CALIFORNIA STATE UNIVERSITY SAN MARCOS
THESIS SIGNATURE PAGE
THESIS SUBMITTED IN PARTIAL FULLFILLMENT
OF THE REQUIREMENTS FOR THE DEGREE
MASTER OF ARTS
IN
SOCIOLOGICAL PRACTICE
THESIS TITLE: Challenges and Discoveries when Interpreting Adult
Contemporary Cinematography

AUTHOR:

Leyenda Ann Jacobson

DATE OF SUCCESSFUL DEFENSE:

April21, 2010

THE THESIS HAS BEEN ACCEPTED BY THE THESIS COMMITTEE IN
PARTIAL FULLFILLMENT OF THE REQUIREMENTS FOR THE DEGREE OF
MASTER OF ARTS IN SOCIOLOGICAL PRACTICE.

Dr. Donald C. Barrett, PhD
THESIS COMMITTEE CHAIR

Dr. Richelle Swan, PhD
TIIESlSCOMMllTEEMEMBER

~vt/-1c~ ~vv~
SIGNATURE

~~~ ~ '-r

ATURE

5Jlf/l p
DATE

-5.;Jf fto
~

-Bat: -:=es,"PhD= -=-==-=~--/ftl
SI/UGA~
TU ?piA 0DA(Ti~E.Ito
~

=Dr=.
Kri=-=-=·
st:-:-:in
THESIS COMMITTEE MEMBER

Challenges and Discoveries when Interpreting Adult
Contemporary Cinematography

Submitted by,
Leyenda Jacobson
Department of Sociology MASP Program
California State University, San Marcos
Spring 2010

Research Guidance Committee
Donald C. Barrett PhD.
Richelie Swan PhD.
Kristin Bates PhD.

2

Table of Contents
Abstract ............... ... .. .. ..... ..... . .................... ......... .... .. ....... .... .... .... .....4
Introduction ............. .. .. . ...... ... .. .. ... .. ................... ............ ..... .... ....... ..6
Statement of the Problem ........... ......... ........ ....... .... .......... .. .... .... ....... .10
Literature Review ........ ...... .. .... . ............ .. ....... ..... ...... .. .. ..... ... ... ......... 11
Historical Background ................... .... ......... ... . .............. .... ...... 13
Radical Feminism ........... . ......... .... ... ............ .. .... .. ..... .... .. .... 13
Liberal Feminism ..... .. .......... .... ......... ..... ........... ... ..... . ........ 20
Post-Modem Feminism .. ........ .......... . .......... ......... .. .... ......... 24
Summary ................... .... .... ... ...... .... ... .... .. ... ........... ....... ... 31
Themes ........... ... ....... ......... .. ....... ... .................... .... ............ 31
Woman-constructed ................... .... ... . .. ..... .. .... ...... .. ..... ... .32
Egalitarian .................. ... ........ .. ... ... .. .... .. ............ .... ..... ... 34
Authentic ................ ...... ...... ........... .... .. .... ... ..... ... ...........39
Political. ......... ... ..... .. ........... .............. .... ....................... 40
Summary ....................................................... ... ... .. ...... ..42
Theory ................ .. ............... . .. .. ..... ..... .. .............................. .. ......... 43
Methods ............. ... .................. .. .. ................... .. ...... ..... ............ ... .... 51
Plot Scene Methods ........................................ ...... ... .... . ... .....58
Sex Scene Methods ...................... ......................................... 61
Results .............. .... ..... ..... ........ .. ...... . .......... .. .................... .... ......... 67
Qualitative ............................................ .... ..... ....................... 69
Egalitarian ................ ............... .. ... ................................. 75
Authentic .................. ............ ... .. .... ... ... ... .. ......... . .. ... ... ... 81
Political. ................... . ...... ... .................................... .. ..... 84

3

Quantitative ................................ ..... ... ...................... .............90
Sex Scene Data ....................... ................... .... ........ ...........92
Egalitarian .. ... .................... .. ................................... ... 92
Authentic .......... .... ..... ....... ............. .................. .......... 96
Political. .............................................................. ...... 97
Plot Scene Data ................. .. ....... ........... ..... .... ... .... .... .. ......99
Egalitarian ........ ........ .... ................. ................. ... ...... ..99
Authentic ............................ .......... ... ............ ............. 103
Political. .................................................................. 104
Discussion .......................... ............. ..... .................................. ..... .106
Implications ........ .... ....... .. .................. ........ ........... ........................ 111
References ................................... ..... ............ ...... .................. ... ..... 115
Appendix A ................ ... ... ...................... .... .. .. ......... ...................... 121
Appendix B...... ..... .... ....... .. .......... .. .... ... .... ..... .... ............... ............ 124

4

Abstract
This pilot study explores three feminist perspectives on pornography and the
various themes described by social science researchers that differentiate womencentered pornography from pornography produced for heterosexual men. Four
themes are developed as possible indicators of woman-centered pornography. These
themes are "woman-constructed", "egalitarian", "authentic", and "political".
Content analysis is performed on both plot and sex scenes offour adult films, two that
are directed by women and two that are directed by men, in order to determine if the
presence of these themes exist in pornographic film. A discussion of tentative
statistical implications is provided alongside an in-depth discussion of the coding
process and the multi-layered meanings and interpretations possible for a number of
scenes in the sample. Implications are that these themes are present in adult film but
a larger sample size is necessary in order to determine if the themes differentiate
women-centered film from film produced for heterosexual men. Suggestions for
future research include, performing the study with a larger sample size, further
qualitative analysis of how these themes are depicted (regardless of the gender of the
director), and possible cross-sectional research that attempts to examine the changing
trends of theme depiction over time.
Keywords: Feminism, human sexuality, pornography, performativity, sexual

agency.
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Introduction
Technological advances including the internet, home PCs, DVD
players, and digital cable, provide the general public with easy access to low
cost pornography. Men, women, people of color, and even fundamentalist
married heterosexual couples are consumers of pornography; a product that
in generally assumed to be used only by people on the margins of society
(Singer 1993). Pornography's widespread use is confirmed by the 68 million
search-engine requests (a full one-quarter of all search-engine requests) for
pornography each day (Cooper, Delmonico & Burg 2000). According to the
website Ropelato's Internet Statistics, approximately 40 million adults in the
U.S. regularly visit internet pornography sites (Ropelato 2009).
Women make up a portion of these pornography consumers and
women working in the pornography industry are also fairly common.
MSNBC on-line asserts that women hold many executive level positions
within big-name pornography production companies including Wicked,
Digital Playground, and Playboy (Alexander 2008). Women working in the
pornography industry assist in determining what types of sexual images will
be portrayed even for films that are aimed at the traditional white heterosexual male audience. Wicked Pictures, a large mainstream production
company releases approximately one movie per week. Joy King, Vice
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President of Special Projects at the company views each one before it is
released to the consumer market. She told MSNBC, "If I'm offended by it, I
am certainly going to say something and try to have it taken out of the
movie." As a power-player in the company, King is able to exert control over
the images contained in the films her company produces.
Women at the production level have the agency and power to control
pornographic images. Women retailers of pornography can also exert a level
of control over what is made available to the general public. Research by
Palys (1986) indicates that women who own adult media retail outlets assert
agency when determining which types of adult films they will sell. Palys
suggests that retailers help to determine how the market for pornography is
shaped in that production companies that wish to be profitable will produce
movies that sell. To some extent, retailers that order films discriminatively
pressure producers to create films that conform to the standards set by
retailers.
Women participate in the production and distribution of pornographic
media. But women also have a presence in the consumer-side of the
pornography industry. Recent research suggests that especially among
young populations (18-25) more women (Boies 2002) and heterosexual
couples together, (Palys 1986) are consuming pornography. In one study,
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results revealed that approximately two thirds (67%) of men and one half
(49%) of women between the ages of 18 and 25 agree that viewing
pornography is acceptable and 87 percent of young men and 31 percent of
young women reported having used pornography (Carroll et al. 2008).
In pop-cultural terms, pornography is becoming a more socially

accepted arena for women. Oprah, the woman whose empire is built around
mainstream American womanhood, has hosted shows on both pornography
and striptease dancing. The power that consumers have over pornographic
images is two- fold. In one way, consumers are like retailers in that they have
agency to choose which types of pornography they will purchase and which
types they will not. Again, like in the retailer situation, some degree of control
is asserted due to free market enterprise: production companies must be
creating a product that sells in order to be a profitable business. The second
way that viewers of pornography maintain control over the pornographic
images they view is more abstract than the "purchasing-power concept".
Women viewers of pornography can alter their interpretation of the images
they are witnessing as they are witnessing them. Like all media images,
pornography is open to interpretation by the viewer of the image.
Pornography, although readily available to the masses, and used by
many different types of people, is not necessarily a widely accepted media in
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our society. Historically, its use has been blamed for a range of social ills and
physical ailments (Hodges 2005). Attention has also focused on the possibility
that pornography transmits racist, sexist, and sexually aggressive messages
along with the sexual content (Cowan & Dunn 1994). Some feminist and
LGBTQ groups (and others) resist the traditional and fundamentalist notion
that pornography use is somehow "innately bad", however. These groups
represent a pro-sex and pro-pornography stance (Chapkis 1997, Collins 1999,
Nash 2008) and have moved pornography research away from its link to
sexual deviance or criminality and toward understanding its everyday uses.
The social utility of pornography is being defined by these pro-sex
populations as an aid to sexual expression and as a tool for gaining sexeducation and empowerment (Carroll, Padilla-Walker, Nelson, McNamaraBarry & Madsen 2008).
Over all, social trends, technological advances, capitalism, and political
movements have all helped to shape pornography, its use, distribution, and
content. Women producers, retailers, and consumers of pornography may
have helped to shape pornographic content, too. This research utilizes three
varying feminist perspectives (radical, liberal, and post-modem) and
scholarly writings on pornography to identify how pornography has been
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affected by women and to discover the themes that represent womencenteredness in pornographic film.

Statement of the Problem
Feminist theory pushes gender to the forefront of scholarly discourse
surrounding pornography. The social relationships and gender dynamics
depicted in pornography have been widely documented and continue to be
analyzed by contemporary social researchers. Previous research and feminist
writings on pornography span decades and supports a wide array of political
beliefs about pornography and its use. Some recent pro-pornography
research suggests that women-centered pornography exists and that it differs
from pornography created for heterosexual men in the ways gender roles are
portrayed. Other feminist research does not discuss the concept of 'womencentered' pornography, but instead attempts to describe what is not womencentered about traditional pornography.
Utilizing research representing feminist perspectives with a range of
views on pornography indicates that certain themes (woman constructed,
egalitarian, authentic, and political) differentiate women-centered
pornography from pornography made for heterosexual men. But whether
these themes actually exist in pornography and whether or not they are
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themes that can be used to differentiate women-centered film from films
made for men has not been examined.
This manuscript examines various feminist perspectives on
pornography, the development of the "women-centered" pornography
concept, and a development of the themes as they were drawn from the
literature under review. Later, these themes will be used for coding purposes
in a small-scale content analysis of two pornographic films directed by men
and two pornographic films directed by women in order to determine if
coding for the themes is possible, and to what extent they are utilized in the
films. More importantly, a detailed discussion of the coding procedure will
be included in order to identify how the themes are represented and the
complexity of interpretation.

Literature Review
The following literature review is divided into two main parts. First,
the historical background of three feminist perspectives on pornography is
provided as a means for understanding the various stances taken on
pornography within the feminist community and the development of
woman-centered pornography. Radical, liberal, and post-modem feminism
are described as three distinct groups for the purpose of this research, but in
practice, there is much overlap and diversity both between and among the
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three groups. It is also important to indicate that these three feminist
perspectives are not the only feminist theoretical approaches to thinking
about pornography, but they are the three perspectives that are the most
pertinent to this study. Also, like in many real-life topics, feminist groups are
not the only type of political group to examine pornography's impact on
society, but this study is guided by feminism in that it pushes gender and
women's issues to the forefront of the study, making feminist theory the most
applicable to this manuscript. Radical, liberal, and postmodern feminism and
their views of pornography have been included in the historical background
portion of the literature review. Post-modem feminist writings will also be
utilized as the theoretical underpinnings of this research.
The second portion of the literature review provides a detailed
discussion of woman-centered pornography as developed in the feminist
literature under review. Elaborating from the various feminist writings on
pornography used, four themes are developed that are described as
differentiating women-centered pornography from pornography produced
by and for heterosexual men. These themes, "woman-constructed",
"egalitarian", "authentic", and "political", will be used for coding scheme
development in the methods section of this research.
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Historical Background
The three major feminist perspectives when dividing feminism based
on political stance toward pornography according to the literature used in
this review are: radical, liberal, and post-modem. Radical feminism was the
first group to develop a unified and recognized stance on pornography.
While radical feminism's anti-pornography stance was the first to gain public
recognition, it is by no means archaic now. The anti-pornography stance
taken by radical feminists is still practiced today and many contemporary
feminist writings work to develop and maintain scholarly research focused
on the oppressive nature of pornography. The liberal feminist propornography stance developed simultaneously and in response to the radical
feminist anti-pornography position. The third group discussed in this
research is the post-modern feminist group. Post-modern feminism focuses
less on the politics of pornography use and distribution and more on how
pornography, like other media, creates, maintains, and transmits culture.
Radical, liberal, and post-modern feminism are described in the literature
review below.

Radical Feminism
A substantial body of the literature on pornography reviewed for this
research was either published during the 1980's, or pertained to the social
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movements revolving around issues related to gender and cultural mores that
occurred during that time. A moral crusade known as the "family values
campaign" was occurring, and pornography became a hot-button issue for
people caught up in the zeitgeist. Feminists, who may outwardly have been
perceived as a unified group in the 1970's, were splintering due to divisive
views on topics like work and race, but most importantly for this research, on
sexual liberation. Pornography became a specific target for political debate
with an anti-pornography civil rights ordinance first introduced in 1983 by
two radical feminists, Andrea Dworkin and Catharine MacKinnon (Berger,
Searles & Cottle 1990). Their goal was to eliminate pornography in its
entirety on the grounds that it embodied patriarchy and women's oppression.
As radical feminists, MacKinnon and Dworkin identified sexuality
itself as the primary social sphere of male power. They believed that male
dominance lay in all institutions, but that "its roots lie in men's control of
women's sexuality" (Collins 1990: 10). In their view, patriarchy and men's
control over women's sexuality separated the physical from the emotional,
defining women as objects to be acted upon, rather than as sentient beings.
According to the radical feminist approach, heterosexual sex practices in a
male-dominated society involve "dominant-subordinate positioning, an
ideology of sexual objectification, and ultimately the eroticization of women's
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oppression" (Collins, 1990: 10). Radical feminists viewed pornography as
directly involved in escalating violence toward women and contributing to
the sexual objectification of women (Berger, et al. 1990; Collins 1990).
These assertions were guided in part by the U.S. Attorney General's
1986 Commission on Pornography's (The Meese Commission) findings that
emphasized the "supposed" harms of pornography and the need for
increased enforcement of anti-pornography laws. The combination of the
Meese Commission findings and the radical feminist view on pornography
led to a strongly politicized but overly-simplistic view that pornography
caused rape and sexual violence toward women, and should therefore be
banned altogether (Berger et al. 1990).
Even the definition of pornography was manipulated and adapted by
the commission. Generally, and up until the 1980's, "pornography" was
defined "in terms of its sexually explicit content" (Palys 1986: 22). The Meese
Commission divided sexually explicit materials into four categories (1)
violent pornography, (2) pornography labeled "degrading" that is not violent
(including acts like oral, anal, group, masturbatory, and homosexual acts), (3)
nonviolent and non-degrading materials depicting heterosexual intercourse
between two people and (4) simple nudity (Berger et al. 1990). Likely derived
from the Meese Commissions four categories, some feminists began to define
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"pornography" as a media that combined sex and violence, portraying
women as objects to be sexually exploited by men, and used the term
"erotica" to define images that expressed love, affection, and mutuality in
sexual relationships (Palys 1986).
Ultimately, the distinction between "pornography" and "erotica" did
not take hold in the general public as a true division of genres. The term
"pornography" is currently used as an umbrella term for all types of sexually
explicit genres including "erotica". For most contemporary researchers
"pornography" is "any media containing images of nudity and sexual
behaviors that is used in the aid of sexual arousal" (Carroll, Padilla-Walker,
Nelson, McNamara-Barry, & Madsen 2008: 10). This broad definition of
pornography will be used for the purpose of this research.
Social research on pornography supporting radical feminism focuses
on the negative aspects of its content and use. Content analyses have
produced documentation of the physical expressions of dominance and
inequality (Cowan, Lee, Levy & Snyder 1988), racism and sexism (Cowan &
Campbell1994), and violence or rape (Gossett & Byrne 2002) depicted in
pornographic media, in an attempt to show its link to patriarchy and
women's oppression, all of which support an anti-pornography political
stance.
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Radical feminists also drew upon research guided by religious
fundamentalism aimed at demonstrating pornography's link to criminality or
illness. This type of research was useful in furthering their anti-pornography
sentiments (Padgett, Brislin-Slutz, & Neal1989; Bensimone 2007; Tiefenworth
2008). Some research used by radical feminists even went so far as to
categorize pornography consumption as an illness on its own (Hodges, 2005;
Kwee, 2007). Although radical feminists sought to prove a link between
pornography use and illness or crime, the research did not support such a
conclusion. No matter what was driving researchers to examine
pornography from this perspective, one resounding conclusion was reported
again and again: there is no definitive correlation between pornography use
and illness or criminality (Padgett, et al. 1989; Bensimone 2007; Kwee 2007;
Tiefenworth 2008). Philipe Bensimone's (2007) research provides a lucid
example. Using quantitative analysis, he hypothesized that there would be a
positive relationship between pornography use and the commission of sexual
offenses. After performing a very comprehensive and large-scale analysis of
sex-offender pornography usage, he admitted that he was unable to support
the hypothesis. He concluded, "while the debate rages on regarding the
potentially damaging effects of pornography, there is a consensus on one
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point: the availability and consumption of pornography does nothing to
mitigate the likelihood that consumers will sexually offend" (96).
Unlike research aiming to correlate pornography use to illness or
criminality, many content analyses were fairly successful at supporting
radical feminist's anti-pornography stance on pornography and sexism.
Palys's (1986) article entitled "Testing the Common Wisdom: the Social
Content of Video Pornography," is a good example of this type of research.
After viewing and coding a small selection of pornographic videos, Palys
determined that in scenes depicting power imbalance, women were more
likely to be depicted as the submissive, regardless of whether the dominator
was a man or woman (Palys 1986). Palys's research didn't entirely support
radical feminist's claims that sexual explicitness and violence are interrelated
however, because less than 20 percent of the scenes coded for sex depicted
aggression. Also, the purportedly "milder" adult films were actually more
frequently and severely violent than the "harder" triple- X films.
Another content analysis performed on pornography that helped to
support anti-pornography radical feminism was published in 1988. Entitled
"Dominance and Inequality in X-Rated Videocassettes" and written by
Cowan, Lee, Levy and Snyder (1988), the article sought to discover the
amounts of sexually violent and degrading imagery contained in
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pornographic films. The authors' findings determined that men performed
most of the domination and exploitation when either of those two acts was
depicted (78% male domination, 22% female domination and 68% male
exploiter, 23% female exploiter). Rape scenes were relatively common,
occurring in 51 percent of the films and every rape scene coded depicted the
rape of a woman. Men were regularly depicted as more powerful and
wealthier than women, not just through depicted behavior but also through
status cues like clothing. The researchers argued that men were often
afforded the privilege of retaining more of their clothing during the duration
of the scene, whereas women were nearly always nude by the end of the
scene. Women also were often depicted wearing clothing that identified
them as younger than their male partners.
A third example of content analysis that supported the radical feminist
anti-pornography stance was entitled "Racism and Sexism in Interracial
Pornography" and written by Cowan and Campbell (1994). This analysis is
unique for two reasons: (1) it is guided by Critical Race Theory in that it
pushes racism to the forefront of the discussion and (2) it counters the "only
coding the negative" aspect of previous content analyses by including an
"intimacy" indicator. The article examines the prevalence of indicators of
physical and verbal aggression, subordination and inequality, intimacy, and
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racial stereo-types in interracial pornographic videos cassettes. The authors'
findings are very interesting. Black women were targeted with more acts of
aggression than white women over all but white women were targeted for
aggression more by black men, and black women were targeted for
aggression more by white men. Also, both men and women were
significantly more verbally aggressive toward their cross-race partners than
their same race partners. The intimacy indicators indicated that signs of
intimacy were relatively low in the pornographic films examined.
The previous three articles represent only a small sample of
quantitative content analyses performed on pornographic film. Content
analysis continues to be a preferred method of research for supporters of antipornography beliefs, including some radical feminists. By documenting the
presence of racism, sexism, and oppression in pornographic film, this type of
content analysis is used by radical feminists to argue that pornography
contributes to sexism and women's oppression.

Liberal Feminism
Partly in response to the radical feminist anti-pornography platform,
liberal feminists unified around the issue of pornography with a platform that
decreed women should have freedom of sexual expression. Liberal feminists
defined "freedom" as freedom from state interference (for example,

21

censorship) and freedom to pursue sexual self-fulfillment (Collins 1990).
Liberal feminists, drawing from a civil libertarian platform, strongly oppose
all forms of censorship and express the importance of preserving first
amendment freedoms of speech and press. A liberal feminist stance argues
that a free society must tolerate cultural products that offend some people
(Berger et al. 1990).
Liberal feminists further argue that patriarchal control of women's
sexuality is not characterized by violence against women but by the sexual
repression of women and sexual minorities (Collins 1990). They believe that
the essential feature of sexuality is the exchange of physical and genital
pleasure, not male domination over women (Ferguson 1986). According to
their ideology, ideal sexual relationships take place between equal consenting
partners whose mutual goal is to maximize one another's sexual pleasure
using any method they prefer (Berger et al. 1990), including the use of violent
pornography ( Collins 1990; Sherman 1995).
Liberal feminists argue that "women's experience of pornography and
sexuality is not as universally victimizing as radical feminists believe"
(Collins 1990: 13). Liberal feminists define women as autonomous agents of
their own sexuality; capable of negotiating the power-laden terrain of
sexuality for their own purposes (Berger et al. 1990). Liberal feminists believe
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that it would be a mistake to abandon the area of pornography and
pornographic fantasy as if it were of no value to women. Pornographic
representation can be transformed into a vehicle for women's sexual
liberation (Berger et al. 1990). Liberal feminists assert that the struggle must
be to repossess women's sexuality through sex education and through the
production of alternative female-defined sexual images (Collins 1990).
To supplement the liberal feminist assertions that pornography should
be embraced by women seeking sexual liberation, research directly refuting
pornography's influence on sexism, violence, or illness developed in the early
1990's and continues into contemporary feminist research. A typical example
of this "myth-busting" research is Scott and Curvelier's (1993) analysis of
national crime statistics reports that argued if pornography "causes" rape,
then when pornography dispersal increases, so should the incidences of rape.
According to the analysis, while sexually explicit material dissemination had
increased substantially, the rape rate in the U.S. had actually decreased
slightly (1.0 per 1000 persons in 1974 compared to 0.8 in 1987); thereby
demonstrating that pornography did not increase the incidences of rape.
Researchers supporting a pro-pornography stance illuminated a
relationship that did exist, one that helped to solidify the pro-pornography
position. When researchers examined attitudes toward women and the use of

23

pornography, they were able to conclude that as pornography consumption
increases, so does egalitarianism (Baron 1990; Padgett et al. 1990). Baron's
research comparing pornography circulation rates to self-reported views on
women's rights showed that gender equality is higher in states characterized
by higher circulation rates of pornography. Many empirical analyses of
pornography use conducted during the early 1990's concluded that
pornography does not contribute to the subordination of women, but in fact
signifies a reduction in sexism (Baron, et al. 1990). A general consensus made
among researchers has been that both pornography consumption and genderequity are signs of a more tolerant and liberal society or personal view in
general (Baron, 1990; Padgett, et al. 1989).

Post-Modern Feminism
Post-modern feminists are unlike radical and liberal feminists in that
their stance on pornography is not necessarily political. Post-modem
feminists are interested in the creation and transmission of culture. They feel
that sexuality, like all aspects of culture, is historically and materially
constructed. Culture is not stagnant or monolithic, but is a fluid process being
created daily by the actions and interactions of people within the cultural
group (Barrett 1992). Culture is constantly being constructed through the use
of symbols and cues (Butler 1997). Post-modernism focuses on meaning
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making and culture production. Using a post-modern approach,
pornography and its production, like many other types of media, is a site at
which culture is produced, maintained, and even sometimes altered (Butler
1997). According to a post-feminist approach, sexual practices are interpreted
according to prevailing codes of meaning; what may be viewed as
"oppressive" in one time and place may not be viewed that way in a different
context (Collins 1990).
Post-modern feminists believe that along with other sexist images
found elsewhere in society, pornography can and often does serve to support
status quo social hierarchies and dominant ideologies (Collins 1990).
However, it is possible that the media used to transmit cultures of racism and
sexism can also be used to alter or resist these very same concepts. If enough
of these "alterations" occur, then the culture itself can be altered (Butler 1997).
In other words, the cultural context within which human sexualities develop
and the content of pornography are reflective of each other, so that as one
changes so does the other (Ferguson 1986). As Jeffery Sherman (1995) states in

Love Speech: the Social Utility of Pornography,

If ever there comes a time when gay pornography is no longer necessary
for the achievement of a flourishing gay life, it will be a time when
heterosexual pornography will no longer threaten women. Pornography
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may continue to serve the cause of sexual pleasure, but it will no longer
serve the cause of sexual hierarchy, for there will no longer be a sexual
hierarchy to be served (705).

As Sherman so eloquently states, post-modem feminists believe that as our
society shifts away from a patriarchal and hierarchal structure, pornography
will lose some of its potency as both a tool of empowerment and as a tool of
oppression.
Research supporting a post-modern feminist stance has been part of
the greater body of feminist research for many years but it dovetailed with
the technology boom of the 1990's and flourished during that decade. The
introduction of electronic media devices like DVD players, cable television,
home computers and the internet into mainstream American life has made
pornography available to more people than ever before (Carroll et al2008;
Singer 1993). The post-modern feminist emphasis on meaning-making and
cultural production lends itself nicely to research examining the everyday
uses or social utilities of pornography (Sherman 1995, Smith 2002). These
aspects of pornography use became increasingly important to mainstream
society as political figures and the greater public began to take notice of
pornography's emergence into mainstream American culture.
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A common form of pornography research that supports the postmodern feminist perspective is research aiming to demonstrate that viewing
pornography can be self-affirming for various groups and individuals. Sexual
minorities, especially, take solace in pornographic films depicting sexual
behaviors oriented toward their identity because their experience is often
excluded from mainstream media (Collins 1990; Sherman 1995). Racial
minorities may also find pleasure in pornography for self-affirming reasons.
Radical feminist Alice Walker (1980) once suggested that many black men see
pornography as "progressive" because it makes white women available to
them in ways and at frequencies that are uncommon in the reality of a highly
racialized society. As an anti-pornography radical feminist, Walker did not
intend for this to be a "positive" aspect of pornography use, rather a
testament to men's collusion with each other across race to subordinate
women. A post-modem feminist perspective would argue that the depiction
of sexual minorities like interracial couples (including black men and white
women), LGBTQ individuals, and others in the media is beneficial to these
marginalized people in that it assists with the normalization of their existence
for the larger society (Califia 1994).
Some research suggests that even "everyday people" can potentially
find self-affirming content within pornography. Pornographic
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representations of overweight people, disabled people, and older people
performing sexual behaviors in a dignified manner can increase one's ability
to see oneself as worthy of love and sex (Collins 1990; Chapkis 1997). Candy
Kane, a plus- sized adult film star interviewed by Chapkis (1997) described
her emergence into the adult industry as a process that helped empower her.
She explains:

.. .A lot of women think that the sex business is responsible for things like
the idea of the perfect body. And in some ways, I can see that. But where
else in our culture do you see a lot of big women on the covers of
magazines? I sure didn't see myself on Cosmo, I didn't see myself in
Vanity Fair, I only saw myself in Melons and Mounds, and Jugs.

There was a place for me in the sex business. My body wasn't 'perfect' but
there were plenty of people out there that wanted to see it. That was good
for me to find out (109).
Kane was empowered by her employment in the sex industry, and her
image being portrayed as "sexually attractive" to the public in these
magazines has the power to enhance other plus-sized women's ability to feel
sexually empowered as well. Pornography has the potential to be a potent
medium for sexual liberation, not just for zaftig women, but for many kinds
of people deemed "imperfect" or "unattractive" by the mainstream media
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(Berger et al. 1990; Smith 2002). While this type of empowerment is neither
traditional nor generally accepted by our society as a whole, it does represent
an opportunity for the empowerment of people deemed unattractive by the
dominant social standards in a society where the mass media defines beauty
using very strict and hegemonic terms.
Other research supporting post-modern feminism examines how
pornography is used and what it's used for. Both men (Soble 1986) and
women (Goodson 2000; Smith 2002) use pornography to satisfy their sexual
desires in a safe way. Alan Soble (1986) states:

Men's enjoyment of pornography is an expression not of males' power
over women but of their lack of power, a defensive adaptation to the social
advances of women. Women's decreased willingness to accommodate
themselves to male sexuality has contributed to males' sense of sexual
powerlessness. Pornography restores men's sense of control over their
sexuality by offering them a fantasy world offully accommodating women
who are interested in sex on men's terms without the entanglements,
commitments, and obligations of a real-life partner (35).
While Soble's statement may be merely conjecture, it provides insight
into the value of pornography to heterosexual men as an outlet for sexual
gratification that does not rely on the presence of a willing female partner.
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Similarly, Smith's assessment of women's use of pornography is not much
different from Soble's in that it documents the use of pornography as a safe
outlet for sexual exploration and fantasy that does not require sexual
partnership. Smith (2002) states:

FW [adult magazine] enabled [women] readers' imaginative
contemplations of sex without the risks and problems of male violence,
coercion, physical, emotional and mental pressures .... Readers used the
magazine (and still do) to assert their rights to pleasure, not only as a
political statement of liberties but as a very personal reiteration of being
deserving of pleasure (110).

As a solo one-person activity, pornography is used by both men and women
as a tool for sexual gratification in a world where acquiring sex with a partner
can be complex, time-consuming, and at times, impossible.
In addition to pornography's use as a safe sexual outlet for individuals,
there have also been a few researchers that have discovered the social utility
of pornography as it is used by couples or in group settings as a healthy
alternative to sexual intercourse that prevents or prolongs unwanted
pregnancy, messy relationships, and the transmission of STDs (Money 1988;
Smith 2002). Another utility and benefit of pornography use has only recently
been discovered. Recent research on college students between the ages of 18
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and 25 discovered that pornography is being also used as a sex educational
tool, both individually and with couples (Carroll et al 2008).
The social utilities of pornography are an example of one type of
research that supports a post-modern feminist perspective. A post-modern
perspective also presents itself in the reflective questions posed by
researchers in the discussion and conclusion sections of research articles. For
example, Cowan and Dunn (1994) asked, "Can 'degrading' be arousing to
women?" after they discovered subjects viewing sexual behaviors in
pornographic films were more likely to rate certain behaviors as "degrading"
if they were told by researchers that the behaviors were degrading, than if
they had not been told anything about the behaviors at all. It is also
important to note that despite the content or "degrading" labels, sexual
arousal rates between male and female viewers were not significantly
different.
Another question posed in the discussion section of the Cowan and
Dunn (1994) article was: "Are men degraded in pornography?" This question
for future research led them to caution: "it would be important to determine
whether the same dimensions are viewed as degrading to men as they are to
women (e.g., vulva worship in contrast to penis worship)" (19). These
questions reflect the post-modern feminist notion that what may be viewed as
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"degrading" in one time and place, may not be viewed that way in a different
context (Collins 1990). Researchers demonstrate how the interpretation of
meaning is fluid, depends heavily on the greater social context, and viewer
interpretation.

Summary
The previous literature review provided the three feminist approaches
to pornography, the scholarly research supporting those theories, and the
historical context from which "women-centered" pornography was borne
have all been developed above. Understanding these three feminist
perspectives provides a paradigmatic framework with which research on
pornography can be dissected and analyzed for themes that define what
woman-centered pornography looks like. The discussion of these themes as
they have developed from the literature follows below.

Themes
Contemporary theorists have begun to engage the culture of womencentered pornography on a scholarly level. The thorough and in-depth
review of the scholarly literature pertaining to the content of woman-centered
pornography reveals four central components of the structure of
pornography for women, and is included below. These themes are: (1)
woman-constructed, (2) egalitarian, (3) authentic and, (4) political.
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Woman-Constructed
Perhaps the primary indicator of woman-centered pornography is
whether or not it is woman constructed (Ferguson 1986). Women directors
and producers of pornography have the ability to cast off the "male gaze"
typifying pornographic film (Swedberg 1989). They are charged with the task
of carving out a representation of woman-centered pornography that differs
from traditional pornography created for heterosexual men. Female
pornographers struggle with a philosophical debate over how to construct
these images, knowing that women are a diverse and heterogeneous group.
The struggle is described by Swedberg's (1989) assessment of lesbian-made
pornography:

Lesbian-made sex videos address themselves specifically to the lesbian
gaze, they express the difficulty of representing aspects of lesbian sexuality
that have already been interpreted by patriarchal culture in terms of
gender and power ....A condition of being part of culture is that we use
images already available to us to make ourselves intelligible (608).

Swedberg's (1989) discussion is on lesbian pornography specifically, but
identifies some of the struggles women have with creating self-expression
using the same tools and images as pornographers creating film that
represents dominant sexist ideals. As women on the production side of the
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pornography industry continue to develop their genre and techniques, it is
possible that a clearer definition of woman-centered pornography will
emerge over time.
The presence of women playing key roles in the production of both
mainstream heterosexual white male oriented pornography and womancentered pornography suggests that even mainstream pornography may not
be entirely heterosexually male oriented. There is already evidence that
aspects deemed "woman-centered" are being incorporated into mainstream
pornography as indicated by Attwood (2007). Her research discovered that
the aesthetic developed by sites like SuicideGirls (a woman-centered
pornographic internet site and brand) is being appropriated by large
pornography production companies, meaning that even pornography made
by men for men might be changing due to the influence of women in the
industry. Women power-players and decision-makers in mainstream
pornography production provide women with the opportunity to depict
images that are pleasing and arousing to them and to limit the amount of
sexism against women depicted in even mainstream films aimed at a
heterosexual white male audience.

34

Egalitarian
The second component of woman-centered pornography is that it is
egalitarian. Unfortunately, a working definition for how egalitarianism is
depicted is highly contested. The debate impeding this definition revolves
mainly around the post-modem feminist argument that anything developed
within the confines of a patriarchal society will reflect the nature of the
society in which it is made (Hill- Collins 1991). Since our society is marked by
power differentials, so too is our pornography. The existence of sadomasochistic forms of sexual expression (or "S&M") and the overt depictions
of power differentials inherent in these types of behaviors are a classic context
in which to understand this debate.
While some researchers describe woman-centered pornography as
"egalitarian portrayals focusing on the social and relational aspects of coital
activity" (Brosius et al. 1993) or devoid of the subordination of women
(Cowan & Dunn 1994; Swedberg 1989), other researchers defend the
depiction of power differentials and sado-masochistic violence in womancentered pornography, as a reflection of actual sexual behaviors being
performed by sexual minorities. A particularly lucid defense of sadomasochism is provided by Sherman (1995):

35

The practice will involve specific rules and boundaries, i.e., certain agreed
upon times when the activity will occur and specific code words that either
partner can utter to bring the activity to an immediate stop.
Fundamentally, it is the "masochist" or "bottom" who controls any S/M
encounter through his inherent power to set limits. He can bring the
proceedings to a halt by uttering the code word, by physically withholding
himselffrom further contact, or by deflating his partner's assumed
authority with a well-timed, "You've got to be kidding!" S/M is not about
domination and submission. It is about trust (701).

Sherman's article addresses gay male pornography specifically, but adds that
lesbian or feminist sado-masochism can be viewed the same way.
The level of violence found in women's sado-masochism is contested
by researchers, however. Sherman (1995) suggests that lesbian sadomasochism is "undoubtedly less violent" than men's sado-masochism (701).
Dana Collins' (1999) exploration of San Francisco's leather-dyke subculture
defends the existence of women's sado-masochism and power-differentials
within the sphere of lesbian sex practices, but like Sherman, downplays the
level of violence used by these groups. Collins (1999) describes the behaviors
as "playful" (81). Swedberg (1989) takes a different stance and contends that
women's sado-masochism is very similar to men's sado-masochism in levels
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of violence. She uses a very graphic discussion on "fisting" to argue her
point. Swedberg (1989) documents the existence of hardcore lesbian sadomasochism and defends its practice by admitting that it is a controversial
form of lesbian sexuality that can be construed by outsiders as violence
against women, but in reality they are acts being committed by consenting
adults who express a desire to perform them.
The power differentials depicted in pornography can be viewed as
oppressive toward women or as an integral part of the expression of sexuality
depending on the person doing the viewing. This leads to conflicting views
as to what constitutes "egalitarian". For example, a common belief is that
egalitarian pornographic scenes are stripped of traditional power dynamics
altogether. Another view is that power dynamics may be present but that the
actors should switch between dominator and submissive. In other words, if
women are depicted as subordinate to men in one scene and in the next the
roles are reversed so that the woman is super-ordinate to the man, then that
can also be considered egalitarian. This leads to the inevitable question: what
if the entire film depicted women as super-ordinate to men? In a society

marked by the oppression of women, the depiction of a woman as dominant
over a man for the duration of a film could be viewed as resistance to the
generally patriarchal and misogynistic gender divisions in our society. Post-
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modern feminists especially would take this stance. Clearly, defining the term
"egalitarian" is no easy task when it comes to pornographic images and the
contemporary discourse pertaining to the depiction of power differentials.
Perhaps the least contestable way to define the egalitarian concept is as
a focus on the feelings and sexual arousal of all of the actors involved. This
level of personal involvement requires a heavier plot (and therefore a longer
script) than the plot lines found in mainstream pornography (Palys 1986) and
more cinematographic time spent on depicting the arousal behaviors
commonly known as "foreplay" (Swedberg 1989). Ultimately, the goal is to
portray actors as multidimensional beings, with interests other than sex
(Attwood 2007). Deborah Swedberg's (1989) analysis of lesbian pornography
compares these elements to their mainstream counterpart:

The sex scenes, because they are limited to one encounter, are much
longer .... The [woman-centered] videos try to approximate the real time
it might take for one or both women to reach orgasm. And these long sex
scenes are accompanied by much more talking than one ever hears in the
[heterosexual male centered] videos. The talk is usually in the form of a

voice-over in which one of the characters describes her feelings about the
sex we witness (613).
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Swedberg (1989) argues that feminine arousal requires incorporating different
cinematographic techniques like altering the length of the film to "real time"
and incorporating vocalizations of emotions and feelings.
Another potential way to equalize the portrayal of arousal is to deemphasize or eliminate the focus on male ejaculation (or "money shot") that
exemplifies the closing scene of many mainstream pornographic films
(Attwood 2007; Beggan et al. 2003). While male ejaculation may still be
featured in woman-centered pornography, it is not the final climax that ends
the scene. Along with de-emphasizing the male orgasm, feminist researchers
discuss the importance of depicting behaviors that actually lead to female
orgasm (Swedberg 1989). This can be highly subjective because unlike male
orgasm, there is no clear outward expression of climax for females. But,
women-centered pornography should depict people performing behaviors
that are less contrived and more representative of sex acts occurring between
real people in real life scenarios. This is in contrast to certain aspects of
mainstream pornography have come to resemble "freak shows", where
women are impaled by baseball bats and phallus-shaped vegetables, or are
shown ejecting brightly colored balls out of their anuses. The image of a
woman squatting over a lava lamp clearly does not depict an act that can lead
to female orgasm, but is likely generated for the voyeuristic pleasures of
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heterosexual men. The image of a woman using a dildo or vibrator to bring
herself or her lover to climax, however, may be a more authentic depiction of
what is sexually pleasurable to women.
A final approach used to emphasize female arousal is to pan the
camera out. In mainstream pornography, particular areas of the
woman's body are often zoomed in on so that they appear fragmented
or separate from the woman herself. This type of camera angle has
been criticized as objectifying" by radical feminists. In womanII

centered pornography therefore, one would expect to see more camera
angles that are pulled back (or zoomed out") so that all of the women
II

or people can be seen, keeping the sexual acts performed in context
with the people performing them (Swedberg 1989).

Authentic
The third component of feminist pornography as described in
the literature is a general sense of authenticity. In Attwood's (2007)
analysis of a feminist pornographic website, she describes the
insistence on authenticity of the girls as:

.. .set against the artificiality of professional porn stars- they are average
but unique where porn stars are spectacular but inhuman. In this sense,
an aesthetic of glamour is made to connote authenticity and the everyday,
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rather than the artificial and fantastic world of mainstream commercial

porn (449).
While the women on the website conform to a standard of beauty that is
considered alternative (i.e., punk, tattooed, and pierced), they are still
"beautiful" under many of the conventional senses of the word in that they
are young, thin, and predominantly white. Authenticity can also extend to
women who do not fit hegemonic beauty guidelines. In Live Sex Acts (1997),
Candy Kane, a plus size porn star, describes her experience in the
pornography industry and the act of posing nude as acts that made her feel
good about herself and her size. Collins' (1999) research emphasizes the need
to turn away from the traditional beauty standards set by white men and to
instead portray many types of people with many different body types.
Swedberg (1989) noted the use of non-fictional accounts, or depictions of real
lesbian couples in order to represent a more diverse set of actors. While the
term "authentic" can mean many things pertaining to pornography, previous
research tends to use the concept to refer to the authenticity or everydayness
of the physical bodies performing sexual acts.

Political
The final theme documented in scholarly research that defines womancentered pornography as "political" (Collins 1999). Some feminist
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pornographic websites have explicitly linked pornography and political
activism. For example, the Sensual Liberation Army which provides links to
pornographic images also provides links to non-profit organization websites
such as The American Red Cross and Democracy Now. FuckforForest and
Furry Girl VegPorn, other feminist pornography websites, both donate
proceeds from their pornography to politically active organizations focused
on social causes ranging from environmental issues to women's rights
(Attwood 2007).
The promotion and support of political groups is not the only way that
woman-centered pornography is political. The political aspect of womancenterd pornography can also be suffused in the film itself as discussed by
Beggan and colleagues (2003) and Swedberg (1989). Beggan's analysis of
films directed by Candida Royalle discovered political aspects injected into
the scripts of the films. For example, in one scene, an actor comments to
another actor about the ludicrousness of hegemonic beauty standards. In
another film viewed by Swedberg (1989), the sexual conservatism and
narrowness among a segment of the lesbian community is treated as farcical
by the characters in the scene, while at the same time acknowledging that the
sexual tastes of the characters being portrayed (sado-masochistic) represent a
minority position in the community.
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The final political aspect of woman-centered pornography that has
been discussed in previous research is the incorporation of safe sex practices
into the content of pornography. Along with adding to the authenticity of
pornography, depicting the use of condoms provides resistance against the
belief that safe-sex practices are not erotic, and serves the political purpose of
making safe-sex a priority in as many depictions of sexual acts as possible
(Collins 1999). The politics of safe sex is better understood when considering
the absence of or the resistance to including safe-sex practices in heterosexualmale centered pornography (Collins 1999).

Summary
The four central components discussed above as the key themes in
woman-centered pornography are: (1) woman-constructed, (2) egalitarian, (3)
authentic, and (4) political. According to literature on pornography, these
four themes emerge as definitive of woman-centered pornography, and are
suggested to be less present in pornography made by and for heterosexual
white men. The first theme, that women play central roles in the construction
of the film will be the independent variable and operationalized using gender
of the film's director. The assumptions for the following three themes are: (1)
woman-directed pornography will be more egalitarian than male-directed
films, (2) woman-directed pornography will depict more "authentic" actors
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than male-directed films and (3) woman-directed pornography will be more
political than male-directed pornography.
Since this research is a pilot study, minimal attention will be paid to
the statistical analysis of the assumptions. Instead the main component of the
research is the interpretation and coding of the themes. Blending quantitative
and qualitative analysis will allow us to attempt to discover both if the
themes are present and how they are presented. The previous literature
review provided how pornography has been viewed politically by various
feminist groups and the themes that developed as part of the discourse on
woman-centered pornography. The following theory section provides a
detailed discussion of post-modern feminism, as it will provide the
theoretical framework necessary for the appropriate interpretation of these
themes as they are depicted within the films.

Theory
The three feminist perspectives discussed earlier provided an
understanding of how woman-centered pornography may have come to exist
in our society. Radical feminism called public attention to pornography's
presence and illuminated some of the sexist and oppressive messages being
transmitted in the content. Liberal feminism suggested that the media could
be viewed as sexually liberating and suggested women take more control in
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its production. Post-modern feminists examined pornography's role in the
greater society: its social utilities, and its ability to transmit culture. The postmodern feminist perspective will also guide the theoretical framework for
this study by providing insight as to the interpretation of meaning when
coding the themes as they appear in pornographic film.
According to Barrett (1994), social constructionist or post-modern
feminist research shifted the focus away from social structures like capitalism
and patriarchy and toward theorizing culture production and the processes of
representation and symbolization. Following in this tradition, Excitable Speech
by Judith Butler (1997) describes culture production starting with the speech
act. She argues that "the meaning of a performative act is to be found in the
apparent coincidence of signifying and enacting" (44). For Butler, both speech
and action are used to symbolize aspects of our culture. They are tools of
culture production and she describes them both as "performative", meaning
that they perform or create and maintain culture as they are invoked. Butler
argues that:

The performative is not a singular act used by an already established
subject, but one of the powerful and insidious ways in which subjects are
called into social being from diffuse social quarters, inaugurated into
sociality by a variety of diffuse and powerful interpellations. In this sense
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the social performative is a crucial part not only of subject formation, but
of the ongoing political contestation and reformulation of the subject as
well. The performative is not only a ritual practice; it is one of the
influential rituals by which subjects are formed and reformulated. (160)
Butler is claiming that by engaging in behaviors and acts, individuals create
and maintain the definitions of subjective beings and social categories. Rather
than viewing culture as a monumental and stagnant phenomenon, Butler
instead views culture as a fluid concept that is shaped by the actions and
interactions of people. Symbolic rituals like gestures, speech patterns, and
manner of dress, are all performances of cultural reality that reify political
bodies and social groupings.
Applying this to pornography, the behaviors and acts depicted by
actors in pornographic film help to create and maintain the boundaries that
define various aspects of human sexuality. For example, lesbian
pornography and the infinite behaviors and iterations depicted within lesbian
pornographic media help to define, maintain, and create the definition of
"lesbian" in our society.
Butler builds on her theory further by suggesting that political subjects
can be altered by altering the rituals that represent them as they are being
enacted. Because sex roles and their definitions are formed through the
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performance of infinite individual symbolic rituals and not through
monumental acts of cultural formation, each ritual or act becomes an
opportunity to alter culture and the categories being defined. These altered
rituals, or "insurrectionary speech" as defined by Butler (1997), become "the
necessary response to injurious language, a risk taken in response to being
put at risk, a repetition in language that forces change" (160). In other words,
Butler views culture as an ongoing process that can be altered. Individuals
who are marginalized or oppressed by cultural boundaries have some degree
of agency that allows them to alter culture and social designation as they are
being constructed. Conscious and agentic decisions made by individuals can
help to alter the greater culture.
A commonly used example of insurrectionary speech is the embracing
of the term "queer" among certain segments of the LGBTQ community. The
word, in its original sense, was used by certain sectors of dominant society to
label certain sexually marginalized groups and individuals. It was meant to
injure, oppress, and exclude people practicing sexual behaviors outside of the
hegemonic heterosexual standardized norms. Some of these marginalized
individuals took control of the term, re-defined it, and incorporated it into
their shared vernacular in a conscious attempt to change the term's definition
in the greater society. Redefining and embracing the term "queer" is an act of
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resistance against the hetero-normative society and is embraced by some
sexual minorities. When the word is invoked by these individuals, it becomes
an act of insurrectionary speech.
A lucid example of this in terms of pornography is the "authentic"
discussion. The presence of "everyday" individuals in pornography can be
seen as a form of insurrectionary speech against a society that demands
women in general and pornography actresses specifically to be the living
approximation of a sex-doll: young, white, thin, heavily made-up, and
flawless. If pornography were to include "everyday people", then the social
definition of whom and what is "sexually attractive" may also begin to
change. Insurrectionary speech allows people to push the boundaries that are
oppressing them.
The existence of a genre of pornography labeled "woman-centered"
could itself be interpreted as an example of insurrectionary speech because it
attempts to re-fashion the existing heterosexual male convention of
pornography into a "viewing place" for women. Woman-centered
pornography could be viewed as the insurrectionary response to a
pornography industry that generally reflects sexist, racist, and patriarchal
social norms. Woman-centered pornography would serve to unsettle the
traditionally male-centered orientation of pornography and create a genre of
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pornography that articulates women's sexuality on their own terms, as they
define it (Butler 1997). Butler's post-modern perspective suggests that if
enough insurrectionary acts occur, the term "pornography", once a word
(and industry) that wounded women, could "become an instrument of
resistance" to the very same racist and sexist cultures it has been blamed for
perpetuating (163). By taking control of pornography, women can begin to
redefine the word and the industry so that "pornography" is no longer
interpreted as sexist, patriarchal, oppressive, or racist by the greater public.
Women in the industry exerting their own sexual agency could potentially redeploy the term "pornography" to mean "egalitarian, authentic, womancentered, and political".
Butler's theory emphasizes culture production and alteration as
occurring at the point of production. For pornography research, this theory is
most applicable to the producers, directors, and actors involved in the film's
development. But part of the culture creation process includes the
interpretation of cultural iterations by the subjects witnessing them. While
Butler's approach can also be interpreted to include culture production at the
point of pornography's consumption, post- modern theoretical concepts like
the "politics of articulation" more accurately describe how viewers of
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pornography can alter the meanings of acts depicted in the media as they are
being viewed and interpreted (Nash 2008).
Much of the traditional feminist research on pornography views
pornography through a "white-male gaze". The "white male gaze" unfairly
assumes that all viewers of pornography are heterosexual white men and
inserts undue sexism, racism, and Puritanism into the interpretation of
sexually explicit depictions. Contemporary theorists have suggested that
viewers of pornography can strip pornography of this white-male
heterosexual gaze and insert a female gaze instead (Nash 2008). This
effectively creates a space in which women can enjoy and revel in their
sexuality. Rather than viewing female sexuality as a burden thrust upon
individuals, feminist researchers using the "politics of articulation" can begin
to explore what pornography means to women and people of color through
their own eyes.
When applying this concept to the coding of pornographic film, the
politics of articulation allow researchers a certain amount of reflexivity
during the coding process. So if for example, a woman is depicted as sexually
assertive in a particular scene, this situation could be interpreted as a woman
resisting societal norms that restrict her sexual expression, or it could be
interpreted as oppressive to women because it over-emphasizes her character
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as readily available to the sexual urges of her male partners. Other
interpretations could also be made depending on the context and content of
the scene.
Nash (2008) suggests that researchers should ask "new questions about
the pleasures racialized pornography can produce for minority viewers,
carving out representational space for [female] spectators to view themselves
and each other as sexual subjects" (53-54). Nash (2008) encourages
"imaginative space for describing the heterogeneous and diverse pleasures"
that mark female subjectivity (69), rather than continue a tradition of sexual
conservativism that is embedded in many aspects of feminism. While Nash
(2008) draws upon Critical Race Theory and Black feminism to discuss
women's use of pornography, her stance can also be used to articulate white
women's ability to carve out a representational space in which to view
themselves as sexual subjects in pornographic media as well. The ability to
view pornography using more than one lens and the ability to apply more
than one interpretation to the depictions being viewed are what is most
important about the post-modem theoretical concept of "politics of
articulation".
Using the theoretical concepts defined by Butler (1997) and Nash
(2008), woman-directed pornography develops within as well as in resistance
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to traditionally patriarchal and oppressive sexual media. Post-modern
feminism suggests that the "white-male heterosexual gaze" is replaced with a
female gaze at the point of production and at the point of consumption. If
culture production is an on-going process, then culture is being produced at
the point of the film's construction as well as at the point of the film's
consumption by viewers. Therefore, post-modern feminism suggests that
while our culture is still entrenched is race and class systems of oppression,
the symbols that perpetuate these inequalities can be altered at both points of
production and consumption. Women producers and women viewers of
pornography have the agency to contribute to the insurrectionary
conversation by casting off the heavy yoke of sexual oppression.
The post-modern feminist writings by Butler (1997) and Nash (2008)
guide the coding process by suggesting that women exert sexual agency
when producing and viewing pornographic film, that this power or agency
can be used to alter cultural production mechanisms that perpetuate status
quo social norms like heteronormativity and sexism, and that interpretation
of the culture-producing symbols used in pornography is not universal.

Methods
Three feminist perspectives, the research used to support them, and
the themes that could potentially indicate woman-centered aspects of
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pornography were described in the literature review. Post-modern feminist
writings were used as the theoretical underpinnings for the coding portion of
this research. As suggested in the literature review and theory sections,
content analysis is a common method used for pornography research.
Content analysis is the method used for the purpose of this research.
Content analysis has been used to study pornography since at least the
1970's, starting with print materials like pornographic books and magazines
(Cowan et al. 1988). A benefit to using content analysis for pornography
research is that as new forms of mass communication develop and become
available, content analysis can be adapted for use in these new media.
Content analysis has been used for research on DVDs and VHS, on-line
pornography clips, pornographic websites, and underground political
pornographic magazines (also known as 'zines').
The data derived from content analysis of pornography is useful for
two main reasons. The first is that content analysis is used to document the
social conditions (i.e. inequality or sexual agency) depicted within the media
(Cowan et al1988). According to a post-modem theoretical approach, these
depictions or performances represent cultural production and provide insight
into the greater society that designed them (Butler 1994). The second and
more practical justification for using content analysis for research on
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pornography is political in nature. Pornography is a highly controversial and
emotional topic, one that has helped spark social movements, legislation, and
policy. Content analysis of pornography provides empirically tested data
that can help involved parties to make informed and educated decisions
pertaining to its production and distribution (Palys 1986).
For this research, entire films were chosen for content analysis because
films tend to be more contextual and have more material between the sex
scenes than pornographic clips do (Cowan & Dunn 1994). The samples of
both women-directed and mainstream (male-directed) pornography were
selected using random assignment in this study. The sampling frames from
which they were drawn were generated by contacting a major pornographic
film wholesale distributor and requesting a buyer's guide for pornographic
films. The buyer's guide contained an up-to-date listing of the most popular
and best selling pornographic films. It was by no means a complete listing of
all pornographic films released at any given time because there are
thousands of new pornographic films released each day, so no complete
listing of all pornographic film titles exists.
Many of the films on the buyer's guide are full-length features with
large budgets that are produced by large production companies. While this
qualifies them as "widely available", it also limits the generalizability of any
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research findings to films that are from major production companies. This is
not too severe a drawback for the purposes of this study since the small
sample size of four films diminishes the ability to generalize findings
regardless of selection bias. Ultimately, the purpose of this study is not to
statistically analyze the data, but rather to explore the possibility that these
themes are present in the films and if they are able to be coded quantifiably in
future studies.
Coding was performed by the researcher, a mixed-race female
sociology graduate student in her late twenties. Being a female and mixedrace student of sociology provides some advantage in the ability to interpret
the depictions in a way that is sensitive to both race and gender systems of
oppression. Not only was the researcher a graduate student of sociology, but
she also had more than five years experience working at a pornography retail
outlet. During that period, the researcher viewed numerous pornographic
films and was to some degree knowledgeable as to what types of depictions
would be found in pornographic film. The coder's previous exposure to
pornographic materials may also have dampened emotional responses to the
content of pornography that may have been experienced differently or more
intensely by a researcher who had not previously witnessed pornographic
material.
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During coding, films were prepped by an assistant so that the coder
was unable to determine if the film was directed by a woman or man. One
researcher coding cut down on issues of inter-coder reliability, an aspect of
content analysis that is often discussed as a complication to research. But
having only one coder also puts objectivity at risk because the interpretation
of depictions in the films were performed by only one person, meaning that
one person's interpretation of the depictions were the sole determinant of
how the scenes were coded. This created a space where the coder's biases
could color the data. Blinding the researcher to which films were womandirected and which films were directed by men helped to minimize
researcher coding bias (Cowan & Dunn 1994). Coding was performed in a
home setting rather than a laboratory setting because, as suggested by Cowan
and Dunn (1994), "it is reasonable to assume that arousal levels are
attenuated [in a laboratory setting] and, possibly, degradation ratings are
inflated" (20). A home setting for this research provides a natural context for
which to view pornography.
Guided by the previous literature, individual scenes were used as the
unit of coding, but films were used as the unit of analysis, in order to
compare data collected from female directed films to the data collected from
films directed by men. Palys (1986) defined a scene as "a thematically
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uninterrupted sequence of activity in a given physical context" (25). Cowan et
al. (1988) also used the "scene" as the unit of analysis and defined a scene as
beginning with foreplay and ending when sex acts were completed or the
environment changed. The completion of sex acts was defined as when
characters were no longer performing sexual activities. Scenes with multiple
sex partners were considered completed when the environment changed. For
both Palys (1986) and Cowan et al. (1988), only sexually explicit scenes were
coded; scenes without sexual activity were tabulated but not coded. This
study defined a scene using Palys's standard. However, unlike previously set
precedent, scenes that did not contain sexually explicit content were also
coded for the themes that applied. This is due to the importance of plot as
part of the overall analysis of themes (Swedberg 1989).
Only one theme was coded at a time, meaning that single scenes were
viewed multiple times. This is because, as Cowan and Dunn (1994)
discussed, it is nearly "impossible to find unconfounded themes in
commercial pornography: in any one scene several themes are depicted
simultaneously" (20). Viewing scenes and coding for only one theme at a
time helped the coder avoid missing any one theme because of the
complexity of multi-theme representation. No more than one film was coded
per day as the coding of each scene required approximately one hour. Films
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with many scenes were coded over a multiple day period. Previous content
analyses of pornographic film indicated that pornographic films average
between ten and twenty sexually explicit scenes within a feature-length film.
This sample indicated an average near the bottom of that range.
Separate coding sheets for plot scenes and sex scenes were generated
under the assumption that different variables would be used for the two
types of scenes. Along with thematic variables, the coder indicated the length
of each scene in minutes and the number of characters depicted in each scene.
The coding sheets for both plot and sex scenes contained areas for
documenting variables indicating aspects of each theme ("egalitarian",
"authentic", and "political").
Sex scenes were recorded independently from plot scenes so that the
sex scenes from all of the films were coded first, followed with the coding of
all of the plot scenes. Both plot and sex scenes were watched in chronological
order so that all of the plot scenes from film one were coded in order as they
appeared in the film. After coding all of the plot scenes from film one, the
coder then moved on to watch film two, followed by all of the plot scenes
from film three, and then film four. The same was done for sex scenes. This
required that the coder fast forward through either the plot scenes or the sex
scenes, depending on which type of scene was being coded.
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During the coding process, it became apparent that the literature
review provided only a starting point from which to begin the
operationalization of the themes. Theme interpretation and operationalization
became an iterative and reflexive process. The coding sheets' pre-defined
spaces for certain variables were often surrounded by hastily scrawled notes
indicating unexpected theme representation in the scene (see appendices) so
that coding took on an unplanned "open-coding" style. Therefore, many of
the variables representing an aspect of the themes were introduced during
the coding process and not during the development of the coding sheets. A
thorough discussion of the difficulties with the coding process will be
provided in the results section of this article. Below is a brief overview of the
variables coded during the data collection phase as they were depicted in
either the plot or sex scenes.

Plot Scene Coding Methods
The coding process was not as straightforward as initially expected.
The plot scene coding sheets were the most user-friendly because no predetermined variable measurement methods were included. Since no
previous content analyses had included plot scene data in the coding, no
precedent was set as to how or what to code when coding scenes that did not
depict sexual activity. For that reason, the plot scene coding sheets were very
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simple. Times were recorded on the left and brief descriptions of
thematically relevant depictions were listed to the right. Scenes that did not
contain any thematically relevant data were timed and a brief summary or
description of the scene was recorded.
The variables derived from the coding of the plot scenes for the
egalitarian theme were number of men, number of women, intimacy, power
differentials, exploitation of men, exploitation of women, women being
controlled by men, men being controlled by women, sexism against
women, sexism against men, infantilization, women portrayed as "stupid",
men portrayed as "stupid", women empowered by men's words, egalitarian
behaviors, conversation, kissing , violence, death, conversation about war
or violence, hyper-femininity, hyper-masculinity, female superiority, and
male superiority. All of the variables except number of men, number of
women, intimacy and power differentials were coded once they appeared in
any given scene as a possible indicator of the egalitarianism theme. So, for
example, it was during film two that both men and women were first
depicted as being of inferior intelligence. Subsequently, during film two the
men portrayed as ''stupid" and women portrayed as "stupid" variables were
created and all previous scenes were coded as not containing those particular
phenomena.
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The intimacy and power differentials variables were originally coded
as categorical variables, but each of the categories were subsequently dummy
coded during the statistical analysis. The intimacy variable was coded using
the possible responses: affection shown, love or intimacy shown, no love or
affection shown. The power variable was originally coded using these
possible responses: man in power, share power, woman in power, no power
differentials depicted. How these variables were depicted will be described
in the results section.
The variables derived from the plot scenes indicating the authentic"
II

theme represent a large shift in the definition of authentic" during the
II

coding process. This shift occurred in part because of the restrictive
definition of the theme. Since the previous literature helped to shape the
"authentic" theme as focused on the physical bodies of the actors, plot scenes
that did not depict nude bodies were difficult to code for authenticity using
the term in this manner. The coder therefore indicated other aspects of the
plot scenes that contributed to or detracted from a sense of authenticity. The
plot scenes showed that authenticity (and "inauthenticity") can also include
the veracity of the depictions being portrayed. Variables derived from the
open coding of authenticity in the plot scenes included: slapstick comedy,
stars as themselves, scripted, and fiction. The fiction variable originated as a
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categorical variable but was later recoded as three dummy variables: nonfiction, fictional but realistic, and fictional. The categorical fiction variable
was created during film one because that film was modeled after reality T.V.
in that actors played themselves, the film was unscripted, and actors used
their own video cameras to shoot parts of the film.
Finally, the nearly non-existent "political" theme was coded using only
two variables: political message and political comedy. Further discussion of
why the political theme was rarely coded in this sample is provided in the
results section. Also in the results section is a discussion of the authentic and
political themes as they are depicted in plot scenes.

Sex Scene Coding Methods
Within sex scenes, the "egalitarian" theme was represented by a
number of concepts. The types of sexual behaviors depicted were important
variables for determining levels of egalitarianism. Except for fellatio,
cunnilingus, female orgasm, and money shot, the types of sexual behaviors
performed were coded once they appeared in any given scenes as a possible
indicator of the "egalitarian" theme. For example, it was during film one that
a woman was first depicted "squirting", or expelling copious amount of fluid
from her vagina. Subsequently, during film one the squirting variable was
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created and all previous scenes were coded as not containing that particular
phenomenon.
The sexual behaviors depicted were mainly opposite sex only. Samesex sexual behaviors and autoerotic behaviors were only performed by
women. The various sexual behaviors depicted within the sample included
cunnilingus, fellatio, masturbation, vaginal sex or penetration, anal sex or
penetration, the use of sex toys, ATM ("ass to mouth"), female ejaculation
or 'squirting', money shot, penis treated as a toy, woman's body treated as a
toy, and light sado-masochism.
Power differentials between the genders were expected to be depicted
as they were heavily cited in the literature pertaining to pornographic
content. Power differentials were coded using the same categorical variable
used for power differentials depicted in the plot scenes. This categorical
variable was later recoded into four dummy variables: man in power, share
power, woman in power, and no power differentials. A categorical
"violence" variable was treated in a similar manner during later analysis and
was dummy coded into: insults, light sado-masochism, and death. Clothing
order was a third categorical "egalitarian" variable that was later recoded into
separate dummy variables: man nude first, woman nude first, men and
women nude at the same time.
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The number of minutes spent on foreplay variable was derived from
research suggesting that woman-centered pornography would spend more
time on depicting behaviors considered "foreplay". Swedberg (1989)
suggested that women-centered films spent more time depicting arousal
behaviors, or foreplay in an effort to reflect the increased time needed for
women to become aroused. This variable was more difficult to code than
originally surmised and its complications will be discussed later in the results
section. Two other variables derived from the literature and included in the
coding sheet went completely unused. These variables were "number of
minutes spent on dialogue" and "number of minutes spent on plot
formation". Neither of these concepts proved useful during coding, mainly
because dialogue and plot were relegated to the plot scenes of the films.
Timing dialogue during sex scenes was also difficult because vocalizations
were not always in word form, and if they were, they were often short
statements pertaining to the sexual acts being performed (i.e., "Fuck me
harder!"), and were not necessarily dialogic.
The literature review provided two additional aspects of
egalitarianism that were coded in the sex scenes. These concepts were the
number of zoomed in and zoomed out camera shots and the overall mood of
actors in the scene. A tally was kept of zoomed in and zoomed out camera
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shots for each sex scene. Radical feminists house the objectification of women
in the "close-up" camera angle that limits viewer visibility of the woman to
only a specific area or part of the body. Visually chopping women into only
the bits that are sexually useful to men is perhaps the most highly cited way
in which pornography represents gender inequality. Because of this critique,
for each scene the number of panned out, full body shots were recorded as
were the number of camera shots zooming in on particular parts of the body.
The mood of actors was coded in order to determine how actors were
depicted. Previous research suggests that women-centered pornography will
be less likely to depict people with negative moods like anger, fear, or
sadness than films directed by men. Likewise, women-centered films are
expected to depict women that are happy or enthusiastic about participating
in the sex acts being depicted in the scenes.
Originally it had been the coder's intention to count only camera shots
that zoomed in on particular regions of the female body, and not the male
body due to the power differentials implied in the term "sexual
objectification". However, it became apparent while coding the first sex scene
of the first film that this would not be possible. Many of the zoomed in
camera angles depicted the penetration of the penis into the vagina or anus.
Specific regions of both men and women were being portrayed at the same
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time. Consequently, all camera angles were counted regardless of whether
they were focused on men or women's bodies, or both.
According to the literature, sex scenes depict the "authentic" theme by
representing actors depicting a large spectrum of demographic characteristics
and sexual behaviors. Therefore, race, age differences between partners,
gender, and class of actors were predetermined variables, meaning that there
were defined spaces for the coding of these variables on coding sheets for sex
scene data (see appendices). The physical bodies of female actors as they were
depicted in sex scenes were coded using variables focusing mainly on the
physical bodies of the actors. The depiction of women's pubic hair,
blemishes and cellulite, and breast style (natural or enhanced) were coded.
In addition to the physical body types of the actors, a few other aspects

of authenticity were demonstrated within the sex scenes. These variables
were also recorded and included the use of lubricant, the depiction of bodily
noises, whether women's make-up became disheveled over the course of
their sexual interlude, and whether the actors were depicted as sweating or
perspiring. All of these behaviors were depicted at least once in the sample.
The coder determined that all of these depictions represented some aspect of
authenticity that was not described by previous researchers as such.
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Only two variables were used to determine the presence of the political
theme in the sex scenes. One of the variables is straightforward: if there was a

political message within the scene, it was coded. The second variable,
whether or not condoms were used, draws on the theoretical stance that the
eroticization of safe sex practices is a political statement. Political statements
were highly infrequent in this sample. Potential reasons for their lack of
presence will be discussed qualitatively in the discussion section.
Overall, the coding process proved to be more complex and organic
than was originally expected. Pre-determined measures included in the
coding sheets did not always prove useful and open coding was adopted
during data collection in an attempt to capture as much thematically relevant
information as possible. Once the films were coded in their entirety, two
separate data sets were constructed: one for plot scenes and one for sex
scenes. In order to analyze the data by gender of the director, the scene data
was collapsed into means and percentages by film, and the unit of analysis
became the film rather than the scene. Basic t-tests comparing female-directed
films to films directed by men were performed on all of the variables in order
to provide preliminary findings as to whether the themes are present and if
they may indicate that differences occur based on the gender of the director.
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These findings and their implications for future research are discussed in the
following results and discussion sections.

Results
Coding of the four films occurred over a three week period. The
scenes of all four films that involved sexually explicit material were coded
first, and then plot scenes were coded. Two separate data sets were created
from this coding process: one data set for sex scenes and one data set for plot
scenes. Of the four films that were coded, two were woman-directed and two
were directed by men. Three of the four films were produced by major
production companies; Surveillance Sex (2008) was not. The four films coded
were:
1.

(Female-directed) Tristan Taormina's Chemistry, directed by

Tristan Taormino and produced by Vivid Entertainment (2007)
2.

(Female-directed) Operation: Tropical Stormy, directed by

Stormy Daniels and produced by Wicked Pictures (2009)
3.

(Male directed) Tailgunners, directed by Nick Orleans and

produced by Adam & Eve Pictures (2007)
4.

(Male directed)Surveillance Sex: Caught on Tape, directed by

Ian Daniels and produced by Gen. XXX Digital Productions (2008)
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The four films combined contained 629 minutes of pornographic film. Within
this sample, 412 minutes (65.5%) involved sexually explicit depictions and
217 minutes (34.5%) included plot and opening credits. The movies averaged
157 minutes in length, of which an average 103 minutes contained sexually
explicit acts. A total of 126 scenes were coded: thirty two (25%) were sex
scenes and 94 (75%) were plot scenes. This averaged to eight sex scenes per
film and 23 plot scenes per film, and a total average of 31 scenes per film.
Although on average there were more plot scenes than sex scenes per film,
sex scenes were generally much longer than plot scenes. While sex scenes
averaged nearly thirteen minutes in length, plot scenes averaged only slightly
over two minutes in length.
One sex scene was not coded because it depicted more than six people
engaged in sexual activity; coding for behaviors of all actors in the scene was
too difficult for adequate data collection. Fully dressed voyeurs or
cameramen present in sex scenes, but not engaged in sexual behaviors were
not coded, but were present in 6 (18.75%) scenes.
In order to provide a brief overview of some of the behaviors depicted
in the sex scenes from all four films in the sample, the following are
frequencies of some of the behaviors performed for all four films. Scenes
averaged 2.69 actors per scene. Oral sex was fairly common: fellatio occurred
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in 84.4 percent of all sex scenes and cunnilingus occurred in 71.88percent of
all sex scenes. Over ninety percent (90.6%) of sex scenes contained vaginal sex
or penetration, 43.75 percent of sex scenes depicted anal sex or penetration.
Condoms were used in 28.13 percent of sex scenes and lube use was less
common, occurring in only 9.4 percent of all sex scenes. Kissing was depicted
in 43.75 percent of all sex scenes but the depiction of rape was not present in
any of the scenes viewed. Female orgasm was depicted in 46.88 percent of all
sex scenes, compared to 68.75 percent of sex scenes that portrayed male
ejaculation (or "money shot").
The results have been divided into two sections. The first section
provides a qualitative analysis that discusses the overall complications when
interpreting the scenes during the coding process and a discussion of how the
themes were presented in the scenes. The second portion of the results section
provides basic quantitative analysis using the small four film sample in an
attempt to demonstrate that coding for the themes can be performed using a
larger and more representative sample.

Qualitative Analysis
Overall, results from a qualitative perspective indicate that the themes
"egalitarian", "authentic", and "political", were present in the four
pornographic films sampled. As suggested in previous literature, both plot
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and sex scenes proved to contain thematically relevant data. The coding
process of both types of scenes was difficult, however. Open style coding
methods proved the most effective for capturing the thematically relevant
information, rather than using measurements that were predetermined before
coding began. Coding one theme at a time was beneficial for capturing
relevant data for each theme, but it also led to an over-simplified
representation of the interactions occurring within the scene. When coding
themes separately, there is no way to quantitatively measure interactions
between themes or to articulate whether the themes occur independently or
in combination with the other themes.
The complexity of interactions and behaviors depicted in the scenes
were diluted by the coding process so that behaviors that were easily
identifiable and able to be coded were recorded, rather than the interactions
and behaviors that could have multiple meanings or interpretations. In other
words, the presence of oral sex (fellatio and cunnilingus) could be coded
much more easily than the context in which that behavior took place.
Interpretation of the behaviors being depicted was also very
convoluted due to varying perspectives as to what is agentic or empowering
to women and what is not. In one plot scene coded in Tristan Taormina's:
Chemistry, Roxy DeVille, a female actress, describes her partner's penis as a
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"cute crooked weenie" in a child-like high-pitched voice. A radical feminist
perspective might view this incident as exemplifying the infantilization of
women and society's need to portray women as servicers of men's sexual
desires. A liberalist feminist perspective, in contrast, might view DeVille's
statement as egalitarian; she finds joy in her partner's phallus and is
empowered by her ability to infantilize her partner's genitals. Finally, a post
modern perspective would argue that both, either, or neither are correct,
depending on the context of the situation and the interpretation of the
individuals viewing the scene.
Another scene that depicts the complexity and multifaceted nature of
the messages depicted in the scenes is drawn from Tailgunners. In one
particular scene, a white woman is on her knees performing oral sex on a
black man in what looks like the living room of a large mansion. She is
scantily clad but elegant looking, regal almost: her pearl necklace and
matching earrings setting off her perfectly coiffed red hair. Her garter belt,
bra, and stockings look expensive and complement her round, beautiful, and
gracefully aging body. The black man is dressed as a porter or butler. He is
wearing an ornate uniform with many brass buttons, a pillbox hat, and white
gloves. He can really only be seen in his entirety for a brief moment however
because he is holding what looks like an unhinged door in front of his body.
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The door is white and ornately carved with gold finials and cornice work. In
the very center of the door is a glory hole from which his penis protrudes.
The duration of the scene depicts both zoomed in and zoomed out camera
shots of the woman performing fellatio on the bodiless penis. Occasionally
the camera depicts the black man's face peeking out from behind the door: he
is smiling and happy every time.
As a viewer of the scene, different perspectives lead to different
avenues of interpretation. Using a white male gaze, both the white woman
and the black man could be interpreted as both being exploited for the
viewer's sexual entertainment. Nash's post-modem "politics of articulation"
concept however, would allow female viewers and viewers of color to inject
different meaning into the scene. The layered symbols and interpretations in
this scene provide insight as to the complexity of coding. Clearly race and
class have some bearing on this scene. Class- wise, the white woman
obviously dominates. She is wealthy, and is likely her partner's employer.
But her kneeling position and the fact that she retains less clothing than her
partner have both historically been interpreted as "misogynistic" because she
is kneeling before the penis, as if in worship, and the level of nudity between
genders is imbalanced. Previous research supporting an anti-pornography
stance discussed in the literature review used both the "clothing order" and
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"kneeling during oral sex" as examples of how women are dominated in
pornographic media.
Injecting race into this conversation only adds to the scene's
complexity. For the black man, being depicted as hired help contributes to
conventional and historic racial hierarchies, but having his employer kneel
before him in order to perform oral sex on him does not support these
traditional race roles. Or maybe it does, if we begin to consider issues
revolving around sexual harassment in the work place. This leads back to
gender roles in society. It could be interpreted that this scene is meant to
show that the power differential between genders has lessened enough that
women can and do exploit men of color. Or, when considering race first, this
scene could be pointing to the exploitation of black people by whites along
with a critique of the "sexual exploitation of men" suggestion. The man is
always depicted as happy and smiling in the scenes, which supports the
traditional gender role notion that men are somehow "innately" more sexual
than women. Therefore, they are less likely to be sexually exploited than
women because they are more often willing participants in their sexual
encounters. This interpretation would then further argue that the scene is
also reinforcing the traditional racial stereotype that black men are even more
sexual than white men, and therefore, he cannot be sexually exploited by the
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woman, regardless of the fact that his race, class, and occupation put him at a
disadvantage to her.
Something else that stands out about this scene is the use of the door
and the visual disembodiment of the man's penis. Radical feminism railed
against the use of camera scenes or props that diminished women to a
specific body part. If the door had been used on the woman so that only her
breasts or vagina were visible, that would have been an accurate description
of how woman are "objectified" in pornography according to an antipornography stance. Since the door was used to segment a man, is it
interpreted as the "objectification" of men?
Ultimately, the coder determined how these multi-faceted and
dynamic interactions were interpreted and coded. Scenes depicting
especially complex or conflicting messages were also coded qualitatively for
the purpose of further reflection on the meaning and interpretation of the
event, and in order to document the interaction for inclusion in the data
analysis portion of this research. The following themes section discusses the
qualitative analysis of these complex scenes and interactions as they apply to
the themes defined for this study.
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Egalitarian
Complications with coding the "egalitarian" theme were ample. One
difficulty was in determining how to code sexist speech and acts between
women. Sexist terms like "bitch" and "whore" were used by women to refer
to themselves and each other in more than one scene. These interactions were
recorded, and can be seen as adding to the social discourse of women's
sexuality, but whether they serve as insurrectionary speech or as
perpetuations of sexism against women is difficult to ascertain. Again, the
problem stems from a lack of agreed upon definitions of power and sexual
agency among various feminist perspectives. Viewing these woman-towoman misogynistic comments from a radical feminist perspective, it
appears that the depictions of lesbianism are often portrayed using the white
male gaze. Radical feminists would argue that the behaviors are not
"authentic" woman-to woman or lesbian behaviors, but rather what
heterosexual white men want lesbian sexuality to look like. Using a liberal
feminist lens, however, one can see the use of sexist epithets as women's way
of expressing their sexuality and that the use of sexist terms can and is part of
some authentic lesbian sexual behaviors. Post-modern feminists would
suggest that these two women could be viewed as claiming ownership of
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terms that were once meant to oppress them, but that context and
interpretation can vary the meaning of this phenomenon.
Coding for the egalitarian theme illuminated the complexity in
depicting power relations between actors. During the coding procedure
many variables indicating aspects of equality and inequality were introduced.
Some aspects of the theme as described in the literature review did not
appropriately fit what was depicted in the films. For example, a "minutes
spent on foreplay" variable was created because the literature suggested that
women-centered films

de~iicated

more time to depicting the behaviors

leading up to sexual intercourse and climax.
Coding for this variable was performed by timing the events that
occurred beginning with sexual interaction and ending with penetration of
the vagina or anus. The complications arose when scenes did not progress in
a linear fashion from foreplay to intercourse to orgasm to scene conclusion.
Only the initial acts before the first penetration were counted as foreplay and
not the foreplay-like acts occurring between incidences of intercourse.
Foreplay-like behaviors occurring after intercourse occurred in some sex
scenes but they were not timed because they occurred after the first
penetrative act.
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Another variable that proved difficult to code was the ATM variable.
ATM or "ass to mouth" was included as a variable because it is relatively
common in pornographic film. The acronym" ATM" is an industry term and
it is used on the covers of DVD' s and VHS to promote the types of acts being
depicted in the film. Its value as a variable for this research rests with the
radical feminist anti-sex notion that many of the acts depicted in
pornography are "degrading to women" including oral sex. It was
determined that if inserting a penis into one's mouth was considered
degrading to this group, then inserting a penis that had earlier been in ones'
anus into one's mouth would be considered degrading also.
The "minutes spent on foreplay" and the" ATM" variables highlighted
an aspect of sex scenes that was not discussed in previous research: there are
two types of sex scenes when discussing how events unfold. Some sex scenes
progressed in a linear fashion starting with intimacy and undressing, moving
on to foreplay and oral sex, and concluding with intercourse and usually a
money shot. Other scenes did not proceed in such predictable ways. These
scenes contained more A TM, and complicated the timing of foreplay
behaviors, because actors would perform a variety of behaviors throughout
the scene. For example, the woman might perform oral sex on the man and
then vice versa. Then the two might have vaginal intercourse, then she goes
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back to performing oral sex on him, then he performs analingus on her, then
they have vaginal intercourse again but in a different position ... and so on. It
is important to note that while the term ATM generally applies to women,
similar actions occur among the men in some sex scenes. For example, a man
might ejaculate into a woman's vagina and then proceed to perform oral sex
on her later in the scene. Or a woman might place a finger in her or her
partner's anus and then into her partner's mouth. These depictions are not
amplified as degrading by any other cues in the scene, so rather than being
interpreted as degradation or symbolic of power differentials, they appear to
depict the orgy-like fashion in which some sex scenes are presented and not
others.
The depiction of female orgasm was a variable used for the
"egalitarian" theme that was also difficult to record during coding. First, it is
important to ask oneself what a female orgasm looks like. That can lead in
any number of directions including: Can a female orgasm be depicted? What
does it look like? Do all women's orgasms look the same? How can someone
know if an orgasm is authentic or contrived? Inevitably, as a female
researcher, it is difficult to grapple with these issues. During coding the
researcher had to resist the urge to inject her own personal experience when
determining whether female orgasm was depicted, because relying on
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personal experience alone would generate too limited a view for social
research of this kind.
Out of the philosophical and iterative discussion regarding the
depiction of female orgasm sprung the assumption that there is not a
"universal" female orgasm. Like men, their physiological responses during
sexual climax differ between individuals, but unlike men, there is no clearly
visible product of that climax. In many of the scenes, women's orgasms were
depicted through vocalizations, many of which were very loud and some of
which included a capricious mix of colorful language. Verbal cues were the
most common indicator used to depict female orgasm, but on occasion
women were depicted rolling their eyes, stiffening their bodies, and tossing
their heads back. Rarely, female ejaculation or "squirting" was used as a
possible depiction of female orgasm.
Women's orgasms do not provide a visual cue like those of men.
Some scenes overcame this obstacle by including female vocalizations clearly
identifying that she was achieving climax. Some of these depictions were
outlandish and likely not authentic representations of female orgasm. Many
scenes did not provide auditory or visual clues, however, and the coder was
left wondering whether or not female orgasm had been achieved. Rather
than attempt to guess whether it had or not, the coder only indicated the
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presence of female orgasm if it was clearly identified by the actors involved.
What this means is that subtle, but authentic orgasms may have been
overlooked, while obvious but counterfeit orgasms were recorded.
The inclusion of violence created another such impasse in coding for
the "egalitarian" theme. Verbal insults like name-calling, combined with light
hitting or slapping occurred in some sex scenes. This light slapping usually
occurred on the genitals or buttocks and was performed by both men and
women on both men and women. It was not performed by men on other men
in this sample. None of the sex scenes depicted heavy or intense violence or
sado-masochism toward neither men nor women.
The use of mild hitting and slapping would be interpreted by radical
feminists as the continued reliance on power differentials and violence when
depicting a sexuality that is defined by men. Liberal feminists of the other
hand would interpret the use of hitting and slapping as possible depictions of
sexual arousal and even affection or intimacy. Rather than attempt to
differentiate violence that was meant to harm from violence that was meant
to arouse, coding of the behaviors was performed so that all violence was
coded regardless of how the coder interpreted it.
Representing the extreme end of the violence spectrum, death was
depicted in only one sex scene and it was presented in a farcical manner, not
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in a manner that could be interpreted as perpetuating violence against
women. A male actor was depicted as being suffocated to death when a nude
female actor sat on his face. Clearly, this comedic representation of a man's
death during intercourse is not representative of extreme violence in any
grave sense of the term, but the event was coded as violent to the point of
death, because that is what was depicted, regardless of the comedic tone.
Depictions of death and violence were much more common in plot scenes,
particularly the films with plot revolving around political events and
situations.
These previous examples provide only a small sample of the
difficulties with coding for the egalitarian theme. Many of the scenes
discussed above were extreme examples drawn from the sample in order to
illuminate the multiple perspectives that could be used to interpret the
behaviors and depictions within the scenes. Scenes that were not used as
examples also required the coder to consider multiple theoretical perspectives
during the coding procedure.

Authentic
The authenticity theme required the use of multiple theoretical
perspectives when coding. The previous literature suggested that "authentic"
referred mainly to the physical bodies of the actors being depicted. The
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theme as it was defined using the previous scholarly writings proved to be
useful when coding the sex scenes. Sex scenes in which actors were usually
nude or nearly nude provided the opportunity for the coder to examine
closely the portrayal of physical bodies.
Coding the plot scenes, on the other hand illuminated the narrowness
of the definition of "authentic" as it was used in this research. The physical
bodies of actors in plot scenes were not always available for scrutiny by
viewers because actors were often shown wearing clothing that blocked their
physical bodies from view. During the coding of plot scenes, an expansion of
the "authentic" theme definition was made. Using open style coding, the
coder recorded any aspect of the scene that contributed to a sense of
authenticity or any aspect of the scene that invoked a feeling that the scene
was inauthentic. Two examples of what were recorded as "inauthentic"
would be the use of fuzzy soap opera-like camera angles and the use of slapstick style comedy. Two examples of open-coded aspects of plot scenes that
contributed to a sense of authenticity were actors addressing the camera (and
therefore viewers of the film) and the depiction of female actors performing
everyday activities (like showering or applying deodorant).
Since the authenticity theme was defined as relating to the authenticity
of the physical bodies of actors, then it is also important to discuss the
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demographic characteristics of people portrayed in the scenes. In all, the
films' casts were predominantly white. The relatively low representation of
people of color may be due to commercial segregation of pornography by
race, so that films depicting people of ethnic backgrounds other than white
are compartmentalized into their own genre. Race is used, like sexual
orientation, to divide genres of porn so that if one wants to see AfricanAmericans, Latino/ a, or Asian people engaged in sexual activity, an entire
subset of film depicts only people of those ethnicities. In other words, if one
wants to see African Americans engaged in sexual behaviors, one would
purchase an African-American pornographic film. Categorizing
pornographic film by race is considered by radical feminists as contributing
to the fetishization of race.
This compartmentalization of pornography based on the demographic
characteristics is also used when depicting women of different ages, women
with body hair, 'everyday' bodies, and interracial sexual activity and may
account for the low frequencies of these variables in the current sample.
Perhaps that is why people expressing these types of characteristics were not
found in the sample used for this study. In general, both films directed by
men and woman-directed films relied heavily on hegemonic beauty
standards when depicting their characters, suggesting that "insurrectionary
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speech" when it comes to the presence of everyday people in pornographic
film produced by large production companies, may not be a relevant theme.
Since no precedent had been set as to how to code for authenticity in
plot scenes, and the definition of the theme as drawn from the literature was
inappropriate for use with plot scenes, information derived from the plot
scenes for the "authentic" theme was very preliminary. The theme, as it was
used when coding the sex scenes, was appropriate enough that coding was
relatively straightforward. Coding for the authenticity of the physical bodies
of actors was further simplified by the tendency of both male and female
directors to portray male and female actors fitting hegemonic beauty
standards.

Political
Thematically, "political" was perhaps the most difficult to code.
Whereas the egalitarian theme was difficult to code because it required many
measures, the political theme was difficult due to a more philosophically
based conundrum. Determining whether or not a message is political,
depends on the interpretation and social context of the film and the viewer of
the film. Rather than spend lengthy amounts of time reflecting on whether a
depiction or message was political, the coder recorded overt political
messages. This means that messages that were potentially political went
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unrecorded. An example of the type of potentially political message that was
not indicated as political occurred in film one. A male actor holds a large
pink vibrator in his hand. He is looking directly at the camera and addresses
male viewers directly. He explains to male viewers that the use of vibrators
by men on their female partners is not "bad". He explains that vibrators
should be seen as "tools" men can use to satisfy their partners when they (the
men) are "feeling lazy" and do not want to perform sexually.
The initial reaction of the coder during this scene was that this
depiction was clearly focused on equal pleasure. Women's sexual desires and
urges were pushed to the forefront of this "man-to-man" discussion. In a
society marked by patriarchy, the discussion could be considered political as
well as egalitarian. But because the depiction did not include a reference to
the political nature of this topic, it was only recorded as an indication of the
"egalitarian" theme and not the "political" theme. The fact that it also
confronts and contradicts the notion that men are more "innately" sexual
than women also went un-coded.
A second difficulty when coding the political theme was that the two
films that were heavy on plot used political characters and situations as the
focus of the plot. But for the most part, the politics depicted were often vague
or superficial. The film Operation: Tropical Stormy was a highly fictional and
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comedic movie about two FBI agents vacationing in the tropics that happen to
uncover Kim Jung Il's plot to destroy America, but they are able to kill him
before his plan is put into effect. The film is meant to be comedic, and clear
political statements were not present. For example, in the film, Kim Jung Il's
evil plan is to ship poisoned barbeque sauce to America just before the next
Independence Day.
An example of the type of slap-stick and politically ambiguous use of
political situations in this film is when the two FBI agents are thanked for
saving America from "terrorism" by a fictional and unnamed president of the
United States. The president talks to the two FBI agents via web-cam while
he is seated on the toilet and defecating. The type of "terrorism" or who
committed the terrorist act is never specified. Referring back to the problem
with coding the political theme, perhaps there is a political message there, but
what is it? After some reflection, the potential political message could be that
our society is taking a lackadaisical approach to terrorism (the casualness of it
depicted by the president's location during the interaction) that may be
inappropriate. But because this interpretation relied heavily on the coder's
opinions and a high level of interpretation, it was not coded as a political
statement.
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The characters and scenarios depicted in Operation: Tropical Stormy
were political in nature, and there may have been a political message, but the
messages were not clear. While political situations and characters were used
to further the plot and to differentiate the "good guys" from the "bad guys",
it was done in a way that "American Imperialism" tends to be the
overarching political message that can be drawn from the film after watching
it in its entirety. Whether the message is a critique of American Imperialism
or if it is in support of American Imperialism, is difficult to ascertain due to
the slap-stick comedy nature of the film.
The film Tailgunners also used political situations and characters for
plot development. This film was set during World War II and used women's
entrance into the Allied Forces as fighter pilots as the storyline of the film.
The Allied Forces were depicted as "good" and the Nazis were depicted as
"evil". This film did contain relevant political statements, which will be
discussed below. However, before moving on, it is important to note the
continued reliance on a "good versus evil" ideology. While it is not
necessarily a political message, the "good versus evil" mores do have a legacy
in American pop-culture and is likely rooted in American fundamentalism.
The relevant political statements in Tailgunners (2007) were about civil
rights for white women and men of color. The political message that is the
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most transparent, and least open to interpretation, occurs at the very end of
the film. Over a still shot of an empty wheelchair (that of President
Roosevelt) sitting on a green lawn, written on the screen is the message
"America won the war, but at a great cost. Today, women are still fighting for
their rights in modern society. Together we will continue to fight for
freedom". This statement marks the end of the film and is followed by the
closing credits.
The other political statement about women's rights is made by a
woman playing Eleanor Roosevelt. After telling the presidential advisers that
women are capable of flying fighter planes, she then persuades them further
with sexual favors. While the statement as expressed in words is clearly
political, the message sent via body language and action is a little less clear.
The use of sexual favors in exchange for goods or as a tool for manipulation is
an indirect political statement itself, but it is a murky one. This is a form of
exploitation, but exploitation of whom and by whom? Eleanor Roosevelt
could be interpreted as wielding sexual power over weak men, or as doing a
disservice to women that are trying not to be viewed as sex objects, especially
in the realm of business and work. Another possible interpretation is made
when considering a popular theory that suggests Eleanor Roosevelt may
actually have been a lesbian (Williams 2000). If she was, depicting her
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character engaged in sexual activity with men would be interpreted as
offensive to both First Lady Roosevelt and the greater lesbian community.
The third political statement in the film referenced racism and
involved a black male airplane pilot informing two white female scientists
that African-Americans deserved the same rights as white men in America.
His subsequent sexual activity with the two white (and blonde) women
recalls Walker's (1980) discussion on interracial pornography involving Black
men and white women. As previously mentioned, Walker used the black
man and white woman sexual pairing to point out men's alliance across race
in the shared act of subordinating women. But in this particular scene, the
black man identifies with the white women, pointing out that both groups are
treated by society as inferior to white men. Also, it is the white women who
initiate sexual contact with the black man: when he states that both he and
white men are "the same on the inside", the women express that they "want
to see" for themselves and begin to undress him.
Obviously the context of this particular scene makes Walker's (1980)
statements appear either outdated or overly simplistic. In this instance, the
African-American man's verbal exchange with the women attempts to
demonstrate his solidarity with white women as a fellow oppressed person. It
could also be suggested that he aids in the women's empowerment by
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providing an opportunity for the white women to express a sexual
assertiveness that was socially undesirable for a woman living in the 1940's
while also contributing to their transcendence of social boundaries governing
interracial sexual behaviors. The validity of a post-modern feminist
perspective is evidenced by these layered and complex messages: content,
context, and interpretation all contribute to the meanings attributed to the
depictions being viewed.

Quantitative Analysis
The quantitative results provided below supplement the qualitative
findings by demonstrating that the data collected during coding can be used
for quantitative analysis. The small sample size used in this study relegate
statistical findings as preliminary and do not represent data that would have
been generated using a larger and more representative sample.
The following quantitative analysis is provided in order to suggest that
although coding for the "egalitarian", "authentic", and "political" themes was
difficult, it can be done in a way that lends itself to quantitative analysis. The
sample used in this study is too small to make any definitive conclusions as to
whether or not films directed by women are different than films directed by
men in their use and depiction of the three themes. The purpose of this study
was not to discover if films directed by men differed from films directed by
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women. The purpose of this study was to determine if the themes were
present in pornographic films, if they could be coded, and if quantitative
analysis could be performed on the coded data using a larger sample.
Given that, results from this study indicate that very few of the
variables were significantly different based on gender of the film's director.
Of the 111 variables coded quantitatively, only four proved to be statistically
significant. These variables were male nude first, cellulite, number of men,
and share power. The men nude first and cellulite variables were drawn
from sex scenes, whereas the number of men and share power variables
derived from the plot scenes. Three of the significant variables attempted to
address the "egalitarian" theme, while the cellulite variable was one of the
variables used to determine the "authentic" theme. None of the variables
coded in an attempt to determine the "political" theme proved statistically
significant.
Again is important to emphasize that the lack of significance of the
remaining 107 variables does not necessarily suggest that there are no
differences between films directed by men and films directed by women.
There are three different possibilities for a lack of significance: (1) that there is
not very much difference between films directed by men and films directed
by women, (2) that the measures were not good measures, or (3) that the
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examples indicated too much variation within category, suggesting that
larger samples are needed for proper analysis. Discussion as to which of these
rules apply will be provided for each variable. For clarity, the quantitative
results and tables below are divided first by type of scene (plot or sex) and
then divided again by theme.

Sex Scene Data
The following sex scene results are divided by theme. Any significant
variables will be discussed. The majority of variables for all three themes did
not prove to be significantly different based on the gender of the film's
director, so possible reasons for their lack of significance will also be
included.
Egalitarian

Of the 26 variables used to depict the egalitarian theme as it appeared
in sex scenes, only one proved significant at the .05 level: the man nude first
variable (see Table 1-1). As previously mentioned this variable was dummy
coded and originated from a categorical variable labeled "clothing order".
Results indicate that women directors are less likely than male directors to
depict male actors unclothed first (t= .008). This finding runs contrary to the
expectation that women directors would be more likely to depict men
undressed before their female partners. The other two dummy coded

93

variables originating from the same root variable (woman nude first and
nude equal) did not prove significant. Coding for clothing order did not
prove to be problematic, and comparison of the films' means indicate that
there is too much within group for adequate analysis so it is likely that the
small sample size contributes to the insignificance of the woman nude first
and nude equal variables.
Except for four (minutes spent on foreplay, female orgasm, and the
two mood variables), the remaining variables can also be viewed as
insignificant due to too small a sample as evidenced by elevated amounts of
within-group variation. A larger sample of films directed by men and films
directed by women would cut down on within-group variation and
strengthen the statistical tests. For example, the variable for age difference
that depicted male partners older than their female partners was present in 22
percent of one female-directed film and 50 percent in the other femaledirected film. This compares to 54 percent of scenes depicting this age
difference in one male-directed film and 25 percent of the second maledirected film. The four variables that were insignificant, but not due to the
sample size were minutes spent on foreplay, female orgasm, and the two
mood variables. These four variables may be insignificant due to small
sample size, but more likely they are due to improper coding.
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The problems experienced while coding the minutes spent on
foreplay variable were discussed earlier but revolve around a non-linear
progression of some sex scenes. Foreplay was defined as "arousal behaviors
occurring before intercourse". This definition assumes that scenes will depict
sexual encounters that progress from arousal, to intercourse, to climax and
scene conclusion. That was not always the case, however. Some scenes
progressed from arousal behaviors to intercourse and then back to arousal
behaviors. Redefining the variable to fit the different types of sex scenes
would likely improve the testability of this variable.
The female orgasm variable was also likely coded improperly, as
discussed in the qualitative portion of the results. This variable proved
exceptionally troublesome during the coding process. A larger sample might
improve testability, but a clearer definition of what a female orgasm looks
like is needed before coding for this variable can be done properly.
Finally the two dummy coded mood variables originated from a
categorical variable. This variable was not too difficult too code, but may
have been coded improperly in that one variable includes moods ranging
from neutral to happy and the other variable indicates negative moods like
angry or sad. When coding for mood using a larger sample, it might be
useful to further categorize the moods of actors so that "neutral" is
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independent from "happy" and "sad" is independent from "angry". This
would also allow for fuller and more detailed findings, as well as contribute
to the overall significance.
Table 1-1 Summary o(Sex Scene data (or Egalitarian
Variable

Number of men (avg.)
Number of women (avg.)
Clothing Order(%):
Man nude first
Woman nude first
Nude equal
Power Differentials (%):
Man in power
Share Power
Woman in Power
No Power
Foreplay Minutes (avg.)
Camera Shots Zoomed In (avg.)
Camera Shots Zoomed Out (avg.)
Fellatio(%)
Cunnilingus(%)
VaginalPenecration(o/o)
Anal Penetration(%)
ATM "Ass to mouth"(%)
Toys(%)
Money Shot (%)
Female Orgasm(%)
Kissing(%)
penis created as a toy
woman's body created as a toy
Mood(%):
Neutral to happy
Sad or angry
Violence(%):
Insults
Light Sado-masochism
Death
n=4 *p < .05. **p < .01. ***p < .001.

Femaledirected

Maledirected

diff

t

1.15
1.60

1.18
1.25

-0.025
0.35

0.958
0.395

22.90
24.30
52.80

35.25
10.65
29.50

-12.35
0.76
23.30

0.008*
0.500
-9.100

17.35
17.35
18.05
47.20
2.65
12.85
7.75
81.95
64.60
88.20
29.75
6.25
18.05
53.45
53.45
46.55
14.95
23.45

13.65
9.10
22.75
42.05
3.83
20.42
11.07
83.00
78.45
95.50
72.75
56.80
17.00
83.00
59.10
51.15
0.00
24.40

3.70
8.25
-4.70
5.15
-1.19
-7.58
-3.32
-1.05
-13.85
-7.30
-43.00
-50.55
1.05
-29.55
-5.65
-4.60
14.95
-0.95

0.747
0.303
0.900
0.892
0.425
0.158
0.299
0.500
0.062
0.394
0.271
0.161
0.500
0.333
0.888
0.912
0.440
0.979

84.95
6.80

84.40
15.65

0.55
-8.85

0.981
0.761

5.55
34.50
0.00

4.55
9.10
4.55

1.00
26.30
-4.55

0.500
0.256
0.500
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Authentic

Of the 19 variables used to code the "authentic" theme as it appeared
in sex scenes, only one was significant at the .OS level (see Table 1-2). This
variable was the cellulite variable. It represents the percent of scenes
depicting women with average or more cellulite (female directed means were
77.7 and 62.5, male directed means were 63.6 and 50). Findings indicate that
sex scenes directed by women are more likely to depict women with average
(or more) amounts of cellulite than sex scenes directed by men (t=0.038). No
other variable representing authenticity of physical bodies proved significant.
As discussed in the qualitative results section, the lack of significance of the
majority of the authenticity variables could be due to the fetishization of age,
race, sexual orientation, and body type. Since the sample used in this study
consisted mostly of films produced by large companies, it could be that
"everyday" bodies are not often represented in this type of pornographic
film, regardless of the gender of the film's director. Another obvious
possibility is that the sample size of four films was too small and that a larger
sample would tease out any differences in the depiction of "everyday" people
when a small sample cannot. This is evidenced by the within group variation
for many authentic variables. For example the means for the pubic hair
variables for female-directed films were 44.4 percent and 25 percent whereas
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the means for male-directed films were 9 percent and 75 percent. Another
variable with a large amount of within-group variation was the sweat
variable. The means for this variable were 66.7 percent and 25 percent for
female-directed films and 18.2 percent and 25 percent for male-directed films.

Table 1-2 Summary o(Sex Scene Data (or Authentic
Variable

Femaledirected

Age Differences(%):
Older Female
Older Male
Race(%):
Black
Latino
Asian or Pacific Islander
Lube Use Shown(%)
(Women) Cellulite average or more(%)
(Women) Pubic Hair average or more
(%)
(Women) Blemishes average or more (%)
Sweat
(Women) Same-Sex Behaviors(%)
(Women) Bi-Sexual Behaviors(%)
Opposite-sex Behaviors Only (%)
Female Masturbation(%)
Bodily Noises(%)
(Women) Messy Make-up After Sex(%)
(Women) Breast type(%):
Natural Breasts only
Enhanced Breasts only
Natural and Enhanced Breasts

Maledirected

diff

t

-12.00
-3.50

0.525
0.922

5.50
36.00

17.50
39.50

14.25
6.00
6.80
11.75
70.10
34.70

3.15
10.30
7.15
12.50
56.80
42.00

11.10
-4.30
-3.50
-0.75
13.30
-7.30

0.342
0.741
0.500
0.959
0.038*
0.892

11.75
45.85
18.75
6.25
70.15
29.85
29.85
11.80

38.65
21.60
13.65
9.10
38.65
56.85
26.15
29.55

-26.90
24.25
5.10
-2.85
31.50
-27.00
3.70
-17.75

0.239
0.500
0.901
0.883
0.346
0.314
0.747
0.534

17.35
71.55
11.10

34.10
56.80
9.10

-16.75
14.75
2.00

0.568
0.634
0.500

n=4 *p < .05. **p < .01. ***p < .001.

Political

Only two variables were used to code for the political theme as it
appeared in sex scenes (see Table 1-3). Neither of these measures proved
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statistically significant. The political message variable requires a clearer
operational definition. Political messages that were vague or implicit were
not coded in this study. The philosophical discussion on determining which
messages were political was included in the qualitative results section, and
suggests that improper coding may have contributed to this variable's lack of
significance and presence. As for overt political messages, a larger sample
size is needed to determine if any differences between films directed by men
and films directed by women exist.
The condom variable was much easier to code than the political
message variable. The lack of significance of this variable is likely due to the
small sample size. Within-group variation was too large for this variable; one
film directed by women depicted condom use in over half of sex scenes while
the other film directed by women depicted condom use in less than 10
percent of sex scenes. A larger sample is required to determine if the use of
condoms, and therefore the eroticization of safe sex practices, is more
prevalent in films directed by women.

Table 1-3 Summary o(Sex Scene Data for Political
Variable

Womandirected

Political Message (%)
Condoms Used (%)

0.00
35.75

Maledirected
4.50
13.65

diff

t

-4.50
22.10

0.500
0.681
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n = 4 *p < .05. **p < .01. ***p < .001

Plot Scene Data
The following portion of the results section describes the statistical
findings for variables coded in the plot scenes of the sample. Since very few
variables proved significant, possible reasons for the lack of significance of
insignificant variables will also be provided. Again, for clarity purposes the
results will further be divided by theme.
Egalitarian

Of the thirty one variables coded for the "egalitarian" theme in plot
scenes, only two were different (see Table 2-1). Both were statistically
significant at the .05 level. These two variables are the number of men
variable and the share power variable. The number of men variable was
coded more as a matter of formality than in expectation of statistical
difference. Findings indicate that women directors depict more male actors
in plot scenes than male directors do (t=0.035). This finding could possibly be
interpreted to support the notion that women-centered films focus more
heavily on plot than films directed by men, because more men in the plot
scenes could indicate more involved or complex plots.
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The share power variable was a dummy coded variable that stemmed
from a categorical variable with four options: (1) men in power, (2) men and
women share power, (3) women in power, and (4) no power differentials
depicted. All four possible categories were dummy coded into separate
variables but only the share power variable was significant. The findings
suggest that plot scenes directed by women are more likely to depict men and
women sharing power roles than scenes directed by men (t= 0.003). None of
the other three dummy variables stemming from the original categorical
variable proved statistically significant. It is also important to note that
although the original categorical variable was used for coding plot and sex
scenes, significance was found only for the plot scenes and not the sex scenes.
The lack of significance of the remaining 29 variables used for coding
the "egalitarian" theme as it is depicted in plot scenes could be attributed to
both small sample size and improper coding. Small sample size is likely the
problem for the sex as commodity (female-directed means 54.5 and 10.5
percent, male-directed means 8.8 and 80 percent), female empowered by
male (female-directed means 54.5 and 18.4 percent, male-directed means 26.5
and 0 percent), egalitarian words (female-directed means 63.6 and 15.8
percent, male-directed means 29.4 and 0 percent), egalitarian behaviors
(female-directed means 54.5 and 7.9 percent, male-directed means 35.3 and 0
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percent), and female body as toy (female-directed means 36.4 and 10.5
percent, male-directed means 8.8 and 40 percent) variables among others.
Since plot scenes had not been coded in previous content analysis of
pornographic film, it was difficult to determine what to code and how to code
it. Coding for themes in plot scenes were performed using an open-coding
method so that when a new concept or thematically relevant interaction
occurred, it was recorded and then all scenes coded previously were counted
as not containing that particular behavior or concept.
Some of the variables may actually represent similar depictions and
other variables should have been broken down into more than one concept.
For example the conversation variable should have been broken down by
topic. As it is, conversation is too broad of a category. It indicates only that
dialogue took place, but it does not explain what the dialogue was about or
the type of emotion expressed during the discussion. The use of the talk
about war/ violence variable indicates that the coder acknowledged that
some topics of conversation are more thematically relevant than others. The
infantilization variable could have been combined with the hyperfemininity variable, although at the time of coding they seemed like separate
concepts. Radical feminist theoretical perspectives suggest that infantilization
is an aspect of hyper-femininity. Further development of theoretical
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discussion as to how to interpret and code plot scenes along with a large scale
analysis would help to clarify how the "egalitarian" theme is depicted in
scenes without sexually explicit content.

Table 2-1 Summary ot.Plot Scene Data t.or
Egalitarianism
Variable

Number of men (avg.)
Number of women (avg.)
Intimacy(%):
Affection for Partner
Love/ Intimacy for Partner
No Love or Affection
Power differentials(%):
Man in power
Share Power
Woman in Power
No Power
Women exploited (%)
Men Exploited(%)
Women controlled (%)
Men Controlled (%)
Sexism against Men(%)
Sexism against Women(%)
Infantilization (%)
Women portrayed as 'stupid'(%)
Men portrayed as 'stupid'(%)
Woman empowered by Men's words(%)
Egalitarian Behaviors (%)
Conversation (%)
Kissing(%)
Violence (%)
Death(%)
Talk about war/ violence(%)
Hyper-Femininity(%)
Hyper-Masculinity(%)
Female Superiority(%)
Male Superiority(%)
n

= 4 *p < .05. **p < .01. ***p < .001.

Womandirected

1.76
1.625

Maledirected

diff

t

0.035*
0.243

1.49
0.94

0.275
0.69

55.35
11.15
33.50

30.45
6.10
63.45

24.90
5.05
-29.95

0.364
0.647
0.163

18.35
18.30
13.75
48.20
15.05
12.40
20.85
36.45
5.25
0.00
3.95
1.50
30.29
36.45
31.20
96.05
4.95
17.10
6.60
32.90
20.75
28.85
27.30
18.10

56.20
0.00
25.00
18.80
6.45
4.40
4.40
8.85
5.90
2.95
0.00
0.00
5.90
13.25
17.65
38.80
11.45
11.75
1.45
23.55
1.45
22.35
23.55
8.80

-37.85
18.30
-11.25
29.40
8.60
8.00
16.45
27.60
-0.65
-2.95
3.95
1.50
24.39
23.20
13.55
57.25
-6.50
5.35
5.15
9.35
19.30
6.50
3.75
9.30

0.091
0.003*
0.769
0.457
0.180
0.492
0.379
0.205
0.963
0.500
0.500
0.500
0.622
0.130
0.251
0.261
0.714
0.883
0.638
0.722
0.361
0.275
0.942
0.681
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Authentic

Statistically, none of the six variables used to code the "authentic"
theme as it appears in the plot scenes proved significant. Like the
"egalitarian" them, this is likely due to improper coding as well as inadequate
sample size (see Table 2-2). Inadequate sample size can account for the lack of
significance of the script variable, as is evidenced by the within-group
variation (female-directed means 0 and 94.7 percent, male-directed means 100
and 0 percent). The "authenticity" theme was defined by previous research
as related to the physical bodies of actors. During plot scenes, when actors
were clothed, this definition of "authentic" lost all value for coding. Rather
than rely on an unusable definition, the coder open-coded aspects of the plot
scenes that contributed a sense of authenticity or a sense of inuathenticity.
These open-coded notes became variables for the theme. Three of the six
variables refer to whether the scene is fiction or non-fiction. Because no
previous precedent pertaining to coding plot scenes had been set, and the
theme definition was not appropriate for plot scene coding, the lack of
statistical significance is not surprising. Further development of this theme is
suggested before testing with a larger sample.
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Table 2-2 Summary o(Plot Scene Data for Authentic.
Variable

Womandirected

Comedic/Farcical(%)
Stars as themselves(%)
Scripted (%)
Fictionality (%):
Non-fiction
Fiction: Realistic
Fiction: Unrealistic

58.40
50.00
47.35
0.00
0.00
50.00

n=4

diff

t

0.00
50.00
50.00

58.40
0.00
-2.65

0.312
1.000
0.983

50.00
50.00
50.00

50.00
-50.00
0.00

0.500
0.500
1.000

Maledirected

*p < .05. **p < .01. ***p < .001

Political
Only two variables were developed when coding plot scenes for the
"political" theme (see Table 2-3). Neither were significant. Again the lack of
significance could be attributed to both improper coding and too small a
sample. Improper coding is more likely the problem as suggested by the zero
difference value for two of the variables. As was discussed in the qualitative
portion of the results scene, only overt political messages were coded,
meaning that implied or subtle political messages were not coded. A more
precise definition of what should be considered political and what should
not, would help to clarify the coding procedure for future studies. A clearer
definition that is also broad would also allow for coding of the subtler
messages. Categorizing types of political message may also be an important
aspect of coding for the "political" theme when using a large sample.
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Also, political messages were only coded in scenes of films. The
literature review suggested that the political theme could also include
political action and contribution by the film's production company. This is an
aspect of "political" that cannot be tested by viewing the film's scenes. It
would be beneficial to incorporate into future research methods some way of
determining level of political involvement of the film's director or production
company when coding for this theme.

Table 2-3 Summary o(Plot Scene Data for Political
Variable

Womandirected

Political Message(%)
Political comedy(%)

0.00
50.00

Maledirected
40.90
50.00

diff

t

-40.90
0.00

0.394
1.000

n=4 *p < .05. **p < .01. ***p < .001

Discussion
This study engages previous research on pornography in numerous
ways. Pornography content analysis research supporting a pro-sex liberal
feminist perspective is mostly qualitative in nature. It was from this body of
literature that the majority of coding theme definition was drawn.
"Egalitarian", "authentic", and "political" were created using previous
scholarly research and writings about pornography. Pro sex-feminist
writings provided guidance as to what is woman-centered about
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pornography whereas radical feminist writings and research provided what

isn't woman-centered about pornography.
This research suggests that the themes drawn from previous research
and feminist writings were in fact present in pornographic film. This helps
validate qualitative pro-sex research on woman centered pornography and
theme formation. Further, Attwood(2008) suggested that films directed by
heterosexual men are taking on aspects of woman-centeredness, this study
supports that post-modem feminist claim, since the woman-centered themes
of "egalitarian", "authentic", and "political" were present in films directed by
women and films directed by men both. Like both previous quantitative and
qualitative content analyses, this research demonstrated that meanings are
open to interpretation and depictions are multi-dynamic.
No previous content analysis on film coded plot scenes, making
discussion of plot scenes in comparison to previous research impossible
except to agree with Swedberg (1989) when she suggests that plot scenes are
rich in meaning and "thematically relevant information". The presence of
themes in male directed film supports the post-modem emphasis on culture
production and meaning. Women producers of porn and the greater social
context (post women's liberation) suggest that woman-centeredness can be
found in many films since many films are influenced by women.
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In all, the coding process suggests that the themes "egalitarian",
"authentic", and "political" are relevant themes that are present in
pornographic film. During coding, complications with variable measures,
expectations derived from the literature that were incompatible with the
content of the film, and the difficulty of depicting multi-layered symbols and
meanings were highlighted as pitfalls to collecting data using this content
analysis method. The nature of this study was to explore the possibility that
the themes exist in pornographic film and that they are presented in a way
that is measurable. Given that, implications of this study suggest that future
examination of these themes and how they are represented by film directors
of different genders would produce viable findings as long as themes are
developed in a way that allows for flexibility in interpretation and coding.
Qualitative analysis allowed for a more thorough discussion of the dynamics
involved in the interactions and behaviors depicted in the scene and provided
a level of depth that did not filter through during quantitative analysis.
Quantitatively, it is difficult to compare the findings of this study to
previous content analyses for many reasons. First, the sample used in this
research is too small to make any conclusions. This research was designed as
a pilot study, so the statistical findings are not reliable. Theoretical
foundational differences between this content analysis and previous content
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analyses also make comparison of findings difficult. The radical feminist antipornography stance dominates previous content analyses, creating results
that focus on the negative attributes of pornography.
Different research designs and sampling methods also limit the ability
to compare findings. Cowan and Campbell's (1994) content analysis used the
genre of interracial pornography when sampling for their research. Palys's
(1986) work cannot be used for comparison because his research compares
triple-X films to adult films, and no statistical information for all films
sampled is provided in his study. This study resembles Palys's work in that it
divided the sample in order to perform comparative research between two
groups. In this study male and female directed films were used. Despite this
limitation, some superficial comparisons between this study and previous
research can be made however.
The combined frequencies from all four films provided to summarize
the content of the four film sample at the beginning of the results section
suggest that some trends in pornography may be changing. For example,
Brosius et al (1993) determined that sex scenes are becoming increasingly
longer over time. According to their findings, sex scenes in films produced
before 1986 averaged 4.4 minutes in length, while sex scenes from films
produced in 1986 or after averaged 5.9 minutes in length. The average sex
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scene length of all four films used in the sample for this study was 13
minutes, which suggests the possibility that sex scenes are becoming longer
over time. A larger sample would be needed to fully support Brosius et al.'s
claim.
Too many variations in coding style make findings from this study
difficult to compare to any of the content analyses headed by Cowan (1988,
1994). An attempt at comparison can be made regarding a few aspects of the
research despite various limitations. Cowan et al.'s (1988) finding that rape
was depicted in 51.5 percent of sex scenes, compared to the lack of rape
depictions in scenes sampled for this study, suggest that the depiction of rape
may be less frequent today than in the past. The presence of kissing was
coded in Cowan and Campbell's (1994) analysis of interracial films. They
reported this behavior occurring in approximately 14 percent of sex scenes.
Kissing was more common in the sex scenes coded for this research (43.75%),
but the numbers can't fairly be compared due to Cowan and Campbell's use
of a specific genre of film (interracial) and the small sample size used in this
study.
Another comparison suggests that the depictions of oral sex, both
fellatio and cunnilingus, are increasing in frequency over time. Brosius et
al.'s (1993) sample contained fellatio in 54 percent of scenes and cunnilingus
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in 40 percent of sex scenes. This compares to the depiction of fellatio in 84.4
percent and the depiction of cunnilingus in 71.88 percent of sex scenes
sampled for this study.
Further comparison of Brosius et al.'s (1993) findings suggests that the
depictions of anal intercourse, female orgasm, and condom use may also be
increasing in pornographic film. Of the 436 sex scenes in the Brosius sample,
anal intercourse was depicted in 6 percent of scenes, female orgasm was
portrayed in less than one percent of scenes, and condom use was not
depicted at all. This compares to 43.75 percent of sex scenes depicting anal
sex, 46.88 percent of sex scenes depicting female orgasm, and 28.13 percent of
sex scenes depicting condom use in the four film sample used in this study.
Comparing Brosius et al.'s large sample findings to the smaller sample used
in this study does not indicate concrete changes in pornographic content
trends, but instead suggests that future research would be valuable to
researchers interested in longitudinal trends of pornographic content.
The money shot variable was commonly used in previous content
analysis of pornographic film, and should be discussed in comparison to this
research as well. Cowan's (1988, 1994) articles determined that 32 percent of
sex scenes in the sample drawn from interracial film depicted a money shot.
However, the findings reported by Cowan (1988), as drawn from a general
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sample of pornographic films, depicted male ejaculation in 97 percent of sex
scenes. The findings of this study determined that the depiction of a money
shot occurred in approximately 68 percent of sex scenes from all four films.
This percentage falls in between the frequencies reported in both of Cowan's
articles and suggests that the money shot is still a commonly depicted
behavior in pornographic films.
The previously discussed quantitative comparisons are superficial and
can only suggest relationships between findings from the different studies. A
much larger sample would be needed in order to determine if these
comparisons exist or are due to the small sample size of 32 sex scenes used in
this study.

Implications
This research contributes to the body of pornography research
attempting to determine the social messages contained within pornographic

film. Pornography is not meaningless entertainment; the symbols and
iterations contained in pornographic film can potentially be the site at which
Butler's "insurrectionary speech" can occur. While this research was
conducted on a very small scale, it does suggest that the three themes:
"egalitarian", "authentic", and "political" are viable themes for feminist
pornography research. Whether or not they actually differentiate woman-
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centered pornography from pornography directed by men was not fully
discovered nor supported. The themes, however, could be valuable for
understanding trends in the representation of gender roles in pornography.
This research does support the theoretical framework suggesting that
these themes are represented in pornography through the use of
performativity. Actors in the films depict behaviors that represent the
themes. Culture reproduction can be observed in pornographic film.
Perhaps moving research away from determining differences between
woman and man-directed films and instead attempt to quantitatively analyze
how these themes are depicted, regardless of the gender of the director,
would yield more definitive results.
Researchers should not be assuaged from further pornography
research because of the complexity of data collection and interpretation.
Many aspects of pornography are relatively straightforward including the
documentation of the types of sexual behaviors being depicted and the basic
demographic characteristics of the actors. Since no large-scale quantitative
content analysis on pornography has been performed recently, data of this
type would be highly beneficial to researchers interested in analyzing the
current content of pornography.
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Cross-sectional research that seeks to identify the presence and
frequency of theme depiction in pornography over a period of time would
also be a potential approach to future research on pornographic film. Crosssectional research could prove useful in determining how the content of
pornography has changed over time. This type of research would be
especially beneficial to researchers using a post-modern perspective that are
interested in examining the transmission of social norms and culture in
pornographic film as they relate to the greater social context.
This research also highlights the importance of continuing the
philosophical debate among diverse feminist and sociological groups
regarding human sexuality and women's sexual agency in contemporary
society. Consensus on term definition would be beneficial for researchers
interested in studying sexism and the possibility of reverse-sexism in
pornographic media. Race, class, sexual orientation, and the intersectionality
of all four of these social characteristics should be pushed to the forefront of
this conversation as it appears that they continue to be highly relevant to
discussions of pornography and human sexual behaviors as they are depicted
in adult film. Changes in both contemporary feminist analysis and the
content of pornography suggest a need for more up-to-date qualitative
pornography analyses and feminist discourse on the topic. These two
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ingredients are needed to help clarify theme definition and pave the way for
future research on feminist approaches to pornography.
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Appendix A
(Coding sheets for sex scenes)

Film# _ _ _ _ __

Scene# _ _ _ __

Actor's Demographics:
Race: B= Black, W=White, AlP= Asian or Pacific Islander, L= Latino, M=MiddleU=Unknown, O=Other
Class: L= low/ poor, W= working, M=Middle, U= upper

(1) Race: _ _ Age: ____ Gender:

Class:

(2) Race: _ _ Age:

Gender:

Class:

(3) Race: _ _ Age:

Gender:

Class:

(4) Race: _ _ Age:

Gender:

Class:

(5) Race: _ _ Age:

Gender:

Class:

(6) Race: _ _ Age:

Gender:

Class:

Equal Pleasure/ Egalitarian
Actor's Mood Score:
(1= very unhappy, 2= unhappy, 3= neutral, 4= happy, 5= very happy, 9=unknown/ other)

(1) _ _ __
(2) _ _ __
(3) _ _ __
(4) _ _ __
(5) _

_

_

_

(6) _ _ __

Plot:

Eastern,
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Minutes Spent engaged in dialogue: _ __
Minutes Spent in plot formation other than dialogue: _ _ _ __
Describe:

Foreplay:

Minutes spent on foreplay: _ _
Oral sex on man performed by woman (YIN)? ___ Minutes: _ _ __
Oral Sex Performed on woman by man (YIN)? ___ Minutes: _ _ __
Power:
(1= man in power, 2= men and women switch power positions, 3= woman in power, 4= no power
differentials depicted)

Score: _ _ __ __
Number of camera shots zoomed in on only part of a body or bodies: _ _ __ _
Number of camera shots panned out to show entire people: _ _ _ _ _ __
Money Shot (YIN): _ _ _ _ __
Female Orgasm (YIN/U): _ _ _ __
Behaviors depicted could lead to orgasm/ ejaculation (Check one): _All of the

time _

Most of the time __Some of the time __None of the time

Authentic
Physical Attributes of Actors
Body Type: U= underweight, A= average weight, 0= Overweight
Breasts: N= natural, E= enhanced, N/A= not applicable
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(1) Body Type: _ _ _ Pubic Hair (YIN): _ _ Breasts (N/ E): _ __

Blemishes (YIN):

Describe:

(2) Body Type: _ _ _ Pubic Hair (YIN): ___ Breasts (N/ E): _ __
Blemishes (YIN): ___ _ Describe:

(3) Body Type: _ _ _ Pubic Hair (YIN): ___ Breasts (N/ E): _ __
Blemishes (YIN): ___ _ Describe:

(4) Body Type: _ _ _ Pubic Hair (YIN): ___ Breasts (N/ E): _ __
Blemishes (YIN): ___ _

Describe:

(5) Body Type: _ _ _ Pubic Hair (YIN): ___ Breasts (N/ E): _ __
Blemishes (YIN): ___ _ Describe:

(6) Body Type: _ _ _ Pubic Hair (YIN): _ _ Breasts (N/ E): _ __
Blemishes (YIN):

Describe: - - - -- - - - - - - -

Political
Political Statement (YIN): _ _ _ If so, how many: _ __
Theme of statement(s):

Use of condoms of penetration performed (YIN/ Sometimes): _ _ __ _
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Appendix B
(Example of sex scene coding sheets after data collected)

Film# _ _

!..___

Scene# _

_

___:(j)~-

Actor's Demographics:
Race: B= Black, WE White, AlP= Asian or Pacific [slander, L= Latino, M=Middle-·
U=Unknown, O=Other
Class: L= l01><:/ poor, W= worl<ing. M=Middle, U= upper

Eastern,

\ <9) Race: 1b Age: 2 5 Gender:~ Class: _ _ __
? (~Race: _b.J_ Age:_Z_5_ Gender: -E- Class:
lN-r Jv ~
~ ( Ra~: bL- Age:.i.2L Ge.nder: ~Class:
{OJ~

+- (~

Race:

5

~)

Race: ~ Age:~Gender:tl_ctass: _ _ __

L

~)

Race:

-W- Age:8C>
-4l- Age~ 5

Gende.r:

Gender:

/j____ Class: ~ ~

-ti-

Class: _

_._b~tl..J..,=!"-1

Authentic
Pbysical Attributes of Actors
Body Type: U= undenveigbl, A= average weight, <F Overweight
Breasts: N= natural, £= enhanced, NlA= not applicable

(I) Body

Type: ~1 Pubic Hair (YIN): ~ Breasts (N/ E):-~-j'>.\ Describe: _ _ _ __ _ _ _.,..-_ __

Blemisbcs(Y '):
(2) Body

Type:~ P:bic Hair (YIN):~ f\...

Blemishes{YIN):

~

Descri~:

Breasts (N/

E):-~---

_____ __ _ _ __ _ _ __

(3) Body Type: _ _ _ Pubic Hair (YIN): _ _ Breasts (NI E): _ __

(4) Body Type:

Pubic Hair (YIN): _ _ Breasts (N/ E): ____

Blemishes(~ Descri~: - - - - - - -- -- - - -

(5) Body Type: _ _ _ Pubic Hair (YIN): _ _ Breasis (NI E): _ __
Blemishes {YIN):

Describe:

-"'-\-lJCI."-l\..rM.!~---------'
\
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- ~ --------------------------~--------------------I(

~

Film# _ __

LP

e _ __
Seen#

_

Foreplay:
Minutes spent on foreplay: _ _

Oral sex on man performed by woman ('liN)?

-'i- Minutes:~ L ~

Oral Sex Performed on woman by man ('liN)?

__'fl_ Minutes: _ _

J

Power:
(I= man in power, 2= men and women switcb power positions, 3= woman in power, 4= no power

differeotials depicted)

m.~\~ t11{- ~

"1
Score: _.=.:l:..___

~6.lt.

Number of camera shots zoomed in on only part of a body or bodies:

it?

Nt'ttfl,.,

l\ lJ

Number of camera shots panned out to show entire people: ti{J., 1 I\\

MoneyShot('lfN):

{)N_ ~ ~.e_

\(

Female Orgasm ('l/N/U): _ _ __
Behaviors depieted could lead to orgasm/ ejaculation (Check one): _All of the time
_Mostofthetime _Someofthetime _
~w

....

f

tk.'E.'l

L-'\l~

p"o 1-vr

wll\.vh..

p-

v)httl:--t-

Noneofthetime

"'\~ ~ ~

~

bl~ -.,~-\--

qh.t,'('.{--

lo

/

-?er-\/0">\~ _\\--'t"-1\,____

~l~ ~ ) ~
,bl...._v::..- fl...(_c.8r-~

L--..~ ""1~~ ~(~ N~

+Ut_

9la.~

'

I

