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such a subculture: the gay community. In understanding male
homosexuality in relation to the prioritizing of
heterosexuality; gay male sex, desire, and intimacy take on a

whole new meaning as presented in such a visual form.

Although hard and fast answers to the questions of self
contempt and self hatred in relation to the formation of a gay
sexual identity will remain for the most part unanswered in
this project, the glorification of masculinity by the
homosexual community may more easily be explained. By taking
part in the same cultural scripts that maintain men and
masculinity intact and superior to women, femininity,
homosexuality, and lesbianism to name a few, "gay men may in
fact have more in common with men than with homosexuality"
(McIntosh, 46:1981). Gay men 1in constructing a sexual
identity may also have more in common with the dominant sexual
scripts than with the formation of a unique and distinct

social identity, devoid in the present culture.

While uncovering the history of male homosexuality as it is
related to present conceptions about gay men, what remains
evident is that nowhere does our culture provide the space in
which the c¢reation of alternate sexual responses ¢to
heterosexual behaviour can be constituted in a legitimate and
unique manner. Individuals all fall back on the cultural

scripts which make sense to them and are upheld within the


















race, and class from that of sexual orientation and identity,
invisibility (rarely seeing reflections of oneself within
society), in all cases, is a measure of subordination enacted
on all who do not actively seek to conform to the prevailing
cultural structures: in this case heterosexuality. With the
growing array and proliferation of gay pornography it is
essential to determine whether such visual depictions of gay
sex are themselves complementary to the construction of a form
of wvisibility that is often perceived as reactionary and
liberating to the manifestation of gay mens identity and

sexuality, or conclusive of heterosexual hegemony.

The effect of the regulation and aetiology of sexuality has
emphasised the enforcement of heterosexuality as the
appropriate, right choice. It has also provided the space in
which gay men and lesbians - ’'others’- being named have taken
it upon themselves to represent a voice that now questions the
inherent heterosexual bias in our society from a historical -
political perspective. In the midst of oppression, forms of
resistance are visible and take shape. Adrienne Rich contends
that:

heterosexuality, 1like motherhood, needs to be
recognized and studied as a political institution
(2 historical product/construct - my emphasis] -
even, or especially, by those individuals who feel
they are, in their personal experience, the

precursors of a new social relation(s). (Rich,
182:1983)
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The scholars of the Frankfurt School, rather than seeing the
space for mediation between the audience and the media,

forwarded a very conservative view of this relationship as one

sided. "The media propelled ‘word bullets'’ that penetrated
deep into the inert and passive victims" {Curran
et.al.,12:1982). The audience unable to decipher the images

and texts critically, in turn consumed them as dupes of the
media and the political powers that be. The Frankfurt
School’s critical theory fostered the notion that "the
cultural object is pure exchange value, with no use value
what -soever, except perhaps as an ideological mystification in
the service of already existing structures of power"

(Grossberg, 397:1984).

With the emigration of key members of the Frankfurt School
to America during the 1930s, this led to a "specifically
American school of research in the forties and fifties"
(Morley, 46:1992). The ‘pessimistic thesis’ of the Frankfurt
School and the direct link they espoused between the media and
Fascism was in turn critiqued as:

too direct and unmediated an impact by the media on
their audiences; it took too far the thesis that
all intermediary social structures between
leaders/media and the masses had broken down; it
didn’t accurately reflect the pluralistic nature of
American society; it was - to put it shortly -
sociologically naive (Morley, 46:1992).

From an American perspective research was undertaken and

developed in reaction to the Frankfurt School’s analysis of
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In an examination of television viewing, the Centre for Mass
Communication Research was preoccupied with the subjective
experience of the viewer yet in applying previous tenets of
effects research (uses and gratification approach) in an
analysis of the relationship between audience and teut, the
outcome was suspiciously similar to the themes espoused by the
‘mass thesis’ approach. "The notion that the media are
controlled by the peculiar interests of a powerful elite and
the further notion that of course the media are successful in
generalizing those interests by nothing more complex than
deception," leaves the interpretive paradigm of such work

deflated (Connell & Mills, 29:1985).

David Morley contends that the interpretive model of
communication research/media studies adopted at Leicester
University during the 1970s - while shedding light on aspects
of "micro processes of interpersonal communicetion", the work
by employing a uses and gratification approach which 1is
essentially psychological in orientation - was insufficiently
sociological in nature (53:1992). Thus such work remained
insufficient in the ability to articulate "any notion of
institutional power or of structural relations of class and

politics" (Morley, 51:1992).
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are the ideological state apparatuses of which Althusser
speaks - providing the vehicles in which social meaning(s) are

constructed and related to the larger cultural context.

In applying the tenets of Althusser'’s work to the sociology
of culture, the notion of false consciousness is replaced with
difference. That is the state "has very distinct and dominant
tendencies but it does not have a singly inscribed class
character" (Hall, 92:1985). The states function is hailed as
bringing together and articulating a range of social
practices, political discourses and other domains of life;
normalizing and transforming them in a chain of meanings.
While different ideological state apparatuses posses the
ability to articulate the dominant ideology for themselves,
Stuart Hall maintains that all are linked together as systems
of representation (104:1985).

As you enter an ideological field and pick out any
one nodal representation or idea, you immediately
trigger off a whole chain of connotative
associations. So [that] a variety of different
ideoclogical systems or logics are available in any
social formation (Hall, 104:1985).

Thus, the transmission of ideology (meaning) becomes complex
and plural while at the same time retaining a connection out
of necessity to social structures within dominance that supply

an understanding and reference to the world around the

individual.
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Capitalism, Dominant Ideology, and Changing Sexual Scripts:

What paths have brought us to the point where we
are ‘at fault’ with respect to our own sex
(Foucault:9,1978) .

The changes incurred with the rise and implementation of
capitalism in Europe (and later with the adaptation of similar
political and institutional systems duplicating predominately
British social order within Canada and the United States)
brought about a radical departure from the previous forms of
individual and institutional organization. Enterprise
congregated, centralizing the social organization of human
activity from a once more or less self sufficient rural
existence to one in which the individual, free to sell their
labour power for a wage entered into salaried employment as a
means of subsistence (Marx & Engels, 68-79:1988). sary
Kinsman suggests that part of this process that created the
emergence of a working class and the bourgeoisie, with the
divisions between those individuals owning and controlling the
means of production in contrast to those who sold their wage
labour (labour power) affected a shift in the attitudes and
beliefs regarding gender roles, sexuality, class, and an array
of previous ideoclogical constructs - some being retained -

others transformed in emerging capitalist society (38:1987).

Part of the process of cultural transformation affected
social space and family-household relations. The process of

work was separated from the household economy while the need
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power of the dominant class to exercise ideological control
through institutionalized means in society;
where the working class adopted, as it has
increasingly in the twentieth century, a similar
family form, it is much more as an adaptation to
its own particular circumstances - the organization
of work patterns, the move towards consumerism, the
lowering of the birth rate - rather than a simple
acceptance of the bourgeocisie model (Weeks,
15:1980) .
What is clear in the evolution of this regulation of
sex/sexuality and the emergence of compulsory heterosexuality
are concepts of sexuality not only culturally specific but

also class and gendar specific (Weeks, 15:1980).

These newly formed bourgeoisie models, that of the nuclear
family, the social construction of masculinity and femininity,
the family as antidote to public pressure and women’s central
role in child rearing were transferred on the society as
elements of respectability and stability. Central to the
support and maintenance of these new and changing ideologies
relating to the family and gender divisions in the market
place was the semergence of "the creation of approved or
respectable social identities, which necessarily meant the
denial of alternatives" (Kinsman, 31:1987). Thus new sexual
categories that £formed 1in the nineteenth century were
sustained within;

various sccial, legal, medical, religious
practices: the masturbating child, the hysterical
woman, the perverse adult, the congenital
prostitute, the degenerate, the homosexual (Weeks,

16:1980) .
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reality that is difficult to grasp, but a great
surface network in which the stimulation of bodies,
the intensification of pleasures, the incitement to
discourse, the formation of special knowledges, the
strengthening of controls and resistance, are
linked to one another, in accordance with a few
major strategies of knowledge and power (Foucault,
105, 1978).
Human sexuality for Foucault must be seen on a continuum,
shaped and structured by a number of formal and informal
social structures in hegemony, which affect the way sexuality

is conceived of and experienced culturally.

With heterosexuality in place as a universal order, defence
of this institution and the assemblage of dominant ideological
constructs relating to the underlying modes of production
required a collective effort by & variety of regulatory:
legal, political, medical, judicial, and religious bodies
which held the ideals of the bourgeoisie class as natural and
of a higher moral order. The further an individual fell from
these ideals and a bourgeocisie existence: of attraction to
members of the opposite sex, marriage, and the social
divisions along gender lines, the more likely they were to be
labelled an "invert, pervert, queer, or later a homosexual"
(Kinsman, 44:1987) . The Victorian male along with an emerging
middle class were now the pinnacles of a social and familial
system in Britain {Europe) with such ideals being expropriated
into North American society. Capitalist patriarchal relations

forged the path in which heterosexual hegemony acquired a
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the production of a collective ideology fostered by various

interconnected social structures (27:1978).

Sex scientific knowledge, through the work of the sexual
scientists of the day now formed a complimentary apparatus of
social rule in connection with class ideology and a shift in
the use of the sciences in daily life. The sexual fabric of
society was now ordered and controlled on a number of fronts.
What remains clear is that the interests and ideology of the
ruling class, threatened by non-heterosexual forms of
sexuality attempted to, at first name and define, control
conduct, and eventually eliminate the behaviour or the person
through scientific and medical institutions/intervention

(Mort, 43-44:1980).

Apparent in the material relations of capitalist society are
class structures (classism), elements of patriarchy, and forms
of racism (racial purity issues) which raised white
heterosexual men first, in the bourgeoisie, then eventually
all classes to that of dominant being in our culture. Class
and economic interests transformed social life dramatically
throughout the historical periods of industrialization with
the entrenchment of capitalism, the Victorian era (in
Britain), and into our present historical locale. Clearly
fixed in this process of social evolution and embedded in the

dominant ideology of our culture is opposite gender attraction
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the creation of a gay community identity in England prior to
that of North America (Trumbach, 93:1992). Apart from a
select group of bourgeoisie men in which homosexuality was
clearly a lifestyle in England and throughout Europe (in the
late eighteen and early nineteen hundreds), the changing urban
landscape of gay culture in North American proceeded in
conjunction with the growth of urban centres (D’'Emilio,

102:1983) .

While the growing collective of gay men (and lesbians)
within emerging metropolitan areas was partially facilitated
by the degree of anonymity afforded by life in the city, the
cultural respon.e to homosexuality was still one which was
regulated overtly by police, medical, and legal agencies. As
homosexuality existed outside of the direct maintenance of the
nuclear family in a biological-procreative sense Jeffrey Weeks
maintains that, it in turn began to be recognized as no longer
a disease but rather a ‘condition’ (Weeks, 18:1991). Theories
developed in 1light of changing ideological definitions
"desc” ibing homosexuality as a condition, something thac was
inherent in a person, part of his or her ’nature’" (D’'Emilio,
105:1983) . The homosexual whose occurrence was beyond the
control of science and regulatory organisations was now
effectively policed in all its manifestations within the
public realm. A type of quarantining took place whereby the

distinctions between public and private realms placed
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transmission of dominant ideoclogy in the construction of the

self, sexual or otherwise.

Gay Porn and Sexual Conflation:

According to Christopher Kendall in his article Real

Dominant, Real Fun!: Gay Male Porn and the Pursuit of
Masculinity, there has been "considerable academic ana

political effort on the part of many gay men to defend gay
male pornography as representative of a politiz and identity
to which all gay men must have access" (21:1993). For many
individuals it is seen as a site in which gay male sexuality
is affirmed, a medium where forms of liberation take place
which challenge institutionalized heterosexuality and in fact
is different from heterosexual pornography (Kendall, 22:1993) .
Different in that; heterosexual pornography is fantasy which
is representative of patriarchy and the fixed divisions aloig
gender lines involving women’s subordination to men (often
exhibited through acts of violence and degradation). This
being indicative of heterosexual social hierarchy whereby
masculinity and male sex is seen as central and of greater
importance than women’s sexuality, often exhibited through the
preponderance of images of overt racism sexualized and the
objectification of women as merely sexual objects. Straight
pornography is seen as manifesting itself in reality within

the relationships of men and women.
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culturally fixed gender and sex roles, other images reflect
the status quo and re-enact sociocultural heterosexual (read
homophobic) dynamics. Straight pornography 1like its gay
counterpart is also not necessarily a stagnant site where
heterosexual hegemony is constantly reinforced in every
instance. Taken in their entirety, both forms of pornography
are on the whole repetitious, the faces, settings, and
situations in which actors are having sex may change from one
film to the next but the onus to replicate the strict sexual
dynamics that sell ’‘most’ videos is dictated by consumer
demand - cultural hegemony. It is suggested that pornography
did not become an "8 billion dollar a year industry" by being

confrontational or reactionary (White, 291:1890).

Gay pornography is full of images that are both "blatant and
suggestive", which according to Michael Bronski "play a role
in sparking the imagination" (171:1984). Turning this
position around, if these ‘sparks’ that ignite the imagination
are in fact produced by the visual, is it solely on the merits
of a free and uncharged relationship established between the
object (porn) and subject (spectator) or enmeshed in the
sparking of ingrained and familiar (read: comfortable and
learned) portrayals of sexual roles and dominant sociosexual
ideology? John Stoltenberg, a gay anti-porn advocate
maintains that:

the values in the sex that is depicted in gay male
sex films are very much the values in the sex that
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a cultural object is not a socially isolated product or

phenomenon (123:1985).

The images are brought to 1life and given meaning within
social structures past and present - measured and understood
by the dictates of dominant ideology which orders the world of
the consumer/audience. To insist that pornography on its own
is harmful requires the dismissal of an entire cultural system
formed on elements of dominance and subordination. To claim
its resistant to heterosexism requires removing the individual
- audience from the systems of meaning and representation
(ideology) which shape their conception(s) of culture and the
construction of sexual identities. Neither position proves
adequate nor useful. Instead, the cultural object -
pornography and the subjectivity of the audience must be
examined within the set of social relations which produce
meanings and frameworks in which we reference and order the

world both sexually and non-sexually.

Richard Dyer raise the important point overlooked in much of
the ’'reactive’ literature regarding pornography. He asserts
that the structuring of the porno text with specific reference
to gay films and wvideos "would not be consistently returned
to, did it not sell and it would not sell if it did not turn
people on" (55:1994). Therefore, gay desire must then be seen

as "lived and sensuously experienced in a multitude of ever
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interpretation of dominant ideology within media forms, it in
turn enables the researcher to actively interpret the cultural
scripts that often remain solely theoretical, and never
concretized. In examining the images of gay pornography this
technique proves well suited for the task, of allowing a
critical review of a cultural product which many gay men share
as an experience of sexual affirmation and identity
maintenance. Structural analysis focuses on the "relation
between the cultural object and the social world of which it
is a part in and of itself, not a mirror image" (Jackson,

244:1981) .

The purpose of employing such a methodology is to examine
the relationship between "corresponding structures", in this
case the visual images of gay pornography (and associated
dialogue) to a set of themes that are representative of
characteristics of sexual conflation and dominant sociosexual
ideology (Jackson, 235:1981). The chief use of such a
methodology is to examine "the structure[s] of a text for the
degree to which it embodies the structure of thought (or
‘world vision’) of the social class or group to which it
kelongs" (Eagleton, 32:1976). 1In applying the tenets of a
cultural studies approach to the media and the negotiated
reading of dominant ideology within the text, structural

analysis facilitates the interpretation of themes to be
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Chapter Six
Findings from the Visual:

The following chapter presents the findings (storyboard)
from the visual images/texts examined. A discussion of each
scene with the units of analysis examined separately follows
in chapter seven. Lastly a general discussion of the
findings, examining the extent to which dominant sociosexual
dynamics that insist on the privileging of masculinity and sex

role specific behaviour in the films is presented.

First Film: "Idol Thoughts"

Ryon Idel in the £ilm "Idol Thoughts" (1993, Catalina Video)
is the central character of the £ilm. Entering his
apartment/house he changes from his street clothes into a
bathrobe and proceeds to listen to his telephone messages
while sitting on his sofa opening his mail. He reviews the
messages which consists of a number of calls ranging from
plans for a movie date to confirmation his car is ready at the
garage. Ryon Idol has also been left a message confirming the
content of one of the packages in his mail, with pictures
inside of a new and 'hot guy' he may want to take a look at
and use in his next film. The next message on the tape is
left from a man named Luke who states he has forgotten his
watchh at Ryon Idol’s home as he was in a rush to leave in the

morning. Holding the watch retrieved from the coffee table in
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close up shots of Luke masturbating himself while he is
performing the sex act as Ryon Idol has requested, the camera
quickly returning to Ryon Idol. Extreme close ups continue to
centre on the specific area of intent, namely Ryon Idol'’s anus
and scrotum which Luke is alternately licking (his anus) and
sucking (his scrotum). Shots ot Ryon Idol’'s face reveal his

eyes closed, with him repeating the words: "Oh yeah."

The preceding scene then fades and is replaced with Luke on
his hands and kiees on the floor, still partially clothed and
with cap still on he is being anally penetrated by Ryon Idol
who is on his knees. Ryon Idol says to Luke: "Is that a big
cock." Luke’s response: "Oh yeah I can feel it in my ass."
At this point Luke has a very noticeable expression of
‘discomfort’ on his face. The camera angle is again from the
top down, framing Ryon Idol over the prone Luke below. (As of
yet no condom has been visible even in light of the intrusive
camera shots and close ups of Ryon Idol’s penis sliding in and
out of Luke's anus.) At this point the dialogue increases
with Luke commenting: "Oh yeah, that feels good." Ryon Idol:

"You feel that." Luke: "Oh yeah, I feel that big cock."

In the process of anally penetrating Luke, Ryon Idol has an
expression or look of ‘concentration’ on his face as the
intensity and rapidness of his penis thrusting into the anus

of Luke heightens. On two occasions Ryon Idol slaps Luke's

92













reveals Jeff Stryker in a ‘push up’ position sliding his penis
in and out of the man’s mouth. "You like me fucking you in
the mouth don’t you" comments Stryker. The camera cuts
between the side angle, shots of the other man masturbating
(but only briefly) and overhead shots of Jeff Stryker’s entire
body, his back facing the viewer. Jeff Stryker: "You like
that big cock in your mouth.® Turning around and facing
inwards in relation to the inmate’s body, Jeff Stryker squats
above the man. Lowering his buttock down onto the man’s face
Jeff Stryker commands the man to: "Lick that asshole.... stick
that tongue in that ass." Jeff Stryker squatting ~bove the
other man is filmed from the front as he masturbates, the
other man also masturbating himself while still licking

Stryker’'s anus.

The camera is placed to give the illusion that the viewer is
looking at Stryker through the other man’s eyes, with the main
character still masturbating above. Incercut close ups of
Jeff Stryker’s face, reveal an expression of '‘concentration’
accompanied by his moaning. The inmate ejaculates, then
quickly the camera reveals Stryker again from the other man’s
vantage point. Jeff Stryker still squatting over the inmates
face ejaculates, the camera showing the expression on his face
and capturing his semen spilling onto the man’s chest. Jeff
Stryker then tells the man: "Get up and get against that can."

(The garbage can) "Come on, get against that can."
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penis, putting it in his mouth twice more, then rubbing it
(the man’s penis) in his face, smearing the semen around his
mouth and chin. The camera focuses in on a close up of
Stefano’s face as he continues to masturbate the man’s penis

with his hand while he licks his abdomen.

The camera panning upwards from Stefano’'s face focuses on
the other man, who standing above Stefano, is looking down at
him, closing his eyes as he tilts his head back into the light
from above. The camera then cuts back to Joey Stefano who,
leaning back but still squatting, is breathing heavily and
moaning. The camera focuses on a closeup of Stefano’s torso,
waist, and upper thighs in the frame as he masturbates
himself, ejaculating with semen landing on his legs and chest.
After Joey Stefano finishes ejaculating, looking completely

exhausted, the scene fades to black.

Fourth Film: "Body Search"
The fourth film, "Body Search" (1992, His Video) is directed

by Chi Chi LaRue, a gay director of gay male pornography. The
films begins with the year 1967 in white against a black
background, fading out and reemerging with a lava lamp in the
centre of the screen with 1960’'s music playing on the
soundtrack. The camera pulling away from the lava lamp pans
to walls decorated with flower cut outs in orange and red, the

window in the background covered with tie dyed material. The
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The shot now flashes to the other man, kneeling on the bed
with Mr. X, legs raised into his chest and lying on his back
exposing his buttocks as the other man slides his penis in and
out of his anus. Mr. X: "Oh yeah, fuck me." The scene cuts
to the other man’s face who now has a look of ’intensity’ and
then pans down his chest to a close up of his penis thrusting
into Mr. X’s anus. The camera continues along in a £1luid
motion travelling in a close up along Mr. X’s body and up to
his face capturing his expression and his moaning. Mr. X: "Oh
yeah, fuck me. That's it." The two men in the frame are
captured in their entirety, with the other man penetrating Mr.
X rapidly. Within the same frame, Mr. X rolls over onto his
hands and knees on the bed as the other man kneeling behind
reinserts his penis into his anus. The other man’s hands
resting on the buttocks of Mr. X continues to penetrate him.
The camera now positioned below and from behind the other man

frames a close up of his penis penetrating Mr. X’'s anus.

From in front of Mr. X the camera pans up revealing his face
and the upper body and face of the other man who from behind
is still thrusting his penis into Mr. X. Both men can be
heard groaning and moaning, with their grunts and moans
becoming louder. The camera pans upwards, leaving the bodies
of the two men focusing on a flower cut out on the wall, the
scene fades out in a blur. The two mens breathing and groans

can be heard in the background. The scene reemerges with the
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elbow facing the other man who is still lying on the bed on
his back. Mr. X: "Your making more of this than it is."

Pointing his finger at Mr. X the other man says: "And don‘t

you make less of it than it is." Mr. X: "Come on you’ll get
over it." Getting up from the bed Mr. X exits the scene.
Other man: "No I won‘t. Don‘t you walk out on me." Sitting

up in the bed and pointing his finger towards the direction in
which Mr. X has exited the frame the other man continues to
speak. Other man: "Simon, if you walk out on me I’'ll make you
pay." The scene ends and is replaced with a view of a city
skyline at night, the date 1992 emerging in white in the

frame.
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star, takes on a secondary role that is static and determined

in cont-ast to his relationship to Ryon Idol.

Similarly in the scene from "Powertool" staring Jeff
Stryker, he toc maintains the role of the active partner who
is serviced sexually by the other actor. Jeff Stryker is
always positioned above the other actor and performs the role
of the actirz partner. Like Ryon Idol, Jeff Stryker does not
reciprocate in the sexual acts. He is the dominant, active
partner in relation to the other actor who is his subordinate.
In the one instance where he is prone, lying on his back on
the floor - offsetting his superior role of power - any
identification with him assuming a receptive, subordinate
position 1is compensated through his total control of the
situation as evidenced by his partner’s compliance with his

directions/commands.

The third film staring Joey Stefano, "Best of Joey Stefano"
also polarizes between the sexual roles and the positions che
actors maintain as being mutually exclusive. Joey Stefano
performs the subordinate role in contrast to the other man.
Stefano is constantly viewed by the audience behind the other
actor as he rubs and kisses the man’s body, massaging his neck
and arms. In performing fellatio on the other actor, dJoey
Stefano is always positioned below the other man. The sexual

roles between those performing the sex acts and being
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and associated dialogue. Ryon Idol is returned to time after
time by the camera, framing him and reinforcing for the
audience his central role in the f£ilm. In comparison, the
other actor’s role in the scene is minimal. The viewing
audience must employ elements of dominant sociosexual ideology
in order to acquire mexning from the text. The text in turn
reinforces dominant sociosexual ideology by identifying the
dominant actor, Ryon Idol, within the confines of the more
masculine role. The other actor is by default his subordinate
- thus acquiring the feminized status of the true homosexual

in contrast to his masculine counterpart.

The second £ilm "Powertool" staring Jeff Stryker is
structured around the same themes as the first film. The
viewer is engaged by the star and his role as top man, the
receptive partner is but a sexual tool for him to get off and
therefore is not focused upon with the same degree of
intensity nor frequency of presentation in the visual image.
The narrative of the scene is centred upon the power and
dominant status of Jeff Stryker in relation to the other actor
who is his subordinate. The audience partakes in the
construction of this relationship which is built upon power
dynamics that differentiate between those with physical power
and those without: the former being the more masculine and
thus rewarded sexually. Jeff Stryker performs in such a role

and thus is engaged by the audience in relation to the text
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of the audience to identify around the differences between the

two men.

The social and personal experience of viewing gay
pornography and the interaction between subject and text is
reinforced through identification with reading the dominant
sexual dynamics in the visual images. What this says about
the sex gay men are viewing and perhaps partaking in is less
about gay sex and more precisely about the kind of sex and
sexual Dbehaviour that has been forged and structured
culturally. In harnessing the power of masculinity and
maleness which is held in check within the realm of
heterosexuality and patriarchal relations, gay desire 1is
constructed in the visual within distinct structures of
culturally learned and appropriate behaviours and roles. 1In
harnessing the fantasy (reality?) of gay pornography, gay men
may also be appropriating and thus expropriating very much the
same ideals of dominant gender relations within society that
include the manner sexuality and sex is understood and played
out. The question that remains unanswered, but is in need of
further examination, involves whether such sexual dynamics
(those entertaining a dominance verses subordinate
construction of sexuality) are in fact played out within
sexual relationships involving real gay men, not actors on a

set.

135












choosing Jeff Stryker and Ryon Idol - from all the rest, to

represent the personification of gay sexuality.

Further research on the consumption of pornography and
identification with the images involved by gay men (from the
viewers perspective) may uncover the adopting of dominant
sexual dynamics within the gay community and the effect of
such images on personal identity and the negotiation of sexual

roles within gay men’s intimate relationships.
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hinged on themes of power and control with the glorification

of manliness and masculinity as prime cultural ingredients.

The cultural response to human sexuality is one which has
limited the manifestation of alternate ways of being and
doing, and within this context male homosexuality has both
flourished and at the same time been stranded. Making sense
of one’s sexual orientation and desire is framed within social
scripts that limit our capacity to break through such cultural
boundaries. While there is clearly social movement within the
realm of sexuality it is solely within the boundaries of
present/past social structures and ideology. This 1is
fundamental aspect of culture, our history provides the basis

for all present social relations (Evans:1993).

In exploring gay sex and sexuality it is both important and
necessary to comprehend the cultural 1limitations and
definitions placed on human sexuality historically in oxder to
entertain possible measures of resistance towards them. Men
having sex with other men is by no means a form of resistance
and/or subversion of compulsory heterosexuality if both are
engaged in posturing for dominance in the encounter. Nor is
eroticizing the potential of the anus and anal penetration as
pleasurable if in turn the gay community is left wrangling
with trying to compensate, with an overt show of masculinity

hiding the fact that the individual may harbour such desires.
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