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ABSTRACT

 The purpose of this study is to understand the 1995 film, Clueless, in its social context 

through feminist, ideological and metaphoric lenses. In the zeitgeist of the 1990s, the Generation 

X movement serves as inspiration for the “coming-of-age” movie that Clueless embodies, but 

uniquely through comedic and satirical elements. The director, Amy Heckerling envisions the 

culture of the 1990s through metaphors that exist within the film. Clueless is a representation of 

third-wave feminist discourse through the main character Cher and her best friend’s exercise of 

girl power. The paradox of a feminist text however, exists within the ideologies of womanhood 

and how the teenagers are characterized as stereotypical of Beverly Hills, California. Ultimately, 

these characters and the backdrop of California serve as metaphors in understanding society’s 

role as a determinant for stereotypes and eventually, self-growth.
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“Outside a new day is dawning
Outside Suburbia's sprawling everywhere…

New York to East California
There's a new wave coming I warn you

We're the kids in America.”
-The Muffs, “Kids in America”

 There is not one fixed image of the typical American teenager but in the year 1995, the 

movie Clueless exposed a new breed of teenagers that transformed the way they were seen in 

society. Revolving around the lives of relatively naïve and troubled high school students growing 

up in the 1990s is the premise of the “coming-of-age” movie Clueless. Its introduction of a new 

vernacular, fashion trends, and Hollywood “it” girl was enough to conjure images of what it 

meant to be a teenager in the 1990s. With its succinct plot line and no extreme conflicts, other 

than Cher potentially losing her popularity title, Clueless is successful in relating to anyone that 

experienced the relationships and hardships of being in high school. At surface level, Clueless is 

a glimpse in a day in the life of a popular teenager, but with a critical eye, it is hard to ignore the 

underlying feminist dialogue and metaphors that speak to the generation.

If one was to use the concept of judging a book by its cover, Clueless would be surmised 

to sex, drugs, and fashion in Beverly Hills. The problem with looking solely at the surface is that 

realities of the underlying relationships between the characters and their own complexities are 

ignored. Unlike other films in the teen genre, Clueless is able to capture a unique sense of growth 

and self-development at a time in the characters’ lives when developing an identity is most 

important. Though I was merely a seven-year-old when I first watched Clueless, I remember 

loving every minute of it. And although I understood little to nothing of the jargon, it was cool to 

say “whatever” and “as if!” at school. Throughout middle school, I would re-watch Clueless to 
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prepare myself for the years to come in high school; and though my high school was nothing like 

Bronson Alcott, I still found myself watching the movie whenever I needed relationship advice 

or my spirits lifted. Today, it is no surprise that I still watch Clueless, primarily for comedic relief 

and another excuse to recite the script line by line. Though the film defined the generation it was 

made for in 1995, its portrayal of high school is relatable to any generation that watches it. 

 What interests me about Clueless as a topic of rhetorical criticism is its way of using 

extraordinary characters to tell a story about the entire generation. The audience does not have to 

go to Beverly Hills high school to know what a house party is or what the inside of a mall looks 

like; the only helpful knowledge to have before analyzing this film is a familiarity with 1990s 

culture within its context of creating the trends for that generation.. For instance, its references to 

Luke Perry or Noxzema commercials, though not necessarily important to know, its relevance to 

the context adds humor. The vernacular comprised of original and made-up words from the 

1990s became popular catch phrases and expressions; for example, the term, “whatever,” is still 

used today. Beyond the comedy, jargon and outrageous costuming lies a greater meaning for 

audiences that watch Clueless. The fact that no one’s high school experience is as close to what 

is shown in the movie makes for great entertainment and a way to live vicariously through Cher 

and her friends. There is not one girl who did not want a rotating closet after seeing this film, nor 

a boy who did not want to be the one to take Cher’s virginity. My ultimate goal for this paper is 

to analyze Clueless as a source for cultural phenomenon by delving into the subconscious 

interpretation of the film as a text for feminist and ideological discourse. 

The Zeitgeist of the 1990s: Generation X
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“Generation X” refers to the rebellious generation born between the years 1965 and 1980, 

according to Time Magazine (Stephey, 2008). They were born with a backdrop of serious events 

that made up a bulk of America’s gray period including the Vietnam War, Watergate, civil-rights 

conflicts, gender-equality debates, the sexual revolution, the AIDS pandemic, and an increasing 

number of divorce rates (Hanson, 2002, p. 9). To say that this generation did not suffer from 

repercussions of a dysfunctional America would be an understatement. Though not every 

member of Generation X was fueled with the depravity of a functional home, “the quantity of 

disaffected characters in Gen-X movies strongly suggest that the filmmakers…bear the scars” of 

what they collectively experienced in their youth (Hanson, 2002, p. 11-12). Growing up in a 

society filled with conventional expectations of how to dress, talk and act in public was nothing 

of interest to Gen-Xers. Much the opposite of classic Hollywood teenagers that would never dare 

rebel or defy their parents or authoritative figures was now seen in these Gen-X films. The once 

ostracized juvenile delinquents of the 1940s and 1950s were finally being praised. 

In the 1980s, the youth culture began seeing representations of themselves on screen. The 

“coming-of-age” films like Pretty in Pink, Ferris Beuller’s Day Off and The Breakfast Club 

defined the generation. The teenager was never profiled to the extent of experimenting with sex 

and drugs until comedies like Fast Times at Ridgemont High and Risky Business. In the years 

preceding the 1980s, teenagers were rarely central characters in film. Jonathon Oake states in his 

article, “Reality Bites and Generation X as Spectator,” that prior to the 1980s, it was extremely 

rare to see a Hollywood film in which the hero is an adolescent (2004, p. 85). Teenagers, who 

were once neglected on film, began seeing depictions of themselves and more importantly as the 
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heroes. It was no surprise that soon teenagers became the dominating force in shaping 

Hollywood films and popular culture.

The development of Generation X films going into the 1990s began with the director 

John Hughes who captured the language and culture of American high schools and translated 

them to some of the most well-known movies of the generation. In “The Depiction of Women in 

John Hughes’ Teen Movies,” author Esther Stineman summarizes Hughes’ formula in creating 

stock characters that adolescents are able to “identify with” (1985, p. 3). John Hughes introduced 

the concept of youth in revolt against authorities and adults in his film Ferris Beuller’s Day Off 

(Oake, 2004, p. 85). In each of Hughes’ films, the meaning of youth goes beyond the 

development of hormones. Oake suggests that such a narrative strategy mobilized “the same 

vague conception of generational subjectivity that later, more recognized X-er films also 

employ” (2004, p. 85). Changes in which the generation was portrayed occurred in movies like 

Fast Times at Ridgemont High and Slackers, where Hughes’ focus on the white, middle-class 

youth shifted to a wider spectrum including race, politics, sex and drugs. 

Generation X films were not limited to the teen genre; after all, by the 1990s, Gen-Xers 

were in their late 20s and 30s. A pattern for Gen-X films, though, is that each reflected deviant 

themes of morality and social oppression like in American History X or sexual expressions of 

dancing like in Footloose and Dirty Dancing. Each of these films aims to challenge social norms 

and mores that were never questioned in the years before they were born or were adolescents. In 

“Generation Multiplex: The Image of Youth in Contemporary American Cinema,” author 

Timothy Shary writes, “The diversity of delinquency in films about teenagers is indicative not 

only of the diverse motivations and means of delinquency of teenagers in reality, but also of the 
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many different identities of youth that are represented by these films” (2002, p. 256). With such a 

wide spectrum of film genres within the generation, the most prevailing deals with teenagers. 

The school became the backdrop of countless Gen-X films which focused on a range of 

characters like the nerds, jocks, rebels, and the popular crowd. Each identity is portrayed in both 

positive and negative lights; the popular girls can either be portrayed as the antagonists and most 

hated characters like in Carrie or Sixteen Candles, or as the protagonists that we hate to love like 

in Clueless. With limitless possibilities to how stock characters are portrayed, the satirical 

element of Amy Heckerling’s Clueless fits the mold of a ‘90s Gen-X film.

Defining the 1990s

Though Generation X evolved in the late 1980s and early 1990s, the rise of the MTV 

(short for Music Television) culture became more apparent as the X-er phenomenon died out. 

After the relatively unsuccessful portrayal of adolescents in 1994’s Reality Bites, Oake says, “it 

became more difficult for the film industry to aggressively market its products toward the youth 

demographic it aimed for” (2004, p. 86). The solution to this problem was found in MTV. A 

widespread appreciation of popular culture rose quickly from the network, as teenagers watched 

the latest music videos and took notes on the latest fashion trends. MTV became a solace for 

America’s “delinquent youth,” influencing the music, fashion, and slang of the generation (Oake, 

2004, p. 86). 

Soon after the rise of MTV, teenagers began to economically and socially dominate the 

U.S. through its newfound consumer culture. In Peter Hansen’s “The Cinema of Generation X” 

he explains the obsession with popular culture as “a manifestation of the great theme that runs 

A FEMINIST AND IDEOLOGICAL EXAMINATION OF CLUELESS  7



through the cinema of Generation X,” which is escapism (2002, p. 43). He continues, “knowing 

some of the economic and cultural factors that make these people feel disconnected from society, 

it follows that they might feel a collective desire for escape into a made-up society of their own

—hence the use of pop culture references as coded form of language” (Hanson, 2002, p. 43). 

With this, the generation’s shared language, sense of fashion, taste in music, and condensed 

knowledge of current events, became the perfect mold for Clueless. Amy Heckerling, the director 

and writer of Clueless, took this idea of teenage conspicuous consumption and satirized it. The 

Beverly Hills backdrop was a representation of a highly consumerized America, while the main 

character Cher and her friends represented the number of teenagers that invested (with their 

parents money) on the latest trends. Although metaphors like these serve as a vehicle for 

understanding the world we live in, how often do teenagers make the connection between satire 

and reality? Easily influenced and manipulated by trends, the teenagers that were depicted in 

Clueless became reflections of the teenagers in everyday life.

“Clueless”

 In 1995, director of the iconic 1980s flick Fast Times at Ridgemont High, Amy 

Heckerling (1995), wrote a new comedy that reflected the present generation. Clueless is a 

“coming-of-age” movie that is set in Beverly Hills, California and is modeled by the classic Jane 

Austen book Emma. Clueless’ main character is Cher Horowitz, a beautiful blonde teenager 

going on sixteen-years-old. She narrates the film thoroughly, making the audience aware of her 

every emotion and thought. Cher’s best friend is Dionne and both “know what it’s like for people 

to be jealous of [them].” They make up the popular clique at Bronson Alcott high school, 

A FEMINIST AND IDEOLOGICAL EXAMINATION OF CLUELESS  8



including Dionne’s boyfriend Murray, their “frenemy” (friend, but enemy) Amber, and the most 

eligible bachelor Elton. A new girl at school, Tai, becomes Cher’s “project” and she is 

determined to transform her “cluelessness” to ultimate popularity.

 Other essential characters include Cher’s ex-stepbrother Josh, who is the only character 

well aware of Cher’s naivety. He is in college and is a loser, according to Cher. He dictates what 

the audience is well aware of to Cher: her cluelessness, but she refuses to believe him. Travis, 

their stoner classmate, is also disapproved by Cher when Tai expresses her interest in him. 

Though Cher disapproves high school boys in general, she sets her eyes on a new student 

Christian. He is handsome, has impeccable style and appears more mature than Cher’s other 

male classmates. As clueless as Cher is, she never suspects that Christian is so different because 

he is gay. Once she realizes this, and comes to terms with the fact that she has all along been 

clueless, she transcends from a conceited popular girl to an open-minded woman.

Cher: An icon of her generation

In communication studies, there is a concept called “interpellation” which is believed to 

hail us in a set cultural ideology for specific genders, races, religions, etc. The media is a 

controlling force in this process of interpellating gender roles in society. The book “Rebels & 

Chicks” by Stephen Tropiano examines the extent to which films portray images of the ideal 

male and females in that culture. Tropiano states, “since the silent-film era, the roles of assumed 

by male and female characters have mirrored the traditional gender roles constructed and 

reinforced by patriarchy” (2006, p. 238). The popular crowd depicted in Clueless is no different; 
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their roles in the film are examples of how their peers should look, talk, and act. Essentially, 

Clueless did just that for an entire generation. 

Specific to this generational model is the film’s main character, Cher, played by Alicia 

Silverstone who, according to several reviews, is the “Girl of the Moment” or “an icon of her 

generation” (Brown, 1995; Corliss, 1995). Casting Silverstone, who was already an “MTV staple 

thanks to her three Aerosmith videos,” contributed to the film’s success and the generation’s 

acceptance of the blonde “valley girl” (Fonseca, 2002). As recognizable to the “MTV 

generation,” Silverstone’s role in the film welcomed a new image of the blonde, teenage girls 

who were once treated satirically in the movie Heathers (Corliss, 1995). The film’s director, 

Amy Heckerling, admits that while “other people could play that kind of character…

[Silverstone] embodies it” (Fonesca, 2002). In essence, Silverstone embodied the ideal image of 

an American girl. Girls that watched Clueless in 1995 and idolized Cher were not all necessarily 

blonde and Caucasian either. Was Clueless supporting hegemonic ideals? Or did it so happen that 

the best person to play the role was blonde and Caucasian? Regardless of who was “meant to 

play the role” of Cher, her character hyperbolizes the assumed image of a California girl.

Cher is not typical of a Hollywood heroine; in fact, she is the antithesis of the heroines in 

John Hughes movies that are rebellious. If Clueless was a John Hughes movie, Tai would be the 

heroine, “presented as rebellious…eventually saved from her sorry state by a friend, [Cher], who 

teaches her how to apply make-up” (Stineman, 1985, p. 3). In this sense, the film shows the shift 

in roles for girls. In her review of the book “Generation Multiplex: The Image of Youth in 

Contemporary American Cinema” by Timothy Shary, Carolyn Murphy detects a trend in the 

depiction of “popular girls as bad girls in 1990s films rather than as inherently flawed and 
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insecure, as in the 1980s films” (2003, p. 68). Though Cher is not necessarily a “bad girl,” she is 

“rich, shallow, and self-absorbed” which is quite the recipe for a girl that is not well-liked by her 

classmates (Tropiano, 2006, p. 254). In addition, reviews find the character of Cher as a 

“shallow-brained control freak,” or “a vixen one minute, a whiny twit the next, a self-absorbed 

brat or a vulnerable young woman learning to deal with a longing heart” (Stack, 1995). The 

Washington Post does not find her much different, describing her as an “over privileged, super-

popular, spoiled-bratty, Beverly Hills galleria golden girl” (Brown, 1995). While these 

characteristics warrant the type of girl no one was fond of in high school, ironically, they are the 

very reasons why the audience loves Cher. Through the satirical play on the “valley-girl” image, 

Clueless gives a new name to popular rich girls and makes them likeable.

 While these negative connotations of Cher should make her unlikable to the audience, 

Clueless does the opposite. Joe Brown of The Washington Post provides a concise explanation to 

why this is so: “Silverstone’s post-post-feminist airhead Cher is a joke, but Silverstone makes her 

a touching joke” (1995). Paradoxically, Cher lives nowhere near “the valley” and therefore, she 

is not a true valley girl. Her speech, however, is the embodiment of “Val-gal-speak” and is 

ironically used to mock Cher and her credibility as a serious high school student (Travers, 1995, 

p. 3). In addition, her appearance as a blonde vixen that always gets her way is a trait that every 

high school girl dreams of having, according to Roz Kaveney’s “Teen Dreams” (2006, p. 112). 

The film reviews agree, as they praise Silverstone’s iconic performance as the “totally clued in” 

Cher. She is “rich, way popular, and she loves letting the world benefit from her expertise in all 

of life’s important issues—like dating, fashion and looking good” (Sacramento Observer, 1995). 
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The Beverly Hills setting and the fact that Cher is blonde are reasons to create an ideological 

constructs of what it means to be these things. Though satirical, an ideological agenda exist in 

the depiction of a superficial Cher.

The film critics confine Cher to the material world she lives in, but scholar Mary Larken 

McCord sees Cher as a mechanism of girl power in her essay “‘So Very,’ ‘So Fetch’: 

Constructing Girls on Film in the Era of Girl Power and Girls in Crisis.” McCord states, “As a 

protagonist, Cher represents the ‘limitless potential’ promised by the girl power discourse” seen 

in feminist studies (2008, p. 33). Film critics beg to differ, finding Cher’s “control freak” nature 

to serve no purpose other than comedy. For example, Peter Stack of the San Francisco Chronicle 

sees Clueless as primarily as nothing more than “teen spoof,” and he describes Cher as someone 

“so wrapped up in themselves that they simply don't have a clue about the important things in 

life” (1995). McCord finds positivity in this discourse when she states, “[Cher] is largely shown 

as being in-control of her world; she is a decision-maker, a well-adjusted and confident young 

woman” (2008, p. 33). Despite Cher’s superficiality, the paradox of characterizing her with third-

wave feminist ideals foreshadows her growth at the end of the movie when she realizes her 

cluelessness.

As an adaptation of Jane Austen’s novel Emma, Clueless parallels Cher with Austen’s 

character, Emma. Countless film reviews and scholarly texts focus on the similarities between 

these two characters in contrasting time periods. An in-depth comparison of the two texts is seen 

in Harriet Margolis’ “Clueless: Too Cher for Words.” Both Emma and Clueless are written as 

social satires, “a form of social commentary that sees flaws and hopes to bring about positive 

change by prodding with a gentle humor” (Margolis, 2003, p. 119). Though comparing and 
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contrasting the two plots and heroines are obvious vices in analyzing rhetorical text, my interest 

in Clueless goes beyond this. While it is clear that Cher and Emma share the same social stature, 

personality and goals in life, the history and culture of which Clueless is based and filmed in 

welcomes a further analysis on why Cher’s motives are reflective of the consumer culture of the 

1990s. 

Mallrats

Clueless is set in Beverly Hills, attaching the notion of the “lifestyles of rich and famous” 

popularized by the series Beverly Hills 90210 (Paul, 1998, p. 251). Similar to the consumer 

culture that inspired the film as analyzed by Vinette Pryce for the New York Amsterdam News,  

the Beverly Hills teens in Clueless “seem to inherit the need to shop, the knack for fashion, and a 

code conduct which distinguishes them from any other neighborhood” (1995). In another review 

by Pryce, the notion that the Beverly Hills lifestyle for teenagers, including “cellular phones, 

nose jobs, dimple-cheek implants, laptop computers, BMW/Jaguar/Mercedes Benz and 

wardrobes,” are primary accessories “for the very clued” (New York Beacon, 1995). Between the 

years 1990 and 1995, the average spending of young women in the U.S. on apparel increased by 

six percent (Mitchell, 1997, p. 189). To Heckerling, there is no better place than Beverly Hills to 

use as a metaphor in describing this consumer lifestyle. The lavish culture ascribed to Beverly 

Hills is a metaphor for the ridiculousness of over-spending because you can afford to. 

In the consumer culture that the film was built around, Heckerling satirically depicts Cher 

and her posse through consumerist tendencies, “inviting the teen audience to laugh at themselves 

as they laugh at Cher” (McCord, 2008, p. 39). In “Clueless: Too Cher for Words” the 
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generation’s consumerist culture is embodied by Cher’s lifestyle, “dominated by mall culture, by 

the urge to buy and consume” and that is exactly what they continued to do (Margolis, 2004, p. 

118). Though there is no report on the number of plaid ensembles sold after the release of 

Clueless, the film provides underlying messages about fashion and the importance of sporting the 

latest trends that are suited specifically for men and women.

The rise of teenage consumer society in the 1990s perpetrated a collective conscious in 

buying to differentiate from others in society. Lissa Paul viewed the film’s visual aesthetic as 

though she were watching a fashion show, saying, “The Clueless teenagers flaunt their 

sumptuous conspicuous consumption,” an example of the extent to which consumerism affected 

this culture (1998, p. 250). Paul says that she watched the film “with horrified fascination at the 

lifestyles of the rich and famous, the cell phones, the attention to expensive clothes…the plot 

failed to distract me from what looked like Fashion Television” (1998, p. 252). Upon the ten year 

anniversary of Clueless, The Hollywood Reporter interviewed fashion designer Mona May who 

was responsible for the film’s unforgettable costumes. May admits, “the outfits are not really 

what the kids were wearing…it was a hyper-look” (Abel, 2005). This does not, however, excuse 

the fact that Clueless was influencing the style of its generation. Richard Corliss finds that the 

film “says a lot about the needs of Americans, and not just teens, in the mid-90s” (1995, Time 

Magazine). With countless references to the mall and shopping, Lynda Boose and Richard Burt 

conclude this as “manipulation of cultural capital as a means for asserting status” (1997, p. 8). 

With this, the audience can conclude that the over-consumed characters are what they consume, 

and define themselves on that basis.
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The fashion trends in Clueless were indications of the generation’s rise in consumer 

culture. The mall culture goes hand-in-hand with the wealth a teenager is born into. Cher and her 

friends are filmed at the mall several times, and references to the mall are made throughout the 

film. None of the characters are working, so we assume that they are using their parents’ credit 

cards to buy their Calvin Klein jeans and Alaia dresses. Peter Travers of the Rolling Stone 

emphasizes the fact that “Cher is a daddy’s girl with all the charge-card privileges that 

implies” (1995, p. 62). This idea of living off your parents’ wealth was not such a stretch; in 

1995 about forty-four percent of students between the 16 and 19 years-old were employed and of 

that, only nine percent were working full-time (Mitchell, 1997, p. 51). That nine percent did not 

include a single character depicted in Clueless. None of the characters has a job, nor do they 

admit to charging their parent’s credit card on a daily basis. While there is nothing unlawful or 

completely unethical about consumerism, it is clear that its immense effect on Generation X in 

the 1990s was enough of an issue for it to be satirized in Clueless.

United Colors of Benetton 

In 1986, a series of diverse, yet controversial, images were used in advertisements for the

fashion label United Colors of Benetton. The campaigns featured men and women of all ages, 

ethnicities, religions, and sexualities. The brand’s website ascribes their unmistakable, colorful 

sweaters as “a metaphor for the united skin tones of the youth who exuded integration, energy, 

and joie de vivre” (press.benettongroup.com). In John Leland’s review “Drugs, Sex, Whatever” 

he uses the idea of the “Benetton movement” as exemplary of the multiracial cast of Clueless 
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(1995). While the idea of a clothing brand is directly tied to the aspect of the generation’s 

consumer culture, there is a deeper level of diversity and racial profiling that the film explores.

The role of the minority is important to Clueless because the film is meant to be a 

representation of diverse, American youth culture. Uncommon in typical Generation X films are 

the role of minority teens as the heroes. Although, according to Cynthia Fuch’s review, “there’s a 

student face in the crowd representing most every ethnicity,” they are never the center of 

attention (1995).  According to Murphy, in the 1980s “young African Americans were 

consistently ignored by the primarily white youth films” (2003, p. 68). For instance, Dionne is 

Cher’s best friend, both “named after great singers of the past who now do infomercials,” but the 

film reviews only see her in relation to Cher or fail to mention her at all (Maslin, 1995; 

Sacramento Observer, 1995; Brown, 1995; Margolis, 2004, p. 118). In a review by Pryce, the 

subject of race is discussed, though not in depth. However, Pryce regards Dionne, as a “braided 

beauty,” which subconsciously refers to her as an African American girl (New York Amsterdam 

News, 1995). 

What was so apparent in the 1980s movies of John Hughes, documenting the lives of 

white-middle class youth, is also somewhat seen in Clueless. Although the audience sees 

minority characters, their socio-economic status is never revealed. Pryce states, “the race 

question is never asked,” but it is, however, implied through a dominant white ideology (New 

York Amsterdam News, 1995). McCord’s analysis provides a look at how whiteness is 

normalized on screen by the race of the female leading character and her best friend (2008, p. 

32). Both Clueless and the Spike Lee film, Kids, also filmed in 1995, featured white leading 

ladies with black best friends, “who are more sexually experienced and generally edgier in their 

A FEMINIST AND IDEOLOGICAL EXAMINATION OF CLUELESS  16



clothing, speech, and sexual histories” (McCord, 2008, p. 32). McCord continues to assert, “the 

black girls serve as foils for the white leads” (2008, p. 32). Though Dionne’s character exists 

only as a sidekick to Cher, she also embodies a strong black woman despite her unconventional 

Beverly Hills demeanor. Although her outer appearance is that of a minority, the film 

successfully undermines it by not oppressing her or her African American boyfriend.

The role of the only homosexual character, Christian, is rarely mentioned in film reviews, 

though he plays an important role in guiding Cher to finding her true love. The only references to 

Christian are from name-calling, “a disco-dancing, Streisand-singing, Oscar Wilde-reading friend 

of Dorothy’s,” as said by the character of Murray, and ascribing him as “the fashion conscious 

gay boy” (Pryce, 1995; Fuchs, 1995). The Washington Post does not spoil Christian’s role in the 

film completely, but the writer does hint at the fact that “he brings videos of Some Like it Hot and 

Spartacus over for what [Cher] thinks is a hot date” (Brown, 1995). Though given these scarce 

characteristics, the audience can conclude what it means to be a homosexual man through this 

ideological lens. But the fact that Christian is introduced without importance to his sexuality is 

another example of how third-wave feminism bridges with ideological contradictions. Though 

Clueless is successful in featuring a diverse cast, there is no question that race and gender roles 

are of the dominant, white ideology.

A New Vernacular

What joins the students together, apart from diversity, is their shared vernacular. In 

“Drugs, Sex, Whatever” Leland acknowledges the slang that Heckerling conjures for her cast of 

multiracial teens. Leland describes the slang as “a careless mixture of Valley-speak and hip-hop 

argot. The African-American kids drop Yiddish; the princesses talk Compton” (Newsweek, 

A FEMINIST AND IDEOLOGICAL EXAMINATION OF CLUELESS  17



1995). Speech is one way that Heckerling successfully integrates the teenagers because the 

characters are all familiar with the slang. Chris Riemenschneider focuses his attention on the 

lingo of Clueless in his review for the Los Angeles Times. In an interview with the director, 

Heckerling, she admitted that “much of the language comes from the mouths of Southern 

California teens, typically because they have more confidence and desire to talk in the hippest 

fashion” (Riemenschneider, 1995). 

The film stays true to finding importance in popular culture through its generation-

specific jargon. Though according to Heckerling, “some of the dialogue was artificial,” she has a 

firm belief that once the language is spoken on film, the generation will react to it, “language has 

gotten pretty universal with the media…kids speak what they see on TV or in 

movies” (Riemenschneider, 1995). This trait was specifically common to Generation X, as 

Riemenschneider examines, “after Fast Times at Ridgemont High, kids in Middle America could 

be heard saying ‘dude’ or ‘totally awesome’” (New York Amsterdam News, 1995). Vinette Pryce 

also recognizes that “Clueless is bound to change the language of the city, at least for the 

summer” (New York Amsterdam News, 1995). Language is used as a reflection of a specific 

time, and in this case, it was the 1990s. A film review by Jonathan Romney from London, 

England was literally clueless to the film’s jargon. He believes that “a couple years from now, the 

idiom will have faded completely…Clueless will be completely baffling to future 

generations” (New Statesman & Society, 1995, p. 35). However, Glenn Abel of The Hollywood 

Reporter says, “the ‘slanguage’ Heckerling invented…survives a decade later” (2005). Whether 

or not the slang exists today, it is relevant in analyzing how the characters communicate to one 

another despite differences in race and social class.
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Thesis

 Though analyzing Clueless at face value condenses it to shopping, boyfriends, and 

makeovers, there are other issues regarding whiteness, femininity and masculinity, and socio-

economic statuses that the film addresses. As a comedy, Clueless is intended to provide a 

satirical play on its stock characters and revel in a script filled with one-liners. Cynthia Fuchs 

observed the film as “obviously, self-consciously, lightweight” with “no class or money angst…

no racial conflicts…no sexual crises” (1995). However, these are several issues that are pertinent 

to the development of the film as a feminist critique. In taking a closer look at Clueless through a 

third-wave feminist perspective, I will examine the extent to how the generation of the 1990s 

modeled characteristics of its “It Girl,” Alicia Silverstone, its vague recognition of minority 

characters, and finally, its assumptions about gender roles in society through use of metaphor.

Methods

 Clueless paradoxically bridges the ideological domination of a patriarchal society with 

feminist empowerment through its central female characters. The girls are expected to dress and 

act a certain way, yet they also exude “girl power.” Cher’s transcendence from a product of 

gender norms to an accepting and open-minded teenager serves as a metaphor for the third-wave 

feminist agenda.  This wave of feminism is a myriad of approaches that evolved in the 1990s. 

These perspectives range from power feminists that are against second-wave feminist constructs 

of women as victims, to intersectionality and standpoint theories (Foss, 2004, p. 153). Patricia 

Hill Collins is a third-wave leader, writing about her experiences as a subordinated and 
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oppressed African American woman and working-class person. Despite her own perspective as 

an African American, she includes all variables of oppression, like gender, race, class, sexual 

preference and age, to her theories. Intersectionality theory holds that these variables are 

experienced in various degrees of intensity, which qualitatively alters the experience of being a 

woman (Ritzer, 2007, p. 205). For the women in Clueless, the setting interpellates them to a 

Beverly Hills stereotype seen in the way they dress and talk. In this sense, the characters are a 

reflection of how women subordinate themselves in a dominant patriarchal society. But despite 

their submission, they also stand for “girl power” and it is in this contradiction that third-wave 

differs from the previous waves of feminism.

In addition to a feminist approach, I will also analyze Clueless through an ideological 

lens. An ideology is defined as “a system of beliefs that reflects a group’s fundamental social, 

economic, political or cultural interests” (Foss, 2004, p. 239). The intersectionality theory in 

feminist studies is in line with ideological criticism, as it recognizes the link between ideology 

and power that allows the dominant society to control others. Clueless makes ideologies in the 

1990s apparent through Cher’s dismissal of outcasts or anyone that is outside her realm of the 

popular crowd. Director Amy Heckerling (1995) uses Clueless as a rhetoric device, embodying 

the ideologies of the generation and aiming to change them through Cher’s transcendence at the 

end of the movie. In this way, ideologies that become hegemonic are challenged through third-

wave feminist rhetoric.

The interplay between methods of third-wave feminism and ideological criticism invite 

ways for Heckerling to use metaphors. These metaphors are a way to construct reality, shedding 

light on our notions of “truth” through different points of view (Foss, 2004, p. 301). Maria 
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Kanengieter-Wildeson’s essay on The Portland Building, “Architectural Metaphor as 

Subversion,” uses metaphor to explain how its role in architecture shapes a culture’s image 

(Foss, 2004, p. 325). Similarly, I will use Clueless as a metaphor for the representation of 

teenagers in the 1990s. The images we see in Clueless and the vernacular we hear represents the 

ways in which Heckerling sees the world. She does this through satire, which is defined by 

Cambridge as “a way of criticizing people or ideas in a humorous 

way” (dictionary.cambridge.org). Though Heckerling does not go to extreme lengths in 

“criticizing” the people or the city she portrays in Clueless, the metaphors used serve as to 

construct the characters’ realities in addition to inviting the audience to a world that is far from 

normal.

Coding

I watched Clueless with the implication of the film being a satire about typical Beverly 

Hills high school students with no motivation in life other than to shop and talk sex. I did not 

realize that my assumptions based on my research and first-look observations were positing such 

negative outlooks on the film. As I watched Clueless, I sought to find discriminatory evidence 

against the minority characters like Dionne, Murray, Christian, and even the Persian mafia that 

appears for a brief second in the film. However, the characters that experienced the most 

discrimination were the outcasts and “losers”: Tai, Josh, and Travis. Clueless is not a film that 

aims to make diversity present, but rather a film that challenges social hierarchies based on who 

is popular or not. The ways in which Heckerling goes about this through Cher as a metaphor for 

all girls that think highly of themselves based on what they are wearing, who their friends are, 
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and what car they are driving. My analysis will use selected songs from the soundtrack as 

metaphors that guide the film’s plot and underlying meanings.

“Kids in America”

Clueless begins with a montage of Cher and her friends gallivanting in her Jeep, the mall, 

a night club, and a pool party as The Muffs “Kids in America” plays in the background. The song 

was originally sung by Kim Wilde, a new-age singer of the 1980s, and was written by her father 

Marty Wilde, a British pop start from the early 1960s (rockband.com). Ironically, both Kim and 

her father are from the UK so the song is reflective of how American teenagers were perceived in 

the time it was written. The “kids in America” in the song were most likely referring to 

Generation X. The Los Angeles punk-pop band The Muffs covered the song specifically for 

Clueless in 1994. The song functions in the same way but also reflecting the generation’s rock 

music trend. There is also a satirical element in the song which assumes that teenagers in Beverly 

Hills are depictive of all teenagers from the 1990s. 

Cher’s voice begins the first person narrative, which guides the plot, stating that although 

the beginning sequence looks like a Noxema commercial, her life is “way normal.” In Cher’s 

mind, “normal” means picking out clothes with a computer that is programmed to tell her 

whether or not her outfit is a mis-match or perfect fit. Already, the importance of mass 

consumption of fashion and technology is prevalent. The idea of looking good in the latest 

fashion trends is important to becoming a person as popular as Cher; and to be popular, a certain 

image is needed. Such images imply what it means to be a woman. For Cher, this means showing 

off her best assets by wearing the shortest skirts. Of the number of costume changes throughout 
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the movie, Cher wears pants only three times, yet in all instances she is at the comfort of her own 

home. Her choice to not wear pants in public reflects the ideal image of a woman that was 

protested against by liberal feminists of the second-wave (Ritzer, 2007, p. 195). In this sense, 

Cher is the embodiment of the ideal woman in a patriarchal society. 

“Supermodel”

In order to fulfill expectations of what Cher thinks it means to be a woman, she presents 

herself in such a way that separates her from girls that refuse to wear make-up or dresses. 

Because Cher is popular, it also makes sense for the in-crowd to embody this image as well. 

When Tai, the new girl, starts her first day at Bronson Alcott, she is introduced to the P.E. class 

wearing baggy pants and an oversized plaid shirt. Compared to the girls dressed in the most 

fashionable workout clothes, Tai sticks out like a sore thumb. Amber, Cher’s “frenemy”, even 

states that Tai “could be a farmer in those clothes,” disregarding the fact that Tai is a woman and 

farmers are generally men. In order to feminize Tai so that she is worthy of being popular, Cher 

and Dionne give her a makeover to transform her look completely. Even Cher’s teacher, Miss 

Geist, gets a mini-makeover from her and Dionne; they remove her glasses, fix her hair, and tie 

her cardigan around her waist to emphasize her tiny waist. Through these scenes, it is evident 

that the girls’ definition of being a woman means dressing in this fashion. 

The reason why Cher cares so much about outward appearances can be explained through 

the feminist critique of psychoanalysis. When Cher was still a baby, her mother died from a 

“fluke accident during a routine liposuction.” The only image of Cher’s mother is a giant portrait 

of a beautiful, blonde woman that Cher also talks to. Psychoanalytic feminism focuses on early 
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childhood development, assuming that children experience their “most crucial development in a 

close, uninterrupted, intimate relationship with a woman, their mother or mother 

substitute” (Ritzer, 2007, p. 196). The only type of relationship Cher has is with her mother’s 

portrait. The only knowledge Cher has of her mother consisted of her routine liposuctions, which 

became normalized to Cher. Perhaps in a place like Beverly Hills, plastic surgery for women is 

more common, but because Cher never had a present mother figure in her childhood 

development, she associates whatever she knows about her as normal. 

In her narration, she explains the “fluke accident in a routine liposuction” with a tone of 

voice that is far from sympathetic. She comes off naïve, believing that death by liposuction is 

completely normal, thinking almost nothing of it. Cher’s mother is never mentioned again until 

Cher’s ex-stepbrother Josh theorizes Cher’s motives for giving Tai a makeover saying, “you 

never had a mother so you’re acting out on that poor girl as if she was your Barbie doll.” She 

refutes him by mocking whatever he picked up in freshman psychology so it is evident that 

Cher’s emotional separation with her mother explains the social conditions in which Cher 

associates herself. The importance of displaying beauty, whether natural or surgically induced, is 

accepted by Cher and used as a coping mechanism to remember her mother’s legacy.

A song called “Supermodel” by Jill Sobule plays in the background as Tai is getting her 

makeover. The lyrics include, “everyone is gonna dress like me” and “look just like me.” The 

song functions as a metaphor for Cher and the image of a supermodel which she prescribes 

herself to be. She wears an expensive Azzedine Alaia dress to a house party in the Valley and 

gets her silk shoes ruined with beer. The “Val party” scene is nowhere near the resemblance of a 

fashion show but in order to maintain this “supermodel” image, Cher must dress to the nines. 
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When she gets robbed at gunpoint, the first thing on her mind is not her own safety, but rather the 

safety of her Alaia. When the robber asks her what an Alaia is, Cher only knows as much of it as 

“like a totally important designer.” Whether or not Cher knows about the brand, the only 

important thing is its name and that she can afford to wear it. The consumer culture that the 

characters live in is exemplified by the brand names and luxury items they associate with. In 

another scene, she makes it a point to tell Amber that her “designer imposter perfume” reeks, 

emphasizing that imitating something as heraldic as designer names is derogatory to living in 

Beverly Hills. In addition is Cher’s perception of the Valley as a place so foreign to her. At the 

party, Cher gets a phone call from her father asking where she is:

Mel (Cher’s father): Where are you? 
Cher: I'm just having a snack at my girlfriend's. 
Mel: Where, in Kuwait? 
Cher: Is that in the Valley?

By associating the Valley with the Middle East emphasizes Cher’s lack of consideration for 

anywhere other than the realm of the mall and Beverly Hills.

Apart from the unique fashion, Clueless is also a driving factor for consuming new 

technology. Both Cher and Dionne have cell phones and they use it even in the vicinity of their 

school halls and in countless instances, we see the teenagers of their high school on their cell 

phones in the classroom. Having a cell phone was clearly essential in being part of the trendy 

consumer society of Beverly Hills. The only characters that do not have cell phones or pagers are 

the outcasts of the school. In this sense, to have a cell phone is to exude popularity or wealth and 

can both even go hand in hand. Within this metaphor, the topic being explained (tenor) is 

consumerism and the vehicle for which it is understood is through the culture of Beverly Hills. 
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A city that is so easily stereotyped is done so through references of the cell phone, the 

mall and even the type of cars the characters drive. The white Jeep Wrangler that Cher “practices 

on” is a quintessential car for sunny Los Angeles weather. Using Jean Baudrillard’s theory of 

consumption as language, Cher’s status is signified through her “loqued out” car. Beverly Hills 

residents will understand that a car is its own form of language; the main reason for buying a 

Bentley is the assumption that others will understand the meaning of that sign. The same idea 

works for the designer clothes that Cher prides herself in wearing. The quality of the object does 

not matter as much as the meaning it communicates to the society she lives in. This explains why 

the Jeep is decked out with the best, most up-to-date features. This theory also explains the 

reason for Cher having a rotating closet in addition to a computerized wardrobe planner. All 

entail the life of the “supermodel” that Cher embodies. 

“Rollin’ With the Homies”

 Aside from the punk-pop movement of the 1990s was another culture that also dominated 

the language, fashion, and music of Generation X. The hip-hop movement in Clueless is most 

prevalent in Dionne and her boyfriend Murray’s interactions. The film introduces Murray with 

his back facing the camera; his cargo pants are worn well below the hip, fully exposing his 

boxers while Salt-n-Peppa’s “Shoop” plays in the background. It is no surprise that Murray is, 

like Dionne, African American, since it was more common to have characters of the same race 

date one another. When Dionne finds a braided strand of polyester hair in the backseat of 

Murray’s car, both Dionne and the audience conclude that the strand belongs to another African 

American girl especially after Dionne suspects the girl is “Shawanna.” These characters are 
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stereotyped by their typical black names and language, but their roles are meant to do the 

opposite. As they exist within a paradox of living in Beverly Hills, not Compton, and associate 

with almost all Caucasian friends that also use the same hip-hop-inspired vernacular.

Though satirical, the bridge between street talk and college-level vocabulary also 

functions as a bridge between a predominately white, patriarchal society with a minority hip-hop 

culture. Murray calls Dionne, “Woman,” and even if she hates it, due to the fact that they are 

both black the name-calling is justified. Using the term “woman” as a metaphor for Dionne is 

only acceptable for amongst black characters, though the vernacular of the movie is a reflection 

of hip-hop culture. The language is unique because it mixes slang with advanced vocabulary, as 

though it is an oxymoron. Murray justifies calling Dionne “Woman” when he says, 

Street slang is an increasingly valid form of expression. Most of the feminine 
pronouns do have mocking, but not necessarily misogynistic undertones.

Whether or not Murray really knows what he is talking about, Tai says he “talks like a grown-

up.” Tai, on the other hand, has a more pronounced accent that separates her culturally from the 

other characters. In this sense, there is an ideological implication that Tai is from out of town but 

specifically a less affluent neighborhood than Beverly Hills. While the ethnic minority characters 

are assimilated to Beverly Hills, the film uses intersectionality to make social inequality apparent 

in class rather than race.

It is easy to argue that minority characters in Clueless are subordinated by the fact that 

none of them are major characters, but they are not portrayed as outsiders nor are they “token” 

black friends. There is nothing that differentiates Dionne and Murray from their friends other 

than the color of their skin. Their standpoint as African Americans translates to the entire 

generation and is accepted. For instance, the song, “Rollin’ with My Homies” by Coolio, 
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becomes the theme for the Val party, and Tai even associates the song with Elton after they dance 

to it. These white teenagers are able to embrace hip-hop culture, normally associated with solely 

African Americans. In addition, the essential men’s look that consists of baggy pants, exposed 

boxers, and backwards caps are worn more by white teenagers in the movie, not Murray or his 

other African American friend, Lawrence. By creating this new culture within the generation, it 

opens acceptance to the African American standpoint and diminishes oppression.

“Change”

As Tai’s character develops, she loses her old sense of self and becomes Cher’s protégé, 

replacing her cargo pants for miniskirts and bare middrifts. Tai is the Pygmalion of the 1990s, 

attempting to change her accent and increase her vocabulary. When she is introduced, the 

audience does not know where is from but Cher automatically assumes she is from out of town 

when she asks Tai, “how do you like California?” Tai’s outer appearance is the opposite of Cher 

who is portrayed as the quintessential California girl. In Cher’s handbook on being popular, self-

presentation overrules individuality. Her idea of self-expression is through designer clothes 

though it barely exists once Amber wear is seen in the same dress Cher wore in a previous scene. 

These girls are carbon copies of one another so the sense of expressing themselves through 

fashion is lost. 

The feminist critique holds that “women and men should have equal opportunities for 

self-expression” (Foss, 2004, p. 151). Tai’s makeover diminishes any sort of self-expression that 

she once had through her Marvin the Martain sketches or “farmer” ensemble. The first five 

minutes we see of Tai pre-makeover is the only time the audience sees who she really is. In 

addition, Cher convinces her that “no respectable girl” dates the “loadies” that Tai was originally 
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attracted to. However, her “farmer” wardrobe and instant attraction to Travis, the main loadie, 

makes it obvious to the audience but not to Cher that Tai is a natural loadie; her first line even 

insists that she “can use an herbal refreshment.” Cher has a genuine concern for Tai’s reputation 

now that she’s taken her under her wing as she asks Tai, “you don’t want to start off on the 

wrong foot, do you?” In ostracizing this group, Cher is contributing to an anti-feminist agenda by  

transforming girls like Tai to generic versions of herself. Tai is obviously out of her element 

during the photo-op with Cher’s friends as she awkwardly sits on the sideline. 

Cher is so caught up in the social hierarchy of the school that her concern for Tai’s 

popularity is ends up serving her interest more than Tai’s. The boy that Cher tries to set Tai up 

with, Elton, ends up breaking her heart. Because Tai was still in the process of assimilating to the 

norms of the popular clique, she, unlike Cher, did not have the full package that Elton was 

interested in. When Cher admits to Elton that she was trying to set him up with Tai, his dumb-

founded reaction is enough for Cher to call him a “snob and a half.” Though Elton is 

automatically dubbed as shallow and judgmental for not liking Tai, Cher is also guilty of this 

when she characterizes the loadies and her ex-stepbrother Josh as losers. When popularity begins 

to overwhelm Tai, she subordinates her original love interest, Travis by ordering him to sit with 

the other loadies during lunch. At this moment, Cher begins to realize that she “created a 

monster.” Cher’s transcendence begins and she becomes accepting of those not in the popular 

crowd, and even realizes that she is in love with Josh. 

Using Goffman’s dramaturgy, Cher’s presentation of self is seen in different lights. Her 

personal front is the expectation of her being the most popular and fashionable girl in school. She 

does not completely fulfill these roles, however, but it carries a feminist implication. Of her 
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friends, Cher is the only virgin and she detests high school boys. However, when the new boy 

Christian arrives at Bronson Alcott, Cher swoons because he dresses differently. Through her 

narration, the audience is aware of Cher’s “outside” presentation, which Goffman defines as 

“outside the realm of performance.” In a scene with a group of high school boys walking in 

slow-motion, Cher narrates her disapproval of such a look that girls are expected to swoon over 

saying, “I don’t think so!” As Cher walks through campus, she has no inhibitions to push a boy 

off her shoulders. In this sense, she is much like Dionne who is not afraid to confront her 

boyfriend in any given moment. This exercise of girl power is eminent of the third-wave feminist 

movement. Both these girls, though superficial on the outside, are strong and courageous on the 

inside. 

Cher is able to exercise her feminist power toward high school boys but she cannot seem 

to do the same when she meets Christian. The lengths that she goes to impress him are 

contradictory to her girl power persona. At school, Cher sends herself flowers and chocolates 

because she thinks it is what “any normal girl would do” to get attention. She is convinced that 

she will lose her virginity to Christian and her front stage presentation overrules her values. 

When Christian comes over, for what Cher thinks is a date night, she goes all out and prepares 

her house with a lighting concept, even throwing a roll of cookie dough in the oven to give off an 

aroma. Channeling a submissive Stepford wife, Cher conceptualizes the meaning of womanhood.

The paradox of Cher is brought to attention when she realizes that she loves Josh and that  

she cannot subject herself to the attention-getting antics she did with Christian. In her narration 

she says, “Ordinarily I’d strut around him in my cutest little outfits and send myself flowers and 

candy—but I couldn’t do that stuff with Josh.” Cher knows that he is smart and refers to him as a 
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“do-gooder type,” so she decides to give herself a makeover to become a better person. The 

things that she used to consider as charitable, like donating her Italian designer clothes to her 

maid or setting up her single teachers, were counteracted by Josh’s influence on Cher to become 

captain of her school’s “Pismo beach disaster relief.” With this new makeover, Cher also 

becomes accepting of Travis and realizes that he and Tai are perfect for each other. 

 The lyrics in the song “Change” by The Lightning Seeds include, “the world is full of 

fools who never get it right.” Essentially, this is the definition of being clueless. Throughout the 

film, the audience sees that although Cher’s cluelessness overpowered her sense of acceptance 

for others unlike her, it also paradoxically resulted in her transcendence. The song continues with 

the line, “when tearful eyes are open wide they’re still too blind to see a change in style for a 

little while.” Though Cher was blinded by her cluelessness, the ultimate factor in her change was 

directed by the ideological and social awareness Josh was vying for since the beginning of the 

film. Cher was able to detach her biases as an upper classman to accept change into her life. As a 

metaphor, the makeovers represent feminist and ideological change in the culture Cher lives in. 

The makeovers that Cher performs on others, like Tai and Miss Geist, exist to fulfill an 

ideological perspective of femininity and social class. Comparatively, when Cher “makes over 

her soul,” she acts as a device for change in societal norms. As Dionne expressed, “Cher’s main 

thrill in life is a makeover, [giving] her control in a world full of chaos,” there is no reason to 

doubt that Cher finally gets it right in the end and is no longer clueless.

Conclusion
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 Clueless was released fifteen years ago, which seems long enough to be forgotten but it is 

far from this. The film has become an icon for popular culture, among the MTV generation and 

those, like me, that continue to watch the film every year since its release. While the wardrobe is 

dated, the material is still relevant to anyone that experienced what it is like to experience social 

hierarchies in high school or even college. In addition to this, Clueless created trends not only in 

fashion and slang, but for eliminating the need to stereotype and categorize people based on 

ideologies. The film exists because the director sensed something going on in society that needed 

to be addressed. As a satire, the film began with an explicit look at several cliques in high school 

yet at the very end, the characters from every realm of society be-friend each other. We see a 

popular couple, Dionne and Murray, the once outsiders, Travis and Tai, and Cher and Josh, who 

seemed to be the opposite of one another, join together at a table during Miss Geist and Mr. 

Hall’s wedding. From that point on, everyone could sleep easily knowing that the dilemma’s of 

fitting in or being popular was not as important as they once were.

 The limitations of this study should inspire further research to explore the realms of the 

narratives in Clueless. While my study was limited to the specific understanding of the dynamics 

of Cher’s personality and upbringing in a feminist and ideological discourse, her first person 

narrative can invite the researcher to delve into the manipulative nature of Cher that almost goes 

unnoticed because of narrative and her role as the protagonist. A narrative study can also go in 

the direction of examining the director Amy Heckerling and her subjectivity in relation to the 

film. On the subject of diversity, my study was specifically focused on the African American 

characters. There also exists the small roles of two Asian American girls that can further be 
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studied in relation to the “model minority” ideology. In addition, the role of Christian as the only 

homosexual character is suggested study for queer and masculinity criticisms.

 There exists numerous options for studying Clueless as a rhetorical artifact and while my 

study ends here, it can be taken to the next level, delving further into Cher’s relationships with 

Josh, her litigator father, teachers and friends that mold her paradoxically feminist and popular-

girl persona. There is also the topic of sex, in which both Cher and Dionne exercise their right to 

not conform. While film critics hail Clueless as “light” and “airy,” it is hard to deny that such 

implications, within ideologies and feminism, about society that occur on a daily basis go unseen 

by the naked eye.
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