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Requiem for a “Tough Guy”:
Representing Hockey Labor, Violence
and Masculinity in Goon

Ellexis Boyle
Independent Scholar

This paper explores the ongoing construction of hockey in Canada through a tex-

tual analysis of the popular comedy, Goon (2012). Touted by its authors as “the

Canadian sequel to Slap Shot” and “an homage to enforcers”, Goon is analyzed

in relation to simmering debates about fighting in hockey as well as the broader

¥ crisis of employment and masculinity that characterize the sociopolitical milieu

in which the film circulates. A crisis of masculinity narrative is found to emerge

b in and through a discourse about working-class labor that both celebrates and

¢ devalorizes violent labor and the capitalist relations in which it is embedded.

; The analysis provides insight into the interlocking relationships among texts and

contexts as well as the role of sport films in perpetuating dominant ideologies
about violent labor in hockey.

Cet article explore la construction continue du hockey au Canada a travers une
nalyse textuelle de la comédie populaire, Goon (2012). Annoncé par ses auteurs

me « la suite canadienne de Slap Shot » et « un hommage ayx hommes forts

pon est analysé par rapport aux débats bouillants au sujet des bagarres dans le
ainsi qu’a la plus grande crise de I'emploi et de la masculinité qui caracté-
u sociopolitique dans lequel le film circule. Un récit sur la crise de la
ité semble émerger dans et par I’ intermédiaire d’un discours a propos de
iere qui célebre et dévalorise a la fois le travail violent et les relations
lesquelles il est ancré. Mon analyse fournit un apergu des rela-
entre textes et contextes ainsi que du role des films de sport
logies dominantes au sujet du travail violent au hockey.
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unlikely hockey hero named Doug Glatt, a self-
ouncer, who selflessly leads an underachieving
glory, “beating the crap out of everything that
ted as a comedy, Goon is striking for its
me simpleton, for its graphic representation
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of on-ice violence and for its use of homonegative discourse! in rendering hockey
masculinities. While this representation may be somewhat congruent with the inner
worlds of hockey, it is simultaneously incongruent with current debates about the
role and effects of violence and efforts to address the culture of homophobia in
hockey such as the *“You can play” antihomophobia campaign initiated in 2012 by
Brian Burke. Goon's depiction of violence in hockey as both visceral and valiant
is particularly ripe for analysis given the many recent examples of the deleterious
health impacts to participants. These include the deaths of Wade Belak, Rick Rypien
and Derek Boogaard in 201 1, whose substance use and depression have been linked
to their roles as “tough guys” (Branch, 2011); the multiple concussions of marquee
players such as Daniel Sedin and Sidney Crosby during the 2012/13 season and
the gruesome knock-out of George Parros, enforcer for the Montreal Canadians,
during a fight in the 2013/2014 season opener. The image of the “tough guy” being
carted off the ice, unconscious and bloodied, provided a visceral reminder of the
consequences of fighting in hockey and incited a renewed flurry of critical dialogue
that will undoubtedly permeate future seasons.
Despite these examples, Goon was the highest rated sport film of 20122 Touted
by its authors as “the Canadian sequel to Slap Shot” and “an homage to enforc-
ers”, positive appraisals of the film abound on discussion-boards of the major film
review sites, Rotten Tomatoes and imdb.com where audiences praise its “realistic”
depiction of hockey, its “good natured” humor, and “feel good” premise. TSN’s
Hockey Central even gave it a plug on evening television. Where criticisms of
the film are made, viewers remark on the plot's shortcomings, complain that the
fighting is “over done” or object to the script’s “foul language”. Given the overall
Jack of critique of Goon’s depiction of hockey as hyper violent, homophobic and
the enforcer as an extreme simpleton with little regard for his own health, the film
raises important questions about the kind of cultural work it does.
~ Certainly, an obvious answer to the question of Goon’s popularity can be
found in its comically affectionate depiction of hockey masculinity as white,
exual and equal parts aggressive and affable. This is a familiar image that
‘dominant constructions of hockey identity in Canada. Yet, when we
‘historical, political and socioeconomic contexts in which the
ering debates over violence and labor in professional hockey
oyment and masculinity that characterize the climate
ica, the answer to the film’s popularity becomes far
per, I approach the puzzle of why so few people prob-
| ng, violence and masculinity in Goon through a
tion with discourses about working class labor
in both hockey and contemporary culture.
(narrative is perceived as emerging in and
labor that both celebrates and devalorizes
relationships of hockey that expose
ea timately and in explanation of
S a requiem for the enforcer’s
* (Denning, 1996) as a lost
entity.
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p;rpetualing ideologies about violent labor and masculinity in hockey and profes-
sional sports. By analyzing popular representations of athletes as either overpaid
brats or working-class heroes who play “for the love of the game,” sports sociologists
are able to draw attention to the power relationships that privilege the interests of
capual and owners above the interests and health of athletes. Critical work such as
!h!s can support parallel work in other fields such as sports medicine and journal-
ism where others are trying to gain traction in challenging violence in sports and
gain support for improved work place safety.

Methodology: Taking Sport Films Seriously

Film has been established as an increasingly legitimate site for critical inquiry
within sport sociology. Scholars have come to recognize the important *cultural
work™ that films do in articulating and disseminating ideologies about sports and
the broader cultural contexts in which they are implicated (Leonard and King 2006;
Poulton and Roderick, 2008; Briley, Schoenecke & Carmichael, 2008). By taking
sport films seriously, sociologists have shown how these seemingly innocuous texts
provide insight into historical, social, political and economic crises and change
including issues related to identity (Boyle, Millington et al. 2006; Caudwell, 2009,
Toffoletti, 2012), political economy (Giardina, 2003) and nationhood (Giardina,
2005). Thus, central to analytic approaches to sport films is to 20 beyond the text
and consider how its themes and representations are informed by broader sociocul-
tural and economic-political contexts in which films are produced and consumed.
It is equally important (0 consider how films themselves inform the discourses
within which they circulate. As Leonard and King put it: “bodies in motion...
put into motion social relations, cultural categories, and moral claims”. (2006, 5).
This acknowledgment is important for challenging perceptions of films, especially
‘popular’ films, as either “pure entertainment” or simply reflective of “the way
things are” (Tasker, 2004). The potential for Goon to be perceived as reflecting
hockey culture is underscored by online discussions of the film in which viewers
were preoccupied with the film’s realism (most extolling its depiction as “Real”
“while a few, nonhockey fans expressed skepticism). Moreover, the fact that Goon
oosely based on a book abouta “real life” goon named Doug Smith? bolsters its
otion as “Real”. While aspects of the principal character and events may be
ed from Smith’s biography, this does not preclude the film nor Smith from
ing hockey in ways that reduce, inflate, privilege and obscure particular
“This is not meant to suggest that audiences are passive dupes of film but
rscore the potential of films, or any representation for that matter,
mythologies about the social world and thus play a role in sustaining
es and beliefs (Lapsley & Westlake, 2006).
pages I deploy a textual analysis to explore how the viewer
uraged to interpret the characters and narratives of the hockey
which the plot, narrative, music, charac-
the enforcer and his labor in relation to
m its representations. The first context relates to current
and labor politics in light of recent labor disputes.
or reading the ways in which Goon may produce
for analyzing the ways in which the text itself
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both perpetuates and critiques dominant beliefs and practices related to fighting,

injury, labor, class, and power in the culture of hockey. Thus, my analysis can offer

some broad meditations on the question, “where are we at as a culture on issues
of violence and serious injuries (i.e head injuries) in professional sports?” The
second context relates 1o the broader cultural crises in unemployment, labor and
masculinity that have played out in news media and popular culture in the wake of
the “Great Recession”. The crash of the stock market in 2008 set in motion a crisis
of masculinity discourse in the popular media and Hollywood film that lamented
not only the perceived “end of men” but the waning of white, middle class men’s
power due to the recession’s historical impact on the managerial sector. Following
my discussion of debates over violence in hockey, I provide a brief sketch of how
the crises in labor became wedded to a crisis of white, middle-class masculinity,
with particular attention to how this discourse has been rendered in relation to
working class bodies in popular films and television.

Certainly, I do not claim to present the only or “correct” reading of Goon. The
discursive approach to textual analysis has convincingly demonstrated that mean-
ings are neither monolithic nor “hidden,” awaiting discovery. Rather, meanings
are multiple and are produced in and through the relationships between readers
and texts as they are situated in specific historical, cultural, economic and political
contexts (Hall, 1980). Indeed, the movement toward reflexive practice in sports
sociology heeds us to be aware and wary of our own implication in webs of power
and ideology, despite our most earnest efforts to deconstruct them. Rather than a
hindrance, reflexivity expands our critical purview to consider how the multiple
and contradictory meanings of texts, the contexts in which they are situated and the

texts that we construct to analyze them, interlock to expose the wider ideological
struggles in which they are all implicated.

Contextualizing Goon: Some Background on the
Debates Over Fighting and Labor in Hockey

‘While other major leagues (NBA, NFL and MLB) have taken steps to discourage
g in their sports, fighting has been central to the historical development of
Moreover, while the NHL spans North America, fighting is central to
n identity of the sport (Robidoux, 2002; Allain, 2008). As Robidoux
aggression on the ice was a way for working-class colonial males
ition of upper-class gender norms by European and American
-anascent “Canadian” identity. Allain shows how this identity
the context of international politics, notably the 1972 Summit
‘Canada famously defeated their Russian opponents using
aggression that included the deliberate fracturing of an
Series holds a special place in Canadian hockey
ited for their role in defeating communism and

these nation-building myths, argu-
oving it would destroy what is
i expressed by Don Cherry,
de, CBC, 2008). Former
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‘goon’, John ‘Nasty’ Mirasty, a staunch defender of fighting, inadvertently speaks
to the importance of fighting for the eame’s gender identity, “Without fighting
you have figure skating on ice” (The Code, CBC, 2010). In an interview with The
National, following the pugilistic preseason of 2013/14, Gary Bettman defended
fighting saying, *“You have a game that is very physical, very fast, very emotional,
edgy and it is played in a confined space. Every now and then, there needs to be
an outlet to keep the temperature down and to prevent worse things from happen-
ing” (The National, Sep 30, 2013). Bettman neatly captures the prevailing industry
justification for fighting; that it makes hockey safer by policing more injurious
forms of play (i.e., headshots, slashing). More specifically, the role of the enforcer
and fighting is believed to protect the most valuable players such as the Sidney
Crosby’s and Steve Stamkos’ from “cheap shots”. Hence the application of law
enforcement-type nomenclature to the role of the fighter: “enforcer,” “policemen,”
“tough guy”, “bodyguard”, “‘cop” and *“goon™. Despite the widespread reverence
for fighting as “the toughest job in professional sports”, support for fighting is far
from unanimous.
Critics of fighting, who include physicians, reporters and ex-enforcers, argue
that fighting poses an unnecessary health risk in a game that is already exciting
for its speed and athleticism. This view has gained some traction due to the highly
publicized work of neuroscientists in Canada and the U.S. who have produced
mounting evidence of the relationship between the development of brain injuries
in enforcers, boxers and football players and the conditions of their violent labor
(Nowinski, 2006; Dunbar, 2012; Branch, 2011). The suicides of hockey enforcers
Wade Belak, Rick Ryipen, Derck Boogaard, numerous football players and boxers
have all been linked to what researchers at Boston University's Medical School
have diagnosed as chronic traumatic encephalopathy (CTE). In addition to con-
cern over adults, researchers have found that children younger than fourteen are
. especially vulnerable to brain injury (Mihalik, 2012). The extent to which these
~ findings are threatening to the institution of hockey is suggested by the dismissal
 of a minor hockey executive in Alberta who attempted to discuss the elimination
~ of body checking for peewee players (Hume, 2012).
In addition to medical evidence of the long-term health effects of fighting,
hic accounts by former enforcers have fueled the debate. Nick Kypreos,
enforcer for the New York Rangers and Toronto Maple Leafs, argues that
ould and can be abolished without significantly altering the game. In a
entary, The Code, (2010), Kypreos speaks candidly about the “inner
his job and the toll it took on his family and friends. In his inter-
enges the naturalization of fighting to hockey by highlighting
of the NHL coerces men into accepting the “tough guy” role:
n. I knew the costs yet I wanted a career in the NHL bad
that risk’”. Sports journalist, Bob McCown echoes this
0 jobs for guys in the NHL who can’t play but who can
y Everyone has bought into it” (CBC, 2010). When
t fighting sends to audiences, commissioner Gary
yindustry pressures: “It tells you it is an emotional
are fighting for jobs™ (The National, Sep 30,
] e in support of tradition, are revealing of
in hockey that pit players on both sides
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of the debate and against their rights to workplace health and safety. While some,
like John Mirasty quoted above, present more simplistic justifications for fighting,
the actions of the NHLPA in resisting mandatory facial visors and a proposal to
invoke harsher penalties for fights at face-offs, speak to the investment of players
not only in the “traditions” of their culture but in their rights as workers to choose
in an industry where their power is limited (Robidoux, 2001). ’
These complexities are rendered in a recent documentary, The Last of the Gladi-
ators (2011), in which ex-enforcers Stu Grimson, Chris Nilan and Jim Thompson
pay homage to their former role as fighters as well as speak tots deleterious qﬂects.
While Nilan and Grimson are hesitant to blame hockey for their health issues,
they do make connections between their roles as enforcers and their experiences
of chronic pain, substance use and depression. Thompson, who is the most critical
of the three, contends that fighting must be removed from the game to protect the
health of current and future players. The power relations embedded in this debate
are exemplified by a heated exchange that took place between Don Cherry and the
three men featured in The Last of the Gladiators. During a diatribe about the film
in his opening season segment of Coach’s Corner (2011), Cherry called Grimson,
Thompson and Nilan “a bunch of pukes” and “turncoats” for making connections
between fighting and their experiences of ill health. Cherry further charged the men
with being “hypocrites” for what he perceived as their attempt to prevent other
men from making a living from a role that they used to play. Cherry’s comments
are indicative of the ambivalent attitudes toward labor in hockey that champion
the working class while simultaneously downplaying the damage inflicted on
player’s bodies. This is a culture that not only exploits the bodies of working class
men but also discourages the kind of solidarity required for players to challenge
the conditions of their labor. This attitude is exemplified by NHL commissioner,
Gary Bettman in his “end-of lockout apology™ speech to fans and NHL partners in
which he commended “the players who were very clear they wanted to be on the
ice and not negotiating labour contracts” (24hrs, Jan 10, 2013). Yet, despite pres-
sure from owners, partners and disparaging fans, representatives for the Player’s
Association demonstrated considerable solidarity during the lockout, standing firm
on issues of revenue sharing, pensions, salary caps and contract terms, enduring
losses to their own salaries to negotiate a better collective bargaining agreement
- for future generations.
Interestingly, the body remains glaringly absent in labor negotiations as players
iate in primarily financial terms, contributing to their own objectification as
ities. This helps to maintain a valuation of players in financial terms rather
r worth as human beings wh_o are subject to serious injury and psychologi-
n unsafe working environment. This is where sport often diverges
or negotiations in other industries where the safety of workers is
1is 18 ironic, as Roderick (2006) points out, given that “being fit
portance for prgfesswna.l athletes who need to remain
point of production” (77).

perative to k?ling attention to the body in debates
ibor negotiations to support more meaningful
 in the workplace. Indeed, it is the vul-

unde the. conditions of physical labor
rtainly, the contemporary image
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of professional hockey players as millionaires who spend their leisure time like
celebrities and their summers in training camps, seems a far cry from the proletar-
ian image of their predecessors who spent the off-season performing manual labor.
Yet, as Robidoux contends in his ethnography of an AHL team, it is precisely “the
celebrated status of professional hockey players that ironically contributes to their
vulnerability in the labour process” (2001, 152). Through a close examination of
the structure of professional hockey, Robidoux reveals the ways in which players
are subject to unequal power relations in the NHL, which exercises an immense
degree of power over where they live, who they play for, how much they earn, and
the amount of time spent with their families. Robidoux concludes that there is an
“illusion of power” for hockey players created by the potential for large salaries
for a select few, intense group cohesion and celebrity status. Indeed, those who
find their careers cut short are often disadvantaged by a lack a formal education
and adequate life skills (Robidoux, 2001). Thus, despite the inchoate qualities of
class, if we define class by labor, then all athletes are working-class. To paraphrase
Swados (1957), while workers may eamn, vote, spend and dream like the middle-
class (or higher) they still work like the working-class. The body, in other words, is
broken down and constantly in danger of injury in ways that are not prevalent among
affluent groups. It is against this background of labor politics and the expendability
of men’s bodies in the capitalist relations of professional sport that I examine the

representation of enforcing in Goon.

The Great Recession, the End of Men
and Films About Labor

These themes take on a greater significance when we consider the broader historical
context in which debates over violence in hockey and Goon circulate. This is the
context of postrecession America where the economic collapse of 2008 known as
the Great Recession left in its wake mass unemployment and considerable unrest
in the form of labor disputes across sectors from manufacturing and service indus-
tries to sports and Hollywood film. Most notable about the popular discourses that
emerged from this economic disaster was how the crisis in unemployment became
distinetly cast in terms of a crisis of masculinity (Boyle and Brayton 2012; Brayton,
2012). The general premise of this discourse is that maverick masculinity- purport-
edly unchanged for the past Century and at the core of which man is protector and
provider- is under siege (Rosin, 2010). This is largely attributable to the statistic
that among the 8.2 million jobs lost, 80% belonged to men (de Guerre 2011).
‘While media pundits whipped up a moral panic regarding the “end of men”,
ignoring the effects of the recession on women, the working classes, immigrants
and racialized minorities, a particular hysteria emerged regarding the plight of
middle class men due to the fact that for the first time in history, recession gutted
the managerial sector. Finding themselves in an unprecedented position of loss of
privilege, the plight of middle-class men appears to have taken precedence over

!ﬂd the w‘“hmhf!'cpresentalions of postrecession America. This
IM”M“ television shows, documentaries and films that center
a erisis particular to white, middle-class men. Hollywood dramas like Up in the

Air (2009), Wall Street:=-Money Never Sleeps (2010), The Company Men (2010)
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Too Big to Fail (2011) situate the economic collapse alongside the perceived
:[':'gnlg-[hs aﬁd weaknesses of a maverick yet increasingly vulnerable mlddle-cl:_iss
masculinity (Boyle and Brayton 2012; Brayton, 2012_). In the most conservative
version of this narrative, feminism, women and minorities are held accounwl')le_ for
men’s real or perceived vulnerability in “softened” labor markets and feminized
culture, more broadly. According to some, gender equality has been taken so far
that men are now disadvantaged in all areas of social and personal power m(':lud-
ing education, labor, and marriage (Rosin, 2010). Alongside these representations,
however, are some films that engage in a more complex discussion of middle-class
men’s vulnerability in U.S. culture and labor markets. In The End of Men (2010),
director Marc de Guerre, offers a vision of the recession as an opportunity for men
{0 free themselves from restrictive and harmful expectation of traditional masculinity

and adapt to the “new” world. Brayton (2012) asserts that cc{nmon among ﬁl.r‘mc
dirges about the endangerment of middle-class mﬂes. is an “absent presence of
working-class men’s bodies: “working-class bodies produce a cmemquc“surplus
value of sorts through which middle-class men find recovery and redemption (2012,
236). This occurs in narratives where middle-class men learn valuable life lessons
about family and physical labor from sympathetic working-class characters (..,
The Company Men, 2010). Yet despite the myopic focus on the plight of middle-
class males in the popular media and film, narratives attendant to workmg—cl‘ass
labor can also be found. Boyle and Brayton (2012) read narratives of working
class labor in The Expendables (2011) as well as in the intertextual meanings of
the stars themselves who are “muscle workers™ in the industries of Hollywood film
and professional sports. They show how discourses about aging, labor, whiteness
and masculinity intersect in ways that both critique and redeem dominant cultural
fantasies about white male bodies and the valor of “muscle work™. Brayton (2012)
finds a particular concentration of these narratives in “paid labor shows™ on reality
television. Exemplified by shows such as Ax Men (2008), Black Gold (2008) and
Coal (2010), Brayton argues that their preoccupation with physical labor, danger
and latent class conflict both enable and constrain understandings of economic crisis.
This brief sketch of postrecession depictions of masculinity and labor in Hol-
lywood film and television, suggest that films about male bodies, physical labor and
ardship are key sites/texts for analyzing discourse about masculinity as it intersects
economic crisis, class, labor and race in the current historical moment. Goon
arly ripe for analysis then, because it resonates with complex narratives
lament the pei-ceiveq “death of the Great White Male” (Fradley, 2004)
expose th vulnerability of working-class bodies to exploitation and
! fess;onal sports and other industries that have been shaped by
cturing over the past decade.

g for him m life other than being a
of Jewish doctors who express
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isappointment about their son’s lack of smarts. Dissatisfied with his j({b
:ﬁnbgr:gm‘mil: l;n ;c‘::d: Massachusetts bar but limited in opportunitics due 0 his
lack of intelligence, Glatt is weighed upon by the eIusiycn_ess of his life’s pur(;zosc
(“Everyone’s got something but me”). Key to the film’s discourse on _labor. .nla‘ll
finds his calling at a local amateur hockey game where an altercation wnll_1 a hugktz
player precipitates his unwitling audition as a goon. During the game that is depicte
as an open brawl, Glatt's friend taunts a player in the penalty box by caﬂ:ng him
a “fuckin’ pussy”. When the player returns the slight by calling him a fuckin
faggot”, Glatt launches into a rage in defense of his gay brqmcr_and proceeds to
beat the player bloody, cracking open the player’s helmet w_uh his bare s\f.ull and

knocking the player unconscious. This scene marks Glatt’s "h_ccommg as an
enforcer through the use of exaggerated sound effects and slow motion photog_rdphy
that alternates between extreme close-ups of the fight and the faces of a wincing
and cheering crowd. This scene also precipitates Glatt’s invitation in_lo the world
of semipro hockey when a local coach invites him to audition for his team .after
viewing the replay of his fight on television. From this point on, Glatt's fists/fights
become the catalyst that propels the plot, as well as are key to the development of
other characters. A
The film’s introduction to Glatt is revealing of the film’s overall characteriza-
tion of the labor of the enforcer as working-class. Key to this characterization is
the mythology that fighting comes naturally to the man who plays this role. This
is reflected in Glatt’s construction as pure brawn and barely sentient when hit. In
several of his fight scenes he grunts like an animal and slams his bare knuckles onto
the ice before recovering himself to continue a fight. The naturalization of his body
size and ability with his fists to being an enforcer is a recurring trope throughout the
film and is commented on by several of the main characters: “You've been touched
by the fist of God for Christ’s sake!” comments his coach; “You've got the shit, the
stuff”, confirms a rival goon; “It’s like instinct, purpose. It’s what you were born
to do! I mean, Jesus Christ, Doug, look at the size of your fists!” his best friend
waxes poetic. Doug also promotes this view of himself, proclaiming that fighting
is his calling; “I'm stupid but I can fight. I'm strong. I can protect people. That's
what I do”. These are crucial moments in the film's plot that reflect the tension in
sports media over mythologizing and devalorizing violent labor. This is to point
out how the naturalization of fighting as the preserve of the “gifted” contradicts
the Mrd work of enfu'cels: 'I‘hgre is a parallel here with the myth of “innate black
athleticism” that actually dismisses the dedication, determination and hard work of
blaqk at!llews to succeed. Similarly, by positioning enforcing as natural to certain
bodies, ltde({aﬁs not only.ﬁ'on'l t.he h'ard work of these individuals but also from
the psychological and physical injury incurred while performing their job. Indeed,
the techniques dm enforcers l{ave used to avoid or attenuate altercations are well
m These mmuwd theatrical posturing such as talking about an
innocuous subject while pretending to be engaged in verbal sparring. A particu-
larly famous incident involved Georges Laraque, former enforcer for the Montreal
Canadians, who apologized to another player before proceeding to deliver blows.
Wum in Gf)on in a cameo appearance by Laraque
in the discourse on fighting in the NHL. While
wm known for challenging management
'be used. He was essentially fired from
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the Montreal Canadians for refusing to fight players whom he felt were qutside of
his class. The appearance of Laraque provides an interesting contr_adlcucn to the
film’s depiction of Glatt as the docile worker who fights when he is toldAto fight.
“You're not here to play hockey, you're here to fight!” his coach reminds him when
he gestures beyond his role.
gThe nalur)z,xlizmion of Glat's role as a goon 0 his body, mron{g_h his “God
given fists”, perpetuates a mythology about working-class labor as ann»lptell'eclugL
Indeed, the film tries very hard ©© construct Glatt as working-class despite his hail-
ing froma middle-class background. This class positioning is ggsnu_ed to m‘s«?v'eral
ways. First, by his occupation as a manual laborer who works with his fists, initially
as a bouncer and then as a goon, doing the “muscle work” for his team. Second, a
“working-class ethos” i indicated in the semiotics of Glatt's attire- flannel shirts
and facial hair- that is also worn by the other goon in the film, Ross Rhea (Liev
Schreiber). This is in contrast o the suits and formal attire worn by his doctor
family and the jewelry and designer clothing worn by the star forward, Xavier
La Flamme, whom Glatt is hired to protect. Third, Glau is marked as working-
class through his construction as a simpleton vis-a-vis more cerebral characters/
workers in the film. This dichotomy is activated by the enforcer’s positioning as

“stupid” vs. his “brainy” doctor family who show an open disdain for manual

labor through their son’s role as a goon: “They call you ‘thug’, for Christ’s sake,”

his father exclaims after witnessing his son’s new occupation for the first time.

Dressed in formal attire and looking distinctly uncomfortable among the casual

and vociferous crowd at a Highlander's game, the Glatt’s embody the sole voice of

dissent to violence in hockey in the film. When a proud Glatt attempts o give his
parents the game-winning puck, his father responds with disgust: “Have you given
any thought to your career? Head injures? It’s an infantile way for a man to spend
his adult years...they call you ‘thug’ for Christ’s sake. It [his jersey] may as well
say ‘security’”. The positioning of the Glatt family as haughty, unsupportive and
ignorant of hockey culture is consistent with dominant hockey media constructions
of dissenters to the “rock em, sock em” style of Canadian hockey as “from the
left” and “the elite” as Don Cherry puts it (The Code, CBC, 2010). These charges
are further ethnicized and feminized by association with the Glatt’s who are both
Jewish and “soft” white-collar workers.

The body/mind dualism that is at work in the construction of the enforcer in
on is both problematic and common in popular constructions of working-class
In her analysis of the polarization of “tough guys” and “wise guys” in Hol-

film, Tasker (1993) explains that the former is characterized by having a
cula body ((.!evoid of a voice) whi}e the latter is possessed of both body and
es his intellect as much'as' his muscles to succeed. Using the example
allone and Bruce Willis, Tasker connects this hierarchy of repre-
1 of labf)r, showing how Stallone (the ultimate “tough guy™)
ng out of the action role compared with Willis (the
. who has been more successful in diversifying himself
> and role. Whil

e working-class labor can be defined,
ation as “body work™ supports a false
d thus an image of the working-class as
m ’s defiicalion to hockey at a young
Robidoux, 2001), the depiction of
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of players in general as well as the §cholas-
tic achievements of many players who gained Ivy League tertiary educations and
professional degrees both during and after their hockey careers. Exar_nple§ mclu'dc
George Parros who earned a degree in economics from Princeton University while
playing NCAA hockey. Interestingly, he wrote his senior thesis on the West Coast
Longshoreman’s labor dispute®. .

This polarized depiction of labor (physical versus imcllcumal! is further con-

veyed through the comparison between Glatt and the Highlander’s star forward,
Xavier La Flamme whom he is hired to protect. Depicted as both middle-class
(through his designer clothing, his bilingualism, and intelligence) and Frcnf:h
Canadian, La Flamme highlights Glatt’s humble, polite and hmdwt){klng masculin-
ity through being depicted as a spoiled, lazy, individualist who mistreats women
and disrespects his team. We are to believe that La Flamme developed this attitude
from a severe concussion delivered by the league’s notorious “bad” goon, ROS§
Rhea. Unable to play his A-game, La Flamme turned to drugs, sex and "h_alf-ussed
hockey. Indeed, the contrast between La Flamme's and Glatt's attitudes is m?ppcd
onto their respective labor and is played out through the themes of work ethic and
team loyalty. In short, La Flamme views these values with open disdain while Glatt
applies them with a child-like tenacity. “Why do you protect these guys? You don’t
even know these guys!” exclaims La Flamme to which Glatt replies, “Coach puts
me out there to fight. I like standing up for my team, you know, taking care of
them”. Many other interactions support this romanticization of Glatt’s work ethic
as noble and heroic such as when La Flamme spits on the team logo, Glatt wipes
it up and where La Flamme spurns Glatt's protection on the ice, Glatt stubbornly
obliterates any one that touches him. The film’s romanticization of Glatt’s labor is
underscored not only by his positioning as central to the success of the team but
by making him central to the personal transformation of the people he protects.

In Marxist terms, the surplus value of Glatt’s violent labor increases the pro-
ductivity of his hockey team. This includes La Flamme, whom, having reached
rock bottom, is reinspired to play hockey and to embrace the team spirit due to
Glatt’s unwavering commitment to protecting him. This is consistent with Brayton’s
(2012) analysis of an “absent presence” of working class bodies in “Great Reces-
sion” films whereby middle-class protagonists benefit and ultimately triumph as a
result of the lessons learned about hard work and family from working-class men.
This “absent presence” is particularly disturbing in Goon where Glatt’s productivity
for his team involves the incursion of gratuitous and repeated bodily harms that
include broken teeth, a fractured face, and two broken ankles, among other injuries.
On some level, the gratuitousness of Glatt's injuries engages with critical dialogue
about the harms of enforcing. Yet this critique has limitations within a narrative that
repeatedly rewards Glatt for his sacrifices such as eaming the respect and trust of

his teammates, the adoration of fans and the affections of his love interest.

The prevailing justification for fighting in hockey, that it functions to protect
the more elite and valuable players from “cheap shots™ is thus reproduced in the
plot of Goon. In addition to being normalized and celebrated through the charac-
terization of Glait vis-a-vis La Flamme, their portrayal as belonging to different
gemo implications of promoting enforcing in hockey.
: 3 enforcers who are less well paid, and less valued are
worth riski I L estment in more highly valued players. Thus,

Glatt as “stupid” elides the intelligence
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there is much irony in the arguments of proponents of ﬁgl}ling. sucl} as Qheny,
who claim to defend the rights of working-class men, when in fact their bodies are

exploited for the benefit of an elitist system.

The ‘Good’ Goon vs. the ‘Bad’ Goon:
Class Solidarity and Conflict

While the narrative is largely preoccupied with extolling the nobility of enforcing,
there are moments in which the film also exposes its harms. Most notable among
these is the depiction of Glatt as the “good” goon versus the “bad” goon, Ross
“the Boss™ Rhea. On one level, Rhea acts as a foil to Glatt in the construction of
the ideal fighter. Rhea is depicted as a middle-aged, 20-year veteran of the game
and the league’s most notorious “tough guy”. He is responsible for La Flamme's
third-degree concussion and for most of the film, is serving a 20 game suspension
for slashing another player in the head. It is clear that Rhea is representative of a
bad element in hockey, which is underscored by a TV news report that plays in
one scene, “The league is sending a clear message: that his behaviours will not
be tolerated™. The ostensible vilification of Rhea is interesting, given that we are
privy to more graphic violence enacted by Glatt throughout the film. Glatt beats a
man senseless in the stands at his first hockey game, destroys his entire team upon
meeting them for the first time and explode a man’s face into a Plexiglas barrier in
full view of a toddler (who gives him a thumbs-up for his deed). Yet, unlike Rhea,
we never see the consequences of his violence. This is to say that while La Flamme
exists to display the effects of Rhea’s “unjust” violence, we never see the effects
of Glait's violence on others. Instead, the film goes to great lengths to depict Glatt
as a gentle giant who is apologetic to his victims or who is invoked into an upper-
brainstem-bypassing-rage only because of some “wrong doing” (i.e., slighting of
his gay brother, a dirty hit on a team mate, protection of his girlfriend). Moreover,
rather than being perceived as a sadistic bully like Rhea, Glatt's violence is depicted
as noble and just through the construction of the things that provoke his anger as
immoral and dishonorable. Such things go against “the code,” as it is referred to
in hockey, a code of so-called honor that is supposedly unspoken yet understood
by all who play. Rhea is made to enact all of the anticode behaviors, including
“cheap shots™ that cause grievous bodily harm and “dishonorable™ fighting that is
captured in a scene where he baits Glatt into a fight but skates away the moment
Glatt drops his gloves, causing him to incur the penalty. Through its juxtaposition
of perceived “good™ and “bad” enforcers, Goon participates in the justification of
violence through a specious distinction between desirable and undesirable types
of violence. Moreover, by linking “good” violence to Glatt, the affable and hard-
m.ymw 1o give and take a beating”, violence is rendered

Glatt does more than support the film’s com-
dor enforcers. The tension between the two
tough guy” belies lines of class solidarity
€S 10 control the conditions of their

out. In addition to being perceived
her readings in the context of




[image: image13.jpg]class politics. Like the celebrity of the same nickname, Bruce Springsteen, Rhea
represents the heart and soul of a downtrodden working-class community tired
of the brow beatings, unemployment and harassment at the hands of corporate
culture. This is distilled in a scene in which Rhea and Glatt have an accidental
meeting in a local diner at three o’clock in the morning, where a sleepless Glatt
encounters Rhea smoking and drinking black coffee. © Rhea is dressed in similar
attire to Glatt- a sign of their common class location- and is shown reading the
paper with the headline, “Doug Glatt- the next great enforcer”. While the meeting
of these men is symbolic of a changing of the guard, it simultancously provides a
rare glimpse into the enforcers’ fatigue, disgruntlement and class-consciousness
through an awareness of the expendability of his labor.

R: Don'’t go trying to be a hockey player. You'll get your fucking heart ripped
out.

D: But I am a hockey player, sir.

R: You're a goon!

D: Who plays hockey! Like you!

R: I don’t play much hockey.

D: You're a hockey player, sir!

R: You know they just want you to bleed, right?

D: I'm here to do whatever they need me to do. If they need me to bleed, then
I'll bleed for my team.

R: Yeah? I suppose you’ve heard I'm gonna retire. I've been at this since I was
17 but I'll be damned if I'm gonna go out like some Nancy-boy, middle-aged
fuck. You understand?

D: Yeah. I understand. (cue military soundtrack)

R: You have my respect—whatever that means to ya—you've got the stuff,
the shit. However, if ever there comes a time when it gets down to the marrow
and it’s you and me kid, I will lay you the fuck out.

In this scene, Rhea makes several comments that draw attention to the capital-
ist relations of hockey that privilege the interests of management over those of the
players. This conversation can be read as appealing to a larger sense of working-class
solidarity, which is somewhat reciprocated by Glatt in his use of “sir”. “The Boss”
reflects on the expendability and disposability of “muscle workers™ and muses on
the extensive divisions of labor within the game (1 don’t play much hockey™; *“You
know they just want you to bleed right?”). By allowing Rhea to articulate these
misgivings the enforcer is “humanized” by drawing attention to his exploitation
on the ice, and in a way that parallels the testimonies of NHL enforcers in docu-
‘mentaries such as The Code (2010) and Last of the Gladiators (2011). Certainly,
this scene provides evidence of a tension in the narrative between perpetuating
dominant myths about hockey culture as populated by working-class heroes who
play “for the love of the game” while also exposing the vulnerability of players

positionis » game constrains their choices and opportunities for
bl T

’ ity for audiences to read Goon's
ply heroic but as tragic in ways that reflect
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critical commentary about the harms of violent labor and exploitation of athletes.

By standing out as a lone dissenter to the exploitation of enforcers in the film, Rhea

can be read as representing a type of anticode individualism that rejects the group

mentality required to support it. If the industry that he works in does not value him,
why would he value the industry, other players or the code? This is demonstrated
in the fact that Rhea, unlike Glatt, acts for himself and his own pride rather than
for his team and in his open refusal to pass the torch of enforcing to Glatt, which
he articulates at the end of the scene: *...if ever there comes a time when it gets
down to the marrow and it's you and me kid, I will lay you the fuck out.” Rhea’s
individualistic approach to enforcing and “the code™, can be read as providing a
brief glimpse into the complicated and nuanced labor politics of hockey where
players both support their commodification as assets as well as struggle for power
over their rights as workers to choose.

However, the ensuing and final scenes, in which the two enforcers meet in a
battle for supremacy, recuperate the tension described above as it sets up a victory
of the “good” goon over the “bad” goon. The use of slow motion and Puccini’s
Turnidot is key to my reading of this scene. On the one hand, the slow motion
slugfest in which both men are severely beaten can be read as tragic. The combi-
nation of the melodramatic score and hyperbolic depiction of graphic bodily harm
(that includes projectile teeth, Glatt snapping his ankles and blood pouring onto
the ice) can be read as emphasizing the gross objectification of men’s bodies in
hockey and other major league sports, where violence and injury are central to the
identity and economy of their industries. Moreover, read within the context of other
film and television narratives that lament the imagined and or real diminishment
of maverick masculinities, this denouement can also be read as recuperating the
film's element of class consciousness and reinforcing dominant mythologies about
violence, labor and masculinity in hockey culture. This is to say that the melodra-

‘matic score and slow motion battle in which both men are severely beaten, but in
- which Glatt-the-good-goon is the victor, emphasizes the film’s requiem for the
4= jg-class hero who nobly sacrifices his body and his livelihood for his team.
the graphic image of bright red blood splashing on fresh white ice reads
¢t rendering of the Canadian flag and thus extends Glatt's sacrifices
im to his (surrogate) nation.
of the 2012/13 labor lockout, as well as on-going debates about
reveals that the ideological work of Goon is more compli-
ting and lamenting the endangerment of the enforcer’s
real foe of the film not as “Rhea-the-ruthless-thug”, but
iciousness of the working-class. By positioning Glatt,
own potential critical consciousness (embodied by
in fact be read as antilabor. This is to say that it
ports-industrial complex for creating the condi-
‘among workers. Instead, it rewards Glatt as
: who dissent to traditional narratives
family) or “bad elements” (Rhea).
erely celebrate treasured narratives
gs in the promotion of violence as
alist interests of hockey as
art of the film’s depiction




[image: image15.jpg]Requiem for a Tough Guy' 341

of the enforcer; an homage 1o a perceived noble and just giant of hockey who has
been superseded by shifts in the labor market and the perceived “spoiled™ and highly
skilled players of today's NHL. While this requiem for the goon’s labor goes some
way toward exposing his exploitation, the Jamentation is more consistent with dis-
courses of masculinity and labor found in television and film, where this mourning
embeds a will to reinstate and reinforce hegemonic forms of masculinity perceived
1o be endangered. The potential for Goon to be read as encouraging audiences t0
celebrate forms of violent masculinity in hockey is further evidenced by the _ﬁhp's
own marketing strategy. Specifically, a 16-bit video game was created to coincide
with the release of the film in which audiences can assume the position of Glatt and
punch, kick and splatter the brains of opponents all over the ice.” The marketing of
violence as entertainment undermines the film’s own moments of critique and situ-
ates the film as more complicit with mainstream exploitation of sport violence ﬂ?an
critical of it. In the following paragraphs, 1 support this argument by demonstrating
how Goon's requiem for the enforcer is situated in a broader neoliberal discourse
about triumph over hardship that levels social inequalities and elides the ongoing
privileges associated with hegemonic masculinity.

Ethnocentrism, Homonegativity
and the Leveling of Hardship

While my focus so far has been on class and masculinity, there are other important
lines of social identity that intersect in the film’s rendering of enforcers and hockey
culture. While the white protagonist is firmly positioned as the hero, hierarchies
of nation and ethnicity intersect in ways that can be read as both supporting and
undermining hockey’s Angloccentric and ethnocentric gender norms (Pitter, 2006;
Adams, 2006, Allain, 2008). The characterization of Glatt as both Jewish and
American creates some friction with the film’s positioning of him as the embodiment
of Canadian hockey masculinity. This is because of the historical persecution of
Jews to the extent that at points in history they were excluded from the category of
“white,” and from aspects of culture such as professional sports. Moreover, Glatt's
American nationality puts him at odds with the jingoistic attitudes expressed by
Don Cherry toward **Yanks”, “Commies”, “Swedes” and even “Quebeckers” who
are perceived as encroaching on Canadian jobs. Yet the depiction of Glatt relative
to his family activates an interesting tension between anti-Semitic stereotypes and
their counter discourses. On the one hand, the depiction of his Jewish parents as
~ concerned with formal education, money and “white-collar” work, reproduces
stereotypes aboutJews as money-centric and unathletic. Yet, Glau’'s disassociation
- from his family and association with the body as a “natural” athlete articulates
~ him to the trope of the “muscular Jew”. This trope was at the heart of the Zionist
1 ment meant to counter Nineteenth Century European
physical fitness and perceived “racial inferiority” that
forld War 11 (Presner, 2007; Vertinsky, 1995). Drawing
foes, muscular Judaism promoted physical fitness and
h men to counter anti-Semitic beliefs (Presner,
Jew can be read into Glatt’s depiction as physi-
tic loyalty to his hockey team (underscored
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in the film by military drums) and is suggested by his moniker, “the HeI}I‘EW D‘.’If
Lundgren.” Importantly, at the heart of the “muscular Jew” imagery is a white
male, which converges with the historical centering of white muscular _malc bod!cs
in Hollywood film and popular culture more broadly, as representative of racial
superiority (Budd, 1997; Dyer, 2003; Kasson, 2001). . 5 s
Thus, despite the seeming slippage of Glatt's ethnic and national identity,
Goon reproduces racial hierarchies that are common to popular represel_llﬂ""ns of
who plays hockey (Pitter, 2006: Adams, 2006, Allain, 2008). It doe§ th_ls through
the depiction of Glatt as the white, Anglophone hero among his racialized team-
mates that include an Asian-Canadian, a French Canadian and two Russians.
Perhaps unsurprisingly, all of these “ethnic” characters are cast in sLereolyPlCﬂl
ways. “Sparky”, the sole Asian-Canadian on the team is depicted as a taciturn
medical student whose purpose for playing hockey is to pay for medical school.
Often pictured with his head in an anatomy textbook, the white team captain
comments: “Asians are an industrious people” and “playing the puck is like maL_h
to him”. Indeed, racial epithets are regularly directed by the white players to their
non-Canadian teammates. The Anglo Canadian goalie frequently refers to the
two Russian defensemen, as “cabbage eaters™ and “Chernobyl bastards” while the
French Canadian forward, Xavier LaFlamme regularly receives “Frenchy” and
“Pepé le Pew” from his coach and teammates. While these depictions are likely
deployed with comic intent, they are necessarily problematic within a narrative
and culture that continues to exclude Indigenous and racialized people from
normative notions of citizenship, let alone from norms of who plays hockey. The
depiction of the Russian team members is particularly revealing of the processes
of racialization at work in Goon. Twins, Oleg and Evgeni are characterized as
the team’s bullies, who instigate hazing rituals and taunt their team members by
sexually degrading their mothers and questioning their manhood. When Glatt
refuses to show the Russians his penis as part of their suggested initiation ritual
they taunt, “*Why? You have a little puss puss?” (a line they repeat throughout the
film). Ideology is at work here, in the homoerotic undertones of their sexualized
bullying but also in the reversal of what ethnographic research reveals about the
experiences of European imports on Canadian hockey teams. In her study of Cana-
dian masculinity in the NHL, Allain (2008) sheds light on the social isolation and
hardships experienced by newly acquired European players who find themselves at
odds with the hypermasculinity of their Canadian counterparts. Indeed, the film’s
endering of the Russian twins is reminiscent of the disparagement of European
rs who do not conform to Canadian hockey masculinity such as the Sedin
orwards for the Vancouver Canucks, who are nicknamed “the sisters”
ropean s}yle of .pla?' an_d Feluclance to engage in on-ice altercations.
ent slippage in Glatt's identity further underscores the flexibility of
usive™ ancl_ "exclqsiye" construction as well as the potential
ebrity. T.hlS 1S 10 point out that Sean William Scott
h and is best known for his portrayal of Stifler, a
\American Pie (1999). Indeed, audience reviews
is portrayal of Glatt, claiming it as his best
the bad guy in the film, Ross Rhea,
vish Ethnicity as is Eugene Levy
ather. While these intertextual
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meanings may be unintended by the film makers, this does not preclude their
.r.elevz{xlcc nor the film's implication in reproducing problematic stereotypes about

ethnic” others who have been historically excluded from discourse about who
plays hockey, how the game is played and what it means to “us™ as an imagined
collective (Pitter, 2006; Adams, 2006; Whitson and Gruneau, 2006; Allain, 2008;
Scherer & McDermott, 2011).

Synchronous with the marginalization of ethnic minorities in Goon is the

fiubious depiction of homosexuality. Indeed, the use of homonegative language
is startling and takes the form of denigrating men through accusations of being
feminine (having or being a “puss puss”) and through threats o anally penetrate
team mates and opponents. The most shocking example of this occurs when the
Highlander’s coach tells his players to, “Stick your dickieres up their derrieres
and rape their fucking hearts out!” during a pregame motivational speech. The
film attempts to disconnect this linguistic form of violence from homophobia by
depicting Glatt's brother as gay. While the gay brother is not treated to the usual
overtly feminine affectations of stereotypical gayness, he is still positioned on
the outside of sports and among the elite as he is training to be a doctor like his
father, The film further disconnects its use of homonegative language by having
Doug react violently to those who use the epithet “fag” as an insult. Yet, there is
another depiction of homosexuality in the film that is more subtle and insidious.
Stevie is a2 member of the Highlanders, a blonde, soft-spoken and slight young
man who rarely appears on the ice and who shadows the team’s captain, often
repeating things that he says. Stevie’s homosexuality is first suggested in a scene
at the bar where the Russian bullies attempt to sign Glat’s penis in an initiation
ritual. After Glatt laughs off the suggestion and a few of the other team members
have a discussion about whether it is gay or not, Stevie says gravely, “T'll sign
your dick, Doug”. Later, during the team captain’s pregame speech, he tells his
men that they have to be “gay porn hard™. Stevie chimes in softly and seriously,
“You're Adonises.”

It is not surprising that these depictions did not draw criticism from viewers
given that Goon disconnects homonegativity from the bodies of gay men. This is
to say that the discourse is restricted to perceived playful banter between hetero-
sexual men but is not actively directed at men who are *known’ to be gay. This
depoliticized understanding of homophobia is problematic but pervasive in sports
as well as other socializing environments such as schools. In her ethnography of
a middle-class high schodl in California, C.J. Pascoe (2011) found that the “fag”
epithetic was regularly hurled at boys for any perceived “unmasculine” behavior.

The boys she interviewed claimed it was “okay” because they would not actually
call a boy they knew to be gay a “fag”. Yet, boys who were known to be gay or
who simply did not measure up Lo the yard stick of masculinity were mistreated
and ridiculed to the extent that one boy who dressed and behaved in gender trans-
gressive ways was forced to leave the school due to the intensity of his ostracism
and lack of support from teachers. The message about masculinity in Goon is
em‘tmmﬂlpowlﬂaﬂllnnmd understandings of what constitutes masculin-
ity, namely that being a man is being heterosexual and not feminine in any way
and that acting likea * 'is canse for ridicule, even when the taunts are couched
as “harmless” or “playful”. There is in fact no innocent form of homonegativity

as the very of mocking a man’s masculinity is premised on a belief in less
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e ived political
valuable and abnormal forms of gender. Momverél:llfiz:;lnge;; menl?‘:)l-“ by
correctness of not directing homOP‘]“::’):z ‘l;:l“ﬁ'l“:%em‘ Goon participates in the

excluding gay men from any central i
normalizgagoz of heteromasculinity to hockey culture an;jsc;lul:uml':r supported by
My reading of the film’s racial and sexual P ideology that values
Goon'’s overall neo-liberalization of oppressions. As an K oliberalism pro-
individualism and fails to account for structural inequalities, neol line anid hard
motes an attitude that disadvantage can be overcome by self_—dlSClP 1 o
work. Contained within this idea of course, is the assumption that peop e
are unable to change difficult circumstances, simply lack the discipline, ne-
try hard enough, or are somehow personally flawed. We pflen see _lhlS e;“; &
ous view applied to individuals or communities experiencing chronic hards _lg]
such as illness, violence and poverty, where the historical, social anq pclmc_
contexts of colonization, racism, sexism and economic oppression are 1gn0r§d mn
favor of amoralizing view that people are either flawed or make poor life C!l()_lCeS.
Simultaneously, this view overlooks the various forms of power and privilege
available to people who successfully surmount their hardships. This view often
finds fertile ground in times of economic crisis such as the Great Recession in
which viewers of Goon are situated. The leveling of hardship in Goon is distilled
in a scene where Glatt responds to his parents’ disapproval of his employment
by claiming that his lack of intelligence naturally limits his employment choices.
More than this, he illustrates his purported “natural” limitation in the workforce
to his brother’s perceived “natural” disadvantage of being gay. “I'm stupid, he’s
gay”, he says repeatedly, pointing from himself to his brother.

Goon’s relativization of social inequalities is distilled in the closing credits
of the film in which the image of a bloody yet triumphant Glatt is scored by the
track, “Work with what you got,” sung by a black female artist, Roxanne Shante
and calypso singer, The Mighty Sparrow. The lyrics to this song tell the story
of Shante’s struggles as a group-home survivor, teenage Mom and struggle for
legitimacy as a female rapper with the message that success is possible “when you
work with what you got”. The utilization of this song to narrate Glatt's struggles
and triumphs is problematic given his privileges as a white, heterosexual male who
does not experience the kinds of discrimination faced by racialized or sexually

marginalized individuals in sports.* As the film’s credits roll and we are treated
1o photographs of the “real-life” goon, Doug Smith, the film performs a further
reality trick by.conﬂating il§ fiction with what is perceived as the “true” story of
mph over dxsadvan}age_ in Smith’s biography. The positioning of a low IQ as

rable to a x.nargmall;ed_sexu_alily or race, is problematic on many levels

Is an axis of continuity with dePlCliOllS of down trodden, white males

on films as discussed earlier, Ultimately, the positioning of
P g 2 of Glatt

by his limited employment choices serves crisis masculinit
disenfranchisement of white males i istori Y
White males in an historical moment
s po;er have been increasingly stressed, though by no
it of the American economy. Thus the celebration of
3 C(!;ched In problematic terms that not only
n of class solidarity but also encourage a
gender and sexual discrimination
more generally.
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‘ Xamined Goop,'s Rt produced and consumed. In particular,
s wellp' : lf-l)’d| of the enforcer in relation o debates over
ik un;s nls_w_- 1hc film reflects some of the anxieties of the
have Wweighed the film’s port ',x’"“‘{" context of the Great Recession. While 1
cally aware B their ox § ](r:‘l ft‘ydl of enforcers as celebratory and at times criti-
S0 ic llllimalcly cor‘: i :fuon._l cnnclgdc that the depiction of the enforcer in
violence as o gruent \fvuh dominant media and industry beliefs about
compelled t T 3 ;
o ll:ge mwgrl()jchcauuous of its comic treatment of violence and “no harm done”
viates popula (l)mo‘ncgnuvc d|§0(l)l_1rsc that Angela McRobbie points out, alle-
e |:l ]r c‘_u ture of responsibility for perpetuating problematic ideologies.
e W;’m;ac);rlltsu:mi?‘urgﬁiiznlll::;?céi l(? b}u; wary of the ways in Yyhich Gmm:
BRI the men tha: plagy e r;)l uzuu. t iscnm;ls effl;cls of \ml]fn_l l]le:’orv
S € and uj those CYy enacl a .
Moreover. the mythology of the working;’ussor:;r\lv's (:;:voﬁg;fr ;1115l I?t:o: l:;l
1S perpetuated in Goon, participates in the masking of power relations in which
their labor is embedded. As Robidoux (2001) points out, the power relations of
ho?‘key can only be truly appreciated when hockey players are understood less
as pla)"crs" and more as workers in a capitalist economy.

; This analysis is particularly valuable, then, for its contributions to conversa-
tions about where we are at, as a culture, in our acceptance of violence in hockey
and sports in general. Whose interests does fighting in hockey truly serve? The
recent $765 million settlement by the NFL in a lawsuit brought by more than 4500
retired players for negligence in informing players of the dangers associated with
concussion suggests some progression on these issues. Yet critics have been quick
to point out how the payout to injured players and their families simply delays
the NFL from having to seriously deal with concussion issues.” Furthermore, it

should be noted that attempts to address violence in sports have privileged the
bodies of professional players while completely neglecting the health and safety
of semiprofessional players. This is to point out that conversations about the
harms of violent labor in sports stop short at the professional level and completely
overlook the scores of semiprofessional players who make up the feeder systems
for major league sports and who are injured, often permanently, in their endeavor
to make it to the big leagues.

Finally, it is my intention in this paper to demonstrate the value of critical
analysis for moving the discussion about head injuries and workplace health and
safety in sports forward. While legal and medical research can bring attention
Lo the legalities and biomedical aspects of sport violence, it cannot tell us about
how violence and injury are understood culturally or how they are produced
and sustained through ideological-institutional, political and economic mecha-
nisms. Critical analyses of media representations are valuable for illuminating
the relationships between physical bodies, their representation and their posi-
tioning within power relations and are thus a necessary ingredient in current

efforts to raise awareness and create change around the harms of violence in

Sports.
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I. A content analysis of expletives in Goon reveals the !
ing variations such as “motherfucker”) is used in excess of 180 times Wﬁ‘i"k‘;f:‘
in the first 8 min), “shit” occurs 22 times, “pussy” s used 8 times. "608TE oo aion and 5 t0
and references to male anal penetration occur 8 times plus 6 references
“boners™ among many other variations.
2. hup://www.movieweb.com/movie/goon
3. Smith, D (with Adam Fratassio) 2002. Goon: The
minor hockey league. PublishAmerica. Smith was a former
at the late age of 19.

ill level of
4. The term “goon” is applied to an carlier gencration of fighters who lacked the skill
contemporary enforcers and whose role was primarily to fight. S
5. Parros, George J. (2003) “Trouble on the Docks: An Analysis of the hbv{clzl;l:;m 5
West Coast Longshore and its Impact on the American Economy”, Economi

Princeton University. Senior Theses Full Record.
ame, enforcers have

6. While the film suggests Glatt is simply nervous about the }lpvon\ing & S hewiob
reported being unable to sleep before games out of dread of facing the harms o! eir Joo.

7. hup://www.magnetreleasing.com/goon/game

unlikely journey into @

boxer who entered amateur

e story of an

hout his youth and career in the

g 8. Georges ue reveals how racism was pervasive throug
NHL in hrii nmumbiognphy. Georges La:fque: The story of the NHL'’s unlikeliest tough
guy” (2012).
9.  hapi/iwww.thepiardian.o: /s port/ 20 it-sertiement-off-ihe-
hook.
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