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This research aims to examine the reception of the film Barbie (2023) among Spanish-
speaking users on the Filmaffinity platform from a gender perspective. A quantitative 
method is used to measure review ratings, while a qualitative approach applies critical 
discourse analysis. The findings reveal a polarized reception of the film, highlighting 
four discursive categories (misandry, critical feminism, positive feminism, and neutral-
ity) regardless of the audience’s nationality. 
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El objetivo de esta investigación es determinar la recepción de la película Barbie (2023) 
por parte de usuarios hispanos en la plataforma Filmaffinity desde una perspectiva 
de género. Con un método cuantitativo se mide la puntuación de las críticas, y con un mé- 
todo cualitativo se aplica el análisis crítico del discurso. Los resultados muestran 
una recepción muy polarizada de la cinta y destacan cuatro categorías discursivas identifi-
cadas (misandria, feminismo crítico, feminismo positivo, neutralidad), independientemen-
te de la nacionalidad de la audiencia.
Palabras clave: Feminismo, cine, estudios de género, análisis crítico del discurso, pla-
taformas, audiencia.

O objetivo desta pesquisa é determinar a recepção do filme Barbie (2023) por parte dos 
usuários hispânicos na plataforma Filmaffinity a partir de uma perspectiva de gênero. 
Utilizando um método quantitativo, mede-se a pontuação das críticas, e, por meio de um mé- 
todoqualitativo, aplica-se a análise crítica do discurso. Os resultados mostram uma recep-
ção bastante polarizada do filme, destacando quatro categorias discursivas identificadas 
(misandria, feminismo crítico, feminismo positivo, neutralidade), independentemente da 
nacionalidade do público.
Palavras-chave: Feminismo, cinema, estudos de gênero, análise crítica do discurso, 
plataformas, público.
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Introduction

The Barbie doll was created in 1959 by Ruth Handler, co-founder of 
Mattel Inc., who sought to revolutionize toys of the era, most of which 
reinforced girls’ roles as mothers and homemakers (Pérez Gómez 
& Sanabria Rojas, 2024). However, far from being considered a feminist 
figure, Barbie has long been criticized for projecting a stereotyped 
image of the perfect woman (Tinat, 2024).

In response to accusations of limiting diversity and gender equal-
ity, Mattel has sought to modernize its image and to turn Barbie into 
a symbol of women’s empowerment through the doll itself, its adver-
tising campaigns, and its animated films and series (Zacipa-Indante & 
Tur-Viñes, 2025).

The production of the film Barbie (Gerwig, 2023) is part of this 
brand performance strategy, aligning with the audiovisual fiction 
phenomenon known as the “new pink”.

It embraces themes characteristic of third-wave feminism, such as inter-
sectionality, Black feminism, and transfeminism and incorporates themes 
from the fourth wave, which focuses on reclaiming the political agenda to 
achieve full parity and counter patriarchal violence (Martínez Cano et al., 
2024, p. 479).

Likewise, the film drives a “pink movement” through audience 
engagement –moviegoers attended screenings dressed in pink– and 
through collaborations with various brands (Airbnb offered Barbie’s 
Dream House in Malibu for rent, Forever 21 and Primark launched 
film-inspired collections, nyx proposed a makeup line) (Bustos Díaz 
et al., 2024; Zacipa-Indante & Tur-Viñes, 2025). However, Barbie also 
sparked debate about gender equality, drawing criticism for its repre-
sentation of women and men and the commercial interests underlying 
its gender discourse.

Several academic works have examined this film from different 
perspectives. Zacipa-Indante and Tur-Viñes (2025) analyzed the use of 
gender stereotypes in the film, its marketing strategies, and its relation-
ship to the brand’s image. Tinat (2024) interviewed Gender Studies 
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students about feminist clichés. Bustos Díaz et al. (2024) studied 
the impact on social media of the film’s official account during its open-
ing week. Godoy de Almeida Leite et al. (2025) examined comments on 
Greta Gerwig’s films on the social network Letterboxd to identify the 
main gender-related themes discussed by users.

Thus, this research builds on the aforementioned works by proposing 
a gender-based analysis of the reviews of the film Barbie posted on the 
film review platform Filmaffinity by Spanish-speaking users. The find-
ings provide a valuable and original contribution to the debate on gender 
equality surrounding this production. This debate has unfolded on social 
media and within the contemporary social and political context. 

Theoretical framework

The representation of women in audiovisual media has attracted in-
creasing attention in academic research over the past decade (Barri-
os-Rodríguez et al., 2021; Marcos-Ramos & Mateos-Pérez, 2025; 
Torres-Romay & Izquierdo-Castillo, 2022). These authors refer to 
feminist film theory to examine the presence of women characters on 
screen and the roles they play. This academic perspective emerged in 
the 1970s in the United States as a response to university activism driv-
en by women’s studies. Its central tenet –gender inequality exists in 
access to and representation in the audiovisual media– denounces that 
filmmakers view women as objects of fetishistic contemplation, which 
Mulvey (1975) termed the “male gaze”.

From the perspective of gender studies, the evolution of the 
feminist movement is examined, marked by several stages –referred 
to as “waves”– each with distinct characteristics (Aguilar-Barriga, 
2020; Garrido-Rodríguez, 2021). The first wave (the late 19th century 
and the early decades of the 20th century) emerged with the suffragist 
movement to eradicate political inequalities. The second wave, or “New 
Feminism” (1960s-1970s), is defined by its demand for full equality 
in social and personal spheres (reproductive rights, sexual freedom, 
workplace discrimination, and the invisibility of domestic work). The 
third wave of feminism (1990s) sought recognition of women’s diversity 
and intersectionality. Meanwhile, the fourth wave of feminism (second 
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decade of the 21st century) is characterized by social media activism 
and the alliance of women and men against the patriarchy (Biswas, 
2004; Garrido & Zaptsi, 2021; Garrido Ortolá, 2022; Higueras-Ruiz 
et al., 2025; Posada-Kubissa, 2020). Within this wave lies the movement 
denouncing sexual harassment in the audiovisual industry that took 
place through social media using the hashtag #MeToo, which also 
aimed to promote greater female presence both in front of and behind 
the camera, as well as a representation of gender consistent with these 
principles (Garrido & Zaptsi, 2021).

Within the context of this movement, we find the film productions 
of director and scriptwriter Greta Gerwig, Lady Bird (2017), Little 
Women (2019), and Barbie (2023), films with a pronounced feminist 
character, featuring women protagonists and a strong women’s 
presence in production, direction, and screenwriting teams. Barbie 
is a live-action film based on the doll of the same name. It depicts a 
fictional place called Barbieland, where all the Barbies and Kens live 
in harmony within a women-led social system. Conflict arises when the 
Stereotypical Barbie begins to experience unfamiliar emotions, such as 
fear and anxiety, and decides to travel to the real world, accompanied 
by Ken, to resolve the situation with Mattel’s executives.

Barbie, released on July 20, 2023, was produced by Warner Bros. 
and written and directed by Gerwig, starring Margot Robbie and Ryan 
Gosling. Two months after its release, the film became the highest-
grossing movie of 2023 worldwide, earning $1.36 billion (Fernández 
Mencías, 2023). However, the film did not stand out in the Academy 
Award nominations, as neither its director nor its lead actress were eli-
gible for an Oscar (Chico, 2024).

The gender discourse surrounding the film has given rise to several 
considerations relevant to this study. On the one hand, the production is 
part of Mattel’s strategy to overcome criticism of the stereotypical im-
age of its dolls and to adapt to demands for gender equality. This strat-
egy began with the advertising slogan “You Can Be Anything” and the 
Fashionistas line (dolls featuring diverse body types, races, abilities, 
etc.) (Zacipa-Indante & Tur-Viñes, 2025). At the same time, the film 
has intensified the debate on feminism across social media (Martínez 
Cano et al., 2024), fueled by the use of platforms –especially Instagram 
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and TikTok– in the brand’s marketing strategies (Bustos Díaz et al., 
2024). Indeed, the promotional dynamics applied fall within what has 
been termed femvertising: “an approach that emerged in the mid-1990s 
as an advertising strategy linked to feminism, in which gender stereo-
types are fused with feminist ideals to promote brands” (Pérez Gómez 
& Sanabria Rojas, 2024, p. 151).

However, the film’s reception has also drawn criticism from 
opponents who interpret its narrative as opportunistic feminism 
–one that fails to address the movement’s intersectionality. Instead, 
it highlights positions closer to misandry, or those who argue that the 
production is part of a “washing” strategy that resorts to feminism as a 
means of modernizing products and boosting sales (Tinat, 2024).

From an academic standpoint, various authors have studied the film 
and the phenomenon triggered by its release from a feminist perspec-
tive, reaching a range of conclusions. Bobaru (2024) asserts that Barbie 
exemplifies the paradoxes of contemporary media feminism: it attempts 
to promote discourses of empowerment through a figure deeply embed-
ded in capitalist structures. The film thus serves as a cultural artifact 
that drives both critical reflection and commercial profitability. 

Along the same lines, Zheng (2024) acknowledges the film’s value 
in its capacity to make visible the mechanisms of gender construction 
and to foster a broad social debate on contemporary women’s identity. 
Nevertheless, the author also points out its limitations: Barbie does not 
completely break with binary logics of domination, nor does it fully 
explore the representation of non-normative gender identities. This 
duality embodied by the film is also highlighted by Máthé (2024), who 
states that the movie is simultaneously a consumer product shaped by 
patriarchal values and a symbol of the transformation of women’s roles 
over six decades. In this sense, Greta Gerwig’s film does not attempt to 
redefine Barbie from scratch but rather to recontextualize her meaning 
for a contemporary audience through a metatextual and ironic aesthetic. 
The author acknowledges that Barbie does not resolve the historical 
tensions surrounding the character, but praises the film for addressing 
them from a self-critical position without renouncing a commercial 
aesthetic (Máthé, 2024).
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Finally, reference is made to the proposals of Godoy de Almeida 
Leite et al. (2025) regarding digital spaces. These are scenarios of sym-
bolic production in which users express, contest, and reshape social 
imaginaries. According to these authors, platforms such as Letterboxd 
allow us to observe how audiences interpret films directed by women 
through their own ideological frameworks. This makes it possible to 
identify gender power relations present in reception. This perspective 
proves particularly useful for analyzing the reviews posted on Filmaf-
finity about Barbie, as it shows how users employ amateur criticism as 
a means of discursive intervention in contemporary debates on femi-
nism, masculinity, and cultural representation. 

Objectives and methodology

The study aims to analyze reviews and perceptions of the film 
Barbie posted by Spanish-speaking users on the film review platform 
Filmaffinity, from a gender perspective. The first specific objective 
(O1) is to identify and categorize the discursive positions on gender 
found in the most visible reviews on the platform. “Visible reviews” are 
those with the highest number of positive ratings, or “endorsements”, 
from other users, and are the first to appear for Filmaffinity users.

The secondary objective (O2) is to describe the geographical dis-
tribution of the most prominent reviews within the Spanish-speaking 
context, using this information to provide an interpretative context for 
the identified discursive frameworks. This exploratory objective is in 
scope and does not seek to draw international comparisons beyond the 
Spanish-speaking world, nor to attribute a strong explanatory role to us-
ers’ place of origin regarding their assessments or discursive categories. 

This study adopts a methodological approach structured in two 
complementary phases. The first phase is a quantitative analysis of the 
numerical ratings users assign to Barbie on the Filmaffinity platform. 
This phase aims to explore general patterns of evaluation and estab-
lish a descriptive framework for the distribution of scores, thereby 
allowing the discourses expressed in the reviews to be contextualized 
empirically. 
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Next, in the second phase of the procedure, a qualitative method-
ology based on critical discourse analysis (cda) was applied to iden-
tify and categorize the gender-related discursive positions present in 
these reviews. This methodology examines how discursive practices 
reflect, reproduce, or challenge gender power relations (Colorado Col-
mán, 2024; Martínez Romagosa & Flax, 2020; Pardo Abril, 2013; Peña 
Ochoa, 2019). According to van Dijk (1993), cda involves examining 
power relations, particularly those related to social, political, and cul-
tural inequalities, including gender inequalities. 

Cares Geoffroy (2022) states that cda “takes sides with oppressed 
groups against dominant groups, and openly expresses the emancipa-
tory ethos that drives it” (p. 119). This study applies the cda to explore 
how critiques of the film Barbie reflect or challenge dominant percep-
tions of gender roles and stereotypes within the Spanish-speaking so-
ciocultural context. cda is appropriate for the objectives of this work, 
particularly as it allows us to “unravel explicit and implicit representa-
tions in the discursive actions” of the analyzed work (Colorado Colmán, 
2024, p. 14). Combining both quantitative and qualitative methodologi-
cal phases allows for a comprehensive approach to the object of study, 
linking observable evaluative behavior with the discursive frameworks 
that underpin it. 

Building on this theoretical framework, the methodological design 
begins with selecting a sample of reviews written by users of the Fil-
maffinity portal. Founded by critic Pablo Kurt Verdú Schumann and 
programmer Daniel Nicolás Aldea, “Filmaffinity is undoubtedly the 
most important portal in Spain for film reviews written by aficiona-
dos” (Del Campo Cañizares & Cifuentes Albeza, 2024, p. 6). Gavilán 
et al. (2018) define the website as “the largest community for Spanish 
cinema” and add that “it does not belong to any media outlet or com-
munication group, nor is it an e-commerce site, which enforces its cred-
ibility” (p. 555). According to the web analytics portal Semrush (2025), 
Filmaffinity has an average monthly traffic of 45.8 million users.

The sample analyzed consists of the 100 most visible Barbie reviews 
on Filmaffinity, meaning those with the most votes from other platform 
users, regardless of the time frame. This ensures the social relevance 
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and popularity of the opinions analyzed. An additional filter has also 
been applied, considering only reviews from users who indicate they 
are based in Spanish or Latin American cities. In this way, the analysis 
focuses exclusively on perceptions from Spanish-speaking contexts. The 
reviewer’s gender was not included as a variable because Filmaffinity 
does not explicitly disclose it beyond the name or nickname used. It 
is also not considered appropriate to infer a person’s gender from that 
information. 

Once the sample had been selected, the methodological process 
consisted of several clearly defined stages. In the first phase, a 
quantitative approach was used to analyze the distribution of ratings in 
user reviews. To this end, the ratings assigned to the 100 most visible 
reviews were systematized and quantified to provide an overview 
of how the work was received critically within the analyzed digital 
environment. 

Subsequently, as part of the cda, the textual content of the reviews 
was systematically extracted and organized in a second phase. An ex-
ploratory and contextual analysis was then conducted to understand 
the general frameworks and the explicit or implicit positions on gen-
der. Thereafter, an inductive coding process was applied to identify 
emerging discursive patterns in the reviews. These patterns enabled 
the construction of specific analytical categories linked to the treat-
ment of gender: misandrist reviews or those perceived as attacks on 
men, feminist reviews critical of the superficial treatment of feminism, 
positive feminist reviews that value the critical and satirical intent, and 
neutral or mixed reviews that balanced gender perspectives with cin-
ematic elements or analyzed the film from other angles. Next, detailed 
categorizations were developed and quantified to visualize the degree 
of discursive polarization and the dominant positions in the analyzed 
reviews.

To ensure transparency and replicability in the qualitative phase, 
a codebook was developed with operational definitions, inclusion/
exclusion criteria, and anchor examples for each discursive category 
(misandry, critical feminism, positive feminism, and neutral/mixed). 
The unit of analysis was the complete review, coded according to the 
predominant interpretative framework of the text as a whole. To calibrate 
the instrument, a pilot test was conducted on 25 randomly selected 
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reviews, and decision rules for borderline cases were established based 
on the identified discrepancies. 

As a measure of intercoder reliability, “public justification” 
was applied: the researchers present the results by referring to the texts 
used and how they arrived at the findings. Moreover, semantic validity 
of the study is employed, whereby two or more researchers assign the 
same unit to the same category and, in this way, the same meaning. 

The third phase of the methodological procedure included a de-
scriptive analysis of the user’s declared place of origin in the selected 
reviews. This phase responds, firstly, to sample delimitation criteria (re-
stricting the corpus to a Spanish speaking context), and secondly, to a 
contextual interest in identifying territorial concentrations and their po-
tential association with rating trends or the discursive categories identi-
fied. Due to the study design and the absence of a non-Spanish speaking 
comparison group, this phase does not seek to explain reception based 
on geographic variables or to formulate casual inferences, but rather to 
situate the analyzed debate within an intra-Spanish framework and 
to describe the degree of territorial centralization of the most visible 
reviews. Therefore, this final phase complemented the quantitati- 
ve perspective and the cda, contributing to a closer understanding of 
the ideological and geopolitical frameworks that condition the recep-
tion of a cultural product such as Barbie.

This methodological design aims to provide a rigorous, contextu-
alized analysis that offers a comprehensive overview of how gender 
representations in the media are perceived and debated publicly in con-
temporary cinematic contexts across the Spanish-speaking world. The 
study’s results are presented below, organized into the following sec-
tions: 1. systematization of ratings in user reviews, 2. categorization of 
user reviews from a gender perspective, and 3. reviews categorized by 
place of origin and discursive category. 

Results

Systematization of ratings in user reviews 
The quantitative analysis in the first phase enabled us to establish a 
preliminary descriptive framework for the subsequent achievement 
of the objectives related to the evaluative reception of the film Barbie 
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among Spanish-speaking users on the Filmaffinity platform (2025). 
Systematizing the ratings users assigned to their reviews reveals a 
clear asymmetric distribution, in which extremely negative ratings 
predominate over more moderate or positive ones, despite the overall 
average user rating being 5.8 out of 10. 

Figure 1
Distribution of scores given by Spanish-speaking users to Barbie 

(sample of the 100 most visible reviews)

Source: The authors.

The distribution of users’ scores for Barbie reflects clear polariza-
tion and a notably negative trend in overall ratings. Figure 1 shows 
a strong concentration of reviews at the lowest ratings, especially 1, 
2, and 3, which together account for the majority of votes. This con-
centration indicates widespread rejection of the film’s narrative and 
discursive approach by a large proportion of users, and highlights a 
problematic reception in terms of gender discourse.

On the other hand, the notable scarcity of mid-range ratings 
(scores of 5, 6, or 7) suggests an absence of moderate or neutral opin-
ions about the film. Users appear to be compelled to take a stance for 
or against the film’s message, such that middle-of-the-road positions 
that balance strengths and weaknesses are avoided. This dynamic 
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reinforces the hypothesis that the film is provocative, forcing the audi-
ence to take clear stances on sensitive issues such as feminism, gender 
stereotypes, and media representations of men and women.

In addition, the graph shows that a minority, but clearly differentiated 
group of users rated the film highly (mainly giving scores of 8 and 
9). This group responded positively to the film’s social satire, feminist 
critique, and purely cinematic aspects. This favorable minority also 
highlights an audience segment receptive to Greta Gerwig’s narrative 
approach. Despite its controversial reception, they have rated the film 
as an effective tool for generating critical reflection on gender.

In general terms, the strong negative skew in the distribution of 
scores suggests significant cultural resistance to explicit feminist narra-
tives. It also indicates a perception that such media representations may 
be problematic when they directly challenge traditional and dominant 
gender roles. This could also be interpreted as a form of resistance to 
the reception of one of the major commercial successes of 2023’s ma-
jor studio cinema. In conclusion, this graphical distribution reveals the 
complexity and controversy surrounding the film’s reception, as well 
as the current sociocultural context in which gender representations in 
the media are subject to intense scrutiny, social debate, and polarized 
positions. 

Categorization of users’ reviews from a gender perspective
Applying the cda to the selected set of reviews clearly identified certain 
discursive patterns relating to gender perceptions and representations of 
Barbie, thereby addressing the first objective of this research. These 
perceptions can be organized into four broad discursive categories that 
help explain the current polarization of users’ opinions from a gender 
perspective.

Firstly, a significant proportion of the reviews reflect a negative 
perception of the film, with many users describing it as an explicit 
attack on men and labeling it as misandry. These users believe that 
the film perpetuates negative and stereotypical portrayals of men, 
depicting them as superficial, incompetent, or even morally inferior to 
women. This representation is perceived as an unfair reversal of patri-
archy that falls short of proposing a genuine vision of equality. The re-
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currence of terms such as “misandry”, “ridicule”, or “reverse sexism” 
highlights the discomfort felt towards this portrayal of male characters. 

A second category encompasses feminist critiques that reject the 
film’s simplistic, superficial portrayal of feminism, even as it shares 
certain egalitarian ideals. From this perspective, some reviews express 
dissatisfaction with feminism perceived as propagandistic, caricatured, 
or extremist. They argue that, rather than encouraging reflection on and 
raising awareness of real issues related to gender inequality, the film 
trivializes these matters by reducing them to simplified and repetitive 
messages. Particular criticism is directed at the way the film addresses 
gender relations, perpetuating an unnecessary and harmful “battle of 
the sexes”. The most common terms in these reviews are “superficial 
feminism”, “trivialization”, “propaganda”, “stereotypes”, and “simplis-
tic messages”.

The third category identifies feminist critiques that positively in-
terpret the film’s intent from satirical and critical perspectives. These 
critics appreciate how the film uses humor, irony, and exaggeration 
to challenge deeply ingrained gender roles and stereotypes in society. 
According to these critics, the film fulfills a relevant social function by 
exposing certain social incoherencies and contradictions in gender ex-
pectations through satire. From this perspective, the film is considered 
a valid tool for promoting constructive debates on feminism and gen-
der. The most frequently used terms in these reviews include “feminist 
satire”, “social critique”, “irony”, “empowerment”, and “questioning 
of roles”.

Finally, a fourth category comprises more neutral or nuanced re-
views, in which users adopt middle-of-the-road positions that integrate 
both positive and negative aspects related to gender representation, 
while placing particular emphasis on other cinematic elements such as 
direction, screenplay, or performance. These reviews reflect a balanced 
perspective, in which debate on gender is present, but not necessar-
ily decisive, in the overall evaluation of the film. This reveals a more 
complex and less polarized view of the film, acknowledging both its 
potential strengths and limitations in the way it treats gender. The most 
common terms in these reviews include “balanced”, “nuanced”, “wast-
ed potential”, and “entertainment”.



13Gender narratives and discursive conflict:...

From an approximate quantitative perspective (see Table 1), roughly 
half of the analyzed reviews (around 50 %) correspond to the first group, 
i.e., they perceive a misandristic intention. Around 25 % of the analyzed 
reviews correspond to the second group, namely feminist reviews that 
question the film’s superficial feminism. Approximately 15 % fall 
into the third category, comprising positive and constructive feminist 
reviews. Finally, close to 10 % present neutral or mixed positions that 
balance the gender dimensions with other cinematic elements.

These findings indicate a significant level of polarization in 
the discourse surrounding Barbie and reflect current sensitivities 
regarding media representations of gender, as well as the diversity of 
interpretations within feminist discourse. The observed conflict leads 
us to conclude that the film has acted as a catalyst, highlighting existing 
tensions in cultural perceptions of feminism and gender relations in 
the Hispanic community today. It is also worth noting that the hundred 
most visible reviews on Filmaffinity –those with the highest number of 
positive ratings– have barely addressed the film’s cinematic merits, but 
rather have adopted a strongly ideological stance. 

Table 1
Categorization of User Reviews on Filmaffinity from a 

Gender Perspective 

Category Number Percentage
Attack or misandry 50 50 %
Critical feminists (superficial feminism) 25 25 %
Positive and constructive feminists 15 15 %
Neutral or mixed (gender and cinematic) 10 10 %

Source: The authors.

Reviews categorized by place of origin and discursive category
Regarding the place of origin of the users responsible for the reviews, 
the following must be taken into account when interpreting the results 
of the analysis of the 100 most visible reviews on Filmaffinity: only re-
views from users in Spanish-speaking cities were included in the sam-
ple. This third part of the research seeks to identify potential territorial 
patterns in the critical reception of gender discourse.
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The geographic analysis of the sample reveals an overrepresentation 
of Spanish users, who make up 79 % of the sample. Users from major 
urban centers such as Madrid, Barcelona, Seville, and Málaga are 
particularly notable, accounting for 51 % of the reviews. This suggests 
a centralization of discourse in urban contexts, with greater cultural 
and media dynamism and larger populations. Contributions were also 
identified from various Latin American cities such as Buenos Aires, 
Mexico City, Montevideo, Santiago de Chile, San José (Costa Rica), or 
Bogotá, albeit in a significantly smaller proportion.

This distribution can be explained by the higher level of activity 
among Spanish users on the Filmaffinity platform. Given the specific 
nature of Spain’s sociopolitical and cultural context in relation to debates 
on feminism, equality, and gender representation, the prominence of 
Spanish users shapes the geographical distribution of opinions and may 
influence prevailing discursive frameworks. 

This prevalence may be linked to Spain’s recent sociopolitical 
context, where debates surrounding feminism, which the far-right refers 
to as “gender ideology”, or media polarization around equality policies 
have become particularly intense. Consequently, the critical language 
used in these reviews reflects certain male perceptions of grievance or 
rejection of feminist discourse.

In any case, no clear or systematic pattern has been identified that 
directly links the city of origin with the score given or to membership 
of one of the four discursive categories (misandry, critical feminism, 
positive feminism, and neutrality). However, several specific observa-
tions can be made. Firstly, the harshest criticisms, with extremely low 
scores (1-2), mostly come from Spanish users, who express dissatis-
faction with perceived grievances against men within the “misandry” 
discursive category. 

Conversely, although reviews from Latin America (primarily from 
Buenos Aires, Mexico City, Montevideo, Santiago de Chile, and Bogotá) 
constitute a minority of the sample, they tend to be more nuanced or 
to fall into the “positive and constructive feminism” category. Some 
of these reviews consider the film’s satirical intent and its ability to 
spark debate. More interpretative discourses are also observed, which 
are less focused on male grievance and more interested in symbolism, 
the screenplay, or social critique.
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Therefore, no direct correlation should be drawn between place of 
origin and discourse category. This is due to the underrepresentation 
of Latin American spaces in the sample, as well as the lack of homo-
geneity in discourse trends. Finally, although the users’ gender can be 
inferred from the reviews, it has not been included as a demographic 
variable in these categorizations due to a lack of reliable data.

Discussion and conclusions

This study sheds light on how Barbie has sparked discourse within 
the Spanish-speaking digital landscape, offering insights into gender 
studies and audiovisual reception.

On a platform such as Filmaffinity, user reviews serve as a means of 
expressing ideologies and cultural perspectives on gender, transcending 
mere aesthetic assessments. These contributions shape the symbolic 
space where meanings are negotiated, identities are consolidated, and 
preexisting social tensions are reignited. Within this framework, digital 
discursive practices become active forms of cultural participation, refer-
encing broader debates on feminism, masculinity, and gender representa-
tion.

In line with Godoy de Almeida Leite et al. (2025), the findings of 
this study show that evaluations of Barbie cannot be separated from the 
ideological frameworks that mediate the reception of filmic discourse. 
As Fragoso et al. (2011) previously noted, digital criticism provides an 
ideal setting for analyzing the social construction of collective mean-
ings surrounding mass-market cultural products. While the reviews 
gathered in this sample do not constitute a unified discourse, they do 
present a polarized structure that clearly reflects the current state of 
gender debates in the Spanish-speaking context.

From a geographical perspective, Spanish users clearly predomi-
nate among those who write the most visible reviews, which receive 
the highest number of positive ratings. This significantly influences 
the tone and discursive approach of many of the reviews. Kaplan 
(1995) emphasizes the importance of examining how works directed by 
women are received to understand how the meanings they propose are 
accepted, resisted, or reformulated. In the case of Barbie, a significant 
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number of users reject a discourse questioning patriarchal structures 
and certain gender privileges. These responses take the form of dis-
courses that discredit the film’s feminist message or interpret it as of-
fensive to men. In contrast, some viewpoints value the film’s critical, 
ironic, and provocative approach.

In line with the study’s first objective (O1), identifying and cat-
egorizing discursive positions within the sample has enabled us to 
construct an interpretative map of the Spanish-speaking audiences’ 
responses. The four emerging categories (misandry, critical feminism, 
positive feminism, and neutrality) reflect differences in how the film 
was received, as well as the existence of distinct ideological frame-
works that act as interpretative filters when engaging with audiovisual 
content. The prevalence of discourses that interpret the film as an af-
front to men, alongside those that are more receptive to its satirical and 
critical approach, reveals a clear fracture in how feminist narratives are 
processed within the realm of amateur criticism. 

The second objective (O2) aimed to analyze whether users’ place 
of origin and the sociocultural context influenced their assessments. 
While no systematic correlation between geographical origin and 
membership belonging to a specific discursive category has been 
identified, certain patterns can be observed. Reviews from Spain, 
which predominate in the sample, tend to adopt more polarized posi-
tions and exhibit a strong presence of reactive discourse. Conversely, 
some Latin American reviews, although in the minority, adopt more 
interpretative or nuanced stances. In any case, it is not possible to infer 
a deterministic or uniform relationship based on the context in which 
the critique was produced.

Overall, this study provides a complex view of contemporary forms 
of critical reception of cultural products marked by gender discourses. 
The results of this case study reveal a significant level of discursive 
polarization surrounding Barbie, primarily due to its explicit treatment 
of gender and feminist themes. The observed controversy reflects a 
heightened contemporary sensitivity to media representations of gender, 
indicating how cultural works with explicitly feminist discourses can 
serve as catalysts for intense debates about equality, stereotypes, and 
power relations between genders.
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This confrontation can also be interpreted as a reflection of the 
current Spanish-speaking sociocultural context, characterized by 
ongoing tensions surrounding feminism and gender discourses, and 
highlights the challenges and complexities inherent in the collective 
negotiation of meanings related to equality and media representation. 

In addition to describing the controversy surrounding Barbie, the 
results allow us to draw methodological and theoretical conclusions rel-
evant to the study of reception. Theoretically, the proposed categories 
contribute to the study of films with feminist discourses by empirically 
disaggregating positions that are often reduced to a binary framework 
(for/against). This typology shows that the controversy originates from 
divergent interpretative perspectives and approaches to the same text. 
This reinforces the notion that reception is a contextualized negotiation 
of meanings in works created by women (Kaplan, 1995) and in digital 
spaces of amateur criticism (Fragoso et al., 2011).

Secondly, the results show that platforms such as Filmaffinity serve 
as spaces for the symbolic production of social imaginaries concern-
ing feminism, masculinity, and gender hierarchies, which are then ex-
pressed, contested, and reformulated. Finally, from a methodological 
perspective, the combination of a descriptive quantitative phase with 
a cda applied to a corpus of reviews makes it possible to link the ob-
served rating patterns to the discursive mechanisms that shape them, 
without making causal inferences.

The main limitations of this study stem from those inherent in a case 
study, as well as from the biases inherent in the sample delimitation. 
Consequently, future lines of research could use this approach to explore 
other films set against the backdrop of the fourth wave of feminism 
and consider incorporating additional methodologies, such as audience 
questionnaires, to strengthen the findings obtained here.
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