per-
petual communion with himself [sic].”’3® Busst traces similar themes in
Swedenborg and Balzac and suggests that this is an essentially “pessi-
mistic”’ image, since it yearns for a transcendence of division that it
knows is really impossible. Maybe — but it might also be that there is
an inspiration in his work for lesbians and gay men, who are celebrated,
even envied, in such imagery. In any event, the fashionability of the
androgyne in art meant that there was a wealth of idealizing imagery of
in-between-ist sexuality to draw on.

More important still than this was the actual lifestyle of many gay
people in the gay scene. Indeed, the third sex idea may well have been
developed as a means of accounting for a predominant gay subcultural
style rather than one imposed by science on gay people.# This style
was that of the Tante (“‘auntie”). It could take the form of full drag, as in
the first love recounted by the anonymous author of Wir vom dritten
Geschlecht. Lebensbeichte eines Entarteten (We of the Third Sex — Confessions of a
Degenerate), first published in Leipzig in 1907:

When I now hastened downstairs and met my friend, I greeted
him as Franziska. His figure was opulently slender (if that seems

39. A.]J. L. Busst, “The Image of the Androgyne in the Nineteenth Century,” Ro-
mantic Mythologies, 1an Fletcher, ed. (London: Routledge and Kegan Paul, 1967) 60.

40. The issue of the origin of the homosexual category, from “above” in science or
“below” in emergent homosexual subcultures, has been much debated in lesbian/gay
scholarship. Among those favoring the former (termed the “power-model” by Silver-
stolpe) are Lillian Faderman, Surpassing the Love of Men (New York: Morrow, 1981), and
Jeffrey Weeks, Sexuality and its Discontents (London: Routledge and Kegan Paul, 1985);
those emphasizing homosexual identities predating sexology (the “interest-model”
according to Silverstolpe) include Alan Bray, Homosexuality in Renaissance England (Lon-
don: Gay Men’s Press, 1983), George Chauncey, Jr., “From Sexual Inversion to Ho-
mosexuality: Medicine and the Changing Conceptualization of Female Deviance,”
Salmagundi 58-9 (1982/3): 114-46, and “Christian Brotherhood or Sexual Perversion?
Homosexual Identities in the World War One Era,” Journal of Social History 19 (1985):
189-211, and Frederic Silverstolpe, “Benkert was not a Doctor: On the nonmedical or-
igin of the homosexual category in the nineteenth century,” HWH History 1: 206-20.
It should be stressed that all of the above accept the view that the notion of the homo-
sexual (i.e., of categorizing persons rather than acts in terms of object choice) is a mod-
ern one, but they differ in their explanations of its emergence. More universalist
approaches are adopted by, among others, John Boswell, Christianity, Social Tolerance,
and Homosexuality (Chicago: U of Chicago P, 1980), and Judy Grahn, Another Mother
Tongue (Boston: Beacon, 1984).
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and oxymoron, it is nevertheless exactly right), and he was wear-
ing a crimson morning-frock, and under the discreet outline of
the bust the lustre of his skin was like alabaster. His blonde wig,
tied in a Greek knot at the neck, was drawn in easy waves about his
temple. His lustrous eyes gleamed. A reflection of my own flicker-
ing glaze, his eyes also glowed with desire.#!

The oxymoronic opulent slenderness suggests the quality of the
“uranian”’ body type in the WhK photo described above, and often the
style was far less straighforwardly female impersonation, as in
Hirschfeld’s description of a Tante who “received his guests in an inde-
terminate garment made by himself, a cross between a ball gown and a
dressing gown.”’#2 Most characteristic perhaps was the effeminization
of male style based on movies stars like Valentino:

In the more refined West [end of Berlin], resemblance to the op-
posite sex is achieved through powder puffs and lipstick. They are
somewhat profligate with perfume and coquettish in their pretty
colored silks. They have plucked eyebrows and crimped, sleek,
shiny hair in soft quiffs. They look at you yearningly, dreamily, out
of Belladonna eyes.*?

This “Belladonna” effect was described by another contemporary
observer as “‘the febrile sparkle of eyes darkened by kohl,”* a distinc-
tive Tante fashion in the gay bars.

Both older and younger men might conform to this style, but there
was also a liking for another, butcher type, the Bube or Bursche, the
large, handsome, open-faced, working-class lad, not altogether differ-
ent from the heterosexual male type of the WhK photo sequence. He
figures with increasing frequency in the pin-ups in the gay magazine
Der Eigene (The Special), where by the early twendes he has displaced the
idealized adolescent of earlier issues. In The Scorpion, Anna Weirauch de-
scribes a ““distinguished looking old gendeman” in a gay bar discoursing
philosophically to an obvious Bube type: “a broad-shouldered, bull-neck

41. Part One, trans. Garret Simes, Gay Information 16 (1985): 25.

42. Die Homosexualitiit des Mannes und des Weibes (Berlin, 1914) 679; qtd. in Theis and
Sternweiler 57.

43. Curt Moreck, Fithrer durch das lasterhafte Berlin (Leipzig, 1930); qtd. in Theis and
Sternweiler 70.

44. Amboise Got, “Le vice organisé en Allemagne,”” Mercure de France CLXI (1923):
673.
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soldier, with a good-looking honest peasant’s face, grinning, flattered
but uncomprehending.”’45

Quite apart from the aptness of the vampire as a metaphor for ho-
mosexuality, it is the contrast of Count Orlock and Thomas Hutter
that so suggests Nosferatu as a film eminently readable as gay. They are
a Tante and a Bube. Max Schreck plays Orlock with his shoulders per-
manently hunched and pinced, as compared to Thomas’s shoulders
broadened by a large cape. Schreck is thin, his face whitened with pow-
der, his eyes heavy with kohl, a grotesque exaggeration of the effemi-
nized male look. Thomas, played by Gustav von Wangenheim, is big,
broad, with face only made up to the usual conventions of silent cine-
ma in the period. Orloc walks with mincing steps; Thomas strides
about. And although Orloc is the sexual predator, it is Thomas, the sex
object, whose genitals are on display in trousers that are loose every-
where but at the crotch. When Orloc goes down on Thomas as he
sleeps, he is not just making do with male “blood.”

Paul in Anders is not exactly a Tante, yet there is something of that
about him. For most of the time, he is dressed in sober suits, yet at the
dance where he picks up Franz he is wearing some sort of loose, satin
robe with a hood, perhaps the kind of “indeterminate garment” de-
scribed by Hirschfeld. When he takes Franz home, he drapes the robe
over his shoulder and slinks up behind him, his right hand hanging
limp from his wrist. Like the men in the clubs, he has heavy kohl
around his eyes, more than other characters in the film. And the cast-
ing of Veidt, with his vampiric qualities, is of a piece with the image of
the Tante, present in much of the writing and developed in Nosferatu.
Franz is his Bube, with broad, crude features, much less handsome
than the pin-ups in Der Eigene and with a definite touch of lipstick
around the mouth, but still recognizable as the working-class lad.

The in-between-ist idea of homosexuality is suggested in the
characterization of Paul but is only fully present in the film in the
androgynous dancers glimpsed behind him and Franz at their first
meeting. The milieu of the third sex, of Tante and Bube, exists more as a
possibility or a temptation for Paul. He does stray into it and in doing
so not only lays himself open to blackmail but destroys his relationship
with Kurt, who represents the other, male-identified gayness.

45. Berlin, 1919; trans. Whittaker Chambers (New York: Willey, 1948) (translation
qtd. here).
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