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Introduction

Freedom is certainly one of the most typical chiaéstics of urban life. "The city is the zone
of individual freedom", Elizabeth Wilson writest]ere, the ties of family and kinship may
be loosened and avenues of escape may open up"Dé@spite the freedom the city offers,
women's presence in urban spaces has for a lomrgb®n marked by a struggle for the right
to enjoy the benefits of this freedom. Life in tbigy enabled women to move outside the
confines of their traditional place, the home, &amenter public spaces that had so far been
reserved for men, which created an image of thealeras transgressive and uncontrollable
(cf. Rendell, quoted in Murphy 35) and led to aceetion of femininity as a threat to the
patriarchal social order. Consequently, social rofor men and women differed greatly.
They functioned to control women and to restri@itipresence in public spaces by denying
them the freedom to move at will in the city andetplore the urban space on their own
without having to fear a loss of their social ssatlt was regarded as morally dubious for
women to enter the streets alone and without #iplde purpose. "All women who loitered
risked being seen as whores, as the term "strd&kewar "tramp" applied to women makes
clear”, Susan Buck-Morss points out, suggesting flifne politics of this close connection
between the debasement of women sexually andphesence in public space . . . functioned
to deny [them] power" (119). Although the situatidmanged considerably in the”26entury

as women began to gain access to the city as camsumnd as participants in the
professional world, the question of freedom anddis&ribution of power in urban spaces are
still regarded as highly dependent on gerfdéevertheless, urban life in general is considered
as having emancipated women despite its difficailes. Wilson 10).

Life in the city and its potential for emancipatjoespecially with regard to the
independence it offers to women, seems to be al@omcent theme in film and television. In
the chick flick and romantic comedy genres, narestibased on women's experience in
professional life are frequently set in an urbarr@inding. There seems to be a tendency to
present the female characters as "empowered" bgmadaban life due to their high-reaching
careers and their freedom to choose an individifestyle. This image of empowered
femininity in an urban world has been made popttarexample, by the television serigsx
and the City. However, the ideal of the empowered woman alsatsacompetitors. Although,
as Tasker points out, "a variety of films and gsenrethe late 1990s and early 2000s hype
empowerment” (107), there are also trends thatcamtrary to this one. In many films that
focus on women's lives in the city, the protagdmistruggle to balance her professional

ambition and her private life leads to a conflidtieh is frequently solved by the woman's



decision to give a higher priority to romance ardspnal relationships than to her career (cf.
Negra, pars. 5-6). A more obvious rejection ofithage of the empowered career woman can
be found in a trend promoting what Tasker callsxages of "retreatism" or "downsizing", in
which "a well-educated white female professionaptiys her ‘empowerment’ and caring
nature by withdrawing from the workforce (and sytidally from the public sphere) to
devote herself to husband and family" (108). Exaspif this trend to reinvent the idea of
empowerment as a move away from an urban settidghenprofessional world can be found
in recent television series likResperate Housewives or Weeds, which explicitly place their
female protagonists in a purely suburban and domsstting.

Nevertheless, the city also remains a site for tigog empowerment as, for
example, The Devil Wears Prada shows. Although it is primarily a film about thesfaon
scene, the female experience of urban space asossi® be one of the film's central themes.
"The modern woman unleashes the animal within ke @ the big city” The Devil Wears
Prada, ch. 19) is the motto of a fashion photo shodhm film, but the ideas implicit in this
concept also appear to be a thread running thrthughilm's image of women's lives in the
city. With regard to the question of empowermenavid Frankel's adaptation of Lauren
Weisberger's autobiographic novel is placed somesimebetween the two trends mentioned
above. The film's urban setting, New York Cityset up as the ideal place for "the modern
woman" due to the freedom and chances it provideshe female characters. As active
participants in the professional world they, quiterally, "take on the big city." On the other
hand, the idea of "unleashing the animal" withcitnotations of the uncontrollable, savage
and dangerous also reflects the film's ambiguows#ipa towards the empowered woman. In
presenting urban life as empowering women, the eams to take a 'backlash' perspective
by villainizing empowerment and promoting the 'gogul’ as the feminine ideal. The
intention of this paper is to trace the aspectarban life that are presented as empowering
the female characters as well as to show how thage is eventually used to criticize the
empowered woman and to suggest a downsized anelyadisempowered version of

"empowerment” as the right choice for the heroine.

1 The Devil Wears Prada: Plot and characters

The Devil Wears Prada tells the coming-of-age story of a young womangdyisachs, who
comes to New York after having graduated from ursife to pursue a career as a journalist
there. In lack of another option, she starts tokwam an assistant to Miranda Priestly, editor-

in-chief of the country's leading fashion magaziReinway" and an infamous icon in the



fashion scene. Despite her personal disinterdsisimon and the difficulties she encounters at
work due to Miranda's tyranny-like regime over &&ff, Andy holds on to her job, motivated
by the ideal career chances it promises: Havingkaafor Miranda for one year will, as she
is repeatedly told, open all doors for her in thblshing business. After an initial phase of
rejection of the ideals and values representechbyntagazine, Andy's ambition grows and
she develops a stronger commitment to her job, wbatses a radical change of her identity
— physically, in response to the demands and aptibthe fashion scene, but also with regard
to her character and her priorities. Her behavemomes more assertive and career-oriented,
leading to a conflict with her personal life thatds in a breakup with her boyfriend, while it
simultaneously improves her achievements and tharsshatus at work. In spite of the
promising developments in her professional life @andomance with successful journalist
Christian that could further boost her career, Abdygins to suffer from the consequences of
her changes of character and realizes that heidewity and the lifestyle she has chosen are
incompatible with her personality and her valudse $ventually quits her job at "Runway"
before her year there is over, giving up the chantaevould have given her, and instead
chooses a return to her original identity a morelenate approach to her career by starting to

work at a small local newspaper.

Characters in the film that will be referred to:

Andy (Andrea) Sachs the heroine; a young jourhalis

Miranda Priestly Andy's boss (the "Devil"); eddarchief of "Runway"
Nate Andy's boyfriend

Christian freelance journalist; has a short affaith Andy

Nigel fashion director of "Runway"

Lily Andy's long-time friend

2 Women's freedom in urban spaces

The Devil Wears Prada presents the city as a seemingly unlimited spéfeging unimpeded
freedom to the female characters. This space isugdby aerial establishing shots of the
Manhattan skyline and of individual streets andghkorhoods, shot from a distance and
angle that capture only a portion of the city, whazeates the impression that it goes on in all
directions outside of the frame. In addition to #stablishing shots, on-location settings in
different parts of New York are used in a great hanof scenes. By locating the narrative in

particular places, marked and made recognizablarblyitectural or cultural landmarks, the



film maps and structures the territory inhabitedthyy characters and stresses the notion that
they are moving all over the city. To support theage of the women's free movement
through the urban space, a sense of mobility igadxy the recurring motif of traffic, either
as a background for the setting or in form of thert cars and taxis that are permanently used
by the characters. Another marker of space and lityols the motif of walking into and
through streets, which is already used in the opeaoredits in a montage showing a number
of women getting ready for the day and enteringditye The editing of the scene suggests
that the women are not only moving freely throuigd tirban space but are, in fact, "taking on
the city": the cross-cutting of different shotsvadmen stepping out of their houses and onto
the streets and pictures of female feet walkingsurban ground creates the impression of a
female 'invasion'. A strong contrast between theviies of men and women in this scene
underlines this idea: While watching the women'smimg routine from getting dressed to
leaving the house, we see their male partnersmgjdyehind in their beds; this implies that it
IS not, as one might expect, the men but the wotma&tnare taking possession of the city. This
scene in the opening credits seems to set up #ie bhathe relationship between the female
characters and the urban space they inhabit. Thié ofidhe woman moving through the city
appears again and again as we follow Andy on higy daands for her boss, which take her
into various parts of Manhattan. By mapping thg e a large and accessible territory, the
film establishes a general impression of the freedbat the city offers. On this basis, it
presents a number of other factors that seem &ndxthe female characters' physical and
ideological freedom and stresses the possibilityempowerment through the use of this

freedom.

2.1 The freedom and security of invisibility

With regard to the question of women's freedom tavenin urban spaces, one interesting
aspect of the film is the absence of the particthaeats and dangers for women that are
usually associated with large cities and have hgslly, and up to the present, been regarded
as one of the main obstacles to women's movementhan surroundings. Anke Gleber

points out that "[ijn regarding women's images dhelir relation to public space, recent

feminist sociology has suggested tendencies towartizasic asymmetry” in the gendered

distribution of physical and psychological powe62) that renders women the potential

victims of various forms of harassment and assadt.a result, women tend to be more

cautious and anxious than men and to avoid unnagesrays into the city, which limits



them in their possibilities to move at will in urbapaces and in their experience of the city in
general (cf. Gleber 62).

In The Devil Wears Prada, such threats for women do not exist and the femal
characters are obviously not at all concerned Witir security’ This becomes clear when
Andy goes for a walk in the city all alone at nigiatching her walk through the streets of
New York City we (especially as a female spectasdmost naturally ask ourselves if she is
safe there, aware that her limited physical powghtrmake her an easy target of assault. We
might even feel slightly uncomfortable about seeanggoman in such a surrounding without
any traces of imminent danger, having been conutip by repeated accounts of the dangers
potentially awaiting a woman in the dark city, telibve that women should generally avoid
entering the city alone at night and that doingrsght be regarded as challenging one's. fate
However, the film presents the city a completelie galace for Andy. There are no visible
threats as the young woman strolls through it céifig on her life; and there is not even a
single look cast at her that might arouse suspichmdy obviously does not need to be
anxious about potential annoyances or threats odskenent that are a typical source of
concern for women in cities as a consequence @nargl tendency to associate a woman's
solitary presence in a nighttime urban setting vetmotion of sexual availability or even
prostitution? She is not faced with any problems of this kindttmight result from a
misinterpretation of her image and, in fact, eveanss to be invisible to the city around her
and completely at peace during her walk. The chaitesound effects for this scene
contributes to the impression of a safe, peacaiulosnding and adds a sense of Andy's
isolation from the urban space around her that tneghphasize her invisibility, since the
usual noise of the traffic has been removed alngostpletely and replaced by a quiet,
thoughtful song.

In this scene, the only one where we see Andy ntbweugh the city alonand
without a distinct purpose (such as the usual dgdar her boss), we might even discover
traces of a flaneur figure in her relaxed and asslay of walking and her contemplative
mood. Freedom and invisibility were the basis foe eéxistence of the flaneur, who emerged
as a literary as well as an authentic figure in18 century in response to the development
of urban spaces; his typical activity was to rodma tities of modernity as an observer of
metropolitan life> The physical freedom and security granted to Ahgythe city seem to
enable her to assume a perspective that has baltgrbeen reserved for men. An encounter
with the city in terms of flanerie has been impbkesifor women in the past and is still

regarded as unlikely (or even impossible) for wornmenontemporary urban spaces since the



status of their image as an object to the publzegéenies them the subject status that is the
basis for the flaneur's voyeuristic perspecfiwalith regard to the notion of flanerie that
comes up in this scene it is interesting to note Andy's outfit underlines her femininity less
than any other costume we see her in throughouivtitde film (see Figure 1). The straight
lines and the color combination of her black papltain white shirt and black sweater might
even suggest a tendency towards a more masculessidg style. Moreover, the actress's
long hair is hidden beneath a cap that contribittdbe allusions to masculinity in her outfit.
This raises the question if we can conclude thatyfninvisibility, which seems to be at the
basis of her free and safe movement through tlye miight be related to her costume as a

form of male masquerade.

Figure 1: Andy as a female flanehé Devil Wears Prada, ch. 22).

In an article about women and flanerie in films, WMurphy argues that becoming a
true flaneur is only possible for women if they laee a male status and perspective of
invisibility through masquerade, taking the fem#éidaeur in the filmRoman Holiday as an
example. She reads the change of the charact@ésmgmce into a more masculine style (by
wearing men's clothes and getting a short hai@sith masquerade that is a crucial factor in
her development into a flaneur figure and points thiat "hiding and masquerading have
come to be understood as typically MALE charactiegs allowing a man the ability to move
through urban space without constraint.” (38). Thtss the disguise-like allusion to the
masculine in the female character's image thatlegdier to become invisible and experience
the city with the freedom of a man's perspective Kurphy 38-39). Taking this into
consideration, one might conclude that it is Andyasculine clothing style as a form of
masquerade that grants her the invisibility, angtthe freedom, she obviously enjoys during

her walk through the city. The question, then, wlobk if we can read the scene as an



implication that she could not explore the citytire same way in full expression of her
femininity, which would suggest that there might fetors limiting her freedom in public

spaces. Although the film, in general, promotesnaage of unrestricted freedom for women
in the city, there are some moments where thisonohas to be questioned as Andy
encounters problems that affect her movement idipgpaces — not so much in a physical
way as on an more internalized or psychologicaisbaghe challenges to Andy's freedom
seem to be connected with her image in public spacel the effects of the public gaze

directed at it.

2.2 Women's images in public spaces
With regard to women's presence in public spatestdlation between the female image and
the public and traditionally male gaze is frequerntiscussed as a central problem in the
feminist discourse. As Gleber points out, the paisihg of women "as the passively receptive
objects and images to a public and active male"g@4g throughout history has restricted
their freedom in public spaces by denying themstigéus of a freely moving, actively looking
subject. Gleber argues that the effects of thisnpheenon are still relevant in women's
experience of public spaces: "While the most olbwiand explicit restrictions to women's
movement have been removed . . . their status asemdetermined image continues to carry
these same socially restrictive and restrictingeeigiions into the present.” (63). As a
consequence of the object status imposed on themew's self-perception has been shaped
by a permanent awareness of being on display for tndook at. However, women also
internalize the male gaze and direct it at thenesglthus judging their own image, as well as
other female images, according to male criteriav@luation. In this way, women become the
"objects of their own self-censorship” (Gleber @b to their permanent assessment of their
own and each other's images independently fronptesence or absence of an actual male
gaze. The result is a permanent subjection of womeassively as well as actively — to a
critical evaluation and judgment in public (cf. G& 75), a process through which, as Buck-
Morss criticizes, women contribute actively to resing their freedom and turning
themselves into objects by "viewing [themselvestasstantly being viewed" (125), even if
the situation does not put them on display for aeytm look at.

In The Devil Wears Prada, the male gaze at the female image, althoughcirscin a
number of scenes, cannot be said to be restrictivearticularly problematic to the female
characters' freedom to move in the city. What apgp@aore interesting in the film is the

relation between the public gaze as internalizedl exerted by women and its effects on



Andy's status and development in her use of pudgaces. This public gaze, however, does
not affect Andy as much in the city itself as iedan her professional surroundings. From the
moment she arrives at the "Runway" editorial offick becomes clear that she is entering a
public sphere in which appearance is the majoreissuconcern. As a newcomer to this
fashion-obsessed world she immediately becomesiaususight for the staff. All eyes are
permanently on her, observing her movements anti&uag her appearance critically. The
processes of being on display and subjected titieatrgaze that mark Andy's experience at
the "Runway" editorial offices seem to bear a sjregsemblance to those that are at work in
the female encounter with public urban spacesiagitesented in the feminist discourse. This
impression is stressed by a number of allusiorentb connections with the city that can be
found in the design of the setting for the offickseems that the problem of women's image
and the public gaze can be traced in the film anlével of the office and the "Runway"
magazine as a metaphor for the public space dfithe

"Runway" - the magazine as well as the term in g@nerepresents the fashion world
and the display of female bodies as one of its riygstal elements. Gleber argues that "the
runway of a fashion show [presents] the small-scadelel of an artificial 'street™ (69) and
suggests that the models' movement on a runwapeammpared to women's movement in
public as it carries the same meanings in ternteifg exposed to a public gazm the film,
it is not only models that are displayed in runwalated situations, such as fashion shows,
previews and run-throughs. The women who work atrttagazine's editorial offices also
move and present themselves in a similar way wWtadleting the latest fashion. It seems that
at "Runway" the female characters are on displayway that can be compared to the display
of female bodies in public spaces in general. A ganson of the "Runway" editorial offices
with the city also suggests itself due to its settiThe labyrinthine hallways of the building
and the constant, hectic movement of the chara¢éad at times large numbers of extras)
through them evoke an atmosphere of claustrophabthanonymity often associated with
crowded city streets. Moreover, there is a stromggnce of the city even inside the building,
especially in Miranda's office. Behind Miranda'sklewe can see the city and its skyscrapers
through three large windows. Even when the windavesnot directly visible in the picture,
the buildings outside can still be seen reflected mirror next to the desk. Since Miranda is
usually shown sitting or standing at her desk vh#r back towards the windows, her
character is constantly framed by and connectel thi¢ city's skyscrapers. In the image of
the city used as a background here, the idea ofepsgems to be conveyed by the

architecture and the associations typically madé wi As Wilson points out, "[t]he city is
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'masculine’ in its triumphal scale, its towers amgtas” (7). This connection with masculine
characteristics of the city adds a sense of donsmamd superiority to Miranda's character
and stresses her position of power within the efficsually. Due to its colors, mostly cold
greys, the office resembles the buildings outsadejmes the two spaces seem to melt into
each other in the background. Interestingly, Miasdolors — her clothes, her pale skin and
her grey hair and eye shadow — also frequentlycbierwith the colors outside the windows,
which might emphasize the association of her charamd her office with the city. Andy is
frequently summoned to the office and faced witis tmage of Miranda in her position of
power, backed up by the city. In such situatiorspeeially in the first part of the film,

Miranda usually scrutinizes Andy with a highly @@l gaze, which creates the impression

that Miranda represents the city's eyes and theggdize at Andy (see Figure 2).

Ll , : TAALYO .
Figure 2: Miranda's critical gaze at Andyhé Devil Wears Prada, ch. 3).
The effects of this gaze as a factor restrictingdyd® freedom quickly become
obvious. In the first minutes of the film, Andypsesented as a self-confident young woman
caring little about her appearance and her imagéeareyes of others. However, as soon as
she enters into the sphere of "Runway” and is nyeMiranda's gaze, Andy begins to
internalize this gaze and direct it at herselff-sehsciously examining her own image in
relation to the normative image reflected by Mirasdcriteria of evaluation. Due to her
critical gaze, Miranda exerts power over Andy'sspree, which strongly affects the young
woman's movement in the office. The following sceaaking place during Andy's first day at
work, illustrates this process: Andy is in Mirardaffice, taking a number of orders from her
before being dismissed. As she is leaving the rddimanda calls her back and Andy turns
around nervously, her body language already exipigess certain anxiety. Without a word,

Miranda examines her with a look of contempt areldhmera follows her gaze, tilting down
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across Andy's body. Miranda's gaze as a silentnethy immediately makes it clear that
Andy's image is unacceptable in her surroundingsdyAlooks down at herself self-
consciously and with a certain surprise, as if b@og aware of her own image and her being
on display that very moment. While under Mirandgeze, Andy's face and body language
express a strong sense of unease (see Figure 3yremdfinally released from the gaze, she
literally flees from the office with hurried andmeus movements.

The occurrence and consequences of the critica gazAndy in this scene can be
compared to the restricting effects of the gaagahen's image on their presence in public as
it is described by Gleber. Miranda, having inteizead the male criteria of evaluation of
female images (and due to her position as the reitchief of a fashion magazine probably
an expert on the judgment of female images), usissgbze on Andy, turning Andy into an
object on display. Andy becomes aware of the gaakis$ directed at her and of her being on
display; she internalizes the gaze to view hetbelfvay she is seen by Miranda and begins to
assess her own image by the same criteria. Sincawareness of being looked at increases
her anxiety about being looked at, she loses mucheo natural self-confidence and her
relaxed manner and treats her own image more amé ordically from this moment on.
Being subjected to Miranda's controlling gaze aedsoring her own image according to it
obviously restricts Andy in her freedom to movendt and without permanent unease about
being looked at and judged in the office. Interegii, Miranda's control over Andy's
movement even seems to extend out of the officeiatdthe actual city. Andy, who in
private situations usually walks through the cityai relaxed way, ends up stumbling through
the streets clumsily and with some difficulty evéme she is out on an errand for her boss,
as if the mere awareness of moving within the sploentrolled by Miranda's power would
limit her freedom even if her boss is not physicallesent but only talking to her through her

cell phone (see Figure 4).
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Figure 3: Andy under Miranda's gaZené Devil Figure 4: Miranda's extended contrdhé Devil
Wears Prada, ch. 6). Wears Prada, ch. 7).

Since the "Runway" office, due to its particulattisgy and the gaze that prevails there,
seems to be, to some extent, representative oicpgimices, the problems Andy encounters in
her professional surroundings might be read agatifig the restrictive effects of women's
object status on their movement in urban spacegemeral. However, the film does not leave
Andy in her powerless status as a victim of Miraad®antrolling gaze but instead presents a
solution that seems to catapult her into a moreveped position by a change of her image
— literally — and of her status in relation to tréical public gaze. For this process, which can
be read as the creation of a new public identhy, freedom and the possibilities for the
expression of individuality that are typical of arblife and its consumer-oriented character
are suggested as a basis.

2.3 Individual freedom and public identity

In the general concept of freedom typically asdedawith the city, the individual freedom
for personal expression seems to play an impor@aet As Joanne Entwhistle points out,
“[tlhe anonymity of the city opens up new possil@s for creating oneself, giving one the
freedom to experiment with appearance in a way Waild have been unthinkable in a
traditional rural community" (quoted in Bruzzi afibson 117). This aspect of the city's
liberating potential seems to be one of the keyofacfor Andy's empowerment as it enables
her to actively choose and change her own imagrigir a new form of expressing herself
publicly, which helps her overcome the restrictidgasher freedom by disempowering the
critical gaze at her image. The film links this geses of shaping a public identity closely with
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the freedom for individual expression and the apgidor personal reinvention that are
presented as typical of New York City due to ieftis$ as one of the world's fashion centers.

In her analysis of the creation of female publientities inSex and the City, Susan
Zieger takes Michael Warner's work on the bourgemiblic sphere as a basis for her
assumption that one potential problem with regard/dmen's presence in public spaces lies
in the notion that an individual's possibility cfibg an "abstractable, universal citizen" (97) —
and thus 'invisible' in public — depends, amongepotfactors, on gender. From Warner's
argument that "the bourgeois public sphere . oviges a privilege for unmarked identities:
the male, the white, the middle class, the norm@jubted in Zieger 97), Zieger concludes
that women, marked in their identity as female, @eaied "the unmarked position of the
abstractable, ideal citizen" (97). Applying thigdiny toSex and the City, Zieger demonstrates
how life in New York City enables the female chaeas to shape a public identity in line
with, and even based on, their femininity — thatheir 'otherness' in relation to the unmarked
citizen (cf. Zieger 98). As mentioned earlier, shiog has historically been regarded as one
means for women to gain access to public spacegeFistresses another aspect of shopping
that is important with regard to the question ofnrvem's presence in public, stating that
"unlike traditional participation in the public sgite, shopping is a way of being in public that
allows women to preserve and even flaunt theied#fice” (98). The individual consumption
of fashion, and of a particular urban lifestylegeneral, thus becomes an instance of creating
a distinct public identity. Zieger relates this pess to John Hartley's concept of "DIY [Do It
Yourself] Citizenship" (98), a form of citizenshiipat is enacted through "becoming visible to
others as a self-styled individual consumer” (98) apposed to the traditional, abstract
citizen's participation in public life that is dedito marked identities.

What appears to be the key point here is the aatpdrson, marked in her identity by
her 'otherness’, creating a public identity baseder individuality through an individual
choice from among the options provided by urba: Buch a development can also be found
in Andy's response to the negative 'public' reactm her difference from the norm at the
"Runway" office. When Andy decides to reject thetwn status she has been cast into at
work and to take steps to regain control over hesgnce there, she creates a new look by
choosing a different clothing style and a new haisnd make-up, drawing from the various
sources for personal reinvention through fashi@t ter metropolitan surroundings provide.
In terms of DIY Citizenship one could say thatamopting a new style, Andy defines a new
identity by becoming publicly visible as a consunoéra particular fashion style and also

expressing herself as such in her own, individuay.wAt first sight Andy might appear to
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simply be adapting to the normative image presdriipeher surroundings because she has no
other choice; however, she chooses to do so nobfouere necessity but motivated by her
ambition to reach a more powerful status and toehaetter chances for getting ahead (as
opposed to turning her back on her professionalr@mment — a solution that is repeatedly
suggested by other characters). Thus, it is heveaeind individual choice of a particular
lifestyle which she regards as best for herself liea at the basis of the creation of her new
identity.

Although such a process is certainly not restrictedNew York as a particular
location, the film's use of its setting suggest this the city's unique character that makes
Andy's development possible. As Zieger notes aexind the City, "the series glamorises
its location, New York City, as the centre of pghieinvention and display. While fashion
can be recreated in other places, by filming omtion Sex and the City creates New York
itself as a physical space to be consumed" (98ceSihe emphasis on typical and famous
locations in New York City, in combination with cgtant product placement and references
to brand names, is a recurring motif ihe Devil Wears Prada, the notion of the city as a
glamorized "physical space to be consumed" ceptaimmes up in the film as well. In linking
Andy's transformation to the options of a lifestjthat is presented as typical of New York,
film obviously draws on the city's reputation asetant and thus liberating in terms of
personal expression. By choosing from the optibescity offers to her and using them to her
advantage, Andy finds a way to make her image memistant to the public gaze. In this way
she places herself in a more empowered positidmmihe public sphere, which increases her
freedom as it enables her to meet the public gateut being restricted by it in her status
and movement.

This is proven in the film when Andy makes her ritr the scene following her
physical transformation, which shows how her neentdy affects her perception of herself
as well as the view of her image by others. Shataw motion, Andy enters the office with a
smile of superiority and triumph. She walks selfodently and throws back her hair,
obviously enjoying the admiring looks she gets frben two stunned colleagues (see Figure
5). Although Andy is still in the position of an jebt that is being looked at, in this case
examined closely by two other women, their critigake now seems to have lost its power to
control or restrict Andy since she has chosen mage in a way she is obviously strongly
confident about and satisfied with. The loss of pown the side of the colleagues is also
expressed verbally: their animated and chat abowlyAeing "a complete and utter disaster”

(The Devil Wears Prada, ch. 13) falls silent as she enters the office thedtwo women begin
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to stutter and have difficulty in finding the wortts comment on Andy's new look. Andy's
self-confidence is reinforced when her colleaguentually, although with some reluctance,
have to admit that her new appearance is a comglietess. Her new identity also affects her
status in relation to Miranda's controlling gazéeTirst time Andy is confronted with her
boss after her transformation, she seems to waMftanda's judgment excitedly rather than
anxiously. Interestingly, the two women's positiamshe office are reversed in that moment:
Andy is standing at Miranda's desk — in Mirandassial position of power — with the
windows and the city in her back while Miranda estde office. This image might underline
the shift of power in the relation between the telwaracters. Miranda, although still
scrutinizing Andy from head to toe, does so witheapression of respect and appreciation
and Andy struts out of the office in triumph. Midals gaze at Andy now seems to have
empowering qualities rather than restrictive omvasich might be reflected in the fact that,
from this scene on, Miranda generally treats Andihwnore respect and gives her more
responsibilities. This improves Andy's working carmhs and makes it easier for her to use
and prove her skills, and eventually leads to anotion®

Having gone through the process of reinventingalic identity, Andy appears to
be empowered both in a psychological and in a nateray. Due to her increased self-
confidence about her image, she is now able to theatritical gaze and deny it the power it
used to have over her, which enables her to maedyfiand without permanent anxiety about
being looked at. Andy's self-confidence does ndy amcrease her personal freedom in the
office, but also has an effect on her movement fan dtreets of the city. In a montage
introducing the 'new' Andy, which shows her in dity in a number of different outfits that
illustrate her new image, she is walking in the dledof the street instead of being squeezed
and pushed along crowded sidewalks the way she bgfsre. Her relaxed and elegant
movements stand in sharp contrast to the hectimsihess that was characteristic of her
earlier errands into the city (see Figures 4 and'bg new identity she has created seems to
have the same liberating and empowering effecterrbbth in the city and, on a metaphoric

level, in the public space represented by the "Rayiwffice.



16

Figure 5: Andy's new identity in the offic&he Figure 6: Andy's new identity in the streetéé
Devil Wears Prada, ch. 13). Devil Wears Prada, ch. 13).

With regard to Andy's new identity and the posgibs of individual expression
provided by the city, the costume in the flanewenscthat has brought up the question about
possible restrictions to her freedom and movemeniheé urban space might also allow for a
different interpretation. Since the scene occummesdime after Andy's transformation, the
outfit could be read as an example of her new l®lpart of the identity she has chosen; as
such the outfit's meaning would suggest an ind&idashion statement that goes beyond the
notion of dressing up in a male disguise. Two eleisié support this view are certainly the
eye-catching pearl necklace Andy is wearing as asllher extravagant purse, both being
items that definitely underline instead of hide Femininity. Since the city, as presented in
the film, does not hold any threats or dangers wWwaild make it necessary for Andy to hide
her femininity, the oultfit is certainly put on bydividual choice rather than by necessity. The
fact that a female character is able to choose scutiae clothing style while remaining
undoubtedly within the framework of contemporarymen's fashion might be regarded as an
additional implication of empowerment, as it seemadd a meaning to her image that, in a
historical context, is related to a male statupublic spaces as one form of expressing her
feminine identity.

As the development of Andy's image and status showesDevil Wears Prada creates
the impression that the urban experience empowedy Aue to the freedom it gives her. The
city provides possibilities for individual choicéisat enable her to deal with the challenges
that seem to originate from the traditional statfisvomen's images in relation to public
spaces. The different forms of freedom she findthencity are presented as giving her the

chance to retain control over her own image angléze herself in a more empowered
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position within the urban world. Another importdattor in the film's concept of the city as a
site of empowerment is the typical urban lifestylat seems to provide the female characters
with a variety of options for their private and fassional lives.

3 Urban life

In an analysis of the city's role 8x and the City, Diane Negra describes the series' image of
New York as a "luxurious lifestyle blueprint poiseml compete with suburban domesticity"
that is created by locating the series in "a wadfccutting-edge urban style" (par. Jhe
Devil Wears Prada draws a similar picture of the citgince it locates the narrative explicitly
in its particular urban setting by using a high amtoof material shot on location with an
emphasis on recognizable landmarks and connewithita number of indicators of luxurious
urban life, for example by mentioning authentic eanof prestigious hotels, restaurants or
public locations. Although the city is not directtpntrasted with the suburban world due to
the lack of a suburban setting, the film emphasizeptions that modern urban life provides
for women with regard to a greater freedom fordheice of lifestyle; these options seem to
be an advantage of the city compared to the mgid norms and limited possibilities for
women that are usually associated with the sulLifb.in the city seems to have a certain
potential for empowering women since the physicavenaway from suburban, domestic
spaces also implies a break with traditional germdérs that place women in the private
sphere of the home rather than in public spheres.

Feminists have pointed out that the developmenurbian and suburban spaces
brought about the emergence of an ideology of s¢papheres for men and women "in
which the public domain of the urban center was l#eply masculine and associated with
social, economic, and political power. Conversé¢he suburb came to be associated with
middle-class domesticity, femininity, and depend&ndBondi 161). Although it is
emphasized that this distinction has come to existe on an ideological basis than in real
life, the notion of the city and the public sphasethe male domain and the suburb and the
private sphere as the female domain has had, arichaes to have, an effect on women's use
of public spaces and the judgments made abouf.iB@di 162). However, a nhumber of
critics'® have argued in favor of an abandonment of publidpe and male/female
dichotomies stating that "dominant conceptions oblig and private domains are . . .
increasingly outdated and irrelevant to the livesvomen and men" (Bondi 164) since it is
not always possible to mark spaces used in everjiflaydistinctly 'public’ or ‘private’.

Consequently, the borders between the two spheres 40 blur and the association of
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particular gender roles with each sphere beconsssrigid and definite. This might be the
case especially in lives taking place completelthim city, where the domestic and the public
sphere are often not clearly separable in ternspate.

In The Devil Wears Prada, the use of setting seems to illustrate the bigref the
boundaries between the two spheres. Moreover etihalé characters use public spaces more
often than private ones as a result of living aratkmg in the city and are little, if at all,
associated with domestic life. As a consequence, fttm suggests a loosening and
redistribution of the gender roles that have tradélly been associated with the spheres. This
seems to contribute to the women's empowermeritgagels them greater freedom to choose
from different lifestyles and options in organizitigeir professional and private lives and to
live independently from men and outside of tragiibhouseholds. However, the effects of
the ideological placement of women in domesticeathan urban and public spaces can also
be traced in the film's image of women in urbam Ifince it hints at the perception of

empowered femininity in urban spaces as a sourcerafern and conflict.

3.1 Private and public spaces

In the film, the characters' private spaces aratete within the larger urban space. The
impression of blurring boundaries between the doimesd the public sphere is emphasized
visually by the connection of private moments ie thlot with public spaces through the
choice of urban settings. This effect seems to beingportant motif for defining the
characteristics of urban life since is repeatedlyduthroughout the film and already shows up
in the opening credits. At the beginning of thenfilwe see an establishing shot of Manhattan;
afterwards the camera pans across the facadetyddfutidings, seen through a window, until
it reveals a woman standing at the window and pgittin her underwear while looking out
across the city. The public sphere of the city gBredwoman's private sphere literally melt into
each other as the camera focus shifts from thelibgiloutside the window to the woman's
body. Close-ups of her bare skin and her lingemerease the sense of privacy in that
moment, especially through the contrast with thiédimgs. In the next frame, the woman's
bedroom is revealed in the background; the sequehdbe three images (the city, the
woman, the bedroom) implies that the two spaceslawalue to the woman's simultaneous
presence in both of them. The large window towahn@scity underlines the impression that
the private space is not separated from the citydmbedded in it. Similarly, windows
revealing a view of the city are present in otteam®s of women and their morning rituals in

the opening sequence. The cross-cutting of a nurobehese scenes suggests a close
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proximity of the domestic and the public spher@a @a®mmon feature of urban life; this notion
is repeatedly reinforced throughout the film by tise of an establishing shot of the city for a
scene taking place in a private sphere inside aehom

However, the effect is not only achieved by makiimg city visible in private spheres
but also by taking the characters' private lives iato the urban world, which creates the
impression that the characters (and the female ionearticular) are claiming parts of the city
as new or additional private spaces. By presemtimdy's personal life as taking place mostly
in public spaces instead of her home, the film sstgythat she is, in fact, ‘at home' in the city;
the two spheres could hardly overlap more. Wheriinsesee Andy with her friends, they sit
in a restaurant, where wine and candlelight as a&lthe dialog create a private, homelike
atmosphere into which the urban surrounding thagpresent throughout the whole scene
behind the restaurant's large windows seems to alelbst naturally. After leaving the
restaurant, Andy and her boyfriend walk down aedtrat night while having a private
conversation and eventually kiss in the middlehef street. They do not take notice of the city
around them, nor do they seem to care that theraegr moment takes place in an openly
public space. Later in the film when Andy and Naiteak up, it also happens in the middle of
a dark city street, as much 'in public' as it cquidsibly be instead of, as one might expect, in
a more secluded and private setting. Scenes ligseththat present the characters' living
spaces as simultaneously public and private, dar#ito the impression that the public and
private spheres blend with each other in the city .

The film's use of settings suggests that, in thy ¢he traditional domestic sphere
loses much of its function, which is also impligitthe fact that typical domestic rituals are
taken out of it and placed in an urban locatiorthdligh the characters, for example, are
frequently shown eating, it only happens insideoené once; apart from that, eating takes
place exclusively in public spaces such as restasirthe office or the streets. Since domestic
rituals and private moments are not associated twéldomestic sphere in particular, and new
private spaces are created within public ones,paraéon of the two spheres in terms of a
public/private dichotomy is difficult to apply tdhe film's urban world. The traditional
distribution of spaces with the (urban) public lgeithe male domain and the (suburban)
domestic and private being the female domain doegxist here. This seems to contribute to
female characters' ideological and actual freedoth regard to their role and status as they,
living in the city, are obviously less likely to lexpected to remain within the domestic
sphere they would traditionally be assigned totelad, they continuously cross the borders as

they move between the spheres and challenge the doahinance in public spaces, which
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becomes obvious in particular in their superiority number and their success in the
professional world (which will be discussed below).

As a consequence of the blurring of the bounddetsveen the two spheres the
gender roles associated with them obviously ceadeetclearly defined. The film almost
seems to suggest a reversal of the traditional gyerades since there is a tendency towards
the domestic world being represented by male chensevhile the female characters hardly
have a share in it. A striking example for a madendstic figure is certainly Andy's boyfriend
Nate. In addition to his telling profession — heaighef and as such repeatedly shown in a
kitchen — he is the one who brings home the gresedoes the cooking and waits for his
girlfriend to return from work late at night. Alf éhese activities are, in general, more likely
to be associated with a woman's role in a familyetationship rather than with a man's. In
contrast to this, Andy and the other female characare rarely shown in their homes; and
even if they are there, we frequently see theristtheir work outfits and finishing the day's
work or at least talking about it. They are noathttconcerned with household-related issues,
which appears to be a break with their traditicieahale role. This redistribution of gender
roles might underline the notion of urban life agp@wering women by freeing them from the
restrictive status typically assigned to them dué¢heir association with the domestic sphere
and enabling them to explore a wider range of oygtia their lives. The options for women in
the city presented in the film include the posgiilof reaching leading positions the
professional world as well as the choice from amamymber of models of personal lifestyle

that differ from traditional family households.

3.2 Women in urban professional life

The advantages of life in the city, in comparisoriite suburban world, also become obvious
in the film's image of the female characters’ mwsi@nal world, which is presented as
promising self-actualization, success and a glao®fifestyle. Locating a narrative based on
women's experience of urban work life in New YorkyGappears to be a trend in recent
films. According to Negra, in recent years, "bigdgat and independent chick flicksalike
have used New York as the setting for professianabition” (par. 15), a choice that may be
influenced by the city's reputation as one of thentry's leading financial and cultural centers
(cf. Negra, par. 2). Conjuring up this image of N¥ark City in the spectator's mind — as
opposed to others we might know of the city as@ @& urban misery — requires the creation
of a certain atmosphere by showing parts of the ttiat represent financial power and

glamour. The Devil Wears Prada does so by repeatedly using images of financiaters,
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such as Lower Manhattan, and commercially and @lljuimportant landmarks such as Fifth
Avenue and Broadway as well as by placing Andyrendy SoHo lofts, Upper East Side
town houses and luxury hotels, in chauffeur-dritewn cars and on red carpets of social
events with a taste of high society. Andy movesugh these spaces mostly without taking
notice of their glamour, concerned only with thealtdnges of her job, which creates the
impression that everyday urban work life naturaliies place in such a setting associated
with money, success and a luxurious middle clasg@mment. Interestingly, these locations
are the only ones used in the film for renderingcure of the city's professional world, in
which all women are making careers in trend sectmrsh as the fashion or publishing
industry. In other, less glamorous workplaces wiveoenen would typically be found, they
are almost completely invisible. Despite Andy's npanent errands to coffee shops and
fashion stores we never see a clerk; even in teenight and early morning hours at work she
never meets an office cleaner; and at the resteueard bars frequented by the characters,
one can spot a waitress only upon closer exammatio

It is at this point, at the latest, that the filnmsage of women's professional lives takes
on slightly utopian traces; this notion is enhanbgdn attempt to create the illusion that the
urban professional world is, in fact, dominatedvmymen. The staff at the editorial office of
the "Runway" magazine consists almost exclusivdlywomen (apart from one strongly
stereotyped homosexual man). This female dominanttes staff might not be too much of a
surprise since "Runway" is 'only' a fashion magazhlmowever, the film hastens to point out
that "Runway" stands for serious business, findmgoaver and cultural influence in the city
as well as internationally and that the women thare hard-working and successful
professionals. Miranda, the editor-in-chief of "Rway", represents the successful career
woman and the idea of a female dominance in thdegsmnal world. Although the
magazine's financial resources are controlled imake authority represented by the chairman
of the publishing company, he obviously plays théerior part in his continuous power
struggle with Miranda. Despite his efforts to exemfluence on important decisions
concerning the publication and money matters asdatiempts to drive Miranda out of her
position, she outwits him with the help of cleveheming and the network of power and
support she has built up in the fashion world andhble to retain both her job and the power
over "Runway", while he is reduced to the functairfinancing 'her’ magazine. Miranda, in
her position as the editor-in-chief of an influahtiashion magazine, does not only dominate
her immediate professional surroundings but alsmmseto be the ultimate authority in the

national fashion scene since her power to promotedestroy designers and labels is
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repeatedly stressed throughout the narrative. Duleet unusual position of power that is
based on her achievements as well as on her reputs a tough and demanding boss and
critic, Miranda is associated with typically malkacacteristics, which is emphasized when
Andy says about her: "Okay, she's tough. But ifavidta were a man, no one would notice
anything about her except how great she is at her jdie Oevil Wears Prada, ch. 28),
implying that Miranda is doing a 'man’s job'. Wittgard to her status in the professional
world, Miranda's character might be another exanfiplehe shift away from stereotypical
gender roles that seems to be brought about biptheasing chances for women in the city to
leave their traditional domestic domains because teds successfully made a career in a
professional surrounding that is obviously stilhsmered a male domain.

Since the film places the female characters in ddnaf seemingly idealized careers
and career prospects, the notion of empowermerterms of self-actualization and the
possibility to assume a (traditionally male) pasitiof success and financial power becomes
obvious. This image of women's professional liveenss to reflect the argument that, in a
contemporary urban surrounding, the spheres andegawoles that have traditionally been
associated with men and women cease to have aremté on people's everyday lives. That
this is not only the case with regard to womendi@pation in the professional world but
also in their personal lives can be seen in thiemdiht models of personal lifestyle that are
presented in the film.

3.3 Urban lifestyle and empowered femininity

In contrast to suburban spaces that tend to berdded by traditional social structures, cities
offer a "greater tolerance of living arrangemeht wiffer from the standard nuclear-family
household” (Bondi 165). As a consequence, urbam s come to be regarded as
emancipating women as it provides an environmaaitahows for the expression of diversity,
which enables them to choose from a variety oflifies and options for organizing their
social lives (cf. Wilson 10, Bondi 165)he Devil Wears Prada emphasizes this view of the
city through the characters that represent a rafgdéferent lifestyles=> Andy's development,
which implies the idea of choice, covers a steadgtionship with Nate, single life, a short
affair with Christian and, at the end of the fileareturn to single life with a high probability
for her relationship with Nate to be revived. Midanrepresents the option of marriage,
motherhood and family life, although not in the ttraditional way since we get to know
towards the end of the film that neither her mageiaor the upcoming divorce are her first.

Despite the personal tragedy this means for hehandlaughters, the divorce does not affect
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her social status since her professional successirdg guarantees her the financial
independence to live as a single mother. A numbarior characters, who are not explicitly
defined in terms of relationship, might either legarded as single or as a hint that marital
status is not a particularly important factor iasdifying them as participants of modern urban
life. The possibility of a non-heterosexual relagbip, although ignored with regard to the
women in the film, is alluded to in the presence®wné homosexual male characteAs this
range of lifestyles and the relatively unproblematansition — at least in Andy's case — from
one to another show, the film creates its imagarbén life as a mosaic of different options
for women to choose from that offers alternativesaditional family life.

One patrticular aspect of life in the city that agqgeimportant in the film is the notion
of empowerment of femininity and female sexualltyough the urban lifestyle. As Wilson
points out, "[t]he city offers untrammelled sex@aiperience; in the city the forbidden . . .
becomes possible” (6) for both men and women. Exaa permissiveness that urban life is
typically associated with might allow for a libecat of women from their traditionally
inferior status in relation to male desire andipathal control and give them a chance to be
more assertive in pursuing their own desife$he idea of women's sexual empowerment
through an urban lifestyle is presented in the @snmore general statement as well as in the
development of Andy's character. As a general ngessashows up in the scene from which
the statement quoted earlier — "The modern woméashes the animal within to take on the
big city" (The Devil Wears Prada, ch. 19) — is taken. In addition to indicatingefd®m in
general, the phrase "unleashes the animal withan"aertainly also be understood as female
sexuality freed, or in the act of freeing itselfprh patriarchal control, which would add
another level of empowerment to the others thatpaesent in the film. The scene shows a
fashion photo shoot in Central Park that seemskebcate the idea of unleashed femininity.
Since the motto of the photo shoot is "Urban Juhdlee models are all dressed in animal

print or fur outfits, have wild hairstyles and weultdlife-inspired masks (see Figure 7).



Figure 7: "Unleashing the animal withinThe Devil Wears Prada, ch. 19).

The connotations of power are numerous in the scdtfeugh the cut and the fabrics
of the models' costumes, as well as the amountaoé Bkin they reveal, underline their
femininity, the women are at the same time assegiatith powerful wild animals due to the
animal prints imitating tiger and leopard fur. Taemsutfits, especially in connection with the
models' aggressive postures, create an impreskibe aomen as predators which might also
refer to their sexuality since, as Bruzzi and Gibswte about costumes in mainstream
Hollywood cinema, "strident colours, big jewellertgctile fabrics, sheer garments and
controured clothes demarcate the woman as sexedafor” (121). In addition to the visual
effect, the fashion director's comment towards Afion't make me feed you to one of the
models" The Devil Wears Prada, ch. 19), also alludes to the idea of the savagepaedatory
woman. The predator metaphor implies the idea th@anstead of being eaten, of being on
top of the food chain. Thus, with regard to the sfiem of empowerment, the phrase "the
modern woman unleashes the animal within" in cotioeavith the image could be read as
women setting out to take whatever they desirghénurban world in general as well as in
their private lives. Details of the photo shootclsas the living snake and the whip that are
used as accessories, seem to underline the assoaétfemininity with power since they,
read as phallic symbols, might add masculine catioots of dominance and a more sexually
aggressive behavior to the image of femininity ikaireated in the scene.

On the other hand, this image also seems to refiegative views of femininity in
urban surroundings that are, according to Wilsamnected with the notion of sexual
permissiveness as typical of the urban experieAseshe points out, women's presence in
cities has always carried ambivalent meanings siheeexpectations of sexual adventure it

raised also implied the uncontrollability of femalexuality. Consequently, femininity came



25

to be regarded as potentially disruptive to theigahic public order and thus was perceived
as a threat (cf. Wilson 6). The unease about warsXuality in connection with the city is

implicit in the photo shoot scene, in particulartie wildlife allusions of the models' outfits.

Apart from the notion of power, the associationwafmen with predators and the idea of
"unleashing the animal” certainly also createsmpréssion of femininity as uncontrollable

and threatening, which is be heightened by thergdcemasks the models are wearing that
seem to distort their femininity and render it neygius and dangerous. With their exotic
masquerade, the women appear out of place in #mironment: despite the natural (or
pseudo-natural) surroundings of Central Park, thiddings of the city in the background

emphasize the urban setting, in which the modé¢sally appear disruptive due to the

disturbing elements of their costumes. With regardhe two most apparent themes in the
photo shoot — the construction of an "unleashed' empowered type of femininity and the

negative associations that inevitably seem to lnwgked by this image — the scene might
reflect the status of femininity in the urban wotttét is influenced by the notion of urban life

as liberating women in terms of sexuality and lg/¢bncerns idea seems to cause.

In the film, this empowered but potentially problein kind of femininity can also be
seen as represented by Andy in her relationship @ftristian since her taking the liberty to
express her desire seems to hold a certain pdtdatiacontroversy. She obviously feels
attracted to Christian from the moment they firgtetnand does not hide her interest, although
she first hesitates to accept his offers becau$eofelationship with Nate. Nevertheless, she
flirts with Christian on several occasions and, ieanately after her temporary breakup with
Nate, spends a night with him in Paris towardsetheé of the film. In the audio commentary
of the film (ch. 29), the director mentions thae tQuestion whether Andy should have an
affair with Christian or not had been an issueafsiderable discussion among the crew since
there had been a concern that Andy's sexually tassdérehavior might harm the character's
‘good girl' image and be met with disapproval kg @ludience. What appears interesting about
this consideration is the underlying assumption &rady's actions could provoke a negative
reaction as it seems to reflect the unease aboudléesexuality being out of (patriarchal)
control in the city described by Wilson. The potainthreat of Andy breaking out of the
‘order’ by giving up a more traditional, marriagesIrelationship in favor of pursuing a sexual
adventure seems to be reformulated as a questmut aler morality. The issue of morality,
that is obviously at the basis of the flmmakemsiaern about Andy's affair, is also dealt with
in another scene about Andy and Christian that seenillustrate the judgment of women's

moral behavior in urban spaces.



26

The scene, in which Andy and Christian meet by chaim an art gallery shortly
before Andy's breakup with Nate, takes place ingldart is implicitly located in an urban
surrounding by the design of the setting. For drstar show, the gallery's brick walls are
covered with huge black and white photographs bénrscenes, which creates the impression
that Andy is, in fact, standing in the middle ofity. The lighting of the scene, illuminating
only individual spots on the photographs and legwhadowy places and corners everywhere
in the gallery, and the music with urban-inspiremired effects create a gloomy urban
atmosphere. Andy is standing in this artificialycgtudying the pictures while Christian
watches her from the shadows and eventually snaaksd a corner to approach her. The
motif of seduction that comes through in their dgals emphasized visually by the way both
Christian and the camera circle Andy. Before h@deaChristian kisses Andy on the cheek.
Although Andy appears rather passive in the scewkeexen gives Christian the impression
that he has no chance to seduce her, the merengtances of their conversation arouse the
suspicion of Andy's friend Lily who harshly critags her as immoral, calling her a "glamazon
who skulks around in corners with some random,fastion guy" The Devil Wears Prada,
ch. 24) and implies that she might be cheating en boyfriend. This rather unjustified
judgment of Andy's behavior as immoral and the thett a close friend of Andy's, who
certainly knows about her moral integrity, drawss tbonnection between Andy's encounter
with a man in a dark corner of a 'city’ and theiorotof something objectionable going on
there shows how deeply ingrained the perceptionfeofiale sexuality as dubious and
uncontrollable seems to be in the image of the womahe city.

This scene appears to mark a turning point in iha'sf perspective on Andy's
empowerment. Apart from Andy's friend Lily who tsrher back on her, alienated by her lack
of understanding for Andy's behavior, Nate alsaadises himself from her immediately
afterwards by ending their relationship. He, tdates that he does not approve of the changes
in Andy's character. Due to being blamed for thagative turn in her personal relationships,
Andy begins to gradually lose her 'good girl' imaggpecially since she does not make any
efforts to reach a reconciliation with Lily and Matnstead, she focuses on her job and leaves
for Paris with Miranda to attend the fashion wegks event that is said to almost certainly
boost her career) and spends a night with Chrighiare, obviously not at all suffering — as
one might expect — from her breakup with Nate. Asdiecision to pursue both her career
aspirations and her private desires independertiy the opinions of others appears to be the
ultimate proof of her empowerment. However, in gogo she turns against the people she

shares her life with, which is presented as a megyatirn in her character. In the last part
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(starting with the breakup and the departure forslPahe film obviously argues against
Andy's decision by dwelling on the negative consempes and the disillusion it brings for
her. This becomes clear in the development of dreative with regard to her relationship
with Christian. Although the filmmakers' decisiamihclude the affair in the plot despite the
concern about potentially negative audience reastappears to be an argument in favor of
empowered female sexuality as it implies that Asldguld have the right to act according to
her desire, the 'morning after' presents the stmah a different light. After waking up in
Christian's hotel room, Andy realizes that he cafmeotrusted and is not the person she had
expected him to b€ This turn in the narrative, completed by the tedrideparture of a
disappointed and frustrated Andy, suggests thahakebeen misled by the options that were
open to her and blinded by her desire. That neithisrsexual adventure nor her ambitious
commitment to her career are the right decisiomsh&y is suggested in the conflict Andy
finds herself in as a result of the course shechasen. In trying to overcome the crisis her

development is leading her into, Andy eventuallgamters the limits of empowerment.

4 The empowered woman meets her limits

The problems that Andy has to deal with towardsethe of the film are, basically, a result of
the conflict between the behavior expected from (asr expressed by others but also as
internalized by herself) and her own plans and @sstinat emerges as a consequence of her
emancipated involvement in urban life. Her asserbehavior and her ambition prioritizing
career over private life destroy her relationshithiNate and alienate her friends and family.
This conflict is summed up by fashion director Nidaring the photo shoot scene discussed
earlier in a response to Andy's complaint thatgeesonal life is "hanging by a thread™: "That
happens when you start doing well at work, darlicgt. me know when your whole life goes
up in smoke. That means it's time for a promotiditie Devil Wears Prada, ch. 19). What
this statement suggests is that Andy's choiceasitably an either/or decision — "work" or
"life" — and that having both a successful carewt a fulfilling personal life is impossible for
her. Her approach to arranging her life and achgvprofessional success appears
incompatible with her female identity and the expgons typically associated with it, which
leads her personal life into a crisis. At this ppoAndy seems to have come to the limits of her
freedom and empowerment, since the film suggestsstie can only overcome this crisis by
choosing between two options and that this choidlevevitably exclude one of her options
in favor of the other. In the way Andy's optionadaeventually her decision, are presented,

the film's perspective on the empowered womanlatios to the feminine ideal is revealed.
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4.1 The ideal of femininity: the empowered woman vghe 'good girl’

In creating the conflict Andy is faced with, thdnfi obviously reflects a view of the
empowered woman that has become popular in re@arsyand that challenges the idea of
women's empowerment. Influenced by the so-calladhiliy values” promoted by American
right-wing policy and a tendency in popular culttwecreate an ideal of femininity in terms of
marriage and motherhood, a wide-spread criticisrtheffemale professional choosing self-
actualization outside her expected female (andc&tyy domestic) role has emerged (cf.
Negra, pars. 3-4; Jones 10-11). This way of thigkimhich is frequently referred to as "anti-
feminist backlash®® is seen as a reaction to the "social and polititdfts in American
culture that undermine the paternalist ideologyhef ideal family" (Jones 11) brought about
by women's increasing participation in professicenrad political life. The backlash ideology
criticizes the efforts and achievements of feminianmproving women's status and options
outside their traditional role and idealizes thenifg and the image of the woman as
housewife and mother (cf. Jones 11). In contraghi® idealized image of femininity, the
woman who places her professional ambition abovérhditional female role is presented as
being in danger of losing her femininity and thusr@ to personal failure and unhappiness
since professional life is regarded as unlikelpeéacompatible with the female personality (cf.
Negra par. 5). A consequence of this seems to bat Wegra calls a "neoconservative
pressure to define women's lives in terms or mgeriand domesticity” (par. 2) that can be
seen as reflected in the chick flick and romancarege throughout the late 1990s and early
2000s in which "discourses of ideal femininity [ackearly tilting away from the professional
path” (par. 5). Instead of an ideal of emancipato empowerment, there seems to be a
tendency towards creating female characters whe gy or scale down their professional
ambition in favor of seeking fulfillment in theiepsonal lives (cf. Negra par. 6).

In The Devil Wears Prada, the backlash idea can be found in the developroént
Andy's character, which seems to be moving furtveay from the ideal of femininity the
more successful she becomes in her career. Thiglagguent is shown through the
characterization of Andy's two identities — thegoer she was before she came to New York
and the person she becomes through the influenteafrban experience on her personality.
Since the narrative starts after Andy has movedew York from Ohio to pursue her dreams
of becoming a famous journalist there, conclusialbsut her old identity can only be drawn
from her behavior at the beginning of the film dmaim the references made by her friends.
Initially, Andy is presented as a true 'good ggliod-natured and caring, smart but slightly

naive. Despite her high-reaching career aspiratihiegsseems to have a reasonable sense of
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the balance between ambition and personal lifeesimer relationship and her social contacts
obviously play an important role in her life. Inntoast to this, as soon as she takes her first
steps in the urban professional world, she seenigstthat balance and her priorities shift
from personal life to work, which leads her to reeglher friends and her boyfriend as she
becomes aware of her chances and invests moreatichenergy into her job. Consequently,
she is criticized for being selfish and betrayireg hims and values by the people who share
her private life, while opinions about her in heofgssional world improve greatly. It seems
that throughout this development, the characteomaif Andy's personality changes from her
being defined through her relationship, her solifaland her good-natured femininity to a
definition by her professional life and her caredented and questionable decisions. This
seems to reflect the argument of the backlash agdgosince Andy's successful participation
in the professional world obviously distances ment the feminine ideal and inevitably leads
to a conflict with her (previously ideal) feminipit

The relation between the 'good girl’, the empowevethan and the ideal of femininity
becomes most obvious in the contrast between teféwale main characters, Andy and
Miranda. While Miranda remains a static charadbeoughout the film, the development of
Andy's character first approaches the image repteddy Miranda and finally diverges from
it again. Miranda's character is an important famfiuencing Andy's development. At the
beginning of the film, she represents the successheer in the publishing business Andy is
dreaming of and Andy obviously chooses this cobssgradually adopting Miranda'’s attitude
and approach towards professional life. Howeveraktia, the empowered woman, is not in
any way presented as an ‘ideal'’ woman and, in tgmpears to have a strong negative
influence on Andy's personality. This is pointedt,camong others, by Nate during his
argument with Andy leading up to their breakup, whke ringing of Andy's cell phone
provokes his comment that the person whose calldyAakes all the time is her real
relationship. Since Miranda is the one calling Artdygive her tasks and orders, as she
permanently does, this statement implies that Ndsgnes Miranda's influence for the
changes in Andy's character. In this scene, asimnaber of others, Andy eventually neglects
her private life (by abruptly ending her conversatwith Nate, or, in other scenes, with her
friends or father) to follow Miranda's orders. hetbreakup scene, as well as in the others,
Miranda is the negative force luring Andy away fraer private life and from everything that
is (supposed to be) important to her. In doing\Mioanda lives up to her role perfectly — after
all, she is the Devil, as the title of the filmlselis. And, as the devil usually does, she tempts

Andy with her offers — the career, the glamour,farwhile Andy naively lets herself be led
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astray. Comments made by Andy's friends, warningthat she has "sold her soullhe
Devil Wears Prada, ch. 23) and that she is "crossing over to th& diate’ (The Devil Wears
Prada, ch. 28) have little influence on bringing her baeo the 'right' track. That the devil is
not to be trusted is a lesson Andy must learn lgdie and so she does in Paris, when
Miranda's facade collapses and the empowered-wdh&adevil turns into the empowered-
woman-the-victim of her own empowerment.

The turning-point in Andy's development occurs whémanda tells her about her
impending (second) divorce. Andy finds Miranda ier thotel room in Paris, crying and
deeply regretful about her personal tragedy. I Htene, the devil has lost all her glamour:
without makeup and dressed in a plain grey bathnodtead of the usual couture, Miranda is
merely a shattered, lonely and (very obviouslynggivoman. Through the way Miranda's
situation is presented in her conversation with YAitdbecomes clear that both the pulfiic
and Miranda herself blame her ambition and her ctmemt to her career for the ruin of her
marriage. Miranda thus becomes a more than peefetnple of the fate predicted for the
empowered female professional by the backlash adgolshe regrets her failure in being a
wife and mother but seems to be unable to changsito@tion as she is unwilling to give up
her professional ambition, which dooms her to lmess and denies her a fulfilling personal
life. Refusing to scale down her career in favoihef marriage, Miranda obviously has no
chance to change her fate; she continues to imlelser energy into her job and, in the end,
remains the "Devil" - the feared and criticizedresa-obsessed professional that could hardly
be further away from the feminine ideal of her ordt Andy takes Miranda's example as a
warning and starts to reconsider her own life ocbmidHaving been granted a look behind
Miranda's facade — and, as it seems, into her odund — Andy rejects the life and the image
of the empowered woman represented by Miranda adtidally changes her approach to her
career and her life.

Shortly after the conversation about Miranda's digp Andy quits her job at
"Runway" and seeks a return to her old personafity to the relationships that used to define
her private life. This development of Andy's chégaseems to move along the lines of the
ideal of the female professional scaling down faeer aspirations in order to remain true to
her femininity that Negra sees as a recent trenthenchick flick genre (cf. par. 6). And
indeed, Andy's change of course — her becomin¢gtha girl' again — immediately shows its
effects on her life. After Andy's final departur®rh Miranda and the "Runway" magazine,
we see her and Nate in a reconciliation scene wélggeapologizes and expresses her regret

about her behavior and its consequences. She asusly come to the conclusion that her
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strive for self-actualization is not worth its ric'l turned my back on my friends and my
family and on everything | believed in... And for w#a (The Devil Wears Prada, ch. 32).
Her insight implies that the empowerment she ciade found in following her dreams of
professional success is not worth the sacrifickeihanded. The fact that a reconciliation with
Nate and a revival of their relationship is strgnguggested in this scene as a direct
consequence of Andy's step away from her empowavacse might be taken as a sign that
Andy's character is restored to the image of femiipidefined in terms of romance and
relationship that is widely promoted as the curfentinine ideal.

Through the development of Andy's character anthé contrast between her and
Miranda, the film's perspective on the empowerednam seems to be revealed. Andy is
obviously the film's heroine; her character andislens are likely to be accepted since the
audience is supposed to sympathize and identifiy tnér. Miranda, as Andy's antagonist, is
strongly villainized throughout the film, thus sisealmost certainly met with disapproval and
rejection. In associating Miranda with an empowdratithreatening and undesirable type of
femininity'® and presenting Andy as clearly less (if at allpemered but remaining the 'good
girl' — the harmless woman choosing personal vaked relationship over career that
eventually finds her happy ending — the film appdargo with the tendency of its genre to
submit to the "neoconservative pressure” (Negra, Paand promote the backlash ideal of
femininity rather than the idea of empowerment. iHg\struggled, succeeded and suffered
alongside with Andy, having gotten a taste of emgmment and encountered the "dark side"
of it, the spectator is obviously supposed to cathe] in the end, that it is better for the 'good
girl' to remain the 'good girl".

However, Andy's final decision to quit her job a&uhway", in spite of being
presented as the right way for her to choose, fehebind a taste of compromise, created by
the impression that she is not able to go for tieali career chances if she wants to remain
true to herself as a woman. Although the film ssggehat Andy makes her choice with the
firm conviction that it is what she wants, her dem, in fact, rather appears to be a
consequence of her being disillusioned and scdfda/der own future prospects that she has
seen foreshadowed in Miranda's situation. Andy leasned that the empowered woman
cannot be a 'good girl', but that only the 'goadi fiis the ideal and thus can truly succeed in

life. How can she be said to have a "choice"?
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4.2 The question of "choice"

The idea of choice is central to Andy's developnteraughout the film. In situations where
she gets into a conflict between her commitmerheiojob and the expectations of the people
around her, she keeps insisting that she does an@ & choice when it comes to making
decisions that lead her to neglect her partneenéis and family or to hurt other people's
feelings in favor of her career. Andy is convinghdt her actions, however untypical of her
they may be and no matter how much she rejects gegsonally, are necessary if she wants
to be successful in pursuing her career aspirati@@soming aware of the involuntary
changes in her character caused by this attituide, abviously suffers from being torn
between her old identity and the new one she gigdd@velops; however, it does not occur
to her that she might be able to stop or revenseptiocess until the end of the film, when she
eventually understands what her "choices" are. fiie@ conversation between Andy and
Miranda seems to provide an answer to the quesfi@moice. Miranda tells Andy: "I never
thought that | would say this Andrea, but | really.see a great deal of myself in you. You
can see beyond what people want and what theyamegou can choose for yourselfThé
Devil Wears Prada, ch. 31). Andy, astonished and obviously appatlgdhe idea of sharing
character traits with Miranda, answers, "I donitkh'm like that" (The Devil Wears Prada,

ch. 31), pointing out that she would not be ablenike the cold-hearted and selfish decisions
typical of Miranda. When Miranda makes Andy awdrat ther behavior has already begun to
develop into that direction, Andy again defendsskkrclaiming that she is not able to act
differently because she does not have a choicaarda disagrees: "Oh, no, you chose. You
chose to get ahead. You want this life, those @soare necessaryThe Devil Wears Prada,

ch. 31). Miranda's statement seems to reflect th@ssof the backlash ideology by implying
that the female professional needs to assume aokipersonality that stands in contrast to the
nature of her female personality in order to prewathe tough and merciless competition of
the professional world. In this situation, Andy tbe first time realizes that she does not have
to follow the course represented by Miranda, wlgbhk involuntarily seems to have adopted.
After some consideration, she asks: "But whatig tbn't what | want? | mean, what if | don't
wanna live the way you live?Tke Devil Wears Prada, ch. 31). Although, in Miranda's eyes,
the possibility of any woman not wanting her lige"ridiculous”, Andy answers the question
for herself in that moment by quitting her job lretdramatic gesture of walking away from
Miranda and throwing her ringing cell phone, whadrves as a symbol representing Andy's

career throughout the film, into a fountain.
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The message of the decision Andy makes by turh@rgback on the life she believes
to have been forced upon her is obvious: She gejbetidea of having a career for any price
and the demands it makes from the high-achievinéepsional. This might be surprising with
regard to the ambitious career aspirations she tssbdve which had motivated her to hold
on to the job at "Runway" despite the initial difflties since it promised her the best chances
of becoming the successful journalist she wantsetoThe fact that Andy chooses to give up
this job and literally throws away the chances @uld have given her appears to be a step
backwards in her process of empowerment. Altholigé Devil Wears Prada, in general,
seems to support the idea of women being empoweyedtie options for self-actualization
and individual choice provided by urban life, theaf turn in Andy's development appears to
be moving away from this idea. The film seems tggasts that Andy's true empowerment
lies in the fact that, through her experience, 8hds the power to choose, which she
obviously did not have earlier. In the end of h@ming-of-age story she has learned that there
are other options for her than to follow the idedl excessive ambition and success
represented by Miranda. She has found out whatvediets and placed herself in life
accordingly, which suggests a happy ending fordmaracter. However, with regard to the
chances she had and the limits and problems slmuetgred that did not seem to leave her
another option but to give up those chances, Amdistssion at the end of the film remains a
compromise that contradicts the idea of true choite mere fact that Andy has to choose
appears to limit her possibilities. She obviousiyrot ‘have it all', which, from a feminist
point of view, would be regarded as the ideal sthiempowerment.

Nevertheless, with the final scene, the film engites again that Andy has chosen the
right way and that her choice is the key to a np@mising future than the one Miranda's
way of life would have led her into. Coming fronjob interview at a small local newspaper,
Andy walks past the office building where she ugedork for "Runway" and sees Miranda
on the other side of the street. She greets Miramtla a smile while Miranda prefers to
ignore her. Miranda watches Andy walk away throtigd window of her town car. She is
shot from outside the car with the reflection o€ tbffice building on the car window
superimposed on her face, which creates the impreskat she is imprisoned behind the
walls of her office, or, more generally speakingthi the boundaries of the life she has
chosen that limit her chances for fulfillment tor herofessional life represented by the
building (see Figure 8). While watching Andy, hacifl expression first seems to show regret
and a certain thoughtfulness but, after a short emtjnturns into a smile. This smile — the

only genuine one we see on her face throughouwtiwe film — might imply that Miranda
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acknowledges Andy's decision as the right or 'bdife choice. In contrast to the image of
Miranda being imprisoned in her empowered positidndy is shown walking off into the
city without a distinct aim, which suggests thatraads in life are open to her. She seems to
have retained her freedom since she is free framséif-imposed limits of the 'wrong' life

choices and the problems caused by an overly emeadvp®sition.

Figure 8: Miranda, imprisoned in her empowerm@he(Devil Wears Prada, ch. 35).

Conclusion
So, isThe Devil Wears Prada a backlash film? Or does it have good intentienpromoting
empowerment but ultimately falls victim to a curttgrpopular ideology that opposes it?

If a backlash film, it is certainly not an obvioase. Empowerment is clearly the tone
of the first part (roughly the first two thirds) tfe story. Triggered by and profiting from the
options of urban life, Andy's rise appears unstbpgpand has more than a taste of a modern,
urban fairy tale. The big city does not only pakie twvay for her career but also gets her 'the
look' (a comparison with Cinderella appears almnosvitable when Andy the "glamazon"
emerges from the "Runway" beauty department flagnther new Chanel shoes), the
attention, and along with it, the romantic H8rand the big chances. Criticism is slow and
subtle in the beginning, as long as Andy remaires 'ood girl' and uses the individual
freedom and the potential for personal developmentided by her urban surroundings only
to transform herself into a more stylish, more glamus and more attractive person.
However, the more she begins to follow Mirandaaneple and moves away from a typically
female behaviour while working her way into a mampowered position within the
traditionally male-dominated urban world the cigim becomes unmistakable, and the

"backlash" strikes fully in the final part of théni. Empowerment becomes the enemy —
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destroying Miranda's life and throwing its threamgnshadow on Andy's future — and the
heroine eventually has to be disempowered by heicek, or the lack thereof, in order to be
restored to the feminine ideal. This developmemghisuggest that the film fails in promoting
empowerment due to the impact of the current amtinfist backlash ideology that seems to
render an attempt to create an empowarelideally feminine heroine impossible.

However, the initial atmosphere of empowermenthinaso serve merely as a subtle
method to establish the backlash ideology. Instedpenly criticizing and opposing
empowerment from the start, the film presents & a@esirable course to choose for the young
woman, only to prove later that it is not. At thegbning of the film, we are led to believe
that Andy wants to, and will, 'have it all'. Durilge opening credits (which establish the
notion of empowerment through the imagery of worftaking on the city"), the 'good girl’
and her mission are introduced by the theme samghé refrain of the song, the line
"suddenly | see / this is what | wanna be / suddéske / why the hell it means so much to
me" (The Devil Wears Prada, ch. 1) is repeated over and over again as wésdg and the
other women on their way through the city, whichpbiasizes the impression that the women
are doing exactly what they want. In contrast i ttheerful, encouraging line in the theme
song, Andy's question towards the end of the fildhat if this isn't what | want?"The Devil
Wears Prada, ch. 31), appears by far less assertive and dyrahgjllusioned, implying that
she has been misled by her own wishes, while h&vanto the question suggests what the
‘good girl' is supposed to want and strive foraast If this is the film's strategy, the message
would be that women can have everything in the-<itfythey want to. We are presented with
women who, thanks to the freedom and the seemungiynited options offered by the urban
lifestyle, can hold an equal and possibly even dami role in personal relationships and
make it all the way to the top in the professiowalld since restrictive gender roles and
inequalities no longer exist. It seems that we iakgted to believe that (at least in this
particular urban world) emancipation is completed ¢hat there is no need to push feminist
issues any further. After all, success, power andependence can easily be achieved — all the
young woman, Andy, has to do is move to the big aitd take all the chances that are given
to her there. However, we eventually are assuraithis is not what the ‘'ideal' woman wants,
or is supposed to want. Backlash intentions sugbestselves.

An overall backlash message is also implicit i@ fitm's ending, which suggests that
Andy's true empowerment lies in her decision tq stewn from her overly ambitious
professional path. This seems to be in line withttieme of "downsizing" that Tasker points

out as the 'real' empowerment promoted in backiafiirenced films of the late 1990s and
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early 2000s "that stage the choice to arrive attihditional as "empowered” and the "best"
option” (108). The film does not go as far as teehAndy retreat from the public sphere into
a traditional domestic scenario; however, the thefrdownsizing can clearly be traced in the
character's development. Although Andy stays inditye and keeps working on her career,
she is not able to use the full potential of tharaes that are given to her there. The kind of
power that Andy is denied becomes obvious in the'siending. In contrast to this, the power
she retains, or retrieves, appears to be the meatdning and typically feminine power that is
celebrated in the theme song at the beginningeofilim in a line repeated several times while
we see Andy on her way to work: "Suddenly | selee/ssgot the power to feel, the power to
give, the power to seeTlfe Devil Wears Prada, ch.1). Obviously, the kind of empowerment
granted to the 'good girl’, in the end, does nolutke the power ttake, since she ultimately
lacks the power to "take on the city" the way shd planned it.

The question in how farhe Devil Wears Prada is, or can be read as, a backlash film
certainly leaves room for a number of interpretagiodepending, among other things, on the
point of view from which "empowerment” is approaghand defined. However, the film
clearly does have a tendency to villainize empovegrinfin the sense of giving the woman the
power and possibilities that lead her beyond thenless feminine ideal) and to present the
‘good girl', limited and controllable in her powass the 'ideal' woman. That this contrast is
central to the film seems to be confirmed by thedaor's statement that an important aspect
in the narrative is the "battle between Andy andadda" The Devil Wears Prada, ch. 11,
audio commentary). Due to the types of femininhg two characters represent, the battle
between Andy the 'good girl' and Miranda the 'Desélems to become, at its basis, that of
backlash vs. empowerment. The good girl struggliéis the devil. She sympathizes with the
devil and lets herself be led astray but eventusdlyes her soul. In the end, she obviously

defeats the 'devil of empowerment'. Intended ornimacklash wins this battle.
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Notes

! Friedberg mentions the development of the depantisteres, which granted women the “privilege afiing
alone" (quoted in Gleber 59), as an important fatttat opened up the city for women.

2 See, for example, Wilson, Gleber, Murphy.

3 Apart from the particular case of women's segitiite issue of security and the film's almost i#npmage of
New York City as a completely safe urban space madbo be interesting in the light of the 9/11 ¢eist
attacks. Although the film is, as the director eps, intended to "capture the full experiencHig(Devil Wears
Prada, "Featurette: NYC and Fashion") of New York, tlifeets of the attacks that are still visible in ity at
present and can also be felt in a generally stcomgern with security and control seem to be er&sed the
characters' everyday lives. The absence of dangkpfiany reference to it might be read as an gtémcure
the trauma in the city's image and identity causethe events and consequences of 9/11. This napiprars to
be confirmed in a statement by the producer abfmufitm's concept of the city: "It was really impant that it
was kind of a love-letter to New York.Tiie Devil Wears Prada, "Featurette: NYC and Fashion").

* This tendency certainly has to do with the hismrimeaning carried by the image of a single womatking
the streets. Up to the early 20th century, mididess women were not supposed to walk the streets
unaccompanied or unchaperoned. Women roaming tiyeatbne, especially without any obvious aim or
purpose, were usually associated with prostituiomorally dubious activities in general (see Blkrss and

Gleber for an extended discussion of this phenomeno

® For a detailed discussion of the flaneur and eeldigures and phenomena, with extended referenwéalter

Benjamin's influential writing on the subject, $agck-Morss.
® See, for example, Gleber and Murphy for a disaussf the (non-)existence of a female flaneur.

" Gleber draws this comparison of the meanings ey women's movement on the runway of a fasHiomws
and in the streets of a city in her analysis of wats images in public spaces in the fld@rlin: The Symphony

of the City, arguing for the fashion show as a situation aiblje display and the evaluation of women's images"
(69).

8 Although officially still Miranda's second assistaAndy is given tasks that have previously bdengrivilege

of the first assistant, such as the much sougbt-afhd potentially career-boosting chance to acemyp
Miranda to the fashion week in Paris.

° Director David Frankel might have drawn some irsion from his experience of directing a number of
episodes foBex and the City when creating the image of the cityTihe Devil Wears Prada.

19 Bondi (164) presents an overview of the discourse.

1 Although The Devil Wears Prada might not be a pure chick flick but rather seemsadntain elements from
different genres (such as comedy and drama), iceatainly be placed within the limits of a broadkefinition

of chick flick since it is an adaptation of a chigknovel.

12 This 'range' of lifestyles, however, may be lidditsince it is largely restricted to a white, middlass
framework in the film.
13 Although it seems to increase the number of optiofiered by a modern urban lifestyle, the fact this

option is not equally granted to men and womenhi film might be read as limiting the female chézes
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choices since they can only choose within a he¢sues framework. The positioning of women as exukly
heterosexual seems to be part of a current idefgnoihinity that narrows down the range of optidmswomen
with a strong focus on traditional female roles #mas stands in contrast to the idea of empowernasniill be
discussed later.

14 One of the most striking recent example of a riaeaexploring the possibilities of women's sexlitagration
and empowerment through the experience of urbarndi€ertainlySex and the City.

15 Andy, by chance, finds proof that Christian isdived in a Runway-internal intrigue aimed at driyin

Miranda out of her position as editor-in chief.

1% The term "postfeminism" is also sometimes useelation to this phenomenon. However, the defingiand
usages of "postfeminism" appear to be somewhatr@esisial and open to a variety of (partly contctatiy)

interpretations, thus the term is avoided here.

7 Christian's comment, "You, my friend, are crossngr to the dark side." (The Devil Wears Prada2&) is a
reaction to Andy's attempts to defend Miranda agjdiis criticism. Although meant humorously, it drapizes
the immediate danger of Andy losing her innocengesympathizing too much with Miranda. In addition,
Christian's reference to the "dark side" greatlpdie Miranda's villain status by associating hethwertainly
one of the most famous and evil supervillains i@ tiistory of film (who would not think dtar Wars' Darth
Vader and the Dark Side of the Force here).

18 In this scene, Miranda predicts the media's readt her divorce, probably based on her experigvittreher
last divorce: "Another divorce. Splashed acrosgge&P8ix". | can just imagine what they're gonna evebout
me: The Dragon Lady. Career-obsessed. Snow Queéeesdaway another Mr. Priestly.Tle Devil Wears
Prada, ch. 26).

¥ Miranda is referred to as "The Dragon Lady" selénaes. This term, apart from being used for ariaAs
female stereotype in Western film, also carriesrtfemning "an overbearing or tyrannical womaMer(riam-
Webster online Dictionary), which seems to fit more than perfectly for Midars behavior. The image of the

Dragon Lady emphasizes the threat Miranda is pexdeas and her distance from the feminine ideal.

2 |In Christian, Andy, in fact, seems to have foumd hero since it is pointed out that she has ajrémn a
great admirer of his journalist work before she fet. Moreover, he promises her the 'big chancgsftering

to read her articles and introduce her to his edito
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