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Introduction

In Argentina, men’s soccer has historically served as a key cultural site 
for reaffirming ideas of hegemonic masculinity. Within homosocial spaces such 
as the stadium and sports bar, for example, men not only assert their masculine 
identity through team allegiance, but regulate heteronormativity and uphold 
patriarchy through overt expressions of sexism and homophobia. However, despite 
their hypermasculine personas, male players regularly show affection towards 
their fellow teammates through celebratory butt-slaps, piquitos (peck kisses), and 
other locker room antics. Regardless, mainstream media and film have most often 
downplayed or ignored the queer elements of men’s soccer, thus perpetuating the 
sport’s masculinist myths. For instance, cameras seldomly objectify the male body 
or film long takes of homoaffectivity. Although classics like Escuela de campeones 
(1950) and El hincha (1951) provided some of the first cinematic glimpses of non-
heteronormative behavior—i.e. men joking around in the showers or idolizing over 
their favorite players—the narrative tendencies of these and other soccer-themed 
films have for the most part centered on masculine triumph and/or romance with 
female supporters. Furthermore, the careful use of editing, framing, and mise-
en-scène has allowed these filmmakers to effectively censor the nude male body 
and sequences of affective male bonding.1 In this way, the dominant depiction of 
men’s soccer has historically perpetuated gender stereotypes and strengthened 
notions of patriarchy.

Only more recently have filmmakers begun to seriously challenge the 
masculinist myths of Argentine soccer. For example, Marco Berger’s Plan B 
(2009), Ausente (2011), Tensión sexual: volátil (2012), and Taekwondo (2016) all 
offer more explicit depictions of male affection and eroticism in athletic settings.2 

Martín Farina’s Fulboy (2015), however, represents one of the only full-length 
documentaries to explore the topic. More so than Berger’s narrative films, Farina’s 
use of the observational mode (as defined by Bill Nichols and Julianne Burton) 
more directly illustrates instances of homoaffectivity between players on and off 
the field, in this case, among members of Club Atlético Platense (Florida Este, 
Buenos Aires). While this stylistic choice gives spectators the opportunity to 
“observe” non-heteronormative behavior, others apply a queer gaze that fetishizes 
and objectifies the male body, further countering the dominant depictions of the 
Argentine soccer macho, primarily, shots and sequences that embed ideologies 
of masculinist nationalism and heteronormativity. In other words, Farina’s use of 
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the close-up in particular allows spectators to freely stare at and enjoy the male 
subject, experiences typically repressed among men under the strict codes of 
homosociality. Inspired by the theoretical work of David William Foster, this study 
focuses on the aesthetics of documentary mode and the queer gaze employed by 
Farina.3 I argue that Fulboy invites viewers to “observe” an alternative depiction 
of men’s soccer and enjoy glimpses of the macho body in such a way that subverts 
conventional ideas of Argentine masculinity. 

Soccer in Argentina: Un deporte macho

Soccer has been long been associated with Argentine masculinity. 
Practiced initially in athletic clubs and private schools in Buenos Aires, local 
elites—primarily, British expatriates and their Criollo counterparts—viewed 
soccer as a formative tool. For them, ideals like fair play supposedly cultivated 
“gentlemen” while “gentle, respectable games” like croquet and tennis—more 
suitable for the “weaker sex”—would form “ladies” (Archetti, Masculinities 
52; Hargreaves, “The Victorian” 54-56). Schools further institutionalized these 
masculinist ideologies as physical education programs throughout the 20th 
century oftentimes incorporated soccer as the means for shaping men (Armus and 
Scharagrodsky 91-92). Instructors, backed by the theories of medical “experts,” 
claimed that girls needed harmony and balance while boys were taught to develop 
vigor and action. The rigorous exercise associated with soccer, they argued, would 
affect maternal health, feminine beauty, or heterosexuality (Elsey and Nadel 23, 
30-31; Armus and Scharagrodsky 89-94). In the 1980s and 90s, more educators 
began including girls in the sport’s practice, but supported by the mentioned 
theories, Argentine schools have historically reaffirmed the idea of soccer as a 
“man’s game.”

More so than schools, athletic clubs and associated venues have fostered 
soccer’s culture of masculinity, particularly among the popular classes. From the 
1910s onward, soccer clubs provided sites of masculine sociability whereby men 
began imagining their own identity and that of others based on territorial and social 
factors (Frydenberg, “Sociedad” 31-34). As David William Foster notes, these 
settings have traditionally functioned as homosocial spaces. First theorized by Eve 
Sedgwick, homosociality refers to the male-to-male relationships that allow men 
to regulate and maintain masculinist power, most commonly through sexism and 
homophobia (25-26). According to Foster, the sports bar and stadium, in particular, 
allow male players and fans to not only confirm their own heteronormative 
masculine identities through team allegiance, but uphold the conditions of patriarchy 
through sexist and homophobic discourse (Queer xiv-xv; Gender 17-18). Within 
Argentine stadiums, performances of aguante, a certain masculine toughness, 
notably exemplify the power dynamics framed around gender. According to 
numerous sociological studies on the topic, men who exhibit aguante both on the 
field and in the stands are seen to successfully defend their masculinity and team 
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honor, while losers and others are symbolically demasculinized as putos.4 These 
factors have not only helped to masculinize the sport, but also exclude women and 
others violating heteronormativity from its confines.

Most significantly, however, men’s soccer has historically embodied 
Argentine nationalism and hegemonic masculinity. R.W. Connell describes the 
latter as the culturally idealized form of masculinity that serves to legitimize 
patriarchy. For example, since athleticism is often regarded as a distinctly masculine 
trait, Connell argues that sport symbolically projects the superiority of men not only 
through displays of male athletic prowess, but also the exclusion and/or domination 
of women (54, 77-78).4 In Argentina, the widely covered feats of male soccer players 
in both the media and cultural production have not only strengthened notions of 
masculine superiority, but their bodies have served as a key object in defining the 
Criollo or La Nuestra style popularly associated with the men’s national team. 
Inspired by the ideas of José Enrique Rodó (1871-1917) and nationalist writers like 
Ricardo Rojas (1882-1957), Leopoldo Lugones (1874-1938), and Manuel Gálvez 
(1882-1962), journalists covering soccer in the 1920s began attributing the success 
of the national team and Racing Club—the first Criollo squad to win Argentina’s 
first division in 1913—to their players’ “Latin” (Spanish and Italian, specifically) 
origins and improvisational style developed on Argentine soil, innately different 
from the more physical, disciplined, and collective approach employed by the 
game’s British founders. In the cultural realm, figures like the pibe—ragtag youths 
that supposedly honed their dribbling skills by playing on the urban baldío (sandlot) 
or potrero (field) instead of British schoolyards—further popularized these ideas 
of national style. Thus, while the gaucho stimulated feelings of nationalism in 
the provinces, soccer facilitated the creation of more popular heroes that helped 
to incorporate the urban working classes into the national imaginary (Archetti, 
“Estilo” 421-39; Alabarces, Fútbol 39-54; Nadel 51-59).5 Scholarship notes the 
fictional elements and tactical inconsistencies of these ideas, but the historical 
success of the Argentine national team—the men’s squad has won two World Cups 
and fifteen South American Championships—and the individual skill and boyish 
stature of world-class talents like Diego Maradona and Lionel Messi have further 
solidified the masculinist myths associated with Argentine style.6

Machos in the Mainstream

Besides their overwhelming presence in soccer-themed literary 
production—popular texts written by Borocotó (Ricardo Lorenzo Rodríguez), 
Roberto Fontanarrosa, Eduardo Sacheri, and Osvaldo Soriano come to mind—these 
men and others have traditionally dominated mainstream media and film in a way 
that strengthens the sport’s masculinist narrative. For example, the majority of 
Argentine soccer films and documentaries—Pelota de trapo (1949), Con los mismos 
colores (1949), Escuela de campeones (1950), El hincha (1951), La fiesta de todos 
(1979), Fútbol argentino (1990), Amando a Maradona (2005), and El camino de San 
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Diego (2006), to name just a few—tend to focus solely on the history and/or feats 
of the country’s male footballers, thus normalizing the dominant notion of men 
as soccer’s main protagonists.7 Male characters in these films most often convey 
power, strength, aguante (toughness), cunning, improvisation, and athleticism—all 
qualities of hegemonic masculinity in the Argentine context (Garton 22-23)—while 
women appear in supporting roles in the stands or on the sidelines. Telenovelas 
like Botineras (2009-2010) offer the quintessential example of this gender dynamic 
as the plot revolves around the wives and girlfriends of male footballers.8 In this 
way, soccer on film and television not only showcases the on-field dominance of 
men, but most often serves as a performance of heteronormativity.

Regarding the coverage of live competition, Televisión Pública (TVP) 
and premium channels like TyC Sports dedicate the majority of their telecasts 
to the men’s national team and the Primera División de Argentina.9 While this 
again strengthens the association between men and soccer, camera techniques 
and editing sequences often express ideas of masculinist nationalism and 
heteronormativity, while also privileging the male gaze. For example, during the 
filming of international matches, broadcasts almost always pair the sounds of the 
Argentine National Anthem with a tracking shot of the starting eleven. Filmed 
from the waist-up at a low angle, the technique effectively “frames” the men’s 
national team—draped in the colors of the flag—as powerful nationalist symbols.10 
Likewise, close-ups—taken, for example, during celebrations, replays of dribbling 
and footwork, analysis of injuries, and before penalty shots and free kicks—tend to 
emphasize heroism, talent, sacrifice, aguante, determination, and/or passion for the 
game. While these shots fragment the male body, they seldom objectify or sexualize 
it intentionally.11 As Peter Lehman argues, this carefully regulated representation 
of the male body serves as a patriarchal strategy to uphold the social dominance 
of men, specifically since it keeps their bodies out of the critical spotlight (5-6, 
30). The female body, on the other hand, is constantly objectified when filmed 
in these same spaces. Media scholars note the “ambivalence” of these images as 
they both celebrate and trivialize women’s athleticism.12 Close-ups, for instance, 
of the breasts or made-up eyes not only sexualize the female body, but also play 
up traditional ideas of femininity, thus deemphasizing footballing talent (Garton 
21). Likewise, editing sequences incorporating the so-called “honey shot”—a 
close-up that captures a conventionally attractive woman in the crowd—not only 
reinforces gender norms by focusing on the “passive” supporter, but again displays 
women as the erotic object of the male gaze.13 

Fulboy: Queering the Deporte Macho

If these mainstream depictions strengthen conventional definitions of 
gender and sexuality, queer cultural production, notes Foster, seeks to subvert 
these notions in ways that challenge patriarchy (Producción 19-20). The onscreen 
portrayal of homoeroticism typically found in commercial gay filmmaking serves 
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as one such tactic. However, Foster explains that Argentine director Marco Berger 
offers films that go beyond the traditional “boy-meets-boy” and “boy-beds-boy” 
narratives. He observes that these instead:

focus on the circumstances in which individuals are suddenly confronted 
with the potential for homoerotic experience, often against their awareness 
and in contradiction to their presumed heterosexuality. It’s not that these 
individuals ‘discover’ that they are ‘really’ gay. Rather, they are led to 
discover a wider arena of erotic potential for their bodies than they had 
previously imagined. (“Queer” 1)

Of specific interest to this study, Berger regularly explores these circumstances 
within hypermasculine settings like the gym, locker room, swimming pool, 
and soccer pitch.14 This choice of mise-en-scène allows the director to further 
emphasize the prevalence of homoaffectivity and homoerotic potential between 
presumably heterosexual men. As Jane Ward theorizes, homoaffective acts not only 
thrive in hyper-heterosexual settings such as these, but are codified as “straight” 
when circulated by specific cultural narratives (208-09), specifically in the case 
of “masculine” sports like soccer. These circumstances explain, for instance, the 
celebratory butt-slaps, piquitos, and other embraces so commonly exhibited today 
among male soccer players not only in Argentina, but across the globe.15

Although some narrative texts hint at the queer elements taking place 
on the field or in the stands, Fulboy—co-edited by Berger and directed by his 
protégé Martín Farina—provides a more intimate behind-the-scenes look at male 
camaraderie in Argentina’s professional leagues. The documentary follows Farina’s 
brother Tomás and Club Atlético Platense as they prepare for the final game of the 
2012-13 season.16 However, few scenes take place on the field of play.17 Instead, 
Farina captures what occurs in the locker room and hotel during “concentración.” 
Often required of players before matches, this period of intense preparation, 
isolation, abstinence, and scrutiny, argues Farina in the voiceover, defines soccer 
and serves as the primary focus of his documentary:

Creo que todo eso que no vemos, que únicamente los jugadores conocen 
por dentro, eso es el fútbol. Eso es su reino inaccesible. Eso es lo que 
quiero mostrar en mi película. Quiero entrar en donde la televisión no 
entra, a los vestuarios, a la concentración, a los lugares donde nadie que 
no juega al fútbol puede entrar. Pero yo cuento con Tommy, mi hermano, 
para que me abra las puertas de ese mundo para poder entrar con mi 
cámara. Es decir, para que lo vean ustedes.18

While the filming of this lead-up also touches on the sacrifices, business, spectacle, 
and instability associated with playing professional soccer in Argentina, I am most 
interested in how these scenes emphasize the affective bonds forged between 
men, particularly in the homosocial context of “concentración.” Ironically, under 
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circumstances that foster homophobia and body “docility,” Farina shows that 
homoaffectivity thrives.19 In doing so, Fulboy not only exposes behavior that violates 
the heteronormative rules of patriarchy, but perhaps more threateningly, it suggests the 
potential for the homosocial to segue into the homoerotic. Foster elaborates as to why 
this perturbs heterosexist patriarchy: “it is important that homosociality never yield 
to homosexuality, since this would disrupt the hierarchical equality between men, as 
in the homophobic understanding of homoeroticism, one of them would necessarily 
occupy the position of the ‘passive’—i.e., powerless—woman” (Queer xv).

To present homoaffectivity, he employs the long takes and synchronous 
sound traditionally aligned with what Burton and Nichols define as the 
observational mode. Also known as direct cinema, the latter explains that this 
“emphasizes a direct engagement with the everyday life of subjects as observed 
by an unobtrusive camera. The filmmaker does not interact with subjects but 
only observes them” (22). Burton notes that the mode “emphasizes partiality” 
(4), while Nichols posits that it stimulates “viewers to make inferences and draw 
conclusions from what they observe rather than what they are told” (156-57).20 

While Berger and Farina often allude to non-heteronormative behavior between 
men in their fictional works, Fulboy offers spectators a more direct depiction 
of this phenomenon as it occurs in the historical world, principally through 
the observation of real-life social actors. Additionally, the observational mode 
facilitates more prolonged stares at the male body not typically afforded in live 
broadcasts or repressed under the strict codes of homosociality, but not only for 
the gay viewer. Daniel Holcombe notes, for instance, that Berger directs his films 
towards spectators of all sexes, sexualities, and genders through his choice of 
mise-en-scène, use of reverse camera angles, and other techniques, thus offering 
scenes that facilitate alternative responses to homoaffectivity (122-24). Along 
these lines, viewers of Fulboy observe not the power, strength, and athleticism 
typically characterizing the macho, but rather his affection towards teammates, 
thus contradicting expectations of heteronormativity.21 These sequences—devoid 
of voiceover commentary and interaction between the filmmaker and subject—
therefore invite the spectator themselves to discern the queer elements of men’s 
soccer otherwise concealed by the mainstream.22

However, along with these fly-on-the-wall filming techniques, Farina 
frames these men and their bodies more subjectively. For instance, the voiceover 
explicitly states that the camera films what the director sees: “Todo lo que 
ven es lo que estoy mirando.”23 Most notably, extreme close-ups of the male 
body—found throughout his protégé’s oeuvre, some scholars deem these tight 
framings of the male genital region, in particular, as “Berger shots” (see Peidro 
and Severiche)—project men, not women, as the erotic object. Adapting Laura 
Mulvey’s theories on the tendencies of narrative film and the male gaze, scholars 
posit that men objectified in this way effectively forfeit their masculinist power.24 
Although the use of both the director’s commentary and supposed point of view 
notably contrasts with the type of detached objectivity used to convey truth by 
most documentary filmmakers (Nichols 61), they do compel spectators to view 
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the macho and homosociality alternatively through a queered optic.25 In this way, 
Farina not only subverts the traditional power dynamics of the gaze, but he counters 
the dominant depictions of men’s soccer—and patriarchy, by extension—that keep 
the male body and genitals hidden from critical view. Hence, as the title suggests, 
viewers enjoy more “full”-frontal displays of male futbolistas.26

More than just visuals, however, Fulboy engages the spectator affectively. 
Farina’s camerawork—the director also serves as cinematographer—facilitates 
haptic visuality. According to Laura Marks, these visuals allow the eyes to “function 
like organs of touch” that encourage “a bodily relationship between the viewer 
and image” (162-64). Building on these ideas, Jennifer Barker argues that critical 
attention to the tactile surfaces and textures of film provide additional significance 
to visual, aural, and narrative elements (25). Vinodh Venkatesh adds that recent 
Latin American films, for example, offer a more affective representation of gender 
and sexual difference in that they encourage a polysensorial and haptic interaction 
with the moving image (7-8). Accordingly, I argue that Fulboy creates multisensory 
viewing experiences that allow spectators to not only see non-heteronormative 
behavior, but also feel it. Farina’s close-ups and surrounding screen elements add 
texture in ways that encourage the spectator to “touch” the male body, and at times, 
“feel” the caresses shared between teammates.27 One might suggests that these 
sequences are directed specifically towards a queer audience, but Venkatesh posits 
that it is the affective elements that facilitate identification across orientations (206). 
Fulboy thus goes beyond the typical displays of men’s soccer in that it offers all 
viewers a more intimate embodied experience of male camaraderie.

In non-linear fashion, Farina and Berger guide the spectator in and out 
of scenes shot in the hotel, swimming pool, showers, locker room, and pitch 
before Platense’s season finale. Those shot in the locker room, in particular, 
“expose” male soccer players most noticeably different from the mainstream. 
Despite instances of full-frontal male nudity, many of these sequences capture the 
behavior characteristic of homosociality. Near the beginning of the documentary, 
for instance, the viewer observes several teammates congregated under a set of 
running showers. Speaking among colleagues, Facundo Talín and Rodrigo “Loli” 
Pepe jokingly boast about their past goals and accomplishments. For these men, 
besides their muscular physiques and tattoos, soccer then serves as a performance 
of heteronormative masculinity. Likewise, none of these shots reveal men stealing 
downward glances at their teammates’ bodies or engaged in same-sex touching, 
thus exhibiting how all here abide by the rules of homosociality.28

Other shower scenes, however, present discrepancies. In one notable 
sequence, Tomás and Cristián Vergara block another teammate from entering the 
showers by simultaneously grabbing him by the torso. Moreover, the former jokingly 
pats the man on the rear before finally making his way to a running nozzle. Different 
from the prior scene, these male-on-male antics offer the viewer a visible departure 
from the “normal” behavior circulating within homosociality. Despite this, Eric 
Anderson posits that male athletes often reaffirm their masculinity by acting “gay,” 
a phenomenon he deems ironic heterosexual recuperation (91-92). While this scene 
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provides evidence of the heightened levels of homoaffectivity found in men’s soccer, 
it equally demonstrates how the hypermasculine setting and corresponding cultural 
narrative recodify non-heteronormative behavior as “straight.”29

Nonetheless, Farina’s choice of framing also helps to downplay phallic 
masculinity. Typically captured from the waist up, the director instead uses a 
medium shot that exposes all of the men’s lower regions. While images of the nude 
male body often dramatize masculinity by showing the erect penis—Lehman notes 
that these portrayals generally appear in dominant cinema, hardcore pornography, 
and magazines such as Playgirl (10)—the flaccid members shown here offer a 
noticeably less virile or even vulnerable depiction of the male soccer player.30 
Furthermore, Farina downplays masculinity by filming these bodies outside of 
their traditional athletic context. For example, despite their objectification, Richard 
Dyer explains that images of nude men often counter passivity by being presented 
in a state of activity—i.e. playing sport (66-68). On the contrary, Fulboy’s shower 
scenes film men out of uniform and off the pitch, thus literally and figuratively 
“stripping” them of their conventional masculine identities.

Likewise, footage captured in the players’ hotel rooms further complicate 
the dominant perception of men’s soccer. In one instance, the viewer observes 
Marcos Godoy and Rodrigo “Colorado” Acosta engaged in a play-fight in one 
man’s bed. Framed semi-nude in his striped purple briefs, the former smiles as 
he forcibly pins his teammate down (Fig. 1).31 Once again filmed outside of the 
traditional athletic context, the mise-en-scène suggests the potential for playful 
homosocial antics to segue into the homoerotic, specifically since this affective 
behavior occurs on furniture most commonly used for sleep and sex. Although these 
visuals exhibit the affection shared between male teammates, Farina’s voiceover 
later hints at his camera’s ability to capture moments of “play” that counter soccer’s 
conventional masculine performances:

Jugar al fútbol, actuar en una película, en inglés, las dos acciones se dicen 
con la misma palabra: la palabra play. Jugar al fútbol es play. Hacer un 
personaje en una película es play. En esta película, los jugadores hacen 
de ellos mismos. Pero muchas veces, me da la sensación de que están 
actuando para la cámara, y al mismo tiempo, me gustaría capturarlos en 
un momento en que olviden de actuar, como cuando se ponen a jugar en 
la cama como si fueran dos chicos.

Farina not only alludes to the social actors that authenticate his documentary, but to 
how the camera—similar to the watchful eyes present within homosociality—helps 
to regulate “normal” gender behavior. In other words, under these circumstances 
players again perform heteronormativity. Demonstrated by Godoy and Acosta’s 
playful exchange, however, Fulboy offers glimpses of men behaving “out of 
character,” thus inviting the spectator to reimagine their notions of masculinity. 
Additionally, and perhaps more implicit, the emphasis on off-the-field play reframes 
the masculinist myth of the pibe. Rather than focus on the childlike qualities 



Patrick Thomas Ridge 125

associated with Argentine style on the pitch—typical of soccer-themed cultural 
production—Farina captures the playful boyish tendencies exhibited by players 
off it. In this way, Fulboy presents men not as vehicles for masculinist nationalism, 
but rather as buddies in acts of affective male bonding.

While these scenes allow the spectator to observe homoaffectivity from 
a distance—specifically through a combination of medium and full shots—
intercalated close-ups invite observers to engage with the male body and experience 
male-on-male touching more actively. In locker room sequences, Farina facilitates 
glances at legs, thighs, torsos, chests, calves, and buttocks otherwise repressed 
or frowned upon, specifically among men in homosocial settings. For instance, 
a medium shot presents the lower half of a player posing away from the camera 
as he towels off (Fig. 2). Like the nude frontals discussed earlier, the focus on the 
male backside, as well as the absent phallus, serves to visually emasculate the 
subject, while the reverse pose emphasizes passivity. A subsequent shot offers 
a mid-section view of the team’s goalie—suggested by the gloves to his right—
sitting on the bench in front of his stall. Protruding from his tattered white briefs, 
the viewer glimpses part of the man’s scrotum. Like the preceding images, the 
camera eroticizes the male body through fragmentation, but the composition further 
emphasizes his passivity and vulnerability. Different from depictions that play up 
the man in action, the goalie pictured here removes his gloves, thereby leaving his 
goal and body exposed. Other shots focus on commonly eroticized parts of the male 
body, among these, the abdominal region. In one example, an extreme close-up 
captures a players v-lines and sagittal hair growth—also known as “sex lines” 
and the “happy trail,” respectively—just above the waistband of his underwear. 
The tight framing and use of light and shadows accentuates the hairy texture and 
muscled contours of the abdomen, thus encouraging the spectator to not only 
touch the male body with their gaze, but to imagine what hangs below the frame.

The presence of water, steam, and other liquids captured within the locker 
room and other settings like the hotel swimming pool enrich this tactile viewing 
experience, while further casting men as objects of desire.32 For instance, during 
the players’ downtime, an edited sequence presents a group of men lounging 
by the pool. As one man wearing white shorts exits via the ladder, a static shot 
fragments his lower half as he steps into the frame and towels off. Now pictured in 
close-up, the spectator more easily distinguishes the beads of water that glisten in 
the sunlight and accentuate the man’s muscular thighs. Furthermore, the firsthand 
perspective makes visible the threads of the towel, thereby emphasizing its weaved 
texture against the player’s wet skin. Accordingly, both the intimate perspective 
and tactile elements offer the spectator a more titillating display of the macho.

Similarly, shower scenes feature haptics that hypersexualize the male 
body. In one sequence of shots, for example, the steam is so dense that the viewer 
barely distinguishes the glistening outlines of players as they shower in the 
distance. Water again showcases the muscled contours of male bodies, but it is 
the palpable elements that result in a “steamier” depiction of these footballers. In 
some cases, however, haptic visuals additionally challenge “normative” definitions 
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of masculinity. Also taken in the shower, an extreme close-up offers a fragmented 
view of a player’s right pectoral and large suture marks just underneath. The 
“battle” scar—presumably suffered on the field of play or during some other 
physical activity—evokes ideas of war and heroism, but Farina frames this 
traditional masculine symbol below a hand holding a razor and a shaven chest. 
The perspective emphasizes the smooth skin resulting from the clean shave, but 
this noticeably contrasts with the conventional hairy chest of the macho. While 
many recognize body grooming—also known as manscaping—as a way to gain a 
competitive edge in sports like swimming, cycling, and running, its practice here 
conflicts with the hypermasculine football persona, specifically due to its typical 
association with the effeminate man. By focusing on these conflicting elements, 
Farina thereby blurs soccer’s gender binary.

Additional close-ups encourage the spectator to interact with and touch the 
male body through the hands of other characters. Different from the observational 
tactics discussed above, these shots focus in on the more sensual caresses of 
homoaffectivity, specifically occurring between players, athletic trainers, and 
other personnel. Filmed in the training or locker room, Farina and Berger edit 
together a series of tantalizing close-ups that focus in on the hands of these men 
as they massage players’ legs. In the first of these, a pair of hands slowly glides 
up a thigh from the bottom-right side of the frame. The tight perspective already 
fragments the man lying in a supine position—pictured in the lower portion of the 
shot—but Farina further objectifies the body with a shallow focus that blurs the 
background and guides the viewer’s gaze towards the player’s bulge formed on his 
snug black shorts. Regarding haptics, the shot picks up the indentations created by 
the masseur’s fingers as they move along the skin, thus allowing the spectator to 
more vividly experience the vigorous rub down. Likewise, the presence of massage 
cream in these shots also facilitates visual tactility. In a separate close-up, a set of 
fingertips apply the creamy white substance to a player’s left calf, and later filmed 
from a different angle, an even tighter framing makes visible the leg’s stubble. In 
the latter, the rugged texture of hair combines with the masseur’s lathered grasp 
so that the spectator feels the strong squeezes and prickles up and down the calf 
muscle (Fig. 3). While these shots might not give any explicit clues to male-on-
male touching, specifically due to fragmentation, others more clearly emphasize 
the homoaffectivity occurring within men’s soccer. For example, another close-up 
taken from the side of the subject frames a pair of hamstrings and briefed buttocks 
facing downwards.33 Hands and forearms of a separate masseur again work up and 
down one of the legs, but here, a wristwatch and hairier extremities serve as more 
convincing masculine signifiers (Fig. 4). In this way, Fulboy not only obligates 
the spectator to engage with highly eroticized views of the male body, but to also 
consider the homoerotic potential of homosocial encounters, specifically those 
occurring in the male dominated realm of soccer.

However, Farina not only explores male-on-male touching within these 
spaces, but also the homoaffective gaze. Shortly after one of the shower scenes, a 
static take closely observes Tomás leaning forward to dry off his legs and genitals 
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and then slipping and adjusting his striped white underwear over his buttocks. 
The director again fragments the male body, so much so that the backside ends up 
populating the entire screen. Meanwhile, direct sound records one of his teammate’s 
joking remarks at his large penis, as well as suggestions for tighter-fitting briefs:

-¡Buena pija, Oveja! ¿Eh?
-Che Tomy, qué grande ese calzoncillo. ¿Eh? ¿No usás más tanga?
-No, no uso más, porque me molestaban, me come mucho. Me gustan 
más así, más sueltito.
-No, muy sueltos, tenés que buscar uno más chiquito.

Editing techniques such as the eyeline match—for example, a shot showing a face 
or pair of eyes that cuts to another—most often allow the spectator to adopt the 
perspective of a character, but here dialogue implies the homoaffective gaze.34 
Accordingly, the connection between sight and sound suggests that both the 
audience and Tomas’s teammate share similar views of the fragmented male body. 
That is, the latter likely stares both at his friend’s penis and buttocks, thereby 
breaking with the behavioral norms imposed by homosociality. Thus, Farina’s 
techniques again help to defy hetero- and homonormative expectations in that they 
illustrate how presumably heterosexual men—male soccer players, specifically—
regularly touch, embrace, shower with, and even check out each other. 

Final Comments

Male camaraderie serves as one of the main themes of Fulboy. Like other 
works dedicated to team sport, Farina’s documentary shows that soccer brings 
together men, often from diverse social backgrounds, but the focus goes beyond 
the pitch to examine the affective bonds that form between them off it. By using 
the camera to observe men in the locker room, showers, and other spaces associated 
with “concentración,” Farina not only explores the masculine performances of 
homosocialism, but also the “non-normative” male bonding often hidden from 
the public eye. Likewise, the director counters ideas of hegemonic masculinity, 
masculinist nationalism, and patriarchy by eroticizing the male body in ways that 
downplay aguante, athleticism, and power. His preference for the extreme close-up 
further sensualizes the Argentine macho by facilitating haptic visuality. Although 
less objective and impartial in terms of documentary style, these techniques 
effectively challenge spectators’ expectations of heteronormativity by allowing 
them to both see and feel homoaffective bonding, while offering a more “softened” 
depiction of the male soccer player.

Yet while Fulboy exhibits how professional soccer facilitates male 
camaraderie, it also explores how the sport’s commodification has helped to 
erode these bonds. Filled with male bodies in previous scenes, the final sequence 
groups together shots of the empty locker room, showers, and stadium. Images that 
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previously emphasized the union of companions now suggest solitude. Played over 
these shots, the voiceover hints at how soccer in Argentina has historically allowed 
men to come together and imagine their respective social identities, particularly 
based on territorial factors like the barrio, city, and nation. However, Farina later 
expresses that in the “business” of professional soccer, the economic needs of the 
club or individual player outweigh male companionship:

Alguien dijo que el deporte es una puesta en escena de la guerra o una 
continuación de la guerra sin necesidad de matar a nadie. Por eso, el amor 
a la camiseta, porque marca la pertenencia a un territorio, porque me liga 
a mis camaradas. Sin embargo, estos muchachos, cuando llegue el fin del 
campeonato, tendrán que negociar un nuevo contrato, irse a un club que 
les paguen mejor. Si les va mal, si no tienen una buena temporada, puede 
ser que tengan que irse a un club peor o que directamente queden libres. 
Toda esta camaradería se dispersará. Cuando esta película esté terminada, 
ellos estarán en otra parte o quizás habrán abandonado el fútbol.

Several texts note the effects of soccer’s recent commodification and/or 
spectacularization—Eduardo Galeano’s El fútbol a sol y sombra (1995) perhaps 
represents the most cited of these—but Fulboy not only critiques, for example, 
the star system or the more deregulated transfer market, but also the impact of 
these issues on team cohesion.35 The abrupt cut to the final sequence results in a 
visual juxtaposition that emphasizes the intimate relationships enjoyed by men 
during their season. In the lead-up to their final game together, Farina focuses on 
how players show their love and respect for each other through affective antics, 
embraces, and play. However, as suggested by the conclusion, these encounters will 
abruptly end as many players part their ways for separate clubs, better opportunities, 
or retirement. Regardless, Fulboy reminds spectators that these men do develop 
intimate relationships with their male counterparts, even though certain displays 
of affection are most often repressed, avoided, hidden, or ignored altogether.

Notes

1 In Escuela de campeones, for instance, a scene near the beginning 
features protagonist Alexander Watson Hutton and a fellow teammate shot from 
the waist up and under neighboring showerheads. Although the former jokingly 
turns up the hot water on his buddy, neither steals downward glances that would 
lead the spectator to question the men’s heterosexuality. Regarding El hincha, 
Acha and Sebreli note the presence of homosexual desire. For example, El Ñato 
(Enrique Santos Discépolo) obsesses with his club and star idol so much so that 
he postpones his marriage to his long-time partner (Diana Maggi). See Acha for 
a detailed analysis of this topic and the film. 

2 See also the Spanish-language Netflix series Club de Cuervos (2015-19), 
created by Gary “Gaz” Alazraki. The show satirizes Mexican professional soccer 
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and includes several scenes dedicated to the homosocial dynamics occurring on 
and off the field. For more on the depictions of homoaffectivity and homophobia 
in the show, see Ridge, “A ‘Friendly’ Game.”

3 This work is dedicated to David William Foster. No scholar was more 
generous with their time than Foster, especially when it came to his students. I 
am forever grateful to have worked with him at Arizona State University and I am 
inspired to continue his legacy now with my own students and other colleagues 
in Latin American Studies. Although he would not hesitate to tell you that he 
loathed sport, he recognized its importance as a cultural institution, particularly 
in Argentina. I credit him with pushing me to pursue my scholarly interest in 
soccer. He always noted the queer elements of sport, and many of my critical 
observations in the following analysis are inspired by his work on queer theory, 
courses at ASU, our conversations over a glass of Criadores whisky, and email 
correspondence, so I am sure he would be happy to see this article included in 
this special issue of Chasqui.

4 Most sociological studies focus specifically on Argentine barras 
bravas. See, for example, Archetti, Fútbol; A. Romero; Alabarces, ed., Hinchadas; 
Alabarces, Héroes; and Garriga Zucal. Many examine how the chants and aggressive 
behavior of these fan groups aim to emasculate opponents. Similarly, Bazán argues 
that members of barras bravas “hacer un culto al homosexual ‘activo’” (worship 
the “active” homosexual). He then defends his thesis by reproducing numerous 
chants dedicated to “penetrating” the rival (433-34). See Parrish and Nauright for 
a discursive analysis of the songs and chants of these fan groups.

5 Borocotó (the pseudonym of Ricardo Lorenzo Rodríguez, 1902-1964) 
popularized the pibe and these ideas of national style in his weekly “Apiladas” column 
for El Gráfico and texts like En el área del potrero (1934), Pelota de trapo (1942), 
and El diario de Comeuñas (1951). Further exemplifying the widespread influence 
of these ideas, Pelota de trapo was also adapted for the big screen in 1949. For 
detailed analyses of the mentioned anthologies and filmic adaptations, see Campisi.

6 The work of Alabarces, Archetti, Nadel, and Wilson, among others, 
notes that the idea of national styles derive more so from journalism and narrative 
than tactical or strategic choices in real time and space. Contrary to the theories 
disseminated, for example, in sports magazines like El Gráfico, their studies 
demonstrate that Argentines and Uruguayans learned their “styles” from English 
touring teams like Southampton Football Club. The short passing and dribbling skill 
of the English club that toured the River Plate region in 1904 were later imitated 
by Argentina and Uruguay in international competition.

7 Despite this thematic tendency, in more recent years, films such as Mujeres 
con pelotas (2014) and Hoy partido a las 3 (2017), as well as shows like Mis amigos 
de siempre (2013-2014), have presented stories of women’s soccer in Argentina. 

8 Numerous studies examine the representation of women in Argentine 
sports media, specifically in comparison to men. Binello and Domino offer 
examples taken in the 1990s from the magazine Caras. These spotlight the wives 
of Maradona, Goyco, and Caniggia in a seductive manner for the male gaze 
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while referring to them as “mujeres de jugadores” (217-18). Elsey and Nadel note 
a story from El Gráfico in 2015 covering the “hottest” wives and girlfriends of 
male players, while ignoring the performance of the Boca Juniors women’s team 
in the quarterfinal of the Copa Libertadores Femenina (248-49). Finally, Moreira 
and Álvarez Litke offer an analysis of how the newspaper Olé presented women 
during the 2018 Men’s World Cup. Olé published several stories on the families 
of Argentine players, again highlighting the traditional gender roles of women as 
mothers, wives, and girlfriends. Likewise, stories on female athletes prioritized, 
for example, descriptions of motherhood over athleticism (105-06).

9 Although TyC Sports broadcasted the Campeonato de Fútbol Femenino 
during the 1990s, only in 2017 did the channel Crónica begin covering the women’s 
tournament again on a more regular basis. Additionally, TyC Sports now airs one 
to two matches a week online through their subscription service (Garton 51, 61).

10 These sequences evoke Eric Hobsbawm’s observation that national 
teams have served as one of the primary expressions of the nation as an “imagined 
community,” specifically after World War I (143). For more on the “imagined 
community, see B. Anderson. 

11 These close-ups might, for example, inadvertently capture the 
anatomical bulges found below the waist, thighs, or buttocks of male soccer players, 
but the camera often cuts away to prevent any prolonged glimpses.

12 See Bernstein and Kian; Duncan and Hasbrook; and Cranmer, Brann, 
and Bowman. 

13 In her seminal work, Laura Mulvey argues that narrative film has 
historically privileged the male gaze and desire. Accordingly, the camera often 
fetishizes the female body within these texts to function as erotic object both for 
the male protagonist and spectator (19-22). 

14 See, for example, Berger’s Plan B (2009), Ausente (2011), Tensión sexual: 
volátil (2012), as well as Berger and Farina’s Taekwondo (2016). 

15 Public same-sex touching most often occurs between teammates during 
post-goal celebrations. Notable examples involve the late Diego Maradona who 
kissed teammate Claudio Caniggia while playing for Boca Juniors in 1996, as well as 
Carlos Tévez in 2020 as he exited the pitch during a match against Gimnasia. Despite 
the transgressive nature of these acts, particularly in other social settings, few 
question the heterosexual identities of these men due to their hypermasculine soccer 
personas. Additionally, Sebreli argues that these acts reveal the latent homosexuality 
and repression associated with men’s soccer. Besides noting the mentioned on-field 
celebrations and showers shared by male players, he mentions how fans often desire 
similar encounters with their idols. To counter these circumstances, he explains, 
the world of men’s soccer becomes a site that both exalts conventional masculinity 
and represses homosexuality (259-65). See also Bazán.

16 At the time of filming, Platense played in the Primera B Metropolitana, 
but the club currently competes in the Primera División.

17 Docuseries like Netflix’s Boca Juniors Confidencial focus extensively on 
the on-field preparation and performance of the men’s squad. Sharing the tendencies 
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of most soccer-themed texts, these scenes thus celebrate male athleticism, while 
rarely sexualizing the body.

18 The credits indicate that Óscar Cuervo provides the voiceover narration 
of Farina’s thoughts.

19 I am suggesting here that “concentración” functions similarly to 
Foucault’s conceptualization of the panopticon in that is facilitates the creation 
of “docile” bodies (see Discipline), in this case, for example, the coaching staff’s 
intense scrutiny of players. This also relates to the homosocial interactions that 
uphold patriarchy. For example, it is only through Tommy that Farina—the gay 
filmmaker—gains access to a space strictly regulated by this masculinist code. In 
this context, one might also note the double meaning of “concentración” as a period 
of intense preparation and “campo de concentración” as a figurative place where 
footballers repress their sexual and affective urges. Galeano alludes to this idea 
while writing on the sacrifices of male footballers before important matches: “Y en 
vísperas de los partidos importantes, lo encierran en un campo de concentración 
donde cumple trabajos forzados, come comidas bobas, se emborracha con agua 
y duerme solo” (3).

20 One must acknowledge that documentaries rarely rely on one mode. 
For example, Nichols and Burton note that documentaries often mix modes 
(110-11; 4-5), exemplified in Fulboy by the use of voiceover, an argumentative 
and potentially more subjective discursive strategy employed in expository 
documentaries.

21 Garland-Thomson notes the strict social regulation of staring. She 
adds that “stares flare up when we glimpse people who look or act in ways that 
contradict our expectations” (5-6). I argue that Fulboy facilitates these stares in 
that they allow the spectator to question the “normal” behavior of the macho in 
hypermasculine settings such as those associated with soccer.

22 Nichols comments on the rhetorical voice of documentaries. Inspired by 
Aristotle’s Rhetoric, he notes that filmmakers rely on evidence or “proofs” to support 
their position or argument. These include inartistic elements such as testimony, 
documents, archival footage, etc., as well as artistic “proofs”—for example, certain 
filming techniques—that strengthen an argument’s validity (58-59). Farina’s use 
of the observational mode to present homoaffectivity, I contend, offers impartial 
evidentiary footage that effectively reveals its prevalence in men’s soccer. 

23 Editing further emphasizes this subjective gaze. For example, a match 
cut pairs a close-up of Farina’s face with that of the players’ footwork during a 
practice session.

24 These scholars build on Mulvey’s idea that women in narrative film 
have historically served as the erotic object of the male spectator and on-screen 
protagonist. Accordingly, Neale flips this idea by suggesting that the objectified 
male performer is “feminized” (18), while Cohan and Rocha argue that he “forfeits 
an unassailable masculinity” and “relinquishes his power,” respectively (3; 54-55).

25 While most documentaries rely on “detached truthfulness” or “detached 
objectivity” to establish credibility and conviction, Nichols notes that “subjectivity 
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itself [also] compels belief” (61). According to Foster, forcing the spectator to focus 
on the male body is fundamentally queer (“Filmar” 9). Thus, by employing more 
subjective (queered) framings, Farina urges viewers to contemplate the erotic 
qualities of the male soccer player.

26 The title of the film plays with the colloquial pronunciation of “fútbol” 
as “fulbo.”

27 Regarding the so-called Berger shot, specifically, Severiche notes that 
these close-ups attempt to “make a homoerotic gaze something evident and highly 
perceivable to the audience.” Commenting on the affective elements of these shots, 
he adds that “the men’s genital area, presented in close-ups and in long shots, 
acquires an affective and sensorial quality most often given to other and more 
‘readable’ parts of the body, such as the face” (285). Korn adds that Berger’s use 
of the long take also encourages a more active viewing experience. He argues 
that these “invite the audience to actively participate in his film […] holding the 
spectator’s gaze […] and pushing him or her to observe and contemplate the fine 
details of human interaction” (329).

28 Fulboy captures several scenes such as these, particularly in the locker 
room. In one shot taken before practice, for example, several teammates sit in 
the nude in front of their stalls. However, all keep their eyes fixed on magazines, 
cell phones, or on the faces of others, thus upholding the codes of homosociality. 
Foster notes a similar case in his commentary of Marcos López’s photograph El 
vestuario, included in Marcos López (2004). See “Homosocialism.”

29 Another notable example of Anderson’s theory is observed when 
players joke about male-on-male sexual favors. In the hotel room, for instance, 
Tomás asks a fellow teammate if he would perform oral sex on another for “200 
lucas” (200 grand).

30 In her study on the representation of the male body, Susan Bordo notes 
the symbolic qualities of the “hard” and “soft” penis. The latter, she argues, most 
often suggests vulnerability (43-45).

31 Reproduced with the permission of Cinemilagroso (Argentina) and 
TLA Releasing (USA).

32 Peidro notes the prevalence of these substances—sweat and water, in 
particular—in Berger’s films. According to his study, these and settings like the pool 
allow men and their (semi-)naked bodies to be presented as objects of desire (48).

33 From the looks of the striped purple underwear appearing in this scene 
and others, the viewer assumes that the appendages belong to Marcos Godoy.

34 The eyeline match is similar to what Gilles Deleuze deems the subjective 
perception-image in Cinema 1: “the subjective-image is the thing seen by someone 
‘qualified’, or the set as it is seen by someone who forms part of that set” (71).

35 See also Alabarces, Historia; Sebreli; Villena Fiengo; and Villoro; 
among others. Some scholars have noted the theoretical deficiencies of Galeano’s 
literary approach. Regardless, El fútbol a sol y sombra arguably serves as one of 
the most widely read and cited texts on soccer in Latin America, particularly since 
it has been translated into English, French, and Portuguese. 
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Fig. 1. “Screenshot 1.” Fulboy. Marcos Godoy and Rodrigo 
Acosta engage in a play-fight.

Fig. 2. “Screenshot 2.” Fulboy. A medium shot exhibits the 
lower-half of a player toweling off.

Fig. 3. “Screenshot 3.” Fulboy. Lathered hands massage a 
player’s calf muscle.



138 Full-Frontal Fútbol

Fig. 4. “Screenshot 4.” Fulboy. A masseur’s hands work 
their way up a player’s hamstring.


