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When gay men adopt the costumes of traditional masculinity~ a gay aesthetic is

added making the individual distinguishable from bis heterosexual counterpart. .foWhat

adaptations then take place? First ofall, the clothes are wom differently in the gay sub­

culture from the way they are wom by 'real men.' They are much tighter fitting,

especiaUy tailored to he as erotic and sensual as possible. Parts of the body will he

purposely left exposed in an attempt to attract others. Some type ofjewellery is likely

to he wom, including chains on the nec~ ear-rings and finger-rings or combinations of

these, all of which are unlikely to he found on heterosexual workers or athletesn

(Blachford 1987, 101). Consequendy, no one would confuse a gay leatherman with a

heterosexual biker.

In addition to providing images of gay masculinities, Falcon videos indicate to

the viewer that the performers are gay in other ways. In the earlier peri~ Many of the

performers were situated in San Francisco. It is through the association with the city

that the characters are inferred to he gay. For example, the first Falcon video, "The

Other Side of Aspen," takes place in a ski lodge. However, the ski instructor, who

remembers the incident through a series of flashbacks, lives in San Francisco. The film

begins with the ski instruetor jogging io bis San Francisco neighbourhood while the

voice-over articulates his reminiscences.

The first two segments of FVP 5 also take place in San Francisco. In the first

scene, two men are sitting on a bench, talking and looking out at Alcatraz. A third man

joins them and they then go offto a residence and have seXe The second segment ofthis

video shows a businessman who drives ioto San Francisco to the TransAmerica Tower,
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where he presumably works. Later he picks up a young man on Polk stree~ known for

its gay pom theatres and sex shops.

San Francisco is the setting of a segment in FVP 22. A man drives down the

Pacific Coast Highway~ stops oear Golden Gate Park and picks up another man there.

The city was used as the backdrop for many other films and special locations were

highlighted. For example, in FVP 58, Ringold Street was the site of a pick-up. The

street sign was focused upon at the beginoing ofthe seene.

Falcon Studios was located in San Franciseo and presumably Many of the

performers üved in the city as weil. Thus it is oot surprising that San Francisco was

used as the setting for Many films. However, there are other less pragmatic reasons for

this backdrop. Intemationally renowned, San Francisco is seen as a gay city. In gay

and straight minds alike, the city bas a sexuality. If one were to draw a picture of

society based solely on the popular media, San Francisco would probably he the only

place in the 1970s where gay men existed. It was the place where gay sex happened.

Everrwhere else was, for ail intents and purposes, straight by default. Thus, San

Francisco was, and still is, a potent symbol ofgay sexuality.

Major cities across North America are the final resting spots in the life

pilgrimages ofmany gay men and lesbians. But unlike other cilies, San Francisco was

considered by Many gay men as perbaps a gay Shangri-La (Monay 1992). Not

surprisingiy, the migration from Smalltown USA to San Francisco portrayed in FVP 64

bas a happy ending. The (closeted?) hero, who üves "somewhere in Oregoo~"picks up

a young hitchhiker and invites him home. The next moming, they have sex (again) and

it is 50 good that the hitchhiker is offered to stay while the hem goes to work. Shortly
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after being alone in the apartment, the bitchhiker takes sorne money~ jewelry~ etc. and

leaves. Later~ the hero gets fired from bis job because he was late for work. Angry~ he

returns home to find bis dreamboy gone~ as weIl as bis money and possessions. There

is only one way to escape the mess. The v~ice-oversays~ "1 needed a change~ and a

new beginning. l'm going to San Francisco." In the city he gets a job - the boss is

gay! He finds a place to stay-the roommate is gay! And ail is well with the world.

The image of San Francisco changed radically once the AIDS pandemic bit.

The positive association between the city and sexual liberation was replaced by an

association with disease and death. In the carly 1980s~ in the public's min~ AIDS was

largely linked with San Francisco and New York City, the places in North America

where gay men were first diagnosed in significant numbers with what wouId later be

labeled AIDS. Perbaps to avoid the spectre of AIDS, southem Califomia in general

replaced the backdrop ofSan Francisco in later films.

Pools, whirlpools and hot tubs were popular locations in the later period. Films

with scenes around water include FVP 9 (''Pool Party"), FVP 40 ("Splash Shots')~ FVP

57, FVP 64 and FVP 66 ("Plunge"). Pools and hot tubs are a part of the southem

Califomian culture. The poolside scenes represent a lifestyle of~ leisure and sex.

Just as Baywatch provides an image ofCalifomia to people worldwide~ Falcon bas done

the same for gay men.

Yet in contrast to this gay fantasy world, earlier Falcon videos sometimes

reflected the very real relegation of homosexuality to the margins of society.

Anonymous washroom sex was depicted in three films (Humphreys 1975). In FVP 5,

Gordon, a businessman who works at the TransAmerica Tower~ bas sex in a washroom,
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presumably in the office tower. Gordon and another businessmen, sil side by side in the

toilet sta11s, then tap their toes as a signal to one another. Once the message is received

and sent bac~ sex ensues. In a later~ perhaps reflecting increased ~~liberation,"

homosexuality moves out of the corpomte washroom. In FVP 64, a boss and bis

(male) secretary are coupl~ and they have sex in the office, not in the washroom.

Sex occurs in washrooms in two other films, FVP 22 and 41. In the latter film,

it is an airplane washroom. The lore about sex in airplane wasbrooms is not confined to

gay men. HeterosexuaIs are a part of the legends surrounding "The Mile High Club."

In part, airplane-sex lare is an outcome of the sexualization of air travel. lbrough

advertising and promotion, dress and behaviour codes, stewardesses are transfonned

into geishas. The unspoken flip-side to this transformation is the seXllalization of

stewards. Stewards are usually assumed to he gay, whether they are or not. Thus,

regardless of sexual orientation, the airplane is often viewed as a landscape of sexual

opportunity by men, gay and straight

Where sex hapPeDS in porn is of note. In bis analysis of straight porn

magazines, Pratt observed that sex in porn is no longer represented as a ~'tantaljzing,

alluring glimpse into another more luxuriant and privileged way of life but instead is

represented as being ail around: in the office and in the libnuy, in the open, in the

privacy ofone's home and 50 on" (Pratt 1986, 75). Straight and gay porn videos depict

a normalized sexual availability readily at band in such banal locations such as the

laundromat In gay parn, it is homosexuality itseIt: not just where it happens, that is

normalized. No one seems ta get harassed, arrested or beaten up in gay porn. Gay men

and homosexuaIity are everywhere. Thus, whereas straight porn sexualizes everyday
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spaces~ gay porn homoseXllalizes them. In doing 50, Falcon videos create a landscape

where homosexuality, and possibly gayness, is the order ofthe day.

No women appeared in any of the Falcon videos selected. The Falcon fantasy

world is not surprisingly exclusively male. But whereas earlier ali-male films (set in

ali-male locations, such as prisons) depicted women as desirable but unavailable

partners, Falcon videos do not generally consider women at aU.

In sorne Falcon videos, this sense of a gay landscape was created through the

device of voyeurism. Watching men masturbate or have sex together was a common

theme. For example, in FVP 61, the second scene is shot in classic Peeping fashion­

through a keyhole. The image was framed in black matting in the shape of an old­

fashioned keyhole.

Voyeurism eliminates the need for an initiation of a sexual encounter. For

example, if one man is masturbating, then sex bas already begun. Sex, which is aU

aroun~ just seems to lead to more sex. For example, in FVP 13, one farmhand spies on

another, first while the second sleeps and then while he masturbates. Later they bave

sex, which is initiated by the voyeur. In FVP 53, a forest ranger spies with bis

binoculars on a trespassing hiker who is masturbating. The ranger approaches and they

have sex.

The homosexual availability displayed in gay porn normalizes an environment

where disclosure ofone's gay identity is oot ooly acceptable but in most cases results in

a sexual eocounter. For example, in FVP 62, the sexuality oftwo fratemity members is

revealed during a room inspection that uncovers a hidden gay porn magazine. The

roommates admit their desire to the inspecting fratemity member and naturally sex

47



•

•

ensues. In the pom worl~ the revelation of one~s (homosexual) desire leads to sex.

Here~ one (straight?) guy bas sex with two other guys just because he discovered that

they are attracted to men. This however~ is in notable contrast to the reality of many

gay men~s experiences when their sexual orientation is reveal~ especially to

heterosexual men. Their reactions may include social isolatio~ even violence, but not a

The Falcon formula presents a pornographie gay worid that is inhabited

exclusively by masculine tops and bottoms who meel one another readily and bave

(aggressive) sex without recrimination. This formula bas come into being because it

presumably speaks to some fantasy that gay viewers hold in general. In conclusion~ the

fantasy that the Falcon formula touches upon is discussed in the final chapter.
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Chapter 6

CONCLUSION

Although censorship was not a concem of this thesis, debates about

pomography are often motivated by pro- and anti-censorship Ïnterests. The arguments

put forth by gay men who have opPOsed censorship campaigns have usefully drawn

attention to the unique social context of gay pornography. lbrough its links with the

emergence ofgay identities and gay activism, gay pomography bas a social significance

that straight pomography does noL It bas been argued that the positive images of

homosexuality in POrn could help to cOWlter the homophobia that gay men have

intemalized from their own culture al large.

Regardless of its unique social context, gay porn is sometimes theoretically

considered as the homosexual equivalent of straight porn. For example, some feminist

analyses draw similar connections between the representation of gender relations in

straight porn and the representation of masculinity in gay pomography. But because

gay men both identify with and desire masculinity, analyzing masculinity within gay

pom requires more careful attention to how representations link it with sexual practices.

From the study of 23 "classic" gay pornographie videos, this thesis identifies

and comments on these representations of sex practices, masculinity and sexual

orientation. In partîcular, gay porn attempts to provide viewers with representations of

gay men, not just homosexuality. Straight porn videos on the other band, do not need to

represent sexual identity since the heterosexual identity of the characters is assumed by
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default. When homosexual sex is presente~ the same assumption can not always he

made. For example, the fundamental premise of "ali-male" films - the predecessor to

gay porn - was that the characters were indeed straight, but that they engaged in

homosexuaJ sex because ofa lack ofavailable female partners.

Starting in the 1970s, gay pom producers made a conscious effort to somehow

represent the sexual identity ofthe performers and to mark their films as gay. In Falcon

videos, this was achieved at first by setting Many of the scenes in San Francisco. Over

time the backdrop ofthe city was replaced with an image ofsouthem Califomia

Because of the masculine imperative in gay culture, the characters that did

appear in the fantasy world ofFalcon videos were not the usual stereotypes of feminine

gay men. Instead, Falcon videos present masculine men: jacks, leathennen, men in the

military, etc. Their masculinity is not only invested in the characters they inhabit but

aIso in their costumes or uniforms. But because the performers are naked for a large

part of the videos, they must somehow continue to appear masculine without the

assistance of their costumes. Falcon perfonners use their bodies as a costume and

display weil muscled bodies and big cocks - their physical manifestations of

masculinity.

Regardless, the broader culture makes no distinction between gay men, labeling

ail as feminine. However, gay culture outwardly asserts the masculinity of aIl its

members. In this regard, gay culture does not challenge the gendered order of our

society but instead attempts to seize hegemonic masculinity that bas historically been a

male heterosexual privilege (Connell 1992). SimiIarly, gay culture intemally

apportions degrees or types ofmasculinity tbrough straight sex practices - by whether
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one ~·doesn or ~·is done unto." Therefore it is not surprising that anal intercourse is

central ta the Falcon formula.

The process of masclllinization inherent in getting fucked (from a gay

perspective) is not ooly an interpretation of sex practices that counters stigmatizing

stereotypes but may also he symbolic of a process whereby the bottom is accepted ioto

an exclusively male community. This is evident by the therne of initiation in several of

the seIected videos.

Being one of the boys is a missed experience for sorne gay men. In their

childhood and youth, many have felt that they were ~'different." Among those different

boys, who have grown up and are DOW gay men, membership in male groups MaY take

on a beightened importance. A1though a position in the gay community may fulfil this

need, gay men must live in the broader community where their outsider status is

reconfirmed. Thus, a desire for a sense of belonging is probably strong in many gay

men.

In Falcon videos, the endurance of sexual violence is sometimes depicted as a

rite ofpassage ioto an exclusively male group. Getting fucked is depicted as the way to

become a group member. Thus, the Falcon formula May have evolved in response to

fantasies among gay men of (sexual) initiation iota, and acceptance by a male

community. For example, in FVP 33 ("Spokes"), recmits are initiated into a cycling

club. The new members are willing participants in their initiation, theyare not raPed.

One cyclist opens the film by stating to the recruits, "You've agreed to this initiation.

Now 1 want you ta understand that the rules are anyone of us cao do anything we want

to you, anyway we want. By tradition, whichever one ofus gets our cock bard first will
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have a crack at your asse Now gel your clothes off" The film was popular enough to

spawn a sequel~ "Spokes II: the Graduation" (FVP 58). In this video~ rnembers of a

cycling club are initiated into a biker club with rough sex and by getting fucked.

Although the therne of FVP 62 (plegdemasters: the Rites of Manhood) was

generally revenge and punishment, the fratemity bouse setting creates a feeling ofgroup

membership with a strong, loving association. In the sexldiscipline aura of the

fratemity bouse romance blossoms. Naturally, a tire is bwning in a fireplace in the

bedroom where the final seene - a love scene - takes place.

In the final seene, Pledge Collins is being punished for some frathouse

infraction by the fraternity President, Steve Hammond. After tbey have sex, Steve tells

Collins that he cao stay the night but at the foot ofthe bed. Collins sleeps on the floor.

Steve sleeps in the bed. In the middle of the night, Steve gently carries Collins into bed

with him. Collins doesn't appear to waken. In bed, Collins's eyes open and he smiles

at us, indicating bis pleasure in being accepted by Steve. Collins is no longer a pledge.

He bas been accepted as a fratemity member: he is one ofthe boys.

By showing masculine tops aggressively fucking masculine bottorDS as a part of

an initiation in a fantasy male community, the Falcon fonnula bas devel0Ped so as to

simultaneously counter the stereotype of the feminine faggot, subvert the linkage

between fernininity and getting fucked, and address the alienation ofgay men.
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