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Abstract - Female gaze is a powerful and genuine way of 

seeing that has not been fully recognized or explored yet. 

Dissimilar to the male gaze Maggie (Nelson 2009). Telling 

authentic stories about women contributing the genuine voices to 

cinema rather than attempting the impossible(Meghie 2020) The 

popular quote of a Canadian filmmaker stands prominently that 

she says “I cannot represent everything to everyone — and 

neither do I want to. I represent women like me when I’m at my 

best and writing honestly,” The female gaze enables women to 

face the camera, and tell their own stories, and represent their 

bodies from their own perspective. Sanchez, D. (2022) this study 

challenges the female gaze by overseeing a comparative study of 

male and female characters portrayed in the film ‘oh! Baby’ 

(2019) by Nandu Reddy. The theoretical framework of female 

Gaze and Fluid Gaze are reinforced to extract feminine and 

masculine portrayal within the study.  This study employs visual 

content analysis to critically examine the portrayal of the 

character in Oh! Baby (2019). It investigates how the female 

director’s perspective shapes the representation of womanhood, 

exploring themes of identity, agency, and societal norms through 

cinematic language. By focusing on a woman’s viewpoint behind 

the camera, the study aims to reveal nuanced dimensions of 

female character portrayal that challenge conventional gender 

stereotypes in Telugu cinema. This research contributes to 

broader discussions on female authorship and gender 

representation in regional Indian films. 

Keywords: Gendered Gaze, Fluid Gaze, Feminine 

Representation, identity, Masculine Portrayal, and Gendered 

Narrative  

INTRODUCTION 

Cinema is a deep mirror of societal values, and the gaze, 

the angle of viewing the characters, determines the essential 

relationships of power in the story. Historically, the concept of 

the male gaze, which is a very important pillar of feminist film 

theory, has dominated the history of the cinema and pushed 

women to the status of passive objects. Within this traditional 

paradigm, the female body is positioned more towards 

spectator enjoyment, denying the character depth and control. 

This imbalance in history has traditionally restricted the range 

of female representation, as by this approach women are not 

portrayed as active subjects of their own narratives, but as 

ornaments in a world dominated by males.The swift advent of 

female filmmakers in regional Indian cinema is however a big 

break of this limiting paradigm. With women being in charge 

of the creative process, they are gradually recomprising the 

camera to bring stories that reflect the true female experience. 

The change is not just a question of changing the gender of the 

director, but the transformation of the visual language of 

cinema itself. They are taking the objectifying gaze away, and 

with narratives that put the subject, the multi-dimensional 

reality of womanhood first, female directors are callenging the 

historical visual hierarchies.Oh! The film Baby (2019), 

directed by B. V. Nandini Reddy, is an essential and an 

important cause-study in this evolution of cinema. The movie 

goes beyond the usual tropes commonly tied to aging and 

female identity, as it preannounces the subjective, inner world 

of the main character, Baby Savithri. Through the 

complications of a life rediscovered, the film offers a space to 

examine identity construction and construction. In contrast to 

the storytelling that makes use of reductive stereotypes to 

establish the old or the feminine experience, Oh! Baby is a 

new look that requires a more advanced analysis approachThe 

main focus of this study is the move away of the original male 

gaze to what is called the fluid gaze. The fluid gaze, in 

contrast to the objectifying, static gaze, puts more emphasis on 

empathy, emotional interiority, and the subjective experience 

of the protagonist. It is based on this theoretical framework 

that we can examine the manner in which directorial 

authorship turns the emphasis towards looking at a woman to 

experiencing her. Through this prism, it becomes possible to 

classify the journey of Baby Savithri as not only a narrative 

plot point, but a purposeful visualization of agency and 

personal strength that contemporary viewers can relate to.In 

this research paper, the phenomenon of the female gaze is 

explored as a transformative narrative device in the definite 

context of Oh!. Baby. Nandini Reddy is an excellent example 

of how cinematic techniques such as framing, visual motifs 

and interaction of characters are used to challenge 

conventional audience expectations by the study using a 

rigorous qualitative visual content analysis. By combining the 

well known feminist film theory with a keen insight into the 

visual construction of the film, the study will be able to bring 

out the significance of female authorship in renegotiating the 

image of women in the modern Telugu cinema.Moreover, the 

methodology of the study is a product of the semiotics of 

visual design, since aesthetic elements are regarded as a visual 

language. Similarly to the role of costume and framing in 

other film studies as signifiers of character development, this 

study views the visual aspects of Oh!. Baby as deliberate signs 

of the protagonist reclaiming her life. Through translation of 

these aesthetic decisions into critical data, the paper will 
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expose how the director manipulatively and purposefully 

directs the viewers out of the voyeurism and into a more 

empathetic relationship with the female character.This 

research has much greater importance than the movie itself; it 

adds to the expanding discussion of the place of regional 

cinema in the world film culture. This study presents the 

female gaze as a key to bringing about a more inclusive and 

representative approach to cinema by showing how a female 

led creative team can challenge mainstream patriarchal mores. 

This paper tracks the development of the protagonist, 

demonstrating that visual language is one of the key drivers of 

narrative, as well as social transformation, through a 

systematic study of the film in terms of its three-act narrative 

structure setup, confrontation, and resolution.Finally, this 

introduction predetermines the need to study Oh!. Baby with 

the female gaze and the fluid gaze. With this theoretical 

background in place, the study is ready to proceed to an 

examination of how the film manages to strike the right 

balance between entertainment and social commentary. This 

study finds that in providing women with a creative autonomy 

in bringing their stories into being, the resultant cinema is 

more indicative of the human complexity, strength and the full 

potential that the visual medium can bear in the 21st century. 

REVIEW OF LITERATURE 

The paper, Measuring female representation and impact in 
films over time, written by L. Yang Z, Xu and J, Luo (2020) 
addresses the issue of factors that account for the effect of 
female representation on the success of a film.  The 
quantitative approach to the research was performed through 
explanatory modeling with variable selection (generalized 
linear regression) and predictive modeling (Random Forest) 
the authors conclude that the female representation depends on 
the presence of male and female members of the crew 
specifically the screenplay writers. The research discloses that 
there are still gender inequalities women are underrepresented 
in the prominent creative positions and in films where the 
percentage of female casts is higher, budgets are smaller and 
though the films may have higher revenue to budget ratios, 
they are the ones that get criticized. The authors conclude that 
the structural bias in production and viewer demand of the 
industry restricts the progress, wherein little is done on the 
upstream and little is done downstream to readily assist the 
female gender.   

The article under discussion is a comparative study on 
women identity in the film of Narose and Imamura by Huang 
Kun (2020), who investigates the issue of women identity 
representation in Japanese cinema on the example of the insect 
women(1963) by Shohei Imamura and when a woman ascends 
the stairs (1960) by Mikio Naruse. This study was conducted 
through a formalistic analysis and comparative analysis and 
even contextual analysis. The paper puts the film by Naruse 
into the classical tradition of the Japanese women film which 
is characterized by its visual restraint and plot circularity and 
the film by Imamura into the new wave intervention, which 
questions and redefines this tradition. The author believes that 
despite the fact that both movies represent the cycle of women 
in social roles, the insect of women opens a possible 
alternative with the help of the character of Nobuko, which 
represents the element of vitality and social transformation. 

The author draws a conclusion that the Imamurs innovative 
characterization of female perseverance and the changing 
gender relations is an expression of new womanhood in 
postwar japan.   

The article entitled Breaking stereotypes: Male protagonist 
in the cinematic world of Sudha kongara by Dr sashikala, Dr 
Vijay Srinivasan(2024) is a study that outlines the evolution of 
the male protagonist in the film of Sudha kongara and how 
masculinity is manifested and the socio-cultural factors that 
govern the presentation of masculinity. It seeks to examine the 
functions of the characters, their intentions and developmental 
patterns to mirror broader cultural trends in attitudes and 
gender roles. The study was conducted through the qualitative 
study of Tamil films released between (2015) and (2020), 
directed by sudhakongara and their appeal, reception and the 
relevance to the alterations of masculinities. It utilizes the 
analysis of narrative characters and themes to uncover the 
trends on the representation of male characters. The authors 
conclude with stating that the protagonist of the sudhakongara 
films show the significance of relational dynamics, emotional 
and the boldness to go against the norms in the society which 
represents a new point of view of heroism.  

The research was conducted based on qualitative content 
analysis to investigate the role of film directors such as Ann 
Hui, Li shaohong and jaonchen in depicting female characters 
and defying gender stereotypes in Chinese films and it was 
published in the journal called gender representation through 
female perspective and character construction in films. The 
author claim that these directors preempt female subjectivity 
in visual and narrative techniques, and portray women as 
strong, self-reliant and emotionally multifaceted. Though they 
are limited in ways through censorship and commercial 
demands, the films find a niche to create alternative images of 
womanhood that do not support the prevailing patriarchal 
discourses. Li and Gao conclude that it is important to amplify 
the voices of female directors in order to establish more 
inclusive and more genuine representations of gender in non- 
western cinematic situations.   

The source under analysis is the Study titled shaping 
identities: the role of female filmmakers on the role of women 
in mainstream Chinese cinema in the XXI century, written by 
Mao wenyu (2024) the research was conducted with the help 
of qualitative textual and visual analysis of the movie YOLO- 
a mainstream directed by Jia Ling. The author explores how 
the protagonist Du Ying becomes a self-assertive person by 
boxing whereas she was initially a reclusive woman. Applying 
the physical excretion and weight loss metaphor to mark the 
coming out of the feminine consciousness and opposition to 
the patriarchal system. Author develops her argument in that 
with the help of visual techniques like close ups and medium 
shots, Yolo simultaneously promotes female agency, strength 
of character, and self-employment, and simultaneously 
challenges male privilege and gender stereotypes, which 
dominate Chinese cinema. The author concludes that the 
mainstream narratives are being transformed by the female 
directors such as Jia Ling who produce genuine female voices 
- challenging the male gaze, broadening representational 
politics as well as lobbying the need to produce a narrative 
that reflects the growing autonomy and identity of women 
within modern Chinese society.     
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RESEARCH METHODOLOGY 

The present project makes use of the content analysis as 
the main research approach to examine and understand the 
advanced expression of gender roles and identities in the 
movie oh! Baby (2019). A structured analysis of cinematic 
items that deal with visual framing character interactions 
visual motifs and placing on stage that construct the display of 
gender in screen can be done through visual content analysis. 
With a close analysis of a few chosen scenes and the visual 
techniques placed by the director the study aims at recognizing 
patterns and modulations of how the female subjective and 
gender relations are created the research takes into account 
both narrative and aesthetics aspects with reference to the way 
the female director perspective influences character 
progression narrative and genders gaze as a whole in the 
movie. The methodological approach interrupt authorize a 
profound and assessing perception of representation paying 
attention towards visual detail, subtext and directorial motive 
this methodological approach of qualitative analysis gives 
recognition to the acuity of representation and the novel 
decisions executed by the filmmaker. To accomplish the 
research, the film will be viewed repeatedly, and particular 
scenes will be taken and explored in terms of their symbolic 
and thematic importance to the issue of gender representation 
the research will use the concepts of feminist film theory, in 
particular, the concept of female gaze, to critically approach 
the ways women director such as nandhureddy reexamine or 
challenge traditional gender representations in Telugu cinema. 
Furthermore, visual content analysis gives the liberty to add 
the contextual understanding based on interviews and a critical 
review of scholarly discourses that gives the analysis rich 
content in terms of the varied views on directorial purpose and 
cinematic style. The systematic methodology, therefore, 
permits in a holistic study of the form and content in the film 
that brings out the intersection between gendered description 
and visual narration technique. The outline is selected due to 
the ability to decode the strict flexibility of visual and 
chronicle blue print that underpins gender representation that 
this makes this the best approach to use in this case study OH! 
Baby directed by women.  

RESEARCH OBJECTIVES 

RO1: To examine the description of male and female roles 
in the film Oh Baby!  

RO2: To investigate the storytelling and imagery 
techniques employed by Nandu Reddy to depict gender 
identities. 

RO3: To investigate how female authorship affects the 
character construction in mainstream Indian cinema. 

RESEARCH QUESTIONS 

RQ1:  What is the representation of male and female 
characters in the film Oh Baby!?  

RQ2: What are some of the cinematic methods used by 
Nandu Reddy to present gender roles?  

RQ3:  What impact does the gender of the female 
filmmaker have on the representation of gender in the film?  

THEORETICAL FRAMEWORK 

This study design is a mixture of Feminist Film Theory 
(FFT) and Fluid Gaze Theory (FGT) to analyze the 
presentation of gender in Oh! Baby. The variables such as the 
male gaze and representation are borrowed to examine how 
the traditional patriarchal norms and stereotypes are accepted 
by the film under consideration based on the initial works 
provided by theorists like Laura Mulvey who emphasize the 
tendency to transform women into objects of the gratification 
of the male viewer and the potential of the cinema to 
reproduce the hierarchical models of gender. Fluid Gaze 
Theory in its turn brings in the analytical prism of empathy, 
internality, voyeurism and fetishism- a more mobile and multi-
dimensional approach. This enables the study to transcend the 
fixed binaries and dive into the depth of female subjectivity, 
agency, and modes of perception.  

The chosen parameters are the male gaze, representation, 
empathy/internality, and voyeurism/fetishism. A combination 
of analytical tools, they is created. They are applied to each of 
the acts of the movie to trace the way gender roles and 
identities develop throughout the story and the way the female 
directorial viewpoint can alter and remodel the traditional 
visual power relations. It is through the placement of the film 
into these interrelated theories, that the study seeks to bring 
forth the continuities and disjunctures to gender representation 
that are produced by the female authorship in Indian cinema.  

RESEARCH DESIGN 

This study employs a qualitative research design using 
visual content analysis to systematically examine the 
cinematic construction of the female protagonist in Oh! Baby 
(2019). The research follows a three-phase process: selecting 
key sequences across the film’s three-act structure (setup, 
confrontation, and resolution) to track the protagonist's 
evolution; conducting a qualitative interpretive analysis of 
visual signifiers, including character framing, directorial 
perspective, and mise-en-scène; and synthesizing these 
findings through the theoretical lenses of "Female Gaze" and 
"Fluid Gaze" theory. By focusing exclusively on these visual 
elements, the design ensures a rigorous, objective evaluation 
of how director B.V. Nandini Reddy’s perspective subverts 
traditional patriarchal tropes to construct a narrative of 
authentic female agency. 

FILM CHOICE AND JUSTIFICATION 

The film Oh! Baby (2019) by B.V. Nandini Reddy has 
been picked as the main corpus in this study because it has 
played an important role in terms of changing the face of the 
modern Telugu cinema to a female-focused narrative. 
Contrary to traditional cinematography that tends to be heavily 
patriarchal at times, Oh! Baby gives a good argument in 
analyzing the Female gaze and Fluid gaze in a regional Indian 
set up. The plot of the narrative that unfolds throughout the 
film, which takes into consideration the psychological and 
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physical change of the main character, Baby Savithri, presents 
a fertile source of analysis of visual content, namely, the way 
the directorial perspective manages to break the long-held 
objectifying tradition and introduce real female subjectivity.In 
order to have an orderly analysis, this paper makes use of the 
three act narrative structure of the film, which is the 
framework that helps monitor the development of the 
character. Such a structural method makes it possible to 
analyze the transformation of the visual language 
systematically as the character goes through the process: 

Act I (Setup): This act makes Baby Savithri a marginalized 
old man. The discussion is on the way in which the director 
employs framing and the actor positioning to reveal her inner 
desires and strength, and successfully defy the stereotype of 
the invisible elderly woman. 

Act II (Confrontation): This act is the one that follows the 
main change of the protagonist. The study focuses on the 
adaptability of cinematic device and visual images in changing 
the spectator gaze alternating between the perspective of 
objective observer to the more humanized, subjective 
attachment with the protagonist as she finds her new identity. 

Act III (Resolution): the last act is the one that records how 
the main character retrieved her life and identity. the 
discussion assesses the role of the visual strategies used by the 
director to bring the journey to an end, by solidifying the 
agency of the protagonist and his/her self-actualization. 

through this three-act structure, the paper has shown that 
the narrative structure is not just a plot based line but a well 
choreographed visual representation that justifies the 
experience of the main character. such methodological 
approach explains the choice of oh!. baby as the most ideal 
participant, since it offers a well-documented avenue of 
understanding the way the female gaze is produced and 
achieved on screen. 

DATA ANALYTICAL PARAMETERS 

To obtain a serious and disinterested analysis of the film 
language in Oh! Baby, this paper uses a given data analytical 
parameters that decode visual signifiers. These parameters 
serve as the main devices of the subjective visual experience 
translation to measurable data, and with the help of them, the 
systematic analysis of the construction and maintenance of the 
gaze of the director in the movie is possible. 

 Camera Framing & Distance: divides the shots by distance 
(e.g. Extreme Close-Up, Medium Shot, Long Shot) to identify 
the degree of emotional intimacy. The Female Gaze tends to 
make use of closer and more personal framing to focus more 
on the inner world of the character rather than physicalizing it. 

 Camera Angle: Determine the eye level, high, and low 
angle shots. The shots that are needed to achieve the Fluid 
Gaze are eye-level shots because they place the audience as an 
equal to the character, which makes them empathize instead of 
being superior or voyeuristic. 

 Character Positioning & Blocking: Notes the position of 
the character in the frame and whether there are any physical 
objects obstructing their movement (e.g. furniture, doorways). 
Cinematic framing is an unobstructed, centered framing, 
which is a visual marker of the recovered agency and 
autonomy of the protagonist. 

 Lighting Quality: Examine the style of lighting (e.g. High-
Key / Naturalistic vs. Low-Key / Dramatic). The parameter of 
the Female Gaze is also the naturalistic, soft lighting because 
it does not involve the harsh, idealized, or fetishizing light that 
is commonly linked to the classic Male Gaze. 

 Color Palette Semiotics: Monitor the changes of the 
prevailing color patterns across the three acts. The changes in 
the tone: muted or dull (symbolizing marginalization) to 
saturated and rich colors (symbolizing self-actualization) can 
be used as an exact marker of inner psychological 
transformation. 

 Gaze Direction and Eye-line: Note whether the character 
gazes at the camera, other characters or not. An active subject 
that is empowered and not a passive object of the gaze of the 
viewer is created by a character who looks directly or turns 
his/her gaze in the direction of the viewer. 

Shot Duration: Measure the duration of time that shots are 
held. The unbroken takes (long takes) also enable the viewer 
to focus more on the emotional state of the character, as such, 
a characteristic of the Fluid Gaze against the choppy, cut-up 
editing that tends to objectify female characters. 

By using these particular parameters in the three-act 
structure of the film, the study turns its descriptive observation 
into the structural analysis. This model will make sure that the 
discussion of the so-called Female and Fluid Gaze has sound 
cinematic findings that could be proven, which will allow 
having a clear approach to the analysis of the manner in which 
the director has intentionally used the traditional patriarchal 
visual standards. 

AIM OF THE STUDY 

The main aim of this study is to critically explore the place 
of the Female Gaze, and the Fluid Gaze as transformative 
visual narrative elements of modern Telugu cinema in 
reference to a film by B.V. Nandini Reddy, Oh! Baby (2019). 
This paper seeks to focus on the way directorial authorship 
causes a shift of cinematic emphasis in the objectification of 
the patriarchal to the authentic female subjectivity and agency. 
The study will attempt to determine the extent to which 
particular cinematic strategies, including framing, placing 
characters in empathetic position, and avoiding using the 
tropes of voyeurism, would break the conventional gender 
stereotypes. Moreover, the research is going to examine the 
development of the protagonist Baby Savithri in the form of a 
three-act narrative in order to prove that the female point of 
view reflects the multifacetedness of womanhood and the 
inner world of emotions. Finally, the study will serve to 
emphasize the relevance of women authorship as a means to 
allow a more representative and natural representation of 
female characters in the local Indian film industry. 

SCOPE OF THE STUDY 

This research paper will focus on qualitative or visual 
analysis of the 2019 Telugu film Oh!. Baby is a film by B.V. 
Nandini Reddy. The study narrows down to the two aspects of 
the female protagonist, Baby Savithri, and her character 
trajectory as explored by the Feminist gaze, the Female Gaze, 
and the Fluid Gaze. The study is geographically and culturally 
located in the modern South Indian film industry, and in 
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particular, the redefinition of gender representation by female 
authorship in Telugu video industry. The discussion 
encompasses the length of the movie, with a three-act 
narrative structure, such as setup, confrontation and resolution, 
to trace the process by which the main character is 
transformed into an empowered subject, having been a 
marginalized elderly woman. The paper is confined to the 
visual signifiers, such as the framing of characters, the point of 
view of the director, and mise-en-scene, but not commercial 
performance and quantitative viewer response. 

DATA ANALYSIS (CONTENT ANALYSIS) 

Act 1: The Staging - Reclamation of the Elderly Subject 
(0-35 min) 

This is the first stage the film creates the invisibility of 
Savithri to the society. The Male Gaze exists as an oppressive 
force, which is subtle, and she is placed in the domestic sphere 
where she is dealt with as a utilitarian object and not an 
individual. The Representation of her is that of a forgotten 
matriarch. But the film is opposed to Voyeurism the habit of 
fetishizing her age through Internality (voices over and close 
point shots) to establish the story on her interior wishes and 
fantasies. And we are not just watching her, we are being 
asked to sympathize with her unlived life. 

Introduction, Representation: The movie presents Baby 
Savithri as a dreamer among the elderly people, something 
that is not common in Telugu films because the old-aged 
woman is pushed to the background or made into an icon. 
Rather, she is brought out as a heroine who doesn't lack in her 
aspirations and wishes. Male Gaze: The male gaze is also not 
evident in the first scenes, as it involves an intentional move to 
avoid objectification. Fluid Gaze: It is dedicated to the 
response of Baby and his inner world, which is an empathetic 
and subjective narrative style. Voyeurism is rejected, and 
fetishism is lacking. Scene of Transformation: When Baby 
becomes a young woman, the transition is characterized by 
early instance of glam shots, but very soon, it as well swings 
towards her point of view and experience as opposed to 
spending too long on her body of visual pleasure. Once again, 
the camera focuses on her emotional reaction- demonstrating 
the attempt of the film to reduce as much voyeurism as 
possible and focus on its authenticity and agency. 

Parameter Observed 
Evidence 

(Examples) 

Analytic
al Goal 

Male Gaze Cluttered/cramp
ed 

framing; 
domestic labor 

focus. 

Identify 
how society 

"looks 
through" the 

elderly 
woman 

Male Gaze Savithri as a 
caregiver/invisible 

matriarch. 

Docume
nt her lack of 

social 
autonomy 

Empathy/Internali
ty 

Close-ups of 
facial expressions; 
voice-over usage. 

Establish 
her internal 
identity as a 

dreamer. 

Voyeurism/Fetishi
sm 

Lingering shots 
on "frailty" or 

"wrinkles." 

Determin
e if the 

camera pities 
her or 

empowers 
her. 

 

Table 1. Parameter Mapping: Deconstructing the 
"Invisible Matriarch" in Act 1 

This table compares the presence of the Male Gaze and the 
establishment of Internality during the protagonist's 
marginalized introductory phase. 

Act 1, the director intentionally places Savithri behind 
fences (railings, kitchen counters) to reflect her being trapped 
in a social space. The efforts of the Male Gaze to make her an 
object of service are countered by the application of intimate 
close-ups (Internality) which compels the viewer to empathize 
with her frustrated desire, it is an attempt to rebel against the 
voyeuristic desire to transform her into an aging, insignificant 
object. 

 

Figure 1. Juxtaposition of Invisibility and Commercial 
Beauty Standards 

The focus is on Baby’s reactions and inner world, marking 
an empathetic, subjective storytelling approach.  

Voyeurism is resisted, and fetishism is absenting. 
 
 Act 2: Confrontation - Youth Embracing and Dream 
Pursuing (35-95 min)  

Agency/ Leadership- With Baby joining and leading a 
band, her characterization implies the concept of agency and 
competency, breaking gender expectations in popular culture. 
The camera does not ever invade her independence, there is a 
conscious decision not to use the male gaze; instead, the 
narration revolves around empathy and subjectivity of 
discovering herself anew. Closeup:  There is emotional 
sincerity in the intimacy scenes involving Vikram, and this is 
not sexualized, thus, undermining voyeurism and fetishism, as 
well as subverting the voyeuristic and fetishistic framing. The 
gaze is fluid in nature- it takes upon itself desire and 
connection without transgressing character boundaries.  

Motherhood & Empathy: The nurturing aspects of 
motherhood are strengthened because of emotional attachment 
with her grandson in a silent but heartfelt manner. Instead of 
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objectifying her, empathy is predicted and her relationships 
are developed in detail.  

This action is a way of following the active involvement of 
the protagonist in the world, the change of passive internal 
desire to active external action. 

Representation & leadership: Since Savithri is the leader of 
her musical band, her representation changes to competence 
and leadership. Her body has ceased being a place of visual 
pleasure, but is instead a means of creativity and agency. 

Close-up and Compassion: Scenes of her love interest or of 
her grandson are divested of Fetishism. The camera does not 
announce on sensuous areas; it concentrates on her eyes, and 
in her response to emotions. This is what an Intimate Gaze is- 
one that respects boundaries and emotional sincerity. The 
Fluid Gaze enables the spectator to unwind in her happiness in 
both motherhood and romance as a relatable human 
experience and not the spectator as a performance. 

 
Table 2. Analytical Framework: Visualizing Agency and 

Subversive Subjectivity 

This table documents the shift toward the Fluid Gaze and 
the active subversion of Voyeurism and Fetishism during the 
protagonist's transformation. 

This is where the Fluid Gaze reaches its climax. Once she 
becomes a younger self, the movie makes it a point not to 
succumb to the Male Gaze, as the aged, knowledgeable self is 
still in charge. She is competent as a band leader, and the 
camera concentrates on her, making her open and powerful. 
With the emphasis she puts on her inner happiness, as well as 
her attitude towards the surrounding people, the director 

makes her an object of power rather than a consumption item. 

Figure 2. Performance of Agency: Reclaiming Subjective 
Identity 

 

 As Baby joins and leads a band, her representation 
highlights leadership and competence, challenging gender 
norms in mainstream narratives. The camera consistently 
respects her autonomy—there’s a deliberate avoidance of the 
male gaze; instead, storytelling centers empathy and the 
subjective experience of rediscovering herself.  

 

Act 3: Resolution – Sacrifice and Return to Self (95–120 
min)  

Sacrifice & Strength Baby is a donation of blood scene 
that serves as an emotional climax that sums up sacrifice, 
which is portrayed with true empathy and respect. Caring and 
giving are used to represent strength and underscore her 
empowerment. Closure & Respect Baby has an emotional 
closure, as she is reunited with her family in the final return. 
The story makes sure that the old female character is given a 
permanent respect and recognition. The ending of the film 
further downwardly plays down the concept of voyeurism, 
emphasizes the importance of emotional resolution, and 
respects the agency of women regardless of their age. 

Parameter 

Observed 

Evidence 

(Examples) 

Analytical 

Goal 

Male Gaze 

Her 

resistance to 

societal/familial 

expectations. 

Note how 

she rejects 

patriarchal 

objectification. 

Representation 

Active body 

language; 

confident 

movement. 

Analyze 

her shift from 

servant to lead 

agent. 

Empathy/Interna

lity 

Subjective 

camera angles; 

emotional 

reactions. 

Measure 

the audience’s 

alignment with 

her identity. 

Voyeurism/Fetish

ism 

Avoidance 

of "glam-

shots"; focus on 

her grit. 

Observe 

the 

neutralization 

of the "Male 

Gaze." 

Parameter 

Observed 

Evidence 

(Examples) 

Analytical 

Goal 

Male Gaze 

Direct eye 

contact; 

dominant 

framing. 

Confirm 

the total 

dismantling of 

patriarchal 

tropes. 

Representation 

Centered, 

balanced, and 

authoritative 

shots. 

Measure 

her control of 

her own 

narrative 

space. 

Empathy/Internali

ty 

Sustained 

shots of 

personal, 

autonomous 

choices. 

Confirm 

her internal 

self-

actualization. 

Voyeurism/Fetishi

sm 

Absence of 

sexualized 

framing or 

lighting. 

Prove the 

success of the 

Fluid/Female 

gaze. 
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The conclusion of the narrative stamps an emotional and 
moral resolution, the power of a self-actualized girl. 

Sacrifice as Empowerment: The blood donation sequence 
is the final escape out of the "Male Gaze." Female sacrifice is 
being performed in most movies as a tragic necessity; in this 
case, it is being performed as a choice made by women with a 
sense of power. The Representation is that of absolute power 
and of moral authority. 

Closure & Respect: The movie concludes with the 
establishment of identity of the elderly woman. The story 
brings her back to her family, and this brings the cycle of the 
marginalization to an end. The Fluid Gaze is at its utmost 
point here: the film ends by affirming the fact that the 
character, no matter her age, is the main beneficiary of her 
own life. The lack of a final look (a popular cliche where the 
male protagonist gazes at the woman) proves that the narrative 
resolution of the film is all of hers. 

 

Table 3. Analytical Framework: The Resolution of the Fluid 
Gaze and Reclaimed Authority 

This table summarizes the total reclamation of narrative 
authority and the final synthesis of empathetic representation 
in the resolution phase. 

The blood donation scene serves as the ultimate visual 
signifier of her reclamation of life. She is framed not as a 
victim of sacrifice, but as a voluntary provider of life. The film 
concludes by centering her perspective, ensuring that her 
agency is recognized by her family and the audience. The 
"gaze" is now stable, empathetic, and entirely defined by her 
own self-determination, signaling the complete erasure of 
voyeuristic framing. 

1) Figure 3. Reclaiming Authority: The Resolution of 
the Fluid Gaze 

 

 Baby’s blood donation scene acts as an emotional climax 
that encapsulates sacrifice, which is depicted with genuine 
empathy and respect. Representation of strength through care 
and giving underscores her empowerment 

Overall Arc:   In every act, voyeurism and fetishism are 
intentionally kept down to the bare minimum, rather Nandini 
Reddy previews emotional truth, admiration of female agency, 
and confronts the dehumanizing prism which dominates most 
of the Telugu film industry!  

In sum, the building is a voyage of identity rediscovery 
and empowerment, and the film itself is deliberately 
voyeuristic and anti-fetishistic in favor of empathy, touch and 
intimacy and respect of female experience over generations. It 
presents a way in which the gaze of a female filmmaker alters 
the gender representations in the regional Indian film by 
exaggerating the real womanhood stories. The direction of 

Nandini Reddy turns out that the Fluid Gaze is a remedial 
spectacle. By placing more emphasis on Internality over visual 
consumption of female body, the film alters that 
passive/objectifying experience of watching into an 
active/empathetic experience the film is not just a narrative 
about a woman, but it is a narrative written by a woman, 
which actively re-engineers the process of viewing female 
images on the screen. 

The point of view of a female director, B.V. Nandini 
Reddy, is the invisible hand of enabling the film to transcend 
the classical, patriarchal Male Gaze into the true Fluid Gaze. 

The Fluid Gaze and the Perspective of the Director: 
Nandini Reddy perfectly balances the movie because he does 
not allow the body of the protagonist to turn into a spectacle. 
Being a female director, she must exist in the ambiguous 
environment of looking at a woman and being with her. These 
three main directorial decisions can be used to capture her 
style: 

 The Re-appropriation of the Female Body: In classic 
Telugu cinema, there is a process of transformation in a 
character (such as in Oh! Baby) frequently would be on record 
as acting before an audience-emphasizing on the beauty and 
youth. Instead, Reddy employs the transformation to tell the 
story as a means of exploring Internality. The process of 
maintaining the consciousness of an old Savithri makes the 
audience look at the body of the youth as a means of agency of 
the protagonist and not as a visual pleasure commodity. 

Normalization of Female Agency: Reddy equalizes the 
film by making the protagonist base her power on her human 
nature as opposed to her physical looks. Though an immature 
woman, the most empowered moments of Savithri, as band 
leader, reconciling with her father, making sacrifices, etc., is 
framed in a manner indicating her determination and mental 
prowess. She is never sexualized; she is put in the focus. It is 
an active refusal of the Voyeurism afflicting most female-
oriented stories. 

The Empathy-Centric Narrative: By replacing the 
Fetishism (the emphasis on the female body) with Empathy 
(the emphasis on the female experience), Reddy demonstrates 
that the so-called empathetic gaze is a more effective narrative 
technique than the so-called objectifying gaze. She encourages 
the audience to put themselves in the skin of Savithri, a brief 
of breaking the wall between viewer and the viewed. 

FINAL THESIS SYNTHESIS 

The three-act narration displays that Oh! Baby is a trans 
figurative visual text.  

Act 1 brings the issue of Marginalization, in which society 
attempts to look through the elderly woman. 

Act 2 gives us the resolution of Fluidity wherein the 
filmmaker fills the gap in generations. 

Act 3 reinforces Authority, in which the female character 
asserts her right not to be regarded as an object of desire, but 
as a person of substance, history, and complexity. 

Finally, Nandini Reddy is a corrective gaze. She shows 
how the Fluid Gaze could successfully counteract the Male 
Gaze when a woman is the one who takes the camera in her 
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hands and objectification is replaced with the genuine contact. 
This makes Oh! Baby represents a critical instance of 
reshaping female authorship to the landscape of regional 
Indian cinema and demonstrates that the narratives of women 
are best told when they are left to base their own unmediated 
vision on the audience 

FINDINGS OF THE STUDY 

RO 1: Representation and Subversion of the Male Gaze, 
Evolution. 

Objective 1: To analyze the cinematic construction of 
"Social Invisibility" and the transition from Voyeuristic 
Marginalization to Internal Empathy.  

The analysis of the data shows that oh! Baby is an attempt 
to work out a cinematic intervention as visual tropes against 
patriarchy. The discoveries can be classified by the plot 
development of the film, which shows how the director, B.V. 
Nandini Reddy, eradicates objectification step by step by 
using character-oriented agency. 

a) Act I: Dismantling of the "Invisible Matriarch" 

b) The results show that at the setup stage, the main 
character is physically trapped. But the statistics indicate that 
Internality (voice-overs/close-ups) is high and serves as a 
counter-narrative to her marginalization in the outside world. 

c) Important Discovery: The Male Gaze is embodied in 
the form of a social pressure through which the main character 
struggles with on the inside. The paper concludes that the film 
avoids the audience perceiving the protagonist as a passive 
victim of her old age by providing her with an active internal 
voice.2. Act II: The Emergence of the "Fluid Gaze" 

This act provides empirical evidence of the "Fluid Gaze." 
The findings show that as the protagonist enters her "youthful" 
form, the visual focus shifts from physical appearance to 
competence.  

FINDINGS RELATED TO RO 2 

Objective 2:To evaluate how the "Fluid Gaze" influences 
audience empathy and challenges the voyeuristic portrayal of 
the female body. 

The De-sexualization of the "Transformation": The 
statistics show that as the metamorphosis into a younger 
version usually presupposes a voyeuristic gaze of the male 
perspective in the commercial film, Oh! Baby redirects this. 
The director develops a Fluid Gaze by keeping the voice-overs 
and performance cues of the protagonist in the sight of the 
audience, which is the sign of the older consciousness of the 
hero. A viewer does not find a young woman to be fetishized; 
a woman regains her lost potential. 

Empathy through Internality: The results validate that the 
camera tricks of lingering on facial expressions and not 
physical bodies compel the audience to an empathetic cycle. 
The viewer ceases to watch Savithri and begins to touch her. 
This change confirms that Fluid Gaze Theory is a good 
strategy to evade the voyeurism in the regional Indian films. 

Narrative Boundary Setting: The research figures out that 
intimate scenes (e.g., with Vikram or her grandson) are 
introduced under the sense of sexualization non-proximity. 

The camera is not involved in her objectification but merely a 
viewer of her emotional development. 

Alteration: The statistically significant change is that there 
is a reduction in voyeuristic camera movements. The camera 
does not focus on the body but employs tracking shots that 
focus on the protagonist, as she moves as a band leader to 
present her as an active subject instead of a docile object of 
desire. This proves that the director abuses the transformation 
as not as the physical fetishization, but as the means of 
exploring the characters. 

Act III: Narrative Authority of the Repressed. 

The results of the resolution stage prove that the identity of 
the protagonist is complete and independent.  

FINDINGS RELATED TO RO 3 

Objective 3:To examine how costume, framing, and 
narrative structure can be used to reconstruct female agency 
and identity. 

Costume as Extension to Agency: The results show that 
costume transformation is not a purely aesthetic process but 
rather a semiotic expression of inner development of Savithri. 
The fact that she changes pristine domestic clothes in Act I to 
organized/authoritative ones in Act III reflects her 
psychological shift as a marginalized grandmother to an 
independent woman that demands her needs. 

Framing as Empowerment: The quantitative analysis of the 
types of shots reveals the definite sequence of Medium-Long 
Shots (that cause her to be isolated) to Close-ups and Centered 
Framing (that cause her to be powerful). Framing the 
protagonist in the middle of the screen is a visual signifier that 
the protagonist is the center of her own story that is most 
common in the third act. 

The "Sacrifice" as a Subversion of Tropes: Female 
sacrifice in the mass media is usually framed as a tragedy of 
necessity that victimises the woman. The results indicate that 
the subjective camera angles are used to put Savithri in the 
context of her blood donation that emphasizes her agency. The 
sacrifice is presented to the audience through her point of 
view, which proves that she is the creator of her own fortune, 
not an inactive character in a story dominated by men. 

Major Conclusion: The statistics indicate that there is no 
presence of the so-called Male Gaze in the last 25 minutes of 
the film. The main character is surrounded by open, centered 
shots all the time, which means that she has complete control 
over her story. Her behavior, in particular, the climactic 
sacrifice, is developed in such a way that it avoids the 
Empathy instead of the "tragedy-based voyeurism" that is 
common in classic cinema 

Key Synthesis: Objective 1 (Deconstruction of the "Invisible 
Matriarch") 

Research Objective 1: To examine the evolution of female 
representation and the subversion of the 'Male Gaze' in Oh! 
Baby across its three-act structure. 

Synthesis of Findings: The analysis of Act I is the pivotal 
point of the whole research because it presents the protagonist 
in the most compromised position. These results show that the 
director employs a two-layered visual technique to address the 
erasure of the elder women by the patriarchy. 
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The Architecture of Invisibility: The data demonstrates 
that the protagonist is first of all placed in the scenes of the 
enclosed or chaotic space. This visual approach is reflective of 
how the elderly woman has been viewed in the society as a 
household tool other than a person. The Male Gaze in this set 
up stage is used as an air pressure; it is the all-judging silent 
spectacle of her own family that tries to make her invisible. 

Internality as a Counter-Narrative: The most noticeable 
discovery in Act I is the strategic application of Internality i.e. 
using voice-overs and using intense and prolonged close-ups. 
It is not just a matter of style, but rather a semiotic uprising. 
Through the decision to provide the protagonist with the rich, 
vibrant and dreaming inner life, the director manages to make 
the audience accept her subjectivity. A psychological barrier 
of the character voice does not allow the viewers to see her as 
a victim or the waste of a stereotype. 

Undermining the Victimhood Trope: The paper comes to 
the conclusion that the movie avoids the "pity-trap" 
deliberately. The old female subject / object in most traditional 
accounts is created in such a way that it only arouses pity, 
which is a form of Voyeurism that eventually reduces the 
subject to the status of the victim. The director instead 
employs the camera to show the silent strength and humour of 
Savithri. The emphasis on her wants instead of her 
constriction makes the film turn her into an invisible matriarch 
into a multifaceted, desiring human being. 

OBJECTIVE 2 (FLUID GAZE AND AUDIENCE 
EMPATHY 

Research Objective 2: To determine the effects of the so-
called Fluid Gaze on the empathetic feeling of an audience 
and break the voyeurism of the female body. 

Synthesis of Findings: The discussion proves that the "Fluid 
Gaze" is a structural remedy of the patriarchal "Male Gaze." 
Having put more emphasis on Internality (the mental 
condition of the protagonist) rather than Voyeurism (the 
concentration on the physical appearance of the protagonist), 
the director manages to overcome the distance between the 
character and the viewer. 

To Consumption to Connection: The facts indicate that the 
viewer is not invited to consume Savithri, the new younger 
body presented as a sexualized object but to dwell in her mind. 
The Fluid Gaze works well to de-fetishize by basing the 
camera on her life experience and experience. 

The Empathetic Loop: The Conclusion of the findings: It 
has been found that the film forms an empathetic loop by the 
alignment of the camera with the inner emotional experience 
of Savithri. 

Theviewer ceases to perceive the female body as a passive 
image and starts seeing the main character as a multifaceted, 
active human subject. This gives the Fluid Gaze Theory an 
effective instrument in achieving more mature, ethical 
portrayals of women in the local Indian cinema.. 

Key Synthesis: Objective 3 (Costume, Framing, and Agency) 

 

 

RESEARCH OBJECTIVE 3 

To analyze the role of costume, framing, and narrative 
structure in the reconstruction of female agency and identity. 

SYNTHESIS OF FINDINGS 

 The findings prove that Oh! Baby applies the visual 
signifiers, namely costume and framing, as a complex 
narrative discourse to indicate the restoration of the female 
identity.Costume as Semiotic Marker: The transition between 
the disheveled/casual clothing (Act I) and the 
orderly/authoritarian one (Act III) cannot be explained only by 
the stylistic means. It is a graphic diagram of internal 
development. Theresults reveal that the evolving figure of the 
protagonist is a non-verbal sign of the way she alters her status 
as a marginalized servant to someone owning her 
profile.Framing as a Power Effect: The statistical change of 
low-angle or wide-angle shots, which place her in the position 
of being small or trapped, to tight and centered and eye-level 
shots underscores her development. In the last act the 
protagonist is placed in the center of the picture, he dominates 
the space visually. This change proves that the director 
employs frame to prove that the female subject is no longer 
subservient to her surrounding and gaze of other 
characters.Redefining Sacrifice: The narrative framing of her 
last sacrifice is an example of agency in the form of giving. 
The findings demonstrate that the movie respects her 
autonomy by removing the tragic and voyeuristic aspects that 
are typically attributed to the female martyrdom in the movies 
since her behavior is a choice of a self-actualized individual. 

CONCLUSION 

OH! Baby  Directed by Nandini Reddy, Baby reinvents the 
gender representation in the Telugu cinema by predetermining 
the role of a female director who is proactive in formulating 
and addressing the topic of patriarchal and male-dominated 
narratives. With the Feminist Film Theory, the movie is a 
subversion of the conventional movie depictions of women, 
since the concept of Baby Savithri is depicted as a very 
complex and empowered character whose identity cuts across 
age, and stereotypical roles. The story does not allow 
objectification and stereotypes but presents natural and well-
rounded images of femininity, agency and emotion.  

In the perspective of Fluid Gaze Theory, Oh! Baby makes 
use of empathy, internality, and respects the female 
subjectivity by adjusting the voyeurism and fetishism. The 
film gaze is not rigidly fixed to emphasize the emotional 
reality and attachment as opposed to objectification. This 
active visual treatment enables the audience to see the path of 
transformation and self-discovery that Baby goes through with 
delicacy and dignity and capture the changing attitudes of the 
female main character without falling into the fallacies of 
visual pleasure.  

This theoretical blend is reflected in the three-act narrative 
structure; including the set up, confrontation and resolution 
whereby the development of the character of Baby becomes 
increasingly enriched as she grows out of being a marginalized 
and old woman into a strong person rediscovering her wants 
and identity. The gaze of the female director is defended by 
sound feminist enriching feminist film critique and the 
emphasis of the transformative power of feminine authorship 
in film.  
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This paper supports the argument that female 
representation in the form of the female gaze and the fluid 
gaze does not merely offer a more realistic portrayal of the life 
of the women, but in fact constructively disrupts and 
deconstructs the prevailing cinematic power structures and this 
is an indication of the developing paradigm shift in the Indian 
film culture.. 
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