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Abstract 

This paper explores evolving representations of female power in The Devil Wears Prada (2006) and its 

forthcoming 2025 sequel, positioning the film as a critical site for feminist, psychoanalytic, and cultural 

analysis. Through an interdisciplinary lens, the study examines how the characters Miranda Priestly and 

Andrea Sachs embody shifting ideals of ambition, identity, and authority within neoliberal and postfeminist  

media landscapes. Drawing on gender theory, chick lit criticism, and psychoanalytic models, it interrogates 

the complex dynamics of mentorship, fashion as discourse, and the contradictions of empowerment in 

capitalist structures. The paper further anticipates how the sequel might reflect changes in feminist thought, 

including intersectionality, digital labor, and ethical leadership. Ultimately, it argues that The Devil Wears 

Prada functions not merely as a fashionable fantasy but as a cultural artifact that continues to negotiate the 

terrain of women's agency and narrative control in the 21st century.  

Keywords: Feminist Media Studies, Post Feminism, Female Authority, Psychoanalytic Criticism, Popular 

Culture, Neoliberal Workplace.  
 

1. Introduction 

From Fantasy to Feminism. When The Devil Wears 

Prada hit cinemas in 2006, it was widely received as 

a fashionable comedy rooted in the high-pressure 

world of fashion journalism. Adapted from Lauren 

Weisberger’s bestselling novel, the film’s glamorous 

setting, biting dialogue, and commanding lead 

performances quickly elevated it to cult status among 

audiences, particularly women navigating the 

modern workplace. However, beneath the glossy 

veneer of designer handbags and stilettos lies a 

complex narrative about gender, power, ambition, 

and identity. The film’s lead characters—Miranda 

Priestly, the icy editor-in-chief of Runway magazine, 

and Andrea Sachs, the morally conflicted assistant—

embody two distinct models of female success, which 

have since become cultural touchstones in feminist 

discourse. Nearly two decades later, with the 

announcement of a sequel slated for release in 2025, 

the film invites renewed critical attention. In the era 

of #MeToo, digital feminism, and evolving 

understandings of women in leadership, The Devil 

Wears Prada is ripe for re-examination through the 

lens of contemporary gender politics. The 

forthcoming sequel offers not only a nostalgic return 

to beloved characters but also an opportunity to 

reflect on how cultural narratives around working 

women, power structures, and female mentorship 

have shifted in the 21st century.  This paper examines 

how The Devil Wears Prada (2006) and its sequel 

reflect and challenge prevailing cultural ideologies 

about gender, success, and identity. By drawing from 

feminist theory, psychoanalytic criticism, and 

cultural studies, the study explores how the portrayal 

of powerful women—especially Miranda Priestly—

has evolved across time. It also reflects on the 

importance of consumerism, work, and individual 

change as some of the motifs that define the narrative. 

Finally, the paper contends that The Devil Wears 

Prada is a vibrant way of questioning the shifting 

ground of female agency in popular literature and 

media [1-3].  

1.1. Theoretical Framework and Methodology 

(12 pt) 

The present paper relies on interdisciplinary models 

in the fields of feminist theory, psychoanalytic 

criticism, and cultural studies to interpret The Devil 
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Wears Prada (2006) and its upcoming sequel in 2025. 

All these theoretical lenses propose a different 

avenue of questioning the portrayal of female power, 

labor, and change in the context of popular literature 

and media. This analysis is based on the feminist 

theory. Specifically, the theory of gender 

performativity by Judith Butler is applied to the 

interpretation of gendered behavior of Judith Butler 

and Andrea Sachs, which is based on gender 

performativity in an organization that is highly 

patriarchal organization. The statement by Butler that 

gender is a product of performance that is repeated 

gives a clue on how both characters struggle to 

negotiate their identities through speech, dressing, 

manner, and work. Moreover, the postfeminism 

concept, as discussed by Angela McRobbie, Rosalind 

Gill, among others, is employed to criticize the myth 

of female empowerment in the neoliberal capitalistic 

systems. Psychoanalytic criticism helps to find out 

the unconscious motives, desires, and conflicts of the 

characters. The imposing nature of Miranda, her 

emotional distance, and aesthetic control may be 

interpreted through the figure of the phallic mother- 

a strong maternal figure that breaks the traditional 

binary oppositions. The themes of individuation and 

symbolic matricide are also reflected in the 

psychological transformation of Andrea, which 

includes guilt and later distancing oneself from the  

fashion industry. Based on Freudian and Lacanian 

patterns, it is also possible to study authority, desire, 

and subject formation within this framework. The 

analysis is enhanced by the cultural studies, 

especially those that deal with consumerism and 

fashion, as it puts the film in a bigger socio-economic 

and visual context. The contributions of such thinkers 

as Susan Bordo and Joanne Entwistle contribute to 

the understanding of the connection between the 

body, dress, and performance and the systems of 

power and visibility. Fashion in The Devil Wears 

Prada is aesthetic, but more than that, it is a language, 

a mode of value, and a place of conformity and 

opposition. This paper employs close textual analysis 

of the film, integrating visual cues (miseen-scène, 

costume design, cinematography), character arcs, and 

dialogue. It also draws on intertextual references to 

the source novel and broader genre conventions 

within chick lit and feminist cinema. This multi-

method approach is essential for understanding how 

female power is constructed, contested, and 

negotiated in these cultural texts [4-7].  

2. Expanded Literature Review  

The scholarly conversation surrounding The Devil 

Wears Prada and similar texts spans multiple 

domains, including gender studies, literary criticism, 

fashion theory, and media studies. This section 

expands upon earlier insights by contextualizing the  

film within three broader frameworks: postfeminist 

cultural narratives, consumerist feminism in chick lit, 

and psychoanalytic portrayals of female subjectivity.  

Postfeminist Narratives and Media Culture 

Postfeminism, as discussed by Angela McRobbie and 

Rosalind Gill, can be seen as a theme repeatedly used 

in the critique of The Devil Wears Prada. McRobbie 

locates a paradox of a "double entanglement" where 

the popular culture recognizes and negates the 

feminist gains. The movie reflects this conflict by 

portraying the perceived empowerment of Andy, who, 

in essence, is required to fit into the mold of capitalist 

and gendered expectations. The culture of confidence 

discussed by Gill introduces one more dimension of 

complexity:  the culture of empowerment is depicted 

as an individual moral responsibility as opposed to 

structural criticism. In this regard, the film is an 

expression of neoliberal discourse of choice, which 

masks inequality under the discourse of self-

optimization and success. Chick Lit and the 

Neoliberal Heroine Suzanne Ferriss and Mallory 

Young have defined chick lit as a genre that 

emphasizes female agency through consumerist and 

romantic plots. Unlike traditional romance, chick lit 

centers the protagonist’s personal growth and career 

aspirations, often using fashion, style, and wit as 

symbols of selfhood. In The Devil Wears Prada, 

Miranda represents a post-romantic ideal: the woman 

who wields professional influence but suffers 

isolation. Andrea’s narrative arc exemplifies the 

genre’s ambivalence about empowerment, 

illustrating both the appeal and cost of upward 

mobility. Radner’s critique of chick lit and 

neoliberalism further positions the genre as complicit 

in market-driven identity formation, a theme echoed 

in Andy’s transformation from an idealistic graduate 
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to a stylish yet compromised assistant. 

Psychoanalytic and Feminist Approach to Authority 

and Desire. The works by Susan Bordo, Unbearable 

Weight, and Judith Butler, Gender Trouble, are 

important sources of theoretical instruments that help 

to examine the bodies, performances, and authority of 

the characters. The cultural construction of 

femininity by Bordo highlights the way the physical 

transformation of Andy does not just depict the 

aesthetic of the female body but rather an ideology of 

submissiveness to a strong gaze. The performativity 

theory presented by Butler shows how the hyper-

controlled attitude of Miranda questions gender 

binary roles, but at the same time confirms them in 

terms of a capitalistic hierarchy. The phallic mother 

trope, the object of psychoanalytic feminist theory, is 

useful to decode Miranda as a character who both 

threatens and stabilizes patriarchal order, feared and 

loved in her strong presence. Fashion as Power and 

Discourse. Last, Crane and Entwistle take fashion to 

the status of discourse, defined as a symbolic and 

material system of regulating social relations. 

Fashion in the Runway is armor and language, with 

which characters establish or efface parts of their 

identity. According to Entwistle, the dressed body is 

never out of context, historically, socially, and 

culturally, and thus the change in wardrobe of Andy 

is a visual metaphor of the changing subjectivity. The 

fashion-power nexus might be further complicated in 

the expected sequel by the considerations of 

sustainability, diversity, and digital influence, which 

create new avenues of criticism [9-14].  

3. Character Analysis  

Miranda Priestly and Andrea Sachs. The Devil Wears 

Prada is all about the heart-to-heart conflict between 

Miranda Priestly and Andrea Sachs. The two 

characters are not only a boss and an assistant; they 

represent two opposite ideologies of power, 

femininity, and selfhood in the modern media culture. 

Their changing relationship presents the movie with 

a confrontation of the old order of hierarchy and the 

new order of female agency. Miranda Priestly: The 

Phallic Mother and Feminine Power. Meryl Streep 

has redefined the archetype of the powerful female in 

the movie with her character of Miranda Priestly. 

Miranda is refined, authoritative, and emotionally 

inscrutable, a lady who speaks low but whose 

influence is immense. In psychoanalytic terms, 

Miranda is a phallic mother: the figure of authority 

who breaks the domesticity and gets to the masculine-

coded sphere of leadership. Her fashionable dress is 

not an indulgence, but a sort of training and a token 

of power.  Feminist critics have argued about 

Miranda as an empowering or cautionary figure. On 

the one hand, she shows the ability of women to 

control high-stakes professional settings. On the 

other hand, her seeming lack of emotional attachment 

and the sacrificing of herself is the price of power. 

Miranda is an example of the paradox of success in 

postfeminist readings, in which she is respected and 

admired because of her excellence, but punished by 

narratives of loneliness, divorce, and professional 

isolation.  Andrea Sachs: Transformation, Resistance, 

and Ambivalence. The character arc of Andrea, a 

wide-eyed, naive newcomer who becomes a slick and 

collaborative insider, is a variation on a classical 

bildungsroman with a neoliberal spin. The makeover 

is representative of the capitalistic assimilation, in 

which the aesthetic change represents professional 

preparedness. However, the path of Andrea is not 

straightforward; it is full of ambiguity, moral crises, 

and eventual abandonment of the principles she has  

embraced at the beginning. The psychic development 

of Andy can be interpreted psychoanalytically as a 

kind of symbolic separation from Miranda, which is 

similar to the maternal one. Her decision to quit 

Runway eventually implies the re-possession of 

subjectivity, although not without ambivalence. Is her 

leaving a triumph of conscience over conformity, or 

is it simply another having it all? Feminist critics can 

interpret the ambivalence of Andy as a real response 

to the structural contradictions where individual 

ethics clash with professional needs. Miranda and 

Andy represent an intergenerational dialogue about 

what it means to be a powerful woman. Their 

blossoming relationship, fraught with conflict, 

admiration, and unspoken solidarity, makes the stark 

opposition of empowerment and oppression more 

complicated. They are foils, not mirrors; they shed 

light upon compromises and prices of success in a 

world where gender still mediates power [15-18].  
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3.1. Sequel Implications and Evolving Feminist 

Discourse  

The introduction of the sequel, The Devil Wears 

Prada, nearly two decades after the establishment of 

the initial film, can be regarded as a significant 

moment in the world of culture. As the sequel 

approaches in 2025, it invites critical inquiry into 

how representations of female power have shifted in 

the post- #MeToo and digital era. In this section, we 

have seen how the re-reading of Miranda and Andrea 

in a renewed feminist culture mediated by 

intersectionality, the evolution of the media, and the  

interjections of critiques of capitalist feminism has 

been discussed. Revisiting Miranda: Authority in an 

Age of Accountability. The leadership style of 

Miranda can be re-evaluated in the framework of 

2020s feminism using more critical and subtle 

perspectives. Whereas she has been read in the past 

as a tyrant or a feminist icon, the sequel might place 

her in the discussions of toxic leaders, workplace 

ethics, and generational differences in feminist 

principles. As the corporate culture puts an increasing 

focus on emotional intelligence, mentorship, and 

inclusivity, the brand of power that Miranda 

embodies can be changed or even displaced by new 

paradigms. Her reaction to shifting workplace norms, 

particularly in the context of diversity, equity, and 

work-life balance, may indicate more general 

conflicts between traditional leadership approaches 

and modern workplace demands. Andrea 

Reimagined: Resignation and Reinvention. The 

character of Andrea is at the crossroads of culture as 

well. She is a millennial figure who has to live in a 

world that is influenced by precarity, digital labor, 

and intersectional awareness. In case she returns to 

the world of media or fashion, she might do it under 

new conditions, possibly as an entrepreneur, activist, 

or creator of digital content. The tensions of 

preserving integrity and gaining influence may be 

signaled by her relation to power, which in the 

present is informed by her past and her present 

critique of femininity. In addition, the sequel is an 

opportunity to study female mentorship outside 

competition. Rather than retreading the older-

woman-versus-younger-woman premise, it could 

show support and positive development. This change 

would coincide with the community-centered, 

emotional work and collective action underpinning 

the fourthwave feminism.  Reconceptualizing 

Fashion, Capitalism, and Empowerment. The fashion 

industry itself has changed dramatically since 2006, 

including the reckoning with sustainability, 

representation, and digital disruption. Since the 

sequel returns to the Runway universe, it can question 

feminism as a commodity in the form of fashion 

branding, influencer culture, and performative 

empowerment. Such criticisms are finding their way 

more and more into feminist discourse, which rejects 

the illusion of progress and superficiality that 

conceals persistent inequalities. Overall, the sequel 

has the potential to mirror the changing discourses of 

what it means to be a woman in leadership, to be a 

woman as a mentor, and to be women in late 

capitalism. It will inevitably touch upon the modern 

questions of identity, ethics, and visibility, regardless 

of whether it confirms or opposes the ideology of its 

predecessor.   

Conclusion  

Reclaiming Power, Rewriting the Narrative Nearly 

two decades after its release, The Devil Wears Prada 

continues to serve as a dynamic cultural text for 

interrogating the representation of women in power, 

ambition, and identity. What began as a stylized tale 

of personal transformation and professional sacrifice 

has gradually evolved into a rich site for feminist 

debate and psychoanalytic inquiry. Both Miranda 

Priestly and Andy Sachs, who are originally set as 

polar opposites in the neoliberal workplace, represent 

two different versions of feminine agency that do not 

allow such simple classification. The cold order of 

Miranda is no longer simply tyranny, but the question 

arises of the hypocrisy of the treatment of powerful 

women. The story of Andy, which initially can be 

viewed as a warning of selling out, is also an 

encounter with the self in the eyes of capitalism and 

patriarchal demands. The upcoming sequel, set 

against the backdrop of post-#MeToo consciousness, 

digital labor, and intersectional feminism, offers a 

unique opportunity to revisit these characters with 

contemporary insights. Whether the sequel reaffirms 

or challenges the gender politics of its predecessor, it 

invites critical re-engagement with the very questions 
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that continue to shape feminist thought today: What 

does empowerment look like? How does a woman in 

power balance vulnerability, ethics, and ambition? 

And who controls the narrative? Ultimately, this 

study affirms The Devil Wears Prada as more than a 

fashionable fantasy. It is a cultural artifact that 

reflects the tensions, aspirations, and contradictions 

of its time, and as the world changes, so too does the 

meaning we ascribe to it. By revisiting this iconic text 

through the lenses of gender theory, popular culture 

studies, and psychoanalysis, we can better understand 

the evolving contours of female power in literature 

and media, both on the page and on the screen.  
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