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Abstract

This thesis explores two films: Greta Gerwig’s Barbie (2023) and Nikoloz Sanishvili’s 7he Dolls
Are Laughing (Tojinebi Itsinian) and examines how masculinity is represented and what role
the doll plays in each. Although the films come from different historical and cultural contexts,

both center around male protagonists who grapple with a crisis of identity.

The analysis draws on two theoretical frameworks: Raewyn Connell’s typology of
masculinities (hegemonic, complicit, subordinated, marginalized) and Laura Mulvey’s theory

of the gaze in cinema.

Traditionally, the doll is associated with the objectification and control of women — a passive
figure shaped by social expectations. However, in these two films, the doll becomes a means
for male characters to confront their crises and gain self-awareness. An object once intended

to subjugate women is transformed into a tool for male emancipation.

This thesis fills a gap in Georgian film criticism and offers a gender-based interpretation of a

lesser-studied Soviet Georgian film.
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