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TAGAME Gengoroh

Gay erotic artist, born in 1964. Graduated from Tama Art University.
While working as an art director, he started contributing comics,
illustrations, and stories to gay magazines. He became a full-time gay
erotic artist in 1994 with his contribution to the gay magazine, G-men
including its establishment and planning. He has published comic
books such as Naburimono (B Product), Jujutsu-kyoshi (B Product),
Emono (G-Project), Shirogane no Hana 1, 2, and 3 (G-Project), Pride
1, 2, and 3 (Furukawa Shobo), Tagame Gengoroh Tanpenshu, Tenshu ni
Sumu Oni/Gunji (Furukawa Shobo), and book Gay Erotic Art in Japan
Vol. 1, Artists From the Time of The Birth of Gay Magazines (POT
Publishing).

URL: http://www.tagame.org/
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KITAJIMA Yuji

Born in 1968 in Japan, lived in Indonesia, New Zealand, Hong Kong,
and the US, and presently resides in Tokyo. After experiencing
numerous jobs such as a musician, bartender, English instructor, tour
conductor, salesman, copywriter, chef, and hotel receptionist, he now
works as a writer, translator, and spiritual counselor. He contributes
to gay magazines published in and outside Japan, devoting himself to
cross-cultural communication. At present, his academic interests are in
anthropology and Eastern philosophy, including Taoism.

URL: http://www.kitajimayuji.com/

Bruce GARDNER

A writer, poet, and translator born in 1950. He first came to Japan in
1974 and has been active in the Tokyo gay scene since, and has assisted
in the production of several articles for Barazoku, MLMW, and Popeye.
He believes that no one has the right to dictate a person’s sexual
prCfCrCnCC, Hnd wants to hClp pC()plC come to terms Wlth thCmSClVCS
and their sexualities. For that purpose, he offers various types of
healing sessions. He is a certified Reiki Master and an expert in erotic
massage who studied at San Francisco's Body Electric.

E-mail: bodyelectric555@aol.com

Thomas HARDY

Thomas Hardy has lived in Japan for around 30 years. He teaches
English at universities in Japan and writes textbooks. His current
interests are taking walks around Tokyo (with frequent breaks in cafés)
and reading histories (at these cafés).
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People are animals that cannot exist without expressing their desires.

The works of art featured here are full of desperate feelings. The outflowing eroticism strikes one
with a strong smell that makes one feel rather dizzy. That is not just because they are erotic pieces,
but also because they are full of the pathos of artists who couldn't help from drawing in a social
situation where homosexuality was taboo.

Gay erotic art, which could only be expressed in an underground space, was not a light form of art
simply to affirm the sexuality of gays. It was a place for gay artists to give birth to fantasies never to
be fed, furtive experiences, self-anger, and euphoria; hate, love, death, friendship, suspicion, hope,
self-abnegation, and homophobia were flowing around them like a muddy stream. Their desires and
emotions had no other place to be, and expressing these desires as art was the only freedom those
gays found. It can be said that the pieces featured here grew out of this sever situation.

As homosexuality is achieving social acceptance, the sensitivity of creators gets less acute. That
must be because the essence of gay erotic art is in the clash between the attachment of the artists to
their own desires, and others' hate toward them. These rich flavored pieces, in large part, were born
out of such conflict and pain.

The complier, Mr. TAGAME Gengoroh, is a creator who represents the contemporary gay
community. He is the recognized successor to those who have gone before us. Being an intelligent
person with wide knowledge, he is inclined to gay eroticism, and possessed by the desire to express
it. His ambivalence can be considered to be in the orthodox stream of those postwar gay celebrities,
beginning with MISHIMA Yukio.

[ hear that Mr. TAGAME's motivation for compiling this series was anger that gay erotic art was
not receiving the respect it deserved both in society in general and in the gay community. His anger
at the disrespect for gay eroticism led to his empathetic respect for past artists.

In future generations, in which homosexuality will be considered normal, works of art with such
rich flavors can no longer be created. As the last bearer of this tradition, Mr. TAGAME expresses
himself, and proudly maintains the gravestones marking the stories of past desires.

FUSHIMI Noriaki

FUSHIMI Noriaki

Writer. Born in Tokyo in 1963. Graduated from the vocal division of the Musashino Academia Musicae's high school

and then from the Faculty of Law of Keio University. In 1991, he published his first book, Puraibeito Gei Raifu (Pricate Gay
Life) (Gakuyo Publishing). His unique works on issues of gender and sexuality have had a great impact. He appears in the
media often, as a front runner in the gay movement, and gives lectures all over Japan. In 2003, his first full-length novel,
Majo no Musuko (A witch's Son) (Kawade Shobo Shinsha) won the 40th Bubgei Award. His other works include Sabishisa
no Jugyo (A Lesson in Sorrow) and Danshi no tame no Renai Kentei (A Love Test for Young Men) (Riron-sha), Gay to iu
Keiken (On Being Gay) (Pot Publishing) and several other works. He also served as editor-in-chief for Queer Japan, Vols. 1
- 5 (Keiso Publishing) and Queer Japan Returns, Vol. 0 (Pot Publishing).
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Erotic art is fundamentally a type of art
into which the artist projects his sexual
fantasies. Thus, it is something that is
extremely private; yet, at the same time, one
can discern in the background the special
characteristics of the generation to which
the artist belongs, as well as the general
trends of the times during which the works
were produced.

In the previous volume, Gay Erotic Art
in Japan, Vol. 1, 1 briefly discussed when gay
erotic art was born in Japan, what kinds
of transitions it went through, and how it
evolved. This time, I would like to change
my frame of reference slightly, and speculate
on the aspect of fantasy—specifically,
by following the changes in the concept
of the “ideal gay world” among Japanese
homosexuals as expressed in fantasy.

In the previous volume, I focused on the
periods when gay magazines came into being
and then later developed, and although it
is a rough estimation, I divided Japanese
artists who produced gay erotic art into two
categories: the first generation, who appeared
just before and at the dawn of the birth
of Japan’s gay magazines; and the second
generation, who were active during the
development period until it took its place as
a type of media. Among the first generation,
the focus of their eroticism was largely
concerned with a heavy emphasis upon
psychological theories, and there was very
little influence seen from gay culture abroad;
but for the second generation, the focus of
their eroticism shifted to the more material
aspect of actual physical beauty, and there
was a very distinct influence from foreign gay
culture.

Among the artists featured this time,
HAYASHI Gekko(ISHIHARA Gojin)
and TOYAMA Minoru are of the first
generation, and the others, the second. In
fact, in looking at the works of the second-
generation artists, the method of drawing
and the style of the works are very strongly
influenced by European and American gay
artists.

In HASEGAWA Sadao’s early works,

many similarities can be found with the




Explanatory notes by the translator are in brackets.

works of artists such as James Bidgood
(Note 1) and George Quaintance (Note 2).
And the works of Jimu (GYM) indicate an
attachment to Tom of Finland (Note 3);
he seems to have used the photo magazines
produced by Colt Studio as raw material for
his work, and the works of Adam (Note 4)
were found among a series of unpublished
drawings. The works of KURAMOTO
Takeshi are similar to the works of Etienne
(Note 5), and the artist himself has said that,
“Beginning with Etienne, I was gradually
influenced by the styles of European and
Anmerican illustrators.” Also, due to various
factors, we had to abandon the idea of
including the works of another artist of the
same generation, TAKEUCHI George (Joji),
who has said that he was rather attached to
the works of Tom of Finland.

Just as among those artists there were
several who sported English pen names such
as Jim, Ben, and George, the influence of
American (gay) culture in their work is also
very pronounced.

Then, looking at the next motif, the
influence of European and American
gay culture was rather prominent when
compared with the previous generation.

What was highly noticeable was the
influence of the leather culture. It is
especially prominent in the works of Jimu
(GYM) and KURAMOTO Takeshi, who
produced drawings with such typical leather
icons as boots, rider’s jackets, biker’s
helmets, and so forth. In particular, in Jimu
(GYM)’s works, you see such things not
only as fashion elements, but rather as
indicators of the rough sex style of Europe
and America, the sexual hierarchy indicated
in top/bottom relationships, and sexual role-
playing. Although KIMURA Ben is an artist
who does not have a pronounced fetishism
concerning leather, his works have a feeling
that gives an impression of the same sort.

In fact, first-generation artist MISHIMA
Go has also left drawings depicting men
in leather, but in my opinion, they seem
to represent merely one type of several gay
icons that he drew. At the least, in the works
of MISHIMA Go, as the artist seems to have

been less fascinated by leather fetishism
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than he was by the leather culture of Europe
and America itself, and the works give no
impression of fetishism. The difference
between artists of the first and second
generations seems to lie in whether or not
their works have such a quality.

As a matter of interest, leather culture
has, as of today, still not become established
in Japan’s gay society. (Note 6) In Japan,
there are practically no leather bars at
present of the type that are so common in
Europe and America. In the past, there were
gay nights held at clubs as special leather
events, but they did not catch on. (Note 7)
Even though there was a fascination with
leather culture among such fantasies, there
are several factors contributing to its failure
to catch on in Japan.

One is that leather goods were not easy
to obtain. At the least, about twenty years
ago, leather items for wear were extremely
expensive. (Note 8) Also, although there
were shops that sold such items as rider
jackets, it was well nigh to impossible to
find a shop that sold leather chaps, for
example. (Note 9) Of course, it was all the
more difficult to obtain body harnesses or
other types of costumes with heightened
applications for erotic use.

Another reason might be connected with
the weather. In Japan, frankly speaking,
it is difficult to wear leather in any season
other than winter. Because it gets so hot
and humid in the summer, and because the
heat doesn’t go down that much even at
nighttime, it was not possible to follow the
dictates of gay leather style, which prescribed
that one wore just a T-shirt in the daytime
and then donned a leather jacket over it
at night. And when it finally became cold
enough to wear leather, one could not just
wear it over naked flesh or a single T-shirt
and wound up having to wear a sweater,
which certainly runs counter to the concept
of fetishism or eroticism of leather culture.

Another reason is that gay leather culture
is something removed from ordinary life and
that requires a different space such as a bar
or party before it can begin to function. But
in Japan, there were many obstructions to
making leather style something commonly




accepted, and it was inevitably difficult to
operate leather bars or parties. Without
creating a special space in which could
flourish, leather could be no more than the
fantasy or mania of a few, which is why it
never caught on and developed in Japan as it
did in Europe and America.

In returning to the motifs, jock straps
(known in Japan as ketsu-ware [“ass-crack”]
supporters), like leather, are also an influence
of European and American gay culture.

Jock straps were originally simply a kind of
undergarment for sportsmen, and among the
artists featured in this volume, Jimu (GYM)
and KIMURA Ben loved to draw jocks.
But more than the sportsman atmosphere,
what is perhaps more appealing about their
works is the costume and eroticism of plainly
displaying the buttocks while covering
crotches.

Unlike the expensive leather gear, jock
straps were easy to get from sporting goods
stores and gay shops. Also, they are not
seasonal, since they are worn as underwear.
For that reason, jock straps caught on in
Japan as one kind of erotic underwear, much
like roku-shaku [a traditional Japanese-
style loincloth. It is a narrow strip of cloth
about 6 feet (2 meters) long that is worn in
an extremely provocative and sexy manner.
-BG] or bikini briefs. (Note 10)

Even now, it is easy to find gay-oriented
sex clubs known as yari-beya (“rooms for
doing it”) and hatten-supotto (“spots for
finding someone”) at which the dress code is
wearing nothing but a jock strap.

The above-mentioned leather and jock
straps are part of the actual life style in
European and American gay culture. But in
Japan’s gay culture, there can also be seen an
influence of another aspect of European and
American culture that was different from
actual gay lifestyles, such as from ancient
Greek culture, or classical European art,
which had its inception in ancient Greece,
or the aestheticism of fin-de-siecle art.
Although this factor can even be seen in
works of the first-generation artists, it is much
more apparent in those of the second. For
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example, in the early works of HASEGAWA
Sadao, there are several drawings that used
motifs from Greek mythology, Michelangelo,
Jean Cocteau, and Beardsley. Also, in the
works of KURAMOTO Takeshi, there are
many mythological and fantastical elements.
This trend was not confined just to artists
of the second generation, and can still be
occasionally seen in Japan’s gay erotic art
today.

In the history of Japanese art, there was
no tradition of portraying the beauty of
physical bodies. Therefore, it was perfectly
natural for Japanese artists—even though
they came from a different cultural tradition
—to search for inspiration for the beauty of
the physical bodies among the artworks of
ancient Greece and the Renaissance. At the
same time, as can be seen in all aspects of
Japanese culture, there was a great tendency
to be enamored of all forms of Western
culture after the Meiji Restoration (1868).

Concerning the aestheticism of fin-de-
siecle Europe, instead of saying that there
was a direct influence, it might be more
correct to say that it was actively introduced
to Japan by MISHIMA Yukio, SHIBUSAWA
Tatsuhiko, and NAKAI Hideo, all of whom
had a great influence. The “aesthetics of
heresy” that they all introduced—that is,
the way of thinking about a type of “beauty”
that is possible to create as seen by non -
conformists who were not themselves part of
the vast majority—aided by the comfortable
feeling of an elite consciousness—was
probably fascinating to gay people, who felt
that they themselves were misfits in Japanese
society. Simultaneously there was a sense
of yearning and respect and affinity for gays
who created superior works of art. Separately
from that, we can think of another reason
for their having had such influence.

Learning about the position of
homosexuality within ancient Greek society,
and taking into consideration the Japanese
tradition of male love, modern gays came
to think, “There is nothing wrong with
us; this used to be accepted in the past.”
Concerning whether or not it is good to
equate the medieval Japanese notion of
male love among the samurai with what




happens among modern gay men, I struck a
note of caution in the previous volume. The
same can obviously be said about making
comparisons with ancient Greek culture.
But what [ would like to point out here is
not that these things are all the same; rather,
I want to stress that the mentality of the
gays gave them no choice but to come to
see themselves in the same light, given the
social conditions under which they lived.

To a greater or lesser extent, gay men who
had become aware of their own sexuality
came to feel doubt concerning the validity
of their own existence at that point in time.
That is because they feel that it is “unnatural”
and “abnormal” to have feelings of desire
for members of the same sex. This is the
same as the heterosexual viewpoint that sees
homosexuality as an abnormality. But gay
people comprise a minority within society,
and, as the majority is heterosexual, it is
extremely difficult for any individual on his
own to break free of the “norm” imposed
by the heterosexual majority and to find
his own unique position as “gay.” In such
a way, the homophobia that lurks beneath
the surface of the heterosexual society is
inevitably instilled even within the minds of
gay men themselves.

In addition, this homophobia gets tied up
with feelings of guilt and immorality, and
even sex phobia, which in turn leads to even
greater anxiety and suffering. In particular,
in the past, people in such positions as
teachers and scholars even said things like,
“Masturbation is harmful; when you are
seized with sexual urges, get rid of them
through playing sports!” And they said this
with a straight face! Given this historical
background, it is easy to imagine how deep
the suffering of gay men must have been.
In this manner, gays began to feel that their
own sexuality and desires were “dirty,” and
adding to that that their homosexual lust
was “abnormal” led many gays to get caught
up in a serious self-hate arising from feelings
of both sex phobia and homophobia.

Thus, for the many gay men who could
not accept themselves as “someone who
desires people of the same sex,” it was
surely a great encouragement to learn that
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many other people just like them had been
accepted by society throughout history. That
fact served to validate the existence of their
gay sexuality. As I mentioned earlier, within
their fascination with, and invoking of the
homosexual culture of, ancient Greece and
of the samurai of the medieval era in Japan,
we can see reflected the actual sentiments of
gay men of the times.

The same thing could be said of the
influence of European aestheticism. Together
with the comfort afforded by a feeling of
elitism, in the search for “an aesthetics of
heresy,” and the replacing of the concept
that “our homosexual desires are not just
perverted” with the idea that “we belong to a
world of a more metaphysical philosophy,” it
can be seen that through using the concept
of “beauty” in a “fictionalization of self,” they
were able to begin to try loving themselves
as they are.

And as the years went by, as what became
known as the “overground” gay culture
of Europe and America in the 1980s was
introduced in Japan, a trend appeared in
which gays were fascinated by the great
appeal of such an open gay life. But beneath
this fascination, in addition to a pure affinity
and longing, might there not also have been
an aspect of “self-fictionalization” in that
they “wanted to think” that “gay is groovy”?

Even though such things changed with
the times and the situation, gay men still
could not easily accept themselves as
“someone who loves men,” and it is my belief
that it was necessary for them to take every
chance they could to find excuses to make it
easier. (Note 11)

Now, although I have gotten a bit off the
track, I would now like to turn my attention
slightly; although I cannot read the second-
generation artists very well, I would like to
consider the motifs used by those who came
before them.

The word “period piece” is used for all
types of historical dramas. The number of
fantasy works in gay magazines that are
“period pieces” is, compared with the past,
decreasing, yet even today they can still
be seen. They are works that place much




importance on realism, and, speaking
roughly, could be said to be “period pieces”
in the flow of things “after KUROSAWA
Akira films.” However, separate from that,
there was another tradition in Kabuki and
popular entertainment, and once in Toei
films, in which it didn’t matter if the actors
were male or female—they were covered
in white makeup in what might be termed
“white-makeup period pieces,” which
portrayed a world in which great importance
was placed on formal beauty. But in gay
magazines today, fantasy works of this genre
can no longer be found.

Incidentally, when watching Fuzoku
Kitan, which was released around 1960,
concerning “white-makeup period pieces,”
I could tell of many things, such as journal
entries saying that “the seeds of my sexuality
lay therein, ” “how great the sexual stimulus
I received was,” writings spelling out how
they made me interested in fetishes, and how
much I enjoyed making myself up in similar
get-ups. Similar elements can be seen in the
works of some artists in this volume, such as
TOYAMA Minoru and HAYASHI Gekko
(ISHIHARA Gojin).

Here, once again considering things
analytically, there seem to be several features
in “white-makeup period pieces” that
attracted the gay men of those days.

For example, fight scenes gave glimpses
of the white loincloths and showed men
stripped down to the waist, which was a
purely visual sexual stimulus. And if this
were some kind of popular drama that
took place before your eyes, that stimulus
would all the more physical. In this kind of
period piece, the standard plot contained
homosocial fantasies involving gangsters and
their adopted brothers. When someone was
captured, that must have given rise to sado-
masochistic stimuli. (Note 12)

And the existence of onnagata (men
specializing in female roles) in kabuki and
popular theatre gave rise to an interest
in transvestitism, transgenderism, and
androgynism. And it was not just the
onnagata. Sometimes, in a play such as
Benten Kozo (Benten the Thief) a man
disguises himself as a woman and is seen as
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very beautiful. Within the fiction of the play,
the oyama is a woman, but the actor’s actual
gender is male. Thus, even when the action
in the play calls for sexual intimacy between
a man and a woman, the action is performed
by two male actors. That is to say, according
to the sexuality of the audience, in which
a reaction is catalyzed by the oyama, sexual
love between two men becomes the norm—
which could well be how it was accepted.

In addition, all these things are in the end
displayed in a performance as “something
beautiful.” And it is possible that that
“something beautiful” was one of the excuses
I mentioned above. It could well be that that
“beauty” saved many gay men of the time,
who were suffering from a terrible self-hate
caused by the conjoining of homophobia and
sex phobia.

It could be said that the reason that
the types of fantasies stirred up by the
“white-makeup period pieces” are almost
nonexistent in gay magazines today could
be due to the fact that such feelings are not
so close to home anymore. The “white-
makeup period films,” which flourished as
popular entertainment, are almost not made
at all today. For the young, popular dramas
are no longer entertainment that they can
easily enjoy. Kabuki, too, is seen for fun or
as part of one’s education, and for those who
are not interested in it; it is just “classical
theatre,” and has nothing to do with them.
Also, the faces of the male actors, with their
white makeup, are no longer objects of desire
among the gay men of today, and might even
have become unpleasant in terms of erotic
love.

Furthermore, concerning transgender and
transsexual fantasies, I believe that they have
become more candidly accepted, just like
the genre of “new-half” (“ladyboy”), whose
industry already exists within the adult-
entertainment business. She-males, too,
may fall into the same position. Concerning
transvestites as well, there are completely
separate magazines for gays and for
transvestites, and articles about transvestites
are never found in gay magazines. Also,
homosexual fantasies about onnagata or
white-faced young actors, in whom the line




between “male” and “female” was rather
vague, seems to have been absorbed by
the early yaoi culture [depicting beautiful
young boys—BG], when it was considered
“aestheticism” or “love of beautiful boys”.

Although this is a world of fiction, in the
world of heterosexual erotic manga (comics),
hermaphrodites (people with organs of both
sexes, although the popular image is of a
woman with a penis) exist as one genre.
And the number of manga depicting “the
fantasies of men who have become, or been
feminized” is not small.

Thus, as for fantasies in which the premise
is “the ambiguity of gender,” they are at
present being segmentalized and absorbed
in various types of sexuality cultures other
than gay culture. Looking at this from the
viewpoint of the history of gay culture, they
are being treated in the same kind of chaotic
fashion as various other forms of sexuality,
and could well be the idle flowers of the age.
And yet, thinking about their distinguishing
characteristics, could it be that they are
the last ties between the male-love ethic of
samurai days and the gay culture of modern
Japan? —or am [ letting my imagination go
too far?

The first-generation artists loved to draw
loincloths, tattoos, and festival costumes,
but in the works of the second-generation
artists featured in this volume, such pieces
can scarcely be found, except in the opus of
HASEGAWA Sadao, but part of the reason
for this is how I selected the works to be
shown.

For example, if I had included works
from other second-generation artists, such
as MINAKAGE Ryoji (aka KIYOHARA
Muneaki, MITATE Kozo), the ratio of such
works would be rather high; but because
their works were published for only a short
time, I decided to exclude such artists this
time. At the least, setting aside “white-
makeup period pieces,” fantasies involving
loincloths and tattoos are not that rare in
gay magazines today. (Note 13)

Also, on a slightly different tangent, there
was a very strong trend toward having a
sort of Japanese fetishism involving sexual
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fantasies with construction workers such as
men who work high up on scaffolding and
other physical laborers, which existed from
the time of Fuzoku Kitan and continues
to the present day. This is just like the
American fantasies about blue-collar
workers, and became intimately jumbled
with fetishism regarding both the tough
bodies such jobs give the men who do them
and the special costumes they wear, such
as the jodhpur-like trousers, three-quarter-
sleeve shirts, and rubber-soled socks worn
by such workers in Japan. And usually in
fantasies involving these workers, long
loincloths and tattoos can also be commonly
found. (Note 14)

Unfortunately, it was not possible to
include works of this category in this
volume, but unforgettable artists in this
genre, rather than among the artists featured
in this volume, include such men as the
third-generation artist TAKAHATA Jiro, as
well as Matsugoroh, someone who essentially
belongs to the second generation, but who
was actually more active during the time of
the third generation.

Returning to the subject, the focus of
eroticism of the first generation was heavily
placed upon psychological theories, while
that of the second generation shifted to the
more concrete world of the physical body.
Let me explain here by giving some simple
examples.

MISHIMA Go, FUNAYAMA Sanshi, and
ODA Toshimi (or ADACHI Eikichi), who
were featured in Vol. 1, were all artists who
sought a certain kind of “macho” quality, but
their fantasies involved occupations such as
gangsters, soldiers, samurai, and cops. But
the second-generation artists in this volume
such as Jimu (GYM) and KIMURA Ben,
who follow the same line and seek macho
quality, portray instead bodybuilders, rugby
players, and swimmers.

When trying to compare these kinds
of works, even if one used phrases such
as “a gangster’s build,” “a soldier’s build,”
“a warrior’s build” or “ a cop’s build,” no
body type is evident, and the only image
that springs to mind is one of “rugged




hardiness” or “rough maleness.” In contrast,
“a bodybuilder’s physique,” “a rugby player’s
build,” and a “swimmer’s build” evoke a very
concrete image of a specific type.

At the same time, when we turn our
attention to the psychological theory
aspect, concrete images of specific ideals
spring to mind: gangsters (code of honor),
soldiers (military spirit), samurai (Japanese
spirit/samurai spirit). In contrast, the only
psychological aspect we can glean from the
idea of sportsmen is simply “sportsmanship,”
for even if we think about the different
sports, the people who play them do not
really have such different lifestyles. At best,
the only difference we might be able to come
up with is that sports can be either group
oriented or individual oriented.

Put more concretely: for example, the
works of first-generation artist FUNAYAMA
Sanshi, as I said in Vol. 1, show a preference
for bodybuilders. But if you compare his
works with those of Jimu (GYM), a second-
generation artist, then you will see that,
more so that those of FUNAYAMA, Jimu
(GYM)’s figures seem more based on a
standpoint of fetishism, and thus seem to
approach closer to the reality of the physical
body.

What kind of background is there to this
kind of transition? It is my belief that it is
related to the change in the amount of visual
information available on the male body.

[ said earlier that Japanese art history did
not have a tradition of celebrating physical
beauty, and this is true not only for paintings
and drawings, but also for photography and
films. In Japan, unlike in America, the main
thrust of male beauty, the pin-up or beefcake
photos, is non-existent. And in the history
of Japanese films, I have never heard of any
Japanese male movie star who capitalized on
his physical beauty. (Note 16)

Incidentally, about eight years after the
war, in 1953, when TV broadcasting was
begun, the situation changed. Like films and
photography, television had the aspect of
being “visual entertainment by real, living
people.” And the content of TV programs
when broadcasting first began was mainly
sports specials on sumo, pro-wrestling, and
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baseball. Indeed, TV spread among the
ordinary people together with the popularity
of pro-wrestling star Rikidozan—they both
helped each other to become even more
popular. Also, a bodybuilding boom swept
Japan at about the same time. And this
boom was the impetus that led to the visual
introduction of male beauty in the 1955 TV
program Danseibi no Sozo (The Creation of
Male Beauty) as well as in numerous articles
in newspapers and magazines. It was during
this same time that MISHIMA Yukio began
bodybuilding, which itself gave the boom
another boost. (Note 17)

And just as the TV media rapidly spread,
similarly, the frequency and proportion
of programs offering “visual stimulation”
increased. That is, for the gay men of the
time, the opportunities to see the physical
beauty of bodybuilders or the impressive
physiques of those taking part in pro-
wrestling bouts greatly increased. For
example, even though the purpose of the
latter was not to display the beauty of the
nude male, unlike beefcake, seen through
the filter of gay sexuality, there was little
difference in the result.

The second-generation artists went
through the sexually susceptible period of
puberty during this time. It is my opinion
that herein resides the reason for the shift
in the focus of eroticism from the first- to
the second-generation artists, particularly
in terms of the shift from psychological
fantasies to those based more firmly on the
“macho”-ness of the male body.

Also, concerning the very fact that it was
the body that those artists sought to depict,
it became easier and easier as time went by
to obtain nude photos of men. However, it
was still incomparably more difficult than
it is today, and even the second-generation
artists had to exert great efforts in order to
obtain such photos as source material for
their own works, and it was not that much
easier for artists of the third-generation,
including myself, who started drawing in the
1980s. (Note 18)

Nonetheless, there was one very interesting
gay fantasy that became popular in Japan at




about the same time that was prominent in
the works of the second-generation artists—
it was what might be called the “athletic-club
type fantasy.”

Earlier, I stated that as the fantasies of
the second-generation artists moved toward
those involving sportsmen, one could no
longer see the characteristics of the earlier
psychological focus. But in the world of
those sportsmen, the “athletic-club type
fantasies” had a special sort of psychological
basis and structural trait.

As a concrete characteristic, the scene
involved a “forbidden liaison” that normally
took place at university athletic clubs, where
there was a very definite vertical hierarchy
between upper and lower classmen, and
many portrayed sex in a machoistic hard or
rough style, sometimes including aspects of
S&M. Actually, at real athletic-club types,
there were once terms in use like “First year
= slave”; “Second year = plebeian”; “Third
year = emperor.” In gay fantasies involving
athletic club types, the main characters
were of course sportsman types with great
physiques, and the stories reflected the
hierarchical position in erotic fantasies, such
as the younger guys being filled up or drained
dry by their older companions in a kind of
“fantasy of absolute control and subjugation.”
Or there were others in which the hierarchy
was overturned by younger guys who acted
as sexual masters of their older companions
in a kind of “fantasy of humiliation of the
previous master through overturning control
and subordination,” and it was a genre that
often included S&M elements. And this
“athletic-club type fantasy” is still a popular
genre in gay magazines today, and numerous
artists are producing drawings and even
stories in this genre.

One reason for the great popularity of the
“athletic-club type fantasy” genre stems from
the writer, EJIMA Atsushi. From the mid-
1970s to the mid-1980s, EJIMA published
stories in the magazine Sabu about lower-
class ruffians that often included athletic
types. They contained many of the elements
mentioned above, and at the same time
they depicted sex in a voluptuous manner
that was unparalleled, which gained him
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numerous avid fans. (Note 19) Once and
again EJIMA combined his stories with
his illustrations, and many people sang the
praises of his work, one of them being GYM,
who is featured in this volume. In fact, in
GYM’s work, one can find several similarities
with the “athletic-club type fantasy” genre;
conversely, however, the works of KIMURA
Ben, who also depicted sportsman, show
almost no elements of the “athletic-club type
fantasy” genre at all.

Another reason is probably the existence
of the concept of “a world of men only that
locally exists.” As for “the world of men
only,” before the war, it was seen as the
Army; after the war, it was the Self-Defense
Forces. But when gay magazines began to
appear, the Army had been disbanded and no
longer existed, and the Self-Defense Forces
existed in a precarious situation both socially
and politically, which was useful in that
it meant that very little was known about
the inner organization of the forces, which
thus, at the same time, remained unfamiliar.
In contrast, university athletic clubs were
extremely familiar to everyone, granting that
even people with no relation to a university
understood their hierarchical nature through
their own experiences in middle school and
high school, which made it easy for everyone
to project themselves right into the fantasies.
(Note 20)

The concept of “the world of men only”
generally connotes homosocial fantasies.
To macho-oriented gays, homosocial
organizations represent one ideal world
of fantasy (Note 21), and concerning the
Army, it is easy to see why there is always
whispering to the effect that “if it is a world
of only men, then it would not be strange
at all if there was also some sexual conduct
taking place between men.” (Note 22)

Furthermore, the fact that there did not
exist within that world any foreign elements,
in this case, “men who are not sportsmen,”
was one reason for the popularity of athletic-
club type fantasies. For homosexuals for
whom the “athletic-club type type” was
the ideal, an “athletic-club type” world of
athletic types only, who become entwined




in various sexual encounters, was their ideal
paradise.

The hierarchy that I mentioned before
exists, for which reason, there is also some
element of the hard eroticism associated
with S&M. But that hierarchy exists only
as a kind of role-playing within an enclosed
world, so it was not as absolute as that in
some feudal society, and, in the meaning
that it insured a sense of pornographic
security, it was probably another reason for
“the athletic-club type fantasies” popularity.
That is to say, even through there were
some elements of S&M in the “athletic-
club type” world, it did not indicate any
excessively extravagant breakdown of one’s
raison d’étre, so that even if there were any
rough treatment or attacks, it never went on
to include any full-fledged torture or blood-
letting-the kind of “beauty in suffering”
that could even lead to death. In the
“athletic-club type world,” any extremely
hard sexual fantasies or any S&M thrills
obtained through control, submission, and
humiliation were at most special features
that were enjoyed within the sphere of
safety. In fact, such features are much closer
to being characterized as the top/bottom
relationship I mentioned earlier, rather than
as elements of S&M. But in Japan, bondage
and S&M are spoken of together, without
distinction, so that even things that might
be described as “including S&M elements,
but by no means the same as, S&M” are all
covered by the term “S&M.” The situation is
such that the special words to describe these
various phenomena have not yet been born.

So, where does the psychological-theory
aesthetic and characteristic structure of
the “athletic-club type” fantasies, which
is different from that of the “sportsmen
fantasies,” come from?

In one sense, the tradition of excessively
emphasizing masculinity and placing
importance on the hierarchy might stem
from the “rough and uncouth” type of the
prewar Army or the old-system high schools.
Couldn’t it be that the “athletic-club type”
fantasy is a combination of both the prewar
kind of macho fantasy oriented toward
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psychological elements, and the above
described postwar type of macho fantasy that
demands concrete physicality?

Next, in considering the setting for the
prosperity of this genre, although this is no
more than speculation, I think that there
was some influence from the popular “sports-
guts” manga (comics) from the mid-1960s
to the early 1970s. The “sports-guts” manga
combined the two macho elements of the
psychological esthetic of what is called
“having guts” and the physicality of the well-
trained body. They also greatly emphasized
“manliness.” Although it is impossible
in terms of generation for the artists who
created the “athletic-club type” fantasies to
have been under the tutelage of the artists
who produced the “sports-guts fantasies.”
If we extend our focus to the readers who
supported that genre, I do not think it is
unreasonable to say that those readers who
were, so to speak, baptized by the male
aesthetic of the “sports-guts fantasies”
were also responsible for maintaining
the popularity of the “athletic-club type”
fantasies.

Thus, the above gives just a general outline
of transition in the types of sexual fantasies
popular among the gay men of Japan,
spanning the first and second generation of
artists; I have only taken up what I feel to
be representative examples, and there are
several other genres that | was unable to
discuss concretely.

For example, there was a genre similar to
the “athletic-club type” fantasies that was




more of a “cheering-squad” fantasy, and there
were also artists and writers who created
works involving “rubber boots” fantasies
as well as “torturing young boys” fantasies.
The readers of gay magazines at the times
can easily remember the names of one or
two artists who produced such works. Also,
although it was a little later, the magazine
Samson appeared, and it showed a change in
type, as it specialized in fantasies involving
fatter (debu-sen) and older (fuke-sen) men.

In the works of artists after the third
generation, to which I belong, the genre of
“bear” (heavy, hairy men) appeared, and
while there was much influence from foreign
gay culture, there was also a re-emergence,
a kind of turning back to the Japanese gay
eroticism of the past. And it is also from the
third generation that the influence of manga
(comics) becomes more pronounced. It is
also during that time that a kind of crossover
began, if only partially, in that some of these
artists began to create “beautiful boy” comics
for women.

In the following generations, there
arose artists who were more interested in
expressing their individuality out of their
gayness, and influence can be seen not only
from manga, but also from animated films
and game graphics. Also, together with the
spread of personal computers, cartoon-type
works using the Bezier curves, synchronous
with the pop culture of popular commercial
art, started to be conspicuous.

I would like to write further about such
things on another occasion.
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Note 1: George Quaintance (1910-57). American
artist. Was active in the 1950s physique magazines. He
featured young men with beautiful features and well-
built bodies in a Technicolor manner reminiscent of
Hollywood, portraying them in a world that was both
real and man-made at the same time.

Note 2: James Bidgood (1933- ). American
cameraman, filmmaker. Directed the gay cult classic
Pink Narcissus (1971). In Japan, it was shown in 1993,
and the director was listed as “unknown.” In his period,
he even portrayed the vulgar side of gay eroticism,
showing it within a world of greatly flamboyant,
g()rgc()us, man—madc dCCUmti()n.

Note 3: Tom of Finland (1920-91). Finnish artist. His
career got off to a start when his work was featured in
physique magazines in the 1950s, and he left behind
a great number of illustrations and comics, having
made a great impression upon the artists who followed
him, as he was seen as the leading authority of gay
erotic art. He drew bony men, often with beards,
well-built men with bulging muscles, men with huge
equipment (which he drew well before such depictions
became common), and men such as bikers and cops in
machismo situations. He is even said to have had an
influence upon the actual lifestyles of American and
European gay men.

Note 4: Adam (dates unknown). Although nothing
is known about him, he is perhaps an American artist.
He created many of the covers of the gay erotica
paperback series of novels. Rather macho-oriented,
his characters are younger, baby-faced men. His
style covers a wide range from ordinary eroticism to
bondage and S&M, and he stands out as an artist who
portrayed the type of young sportsmen called “joc]

Note 5: Etienne (1933-91). American artist. He made
his debut in physique magazines, shortly after Tom
of Finland, and produced numerous illustrations and
comics. The slant of his works was directly derived
from Tom of Finland, but he portrayed more extreme
situations and behavior, and had a strong bent toward
S&M. Also known as Stephen or Dom.

Note 6: What [ am calling “leather culture” here is the
same as what is commonly referred to as “hard gay.”
It does not include things such as enamel and rubber
wear, or second-skin oriented fantasies such as bondage
and fetishism.

Although it is my own private viewpoint, I believe
that in terms of fetishism, leather can be divided into
two main categories: 1) the pleasure gained from rough
and rugged feelings, and 2) the pleasure gained from
having the body tightly enclosed in something. Thus,
“hard gay” likes the “rough” feeling, and those into
bondage/fetishism like the “tight” feeling. Though
it might be a bit outrageous, I would like to give a
concrete example. If we are talking about leather
goods, the “rough” group would wear rider jackets and
workman’s boots, whereas the “tight” group would
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prefer tight jumpsuits or body suits, and laced boots.
Of course, there is by no means a clear-cut division, for
while they have tastes in common, on a fundamental
level, it is perhaps easier to understand the significantly
different shade of meaning of these types of fantasy.

Note 7: If memory serves me correctly, there were a
few gay bars or gay events that mainly featured leather
in Shinjuku 2-chome in around 1995, but they only
lasted a few years.

Note 8: One of my gay acquaintances who is into
leather says that he took out a loan in about 1980 in
order to purchase a leather jacket.

Note 9: In about 1990, I searched in central Tokyo for
somewhere selling leather chaps. With great difficulty,
I finally found a biker’s shop selling them, but, as they
were for bikers, they had the zippers on the outside
(perhaps to prevent scratching the tank). I could not
find the type I was familiar with from European and
American magazines, which has the zippers on the
inside, and there was also no variation in size.

Note 10: The fetishism of gays for underwear does not
stop here, and also includes regular white briefs, boxer
shorts, and boxer briefs, but I should perhaps limit my
remarks and say that jock straps were especially favored
by gays as underwear. Because they are not types of
undergarments, I am not including here racing bikini
swimwear or rugby-like tight shorts.

Note 11: Just for the record, I should say that I do not
wish to cavalierly negate such excuses. Indeed, through
using them, many gay men were able to come to terms
with their sexuality and begin to love themselves,
which I certainly think is one form of “salvation”; as
a motivation for a counter-action against repression
or elitism, and in some cases for the creation of superb
works of art or the achievement of academic success, it
was an aspect whose function led to a positive result.

However, it had an adverse effect at the same time.
ThC fﬁct thﬂt Ll'\CY nCCdCd to hHVC to ﬁnd excuses to
love themselves with their homosexual desires can also
bﬁ seen to mean Lhﬂt ﬂCtually, Bnd ﬁlndamentally, d’le
cannot fully accept the mechanism of homosexual
desire in a positive way. Depending thus upon such
excuses, their sex phobias and homophobia, which
should have been alleviated, became even more deeply
inveterate.

The problem is not whether what is commonly
called “kinky” is actually kinky. The problem is
that it is hard for people to escape from the existing
conservative value system that considers things that
are categorized as “kinky” as bad or inferior. People
who are called “kinky” or “perverse” begin to pile up
excuses telling themselves that they are not “kinky,”
and this behavior might be described as actually
reinforcing the standards for regulating “kinkiness”
discriminatorily.
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The process of accumulating excuses enabling self-
love contains within it both good and bad possibilities,
and, at the least, anyone interested in gay speculation
or gay expression needs to be aware of this point.

Note 12: I recall having read about being stimulated by
such things, and about dressing up in period costumes
and enjoying being bound, in personal diaries quoted
in Kitan Kurabu (Abnormal Club) or Fuzoku Kitan
(Belonging to the Abnormal).

Note 13: That being said, it seems to me that the etchu-
fundoshi (a loincloth with a wide strip of cloth hanging
down in front) is not nearly as major as the roku-
shaku fundoshi. Other types of loincloths, such as the
kuro-neko fundoshi (“black-cat loincloth”) and mokko-
fundoshi (“bulging loincloth”) are so rare that one
might say they cannot be seen at all in gay magazines
at this time.

Note 14: On the other hand, it can be said that a gap
exists between the “tobi, dokata (construction-worker)”
fﬁntHSiCS Of LhC pﬂst ﬁ.nd d’]e rﬁcently ()&Cn Cnc()u.nterﬁd
“gaten-kei (physical laborer type)” fantasies. This is
especially noticeable in the long hair, bleached brown
hair, and unshaven stubble seen in the “gaten-kei
(physical laborer)” fantasies, which would never have
been found in the older “tobi, dokata (construction-
worker)” fantasies. This is one example of how the
actual transition in trends is reflected in the types of
fantasies portrayed.

Conversely, in the world of “festival costumes,” in
which there has been little change from the past, the
world of fantasy, too, shows little change.

Note 15: I have defined the third-generation artists
as “those who were influenced not only by European
and American gay culture, but also by the Japanese
gay Culturc Uf the pﬂst, ':lnd Wh() were alSO heﬂvily
influenced by the straight manga (comic) culture.”
Their works began to appear in gay magazines in the
mid-1980s. I myself belong to this third generation of
artists.

Note 16: As one example, in the American film
Picnic (1955), it was because the shirt of the character
played by William Holden was ripped, revealing his
chest, that it caused such a flurry among women in the
movie. Although it might only be that my knowledge
is poor, I do not think that there have been any
Japanese films in which “the sight of naked male flesh
excited women sexually and caused a flurry,” that is, in
which the nude male body was made to function as an
object of sex appeal.

Note 17: In considering the relationship among
MISHIMA Yukio, bodybuilding, and Japan’s gay
culture, one must not forget the importance of the
legendary cameraman, YATO Tamotsu. MISHIMA
wrote the forewords for YATO's photo collections
entitled Young Samurai: Bodybuilders in Japan (1966)
and Naked Festival (1969), and also served as one of
YATO’s models.

But in Japan, where it is still taboo to talk about
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MISHIMA as having been gay, YATO'’s works have
been strongly suppressed. Even though Barakei, the
work of HOSOE Eikoh, another photographer for
whom MISHIMA posed, as well as Shinoyama
Kishin's “Martyrdom of St. Sebastian” have become
introduced, it is almost impossible to hear YATO'’s
name or see his works. In contrast, in the West, in the
Paul Schrader film titled Mishima (1985), the photos
of Mishima that appeared in YATO's last work, Otoko
(1972), were brought to life on the screen or recreated
for publicity stills. But in Japan, this film was never
shown, and neither is it available in video or any other
form.

The background behind this is that for some reason
some people have ulterior motives, among which the
discriminatory idea that being gay is shameful surely
lurks. Unfortunately, there has always been a very
deep-rooted pressure in Japanese society for gays to
hide themselves and stay out of sight, and even today
the situation has not much improved.

Note 18: For example, GYM has said that because he
had foreign friends, he was able to get American gay
magazines and photo books, which were hard to get
in Japan then. Many of HASEGAWA Sadao’s early
works suggest that he was inspired by the American
physique magazines, which were available at major
foreign bookstores. Also, I heard from KIYOHARA
Muneaki that in later years, while HASEGAWA
was lamenting the dearth of material, the best source
material he could find was products by Creators
(a Japanese studio that published videos and porn
collections).

It was in the mid-1980s that I first began drawing
gay erotic art, but it was very hard to find photos
as source material, and I often used books on the
paintings of Rubens or Gustave Doré, which contained
several male nudes in various poses. During the same
period, in the magazine known as Illustrator, there was a
regular feature article in which illustrators would share
their know-how, and I well recall that one illustrator,
YOSHIDA Katsu, said this: “It’s really tough, as
there is very little source material for drawing male
nudes.” Interestingly enough, YOSHIDA actually
obtained the photographic material he used from
the specially wrapped inserts in Barazoku magazine
that were reprinted without permission from foreign
publications. It is funny, but I felt a strange affinity with
him, for getting them was a thing of great happiness.

And although it is a slight digression again, during
the time when KIMURA Ben was drawing the covers
for the magazine Sabu, I was sometimes in charge of
creating the frontispiece drawing, and there was a time
when by coincidence both of us had used exactly the
same photograph as our source material, which made
me break into a cold sweat.

Note 19: One of the most important things that
supported the popularity of EJIMA Atsushi was the
fact that he published a very long-running, serialized
story known as “Taiiku Kyoshi” (Athletic Coach).
This serial is still spoken of as a legendary, and was
even made into a gay porn movie. Also, in 1986, in
special editions of Sabu called “Sabu Stories” (Shosetsu
Sabu), almost all the works of EJIMA were published,
just about filling up the issues. Incidentally, “Sabu
Stories” was discontinued after the second issue.
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Note 20: In fact, even the previously mentioned story
titled “Athletic Coach” took place in a high school,
and the plot is that a high-school athletic coach is
forced into sexual submission by his students and his
elder classmates from a university athletic club. Also,
as an aside, EJIMA himself was a school teacher by
profession.

Note 21: However, this is merely a fantasy; in an
actual homosocial society, the search for “the existence
of an unmanly element as seen from a heterosexual
perspective” would cause a gay man to always be on his
guard, and as the actual army is like that, it becomes
predisposed to eliminate gays discriminatorily. Also, in
the concept of macho-ness, there is the consequence
that one takes great caution to eliminate all unmanly
things in himself. As a result, this is not at all any kind
of ideal world for gays, or even a gay-friendly world, but
sometimes one’s self is assimilated in such a fantasy,
and there are gay men who wish to blend in in such
a world. As [ stated earlier, I feel that this involves
the phenomenon of fictionalization of self, which is
necessary f()l' SC]{’HCCCPG:\[\C(L

Note 22: As a backdrop to this, as gays agonize over
the fact that the sexual behavior that they themselves
take part in is viewed by ordinary society as abnormal,
because of which, they desire to live in a world in
which they can fit in and be accepted as normal. That
is, although they would like to believe in the persuasive
power of the argument that says, “If it is a world of men
only, then our actions will be accepted as natural.” I
believe that this reaction is a reflection of this idea. If
that is so, then gay men have not escaped from the
premise that their very existence is unnatural; rather, it
is just one example of how gay men have been unable
to cut away the bonds of the logic of the majority,
which defines them as outsiders.



