(o..) We start from: fhe premiise
that tihe entanded aesthetics
created and ampliied by
Carmen Nirends con be
undersiood fo escape the time
that tmariked her essistence,
as welll to escape e contests
that guded lier daily lije, The
use of @ DI (do-t-povrself)
wirassss, i tuis bollast, can
ewen be understvod @s @ tool
Jior the purswnt of @ wopias
et @f simgularity,

riginal Artwork © Rui Alex, for the book “Winepunk Ano Um -
A Guerra das Pipas’ (anthology, ), Editorial Divergéncia, 2019



Sofia Sousa / Hypothesis Historia Periodical 2023, 3, 40—52

Carmen Miranda: the alternative history
of the Brazilian Bombshell

Sofia Sousa *

Article

AAARIEZE  «
HYPOTHESIS
HISTORIA

PERIODICAL

! |Institute of Sociology, University of Porto, Portugal

¢| Author to whom any correspondence should be addressed: sofiaarsousa22@gmail.com

Submitted: 19 January 2023
Revised: 30 May 2023
Accepted: 12 June 2023
Published: 24 October 2023

DOI: https://doi.org/
10.34626/2184-9978/
2023_vol3_n1_768

This is an open-access article
under the CC-BY license
(http://creativecommons.org/

licenses/by/3.0/pt/legalcode)

Abstract. Carmen Miranda is still one of Brazil’s greatest musical and
aesthetic icons. The artist stood out for her non-conformist attitude and
aesthetic towards the prevailing aesthetic at the time of her artistic peak.
In this article, we intend to focus on two key topics, namely the use of
Do-It-Yourself (DIY) in her artistic creations, but we also intend to apply
to her trajectory the counterfactual/alternative history, i.e., we intend to
undertake a “what if...” analysis in relation to a set of historical events that
marked her trajectory, emphasizing, thus, the creation and dissemination
of her platform shoes, while we intend to highlight her contribution to the

international footwear fashion.
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1. Introduction
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This article will have as its analytical focus Carmen — and enables — her alternative history, from her

Miranda, a musical and aesthetic icon of the Global
South, more specifically of the history of fash-
ion and Brazilian music. The choice of Carmen
Miranda as a focus of this paper, was because she
broke with the conventional, traditional, and con-
formist barriers imposed in relation to fashion,
aesthetics, and Brazilian music in the 20th century,
in Brazil and also in other countries, such as the
United States of America (USA). Moreover, its
rupture was manifested in two striking aesthetic
elements, namely the issue of hats and turbans, but
also in footwear.

In fact, to perform this theoretical-imaginative
essay, we had as a starting point the contributions of
Atkinson [1], since the author states — in relation to
steampunk — that fashion, several times, is assumed
as a materialization of a desire for individuality, as
well as it manifests itself in a search process for an
identity. The author also states that these processes
of (re)construction of identities are based on an
individual concern facing the logic of creation. Still
following Atkinson [1], it is possible to mention that
some styles and aesthetics are based on multiple
forms of (re)creation of the past, but also in the de-
sire to escape contemporary times and experiences,
i.e., these aesthetic manifestations can be seen as
utopias. Therefore, in this article, we start from the
premise that the entangled aesthetics created and
amplified by Carmen Miranda can be understood
to escape the time that marked her existence, as well
to escape the contexts that guided her daily life. The
use of a DIY (do-it-yourself) praxis, in this ballast,
can even be understood as a tool for the pursuit of
a utopia: that of singularity.

Briefly, in this article, we intend to work on
two structural axes: DIY and alternative history,
in a back-and-forth logic of constant theoretical-
imaginative interaction; we assume that DIY praxis,

evident in Carmen Miranda’s aesthetics, influences

shoes to her clothes to her jewelry. Thus, we will
use a netnographic analysis [2, 3], complementary
to the alternative history, which is based on the
images made available — in digital format — at the
Carmen Miranda Museum, located in the city of

Rio de Janeiro, Brazil.

2. From anonymity to
stardom: the creative

and aesthetic journey

of Carmen Miranda

Before being Carmen Miranda, the artist was Maria
do Carmo Miranda da Cunha, a young girl born in
1909 in Marco de Canavezes, Portugal [4]. Most
stars come from anonymity; nobody would have
guessed that a daughter of emigrant parents would
become one of the biggest international stars of the
20" century. She was only ten months old when her
parents emigrated to Brazil, meaning her career
peaked 80 years ago. Although distant in time, her
contributions and aesthetic legacy are still close
to us today. Reading the biographies of Garcia [4]
and Castro [5], we soon realized that Carmen was
born to do and be different. Her career and early
steps in the Brazilian music industry were daring,
innovative, and somewhat controversial, aspects
that made her an artist in the total sense of the
term. Carmen sang, danced, acted, and performed
and, as you might (not) expect, was one of the
first women at the time to build an international
artistic career, fostering political relations between
Brazil and the USA.

The Brazilian Bombshell [6] lived between
the local and the translocal [7, 8, 9] while creating
micro-utopias in the different geographical contexts
she passed through. These micro-creations marked
generations, from her exotic costumes to her fa-
mous fruit hats, highly disruptive for the time. Even

today, 80 years after her appearance as an artist, the
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image of the fruit hat is inseparable from Carmen
Miranda, and has been widely analyzed; however,
we considered Carmen Miranda to be more than
just a fruit hat: she was innovative, resistant, and
authentic [1]. From a musical standpoint, her first
success was the recording and release of the song
“Ta-hi” (Pra Vocé Gostar De Mim) [(For You To
Like Me)], together with Joubert de Carvalho.
Little did he know that a simple song would lead
to the emergence of the essential samba singer of
the 1930s in Brazil and hat Carmen Miranda would
become the first artist to sign a contract with a
radio station in the country [10]. This is where her
alternative history begins to be written.

In the wake of Mahoney and Barrenechea [11],
we can gauge that alternative histories start from
a subjective condition, from which the antecedent
event is known but whose effects of that same
event can be changed and rethought [12]. One
of the most common examples is referred to by
Harvey [13] when the questioning is made that if
Al Gore had been elected president of the United
States of America, the invasion of Iraq would not
have happened. In the scope of this article, I start
by questioning that if Carmen Miranda had not re-
sorted to DIY to create her costumes, international
fashion would have followed a different course, es-
pecially regarding the footwear industry. Thinking
about our specific research context, namely Carmen
Miranda and the use of DIY in fashion and in the
creation of her visual aesthetics, we can gauge,
as Mahoney and Barrenechea [11] mentioned in
their work, that an analysis that starts from an
alternative history aims to evaluate the effect of
an event, considering all the scenarios that could
have happened differently, this through the use of

“what if” arguments that aim to re-analyze the story,
in this case, Carmen Miranda’s. In brief, this is an
exercise that focuses on a broad set of spaces and
times and that, through (sociological) imagination

and reflexivity, questions what might or might not
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have existed or happened if specific distances and
times had not lived. It is an exercise that operates
on the frontier of “possible worlds” [11:4-5], located
in conceptual areas that, in turn, reflect our beliefs
about how the world could be or could have been.

Thinking about our object of study, we can also
complement our analysis of the preponderance of
alternative history with Bunlz’s contributions [14].
From this point of view, the author states that coun-
terfactual — or alternative — history is inevitable
in the practice of history and, in this sense, we add
that it assumes the same role as social sciences in
general and sociology in specific because they are
fields of research that have a close relationship
with imagination. They are scientific areas that
are based on causal analyses. At the same time,
Mordhorst [15] articulates in his research that
counterfactual narratives are a refreshing’ develop-
ment of history writing since they offer contingency
and counteract deterministic tendencies, aspects
that also apply to our endeavor here.

In short, taking as our motto the conceptualiza-
tion of a DIY praxis and the pre-eminence of alter-
native history, we intend to approach another side of
the counter-hegemonic aesthetics — traditionally
associated with the punk movement [16, 17, 18] —
adopted by Carmen Miranda, in order to reposition
them as an artistic production, but also cultural
production that, in turn, gave rise to a series of
changes and metamorphoses in Brazilian and

international fashion.

3. The history of Brazilian
fashion rewritten by

Carmen Miranda

As we have mentioned, Carmen broke with all
the aesthetic and fashion standards that existed
in Brazil [19] and, by doing so, contributed to the
construction and dissemination of a vision of the
Brazilian woman, in the sense that she, through

the use of clothes, accessories and even through
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her performance, became a symbol of alternative,
different and unconventional femininity [20]. Here
begins the intro to her alternative history: what
would have been the path taken by the aesthetic di-
mension of Brazilian femininity if Carmen Miranda
had not broken these standards? In our assertion,
we can associate the artist’s success, especially in
the photographic and cinematographic industry
spectrum, towith her disruptive aesthetics. Within
this scope, we can question to what extent Carmen
could have had the success she had if she had adopt-
ed a simplistic aesthetics or if, on the contrary, she
had not re-appropriated the aesthetics of the Bahian
woman [21]. Was it possible that long skirts and
cropped tops were still symbols of contemporary
women’s fashion? These initial questions mark our
reflection on Carmen’s alternative history.
Throughout her artistic career, Carmen appeared
in 14 films', however, the greater her media and ar-
tistic projection, the more contestation she suffered;
this was when Brazilian society was based on pa-
triarchal ideals. Her talent was often overshadowed
by the excessive focus on her exotic appearance
and the costumes she wore to her presentations
and performances [22]. It is also interesting to
think about another aspect: if this polemic had
not been generated around her customs, she would
not have had the projection she had. This is a mar-
keting strategy that still holds today; take as an
example singers like Christina Aguillera, Miley
Cyrus, Anitta, and Lady Gaga, among many others
who opted for disruption through their clothes
and posture at the heart of the music industry.
This process of exotification, of which she was
targeted, contributed gradually to the awareness
of the existence of Latin culture. Without her

extravagant costumes, the same attention would

1 Some of the most iconic are: “Uma Noite no Rio”
[A Night in Rio], from 1941, “Entre a Loira e a Morena”
[Between the Blonde and the Brunette] from 1942, and
“Copacabana” from 1947.
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hardly occur, and, in this case, the image socially
attributed to the Brazilian woman would certainly
not be the same. Furthermore, based on Morais
and Irschlinger’s [23] contributions, we can state
that Carmen’s clothes in her performances were
associated with a form of expression, which is
even more evident when we consider her hats or
accessories and make-up. Her red lips [24] made a
difference, even in a society that still lived in black
and white, wearing red ended up having a symbolic
connotation; a connotation that was intertwined
with the textuality of the color, namely the passion
for the arts, the passion that emerged and that had
Carmen as an object and the red that marked the
difference and her irreverence. Her bright red
lips contrasted with her open, radiant smile and,
in addition, created an image of perfection and
impunity, as only Carmen could wear a feather and

fruit turban and be acclaimed for it (see Figure 1).

Figure 1 Turban of a Baiana used in the film “Copacabana’,
from 19467 ©2023 Museu Carmen Miranda. Used with
permission’, retrieved from Google Arts & Culture.”

2 Source: https://artsandculture.google.com/asset/turbante-
de-baiana-unknown/XgHUiHZjBUOwWnQ
3 The use of the images presented in this article meets the

attribution Creative Commons Attribution-Share Alike
4.0 International — CC BY-SA 4.0 Creative Commons —

available online at Google Arts & Culture.
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Still following Morais and Irschlinger [23], we
can gauge that Carmen invented and sunbathed
the spirit of the time, creating her own. On the
one hand, she was seen as a sex symbol who wore
cropped tops that left her tanned skin visible to
all eyes that focused on her; on the other hand,
she covered her breasts with stone pecs so that, at
social events and even during her performances,
the attention would be on the details that made
up her persona and not exclusively on her physical
attributes. These pecs were called balangandans,
and some were produced by artists in the USA so
Carmen could wear them in her films and perfor-
mances. Although there was an excess of colors,
shapes, and materials, everything was carefully
thought out: the pieces had to fit her height because
she was short. Another curious aspect was that
Carmen didn’t wear authentic jewelry; it was heavy
and Carmen wanted something that was easy to
wear, i.e., she wanted it to be practical to carry
around. Another curious aspect, thinking about
the ramifications of alternative history, is that the
necklaces of Egyptian pharaohs inspired Carmen.
She adopted the same aesthetic but asked for the
stones to be attached with double lines, thus hiding
the bustier’s straps and her breasts (see Figure 2).
Therefore, we see a double logic of action. On the
one hand, she uses the exoticization created around
her body and clothes as artistic propaganda. Still,
on the other hand, she also combats it with these
kinds of strategies. These strategies, despite being
analyzed and referred to today, they went unnoticed
at the time, so the focus was on her performance
and not on the pieces and on the ways they were
being used. Likewise, we can question that if they
had tried to unravel, at the time, these strategies
used by Carmen, the Brazilian and North American
fashion industry may have followed a different
path. These techniques would gradually be used by
several fashion creators, and even on a DIY basis

regarding the general public; eventually, new pieces
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and designs would emerge, leading us to question
what the panorama of contemporary fashion and de-
sign would be like. These inspirations and strategies
are now seen as unique elements that are analyzed

to unravel Carmen’s success.

Figure 2 Red breastplate necklace, with beads and stones of
©2023 Museu Carmen Miranda. Used
with permission’, retrieved from Google Arts & Culture.”

various colors, 1940’ *

If we take a path of social-historical revisitation,
we should mention the importance of the maga-
zine O Cruzeiro [The Cruise], a magazine marked
by innovation. Since its foundation in 1928, the
magazine stood out for presenting covers with
female figures [25] and, in this sense, its contents
privileged feminine beauty and glamour [26], thus
moving away from everything that was commonly
accepted at the time. This magazine is mentioned
here for two reasons. The first one concerns that
Carmen Miranda was the cover image [4] in 1940
and, later, in 1947. If, on the one hand, the covers of
O Cruzeiro [The Cruise], starring Carmen, appealed
to Carmen’s color and vivacity and praised her

4 Source: https://artsandculture.google.com/asset/
colar-peitoral-vermelho-unknown/ugE-qOnCiOVQuw

* See footnote 3.
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aesthetics, other magazines, such as Carioca [27],
nurtured the stereotyping of Carmen, promot-
ing Carmen’s sexual objectification. The second
reason relates to the idea that the media, namely
magazines, were a determining vehicle in the
expansion and dissemination of Carmen’s visual
aesthetic, which caused many fans to start adopting
details of her style.

Carmen’s aesthetics was celebrated in magazines
like O Cruzeiro [The Cruise], something that was
in line with the urbanization and modernization
process that was taking place in Brazilian society,
also due to Getulio Vargas’ interventionist gov-
ernment [28]. Well, Carmen, due to her aesthetics,
could be seen as a symbol of that same development
process; that is, Carmen could be seen as the result
of a modernist political project [29], something that
became even more important when she became
the face of the Politica de Boa Vizinhanca [Good
Neighborhood Policy] [30], during the government
of Eurico Gaspar Dutra, Getulio Vargas’ successor,
in 1946. Thus, we can say that Carmen’s success and
social and aesthetic impact could have been reduced
to the Brazilian scale, leaving aside her success in
the United States of America if she had not been
the target of interest from the political discourse at
the time. Therefore her internationalization would
not have happened, at least not in the same way.

Another aspect that deserves special mention is
the Second World War — which caused a deep reces-
sion in several countries, a slump that materialized
in a lack of raw materials, which made synthetic ma-
terials, such as nylon, valued. This is where we begin
to glimpse Carmen’s DIY ethos, as she also started
using this synthetic material in her designs, giving
rise to another product segment within the fashion
industry. Despite using the material available at the
time, Carmen reinvented herself, creating pieces
with waves, ruffles, and movement (see Figure 3),
something that contrasted with the straight cuts

used at the time by Brazilian women [31].
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Figure 3 Lozenge skirt worn by Carmen at shows at the Urca
Cassino, in the 1940s°  ©2023 Museu Carmen Miranda. Used
with permission’, available online at Google Arts & Culture.”

Carmen’s clothes and aesthetics manifested a socially
defiant stance marked by innovation. Her image
was based on a visual apparatus and her representa-
tion of the Brazilian woman. In her case, DIY was
present in two axes: creation and design. Following
Pontin et al. [32], we can say that DIY, applied to
Carmen’s aesthetics, was a form of empowerment
and a means of promoting a personal, artistic,
and social project. Thus, the use of DIY can be
understood as a means of communication, in the
sense that her looks can be seen as a means of
transmitting a message of female empowerment,
resistance, and identity and social affirmation,
which, in turn, is in line with the political scenario
of growth and modernization in the 1930s and
1940s. If Carmen had not adapted this way, her role
as an aesthetic and fashion symbol in Brazil would
have taken a different form.

Carmen’s DIY manifested itself in her clothing,
as she created unique and singular pieces; in her

music, as well as it was built based on her aesthetic

5 Source: https://artsandculture.google.com/asset/saia-
de-losangos-dos-shows-no-cassino-da-urca-unknown/
BQGWgOGIB3bXnA

*® See footnote 3.
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choices; in her behavior and in her way of present-
ing herself as a performer and, finally, it promoted

and fostered the emergence of a new language,
which was communicated verbally, through music,
but also visually and aesthetically. Guerra [33]

refers that DIY, as an ethos, can be seen as one of
the main contributions and legacies of punk since

its use implied an action of an individual that would

eventually make him belong to something bigger.
Suppose we apply this definition to the 1930s or
1940s in general and the specific case of Carmen

Miranda. In that case, we can see that it might
undergo some changes since what would be at
issue would not be Carmen belonging to some-
thing greater but instead her creating something
more significant than others could belong to.
We could even speak of a do-it-for-others logic.
However, it is undeniable that DIY about the artist
remained intertwined with an alternative practice.
In that sense, DIY was a perfect fit for Pequena

Notdvel [Little Notable].

Carmen’s connection to DIY started very early.
When she was still young and still known as Maria
do Carmo, she worked in fashion studios such as La
Femme Chic [34]; a place that allowed her to hone her
creativity and know-how. This is where her crea-
tivity began to take shape, while she was sweeping
up the scraps lying on the shop floor, Carmen
began to understand how hats were designed and
created. La Femme Chic was a hat house and, during
the time she worked there, Carmen “wore hats “of
her invention” and on weekends “found time to sew
her own dresses” [35: n/p]. Revisiting the question
of alternative history, we can mention that had
Carmen not worked in that shop, it is very unlikely
that she would have created the iconic fruit hat, as
we saw earlier. Carmen was only hired for being

“cheerful, beautiful and communicative” [35: n/p],
which leads us to raise the following question: what
if Carmen had been hired for her creativity? Would
she also have created the fruit hat? Maybe so, but
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she certainly wouldn't have been the one to star in
it, since she would be on an upward path, similar to
that of artists and designers like Elsa Schiaparelli .
If she had followed a creative path, being located in
Brazil, the fruit hat would not have had the success
it did, not least because this success was only due
to all the artistic elements that made up Carmen’s
artistic persona and her performance.

She never gave up hats. In fact, it was hats that
influenced the Miranda Look in Hollywood. Carmen
was seen as an avant-garde woman, and she wore
short coats, long trousers, hats, shoes, and men’s
suits, all imagined and designed by her. Turbans
were also mostly made by Carmen [34], as well as
being a defining part of the Bahian culture that
she brought to the American context [36], which
caused Dior and Chanel collections to be replaced
by Carmen Miranda’s clothes and platforms in New
York’s Fifth Avenue fashion shops.

4. 20 Centimetres above
average: Carmen Miranda
and the iconic platforms
Although she was highly avant-garde when it came
to her clothes and accessories, her main contri-
bution, in terms of fashion creation thought of
by her, was her shoes. The iconic platform shoes.
Castro [5] enunciates that she would have thought
of creating a platform shoe as a fashion accessory
for her performances, possibly after seeing a shoe
adapted for someone with a physical disability
caused by diseases such as polio. Polio, as a severe
viral disease, could leave several sequels in patients,
such as joint problems, crooked feet, or even further
growth of the legs, so it was often the case that
specific shoes had to be designed for patients. The
shoes designed for polio patients had steel straps to
support the supporting bars and offer the patient
a more comfortable gait. In cases where the sequel
was that there was further growth in the legs, shoes

were often designed with a platform so that the
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length of one leg could match that of the other.

According to Velloso et al. [37] 1934, Carmen
ordered a shoemaker in Lapa, the neighborhood
where she lived, to increase the soles of her clogs
on both feet. Here we have two assumptions: the
use of clogs, typically Portuguese footwear, which
was re-appropriated by Carmen, and another belief,
that Carmen was the first to warn that this type of
alterations and modifications were not only func-
tional but also aesthetic. The authors [37] mention
that Carmen’s act, in the 1930s, can be considered
the basis of “vernacular design” since it was spon-
taneous, informal, and used to solve the problem of
Carmen’s tiredness during her performances. The
platforms, in both cases, served to provide stability;
in Carmen’s case, there was an extra component:
aesthetics. We can do a sequential thinking exer-
cise; let’s see: if there hadn’t been a polio outbreak in
Brazil, Carmen wouldn’t have thought of creating
platform shoes and, in that sense, if Carmen hadn’t
invented them, designers like Vivienne Westwood,
for example, wouldn’t have readapted them for
punk, gothic or steampunk fashion. This act of
Carmen triggered a particular notion of aesthetic
freedom; if she hadn't, it is true to say that these
aesthetics and style have never existed in the same
molds since — albeit unconsciously — they start
from a past that tends to be forgotten.

In addition to compensating for her short stature
on stage [37], it would bring another visibility to
her costumes, as well as facilitate her mobility on
stage. This was a profoundly revolutionary creation,
as some of her platforms were up to 20 centimeters
high. Along with the miniskirt, perhaps Carmen
Miranda’s platforms were one of the greatest con-
tributions to the history of modern fashion (see
Figures 4 and 5).

Carmen’s creativity, expressed in the design of
the platforms, shows us that her creations went

beyond a mere act of Carmen dressing differently.

DOI: 10.34626/2184-9978/2023_vol3_nl_768

Figure 4 Silver leather shoes, worn by Carmen in the
film “Copacabana’, in 1946 ¢ ©2023 Museu Carmen
Miranda. Used with permission’, available online at

Google Arts & Culture.”

Figure 5 Gold plush shoe with details, worn by Carmen
in shows in the 1940s, and with a 20.5 centimetres high
platform”  ©2023 Museu Carmen Miranda. Used with

permission, available online at Google Arts & Culture.”

Her artistic character was stylized, even because
of the way she attached the earrings to the tur-
bans so they wouldn't hurt her ears, the pecs that
covered her chest, the use of materials such as
wood and nylon, and the use of costume jewelry
instead of designer jewelry showed an organized
and consciously created organization, stylization,
and aestheticization, that is, we can even say that
Carmen subverted DIY, in the sense that she asked
others, from visual artists to street cobblers, to

6 Source: https://artsandculture.google.com/asset/
sapato-em-pelica-prateada-unknown/ygFebQhjSoLtcw

7 Source: https://artsandculture.google.com/asset/
sapato-em-pelica-dourada-unknown/yAG91Fw1bXTtzw

See footnote 3.
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create and materialize her ideas. Thus, this issue
of stylized and aestheticized subversion, which has
DIY asits starting point, allowed her to reposition
and aesthetically recontextualize herself at the
heart of Brazilian society, allowing her to resist
the stereotyping she was constantly subjected to
due to her Latin body.

In this section, dedicated to questioning the alter-
native history of Carmen, we can point out that
if it were not for its aesthetic and performative
innovation, Carmen would hardly have had the
worldwide success it did. At the same time, we can
also mention that if it weren't for her involvement
with the political discourse of the time, the artist
wouldn't have had the success she had in the United
States, and the Miranda Look would indeed not
have existed. Also, going back to the previous
question about the fruit hats, if she had not used
them during her performances and had only been
their creator, they would not have become an icon
of Latin female culture. So, when Guedes and
Teixeira [34] state that when a specific artifact has
its scope changed from being regional to being
global, it is inevitable that its meaning also varies.
This premise applies to Carmen’s trajectory more
than to any other artist and allows us to equate the
validity of using alternative history. At the same
time, the geographic and social context that accom-
panied Carmen’s artistic career was fundamental. It
is essential to question what would have happened
if Carmen’s parents had not emigrated to Brazil.
In this sense, we can infer that even if it had been
possible for Carmen to become an artist, namely a
singer and actress, she would have had to move to
cities like Lisbon since Marco de Canavezes was
a profoundly rural and limited environment from
a cultural and artistic point of view. In addition,
she would hardly have had the same international
projection that she had, precisely because coun-
tries like the United States of America would not

be possible and would scarcely be accessible to a
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Portuguese artist. In short, we can summarize
her alternative history along two axes: first, if it
hadn’t been for the political context in Brazil at the
time, Carmen would not have had an international
projection, nor would she have become an aesthetic
icon, because the North American stores that sold
clothes inspired by her aesthetics contributed a lot
to this. The second is that if she hadn’t resorted to
innovation, DIY, and the subversion of Brazilian
fashion, Carmen wouldn’t have achieved stardom
in Brazil because it was this break with traditional
views of artists that earned her the interest of the
media as well as the general population and the
phonographic and cinematographic industry.

5. Platforms, fruit, and
turbans: final thoughts

In brief, this article intended to alert the reader
that history is not linear and that there are always
doubts and possibilities for interpreting the events
that took place. However, on the one hand, we got
into the idea that Carmen Miranda was a unique
artist whose aesthetics, innovation, and capacity for
(re)creation are undeniable. At the same time, given
our theoretical excursions into her image, aesthet-
ics, and style, unveiling ramifications around the
DIY concept became possible, demonstrating that
it’s not only associated with an Anglo-Saxon con-
text or even with the punk movement [33]. On the
other hand, this do-it-yourselfer praxis personified
by Carmen in the 1920s and 1930s was, in fact, a
catalyst for other milestones in the fashion industry,
namely in the footwear industry and within the
accessory industry, being that her aesthetics made
possible the creation of the Miranda Look in the
United States of America.

Basically, what we want to demonstrate is that
sometimes, when we embark on a process of soci-
ological research, it is easy to lose track of events,
or even point to the landmark of its emergence.

Therefore, it is also important to mention that
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this research is not an end, as there are still many
hidden points and faces in the history of Brazilian
fashion which had Carmen Miranda as the main
focus, from the impact of her artistic goddaughters,
such as Emilinha Borba, on the music and film
industry, or even her connection and influence
on her sister Aurora Miranda. Moreover, the very
question of Carmen Miranda’s representation in
the Brazilian and international media is a topic
still little explored. The ramifications of a turban,
a platform shoe, and a fruit hat are gigantic, even
bigger than Carmen herself. This is the legacy she

left us, one of creation and innovation.
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