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ABSTRACT

In this study we examined the important work of graphic artist Alceu Penna (1915-1980) through the
analysis of articles, illustrations and texts ceddby him for the fashion section of the magafin€ruzeiro
between 1939-1947, as well as his probable colilmor in the development of costumes for Carmen
Miranda. We note how he demonstrated concern fer"tneation" of a Brazilian style in fashion by
presenting the latest international fashion nevitgnoin a critical manner, and sketching costunmesttie
Carnaval, creating, thus, a "Brazilian visuality'sked on the ideas proposed by the New State. \\stdeon
yet how his experience in looking at Brazil frone tnited States and his reviews of the images cdziB

proposed by Hollywood are relevant in this process.
Keywords: Alceu Penna, fashion, identity and style.

RESUMO

Neste estudo, observamos a importancia do tralomlfastista grafico Alceu Penna (1915-1980), atralas
analise de reportagens, ilustracdes e textos parigldos para a secao de moda da re@stauzeirq entre
1934-1947, e de sua provavel colaboracéo nos figsitie Carmen Miranda. Notamos como, ao apresentar
de forma muitas vezes critica as Ultimas novidddemoda internacional e esbocar - a partir da&oviae
fantasias para o carnaval - uma "visualidade Ieigsil demonstra preocupagéo com a "criacao" destiio
brasileiro na moda, calcado nos ideais identitgfopostos pelo Estado Novo. Consideramos, airuaag ¢
sua experiéncia em olhar o Brasil a partir dosdestédJnidos e das imagens de "brasilidade" proppstas

Hollywood séo relevantes nesse processo.
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1. Alceu Penna and the images of Brazil

I know — through information and research — of ttmportance of J. Carlos in his
time, with his dandies and his flappers; | got tww Péricles’ work, through his
Amigo da Oncabut | am certain that, neither one or the othastacted through

their drawings upon the Brazilian way of being @tefmined ways of behaving,
feeling, choosing, clothing.

In sum: creating a Brazilian fashion.

(ziraldo, 1985)

Born in Curvelo (MG), Alceu de Paula Penna (1918@)9moved to Rio when he was 17 years old
to study Architecture in the School of Arts, whem d$tarted going to newspapers and magazines wath th
objective of disseminating and selling his drawingbortly after, he debuted as an illustrator fiffecent
publishers, amongst which were the children’s seatif O Jornal(1891-1968) an®d Globo Juveni(1937-
1954). In the 1930s, he began to create coverdllagtiations for the magazin@ Cruzeiro(1928-1975).

Throughout his career, Penna worked in many diffeageas of fashion, costumes and design: i) he
created illustrations for the covers of magazir@sQruzeiro, A Cigarra e Tricé Crochécomics, books,
covers of children’s music albums (the sef#squinhqg directed by Braguinha), packages and marketing
(Cigarros Souza Cruz, Melhoral, Biotbnico Fontousamongst others); ii) he designed stage settings and
costumes for concerts, Casinos, theaters, cinemdstedevision; iii) he designed costumes for Samba
schools; stamps for the textile industry and fastuollections (Rhodia e Ducal). Considering alstii?enna
can be seen as a versatile graphic artist.

Amongst his works, the one that would be best knanth attract the most attention was the section
Garotas[Girls], upright section printed in colors and thaetween the years of 1938-1964, occupied a
prominent space in the weekly editions of the maga@ Cruzeirq “presenting every week a diversity of
audacious youngsters, followed by well-humoredsgeXPENNA, 2007, p. 24)

Announced as “(...) the expression of modern life) nquiet and devilish” (NETTO, 1998, p. 25),
theseGarotaswere drawn with traces that were somewhere in &atmthe sensual and the ludic, always
dresses in the latest fashion and enjoying thethgrties, the movies, hence, the best that Ritadeiro’s
social life could offer. During 26 years, they ibitad the pages @& Cruzeiroand also the imaginary of the
young ladies and gentlemen, since they inspiredntaée’s juvenile fantasy and worked as a model of

fashion and beauty for the ladies.



Considering its longevity and the increasing nuntfesicademic studies, memories and exhibitions
dealing with the subjettthe section can be considered one of the mosti@ojm the magazine, culminating
in the creation of a radio version in 1943, broatid®y Tupi Radio of Rio de Janeiro every Friday &0
p.m.

Many studies agree on the importance of the magai€ruzeirofor the diffusion of “images of
Brazil”, especially during the period that it readhits selling peak, between the years of 1940-1950
(MARTIS, 2007); and (DES HONS, 1985). There ar® absearches (such as those of Gabriela Penna and
Carla Bassanezi, cited on note 2) that analyzéntbertance of the sectidBarotasas a way of diffusion of
female fashion and behavior (often seen as beysrtdrie). In this article we observe how this cotuand
other collaborations of Alceu Penna to the magazisach as the fashion section and internatiotiales —
reflected and reproduced, through text and reptasens of the trends and other visual aspectsibiire,
some of the important ideals that formed the palitand cultural actions of the New Stdistado Novpin
Portuguese], in a nutshell: the “formulations abedtat we are” (LUSTOSA, 1985, p. 22) and the
subsequent collaboration to the configuration ofisuality, thus, “a set of discourses and practices
constituting distinctive forms of visual experiericehistorically specific circumstance$'that represented
the national identity.

We also note that his trip to the United Statesvbeh 1939-1941 (that happens during Brazil's
participation in the New York World's Fair and tlmcreasing success of his friend Carmen Miranda),
distanced him from Brazil and placed him in direcntact with the country that was being seen by
Brazilians as a “model of development”, both ecoiwafly and culturally and which had in such period
already developed a fashion industry. This prob#dyhim, as it did with modernist artists of tHg20s, to
ask himself “how make his international experiemoenpatible with the tasks that developing societies
presented” (CANCLINI, 2006, p. 78). This closer tamt with international fashion drives the illustrato
observe the peculiarities of our “imagined commyiniANDERSON, 1983, pp. 16-23) and, together with
the linkage between these elements and intern&fiasizion, to construct, through his collaboratignith O
Cruzeirg definitions in text and images of the first lingfsa visuality that would permeate and characteriz
what, from the 1960s on, was called the Brazil@shfori, observing to which extent this national identity

projected onto fashion was connected with “inventaditions” by the New State.



We observe still that the conception of a statbeihg Brazilian presented in the illustrator's work
was elaborated based on the questioning of theilBraamages propagated though movies and North

American fashions, at the same time that it wasfeduch representations.

2. The New State and the project of a new Brazil

Amongst the changes that occurred in the 1930sanynaspects of the national life, those that were
related to the cultural field were the most notideaand, perhaps, the ones that made changes thdd w
never be equaled, for they endeavored to establisttional identity that had so far been undefined.

The transformations initiated with the decline b& tOld Republic, marked by the rise of Getulio
Vargas to the power in the movement that was latewn as the 1930 Revolution, were not, according t
Antonio Candido,

an absolute start, neither a first and mechaniaabke, for in history there are not
such things. But it was an axis and a catalyzeraxas around which the Brazilian
culture circled, catalyzing disperse elements t@anize them in a new
configuration. In this sense, it was a historicallrhark, one of those that makes us
clearly feel that there was a ‘before’ differerdithan ‘after’. (1984, pp. 26-37)

Getulio Vargas’' political project implicated, fundantally, in the centralization of power, which,
during the period of the Old Republic was fragmdnte the power of the most important provinces: S&o
Paulo, Minas Gerais and Rio de Janeiro. In ordaild@o, it was necessary that the Brazilian idietif
themselves with the nation as a whole.

The proposals for a Brazilian culture, that emergedhe previous decade with the Modernist
Movement, would find their consolidation under Giet8 regime. In their first phase, the Modernist
Movement had greater ambitions in the aesthetioattpof view, seeking, at the same time, to create
rupture with the European model that was so farveotional, and endeavoring to find some sort of
originality in Brazilian culture. According to Amio Candido, the movement had in its first phase th
objective of a

local breakthrough; the assimilation of an Europeamguard. Let us also emphasize
the acute nationalism of this renewal generatibat teave aside the ornamental
patriotism of Bilac, Coelho Neto or Rui Barbosa,ld@e in its utmost the exotic
found in the country for its curiosities freed framademic injunctions. A certain
number of writers were focused on showing how wediiferent from Europe and

how, because of this, we should see and expreggstdiversely. (2000, p. 121)

The second phase of this movement, initiated irfL880s, reflects a process of politicization aradtst



to worry more directly with social problems, prodhg historical and sociological
essays, the denounce romance, the militant and atopaletics. It is no longer a matter
of ‘adjusting’ the country’s social situation tar@re modern reality; it is a matter of
reforming or starting a revolution in this realitgf modifying deeply beyond (or
beneath) the bourgeois proposition: writers andllettuals of the left wing showed
the figure of the proletariat (the Jubiaba, forragée) and the peasant (Vidas Secas)
roused against the structures that keep them tata ef sub-humanity, on the other
hand, the catholic conservativeness, the tradiiemaof Gilberto Freyre, the
integralism theses, are manners of reaction agaiosternization itself. (LAFETA,
1974, pp.18-19).

It is the passage from an aesthetical project ®tbat can be considered ideological, as well as th
beginning of the modern phase of the concepts laireuin Brazil.

The political changes initiated on the 1930s, Wl revolution lead by Getulio Vargas and, lattiee,
rise of the New State in 1937, transformed in aiceddway the Brazilian nationalism. The political
centralization will have as its corollary the catiration of symbolic power in such way that that&twill
take as its responsibility the challenge of buifdinnational identity. Besides, according to Sitv&oulart:

the nationalist movement presupposed the identibicaf all society members with a
common destiny, originated in the past, as welt @entified a historical collective as
a nation, a set of moral values that formed a degaole, whose objectives were
reached through the State: the responsible for Inoodar, the tutor of civic virtue and
the immanent conscience of the collective wholetiddalism was justified, thus,
based on the ‘conscience of delay’, what justifisb the defense of the principal role
of the State. It represented the possibility of ZBravercoming the distance from
nations developed by modernization. (1990, p. 16)

The Brazilian state acted on two different sphagseans of performing such symbolic power. One
of them was the Educational field, with the creatid the Ministry of Education on November™#930, as
one of the first acts of the Provisory Governmevtipse jurisdiction acted also on the Public Hedlte
other, in the area of Culture, was the promotiostafiies and researches that had Brazil and Baagilas
central themes. The presence of the public poveer @curred directly in the cultural productiorgdeng to
the creation of the Department of Press and Adsaartent in 1939 (DIP, in Portuguese), that wouldaaan
organ of regulation of cultural activities and dfetcensorship of literal works, theatrical pieces]io
programs and song lyrics. The State, accordingte$ Shurmann:

as a way of establishing the class domination systhe State would eventually
create coercion ways capable of inhibiting that th@minated classes, roused
because of the exploration that was imposed to tlgaimed conscience of their
situation and of the political possibilities of argzing themselves as a way of
subverting the established order. It was througise¢hmeans of coercion that the
State, through the power of its sovereignty, wonippose respect to its authority
regarding these established norms. Amongst thesesritaere was the repression,

through military and police order, as well as th@spasion of ideological order,
being that in the first social formations of cigdition there would be a relevant role
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of culture in general and art and music in particult was in this way that, instituted
sometimes as essential and sometimes as complewethta cultural domination
would be put in practice. (SCHURMANNO989, p.34)

This revival of a national past that the governmeht1930 would do, as a way of seeking its
legitimacy, occurred through many different cultureechanisms, amongst which was the reeditingvafsa
literature about Brazil, since its first chronideand the incentive to the production of new &sidibout the
country. In this way, the relation between Statd Hre intellectuals, artificers of this construatiavas of
paramount importance. This period was describe@dnjos Ghilherme Mota as a

rediscovering of Brazil”, which, in the period 0833 to 1937, “could be registered
in the succession of historiographical productithed appeared after the Revolution
of 1930. If the Revolution did not go far enoughtashreakthrough the forms of
social organization, it at least managed to st& lines of interpretation of the
Brazilian reality — that were already scratchedtly intellectuality that emerged

from the Week of Modern Art of 1922 and the foumnoiatof the Communist party.
(2977, pp. 27-28)

Getulio Vargas’ government also gave great emphasitie legitimation of popular culture being
spread by the radio, the press, the movies anthéater.

Seeking to create an image of Brazil that couldastt make Brazilians recognize themselves agjbein
Brazilians through a link of elements of a commaittuwre, the government of Getdlio Vargas transforms
elements of popular culture into elements of naticalture.

Noteworthy, Samba and Carnaval were clearly theamtural productions most used in this strategy.

The institutionalization of Samba begins as a [@ged form of national culture representation with
the first organized parade of the Samba schodl932 (AUGRAS, 2008). In the following years, Carabv
is increasingly transformed into an element thaaldishes a national identity. An outcome of thisthe
imposition by DIP to the schools partaking the @#fi Carnaval parade of plots and themes linked to
Brazilian culture.

The radio would be the great responsible for theseoration of Samba as the music representative of
a “Brazility”, and, amongst the great number oficagtations that existed in that period, it is naigthy the
fundamental role of the National Radio of Rio daeleo and their casting, formed by the biggest rsaanfe
Brazilian music of the period.

Other means were also incorporated in the taskooldaidating an image of Brazil, including

magazines, even though they had a greater reagtedium and higher classes, where the greater part o
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readers were. Amongst them, Maria Celeste Miratpaiut the magazin® Cruzeirq “created by Assis
Chauteaubriand in 1928, as part of the campaigrigtiaGetulio Vargas to the power” (MIRA, 2001,23).

Magazines were the means through which music stars publicized. Amongst them, the one that
best incorporates the image of Brazil formed thhmud that period was Carmen Miranda.

Carmen, with her stylishhaiana clothes and turbans, a clear reference to thécgpformed the
image that was connect to the sound of Samba asyatovcreate a representation that is still today
immediately associated to a Brazilian national iign

Carnaval and Samba became the representation i@azéi&n soul and, thus, of its national identity.
For this reason, it would be in the design of Caah&ostumes that Alceu Penna would most effegtivel

create an image of Brazil in the fashion universe.

3. Sketching a “Brazilian” style

During the decades of 1930-1940, in Brazil the eratf a national fashion was not yet set, despite
the fact that the textile and cloth industries attitom the 1960s on would function as developérghig
field® — had already by the 1920s reached the techrgeal bf European and American industries, “in the
sense of being able to produce competitive clothatwpresupposes the production of equivalent and
competitive goods” (NEIRA, 2008), were managed hysibessmen that were more worried about
guaranteeing with the government the creation ofegutionist measures (such as the creation of ssto
barriers, for example) than seeking to elaborate fashion of national expression (MARINHO, 2002).
Moreover, the elite that both consumed fashionfanded opinion still considered that being elegaas to
dress up in the Parisian high fashion way, and gstothe medium classes of the population the lines
dictated by Paris would compete with the trendpagated by the actresses of American movies.

For this reason, the majority of fashion sectioosveyed through national magazines in the 1940s
attained to presenting and describing (most of tilme without any additional comments) the news in
international fashion. Alceu Penna would, howegerpeyond this and would gradually open some romm f
the discussion and proposition of a Brazilian sty&her through the fashion pages or by proposing

costumes for Carnaval.



3.1 Carnaval costumes, fashion and Brazility.

On February 141943 the first Carnaval costumes elaborated bythphic artist were conveyed in
the magazing® Cruzeiro In two colored pages there were harlequins, cbloes, beings of nature and
historical outfits, as well as a costume composed btriped shirt, turban, necklaces and bracdbeiskcloth
and a skirt with the stamp ofandeiro[pan], musical notes and an acoustic guitar, $eaimed to make
reference to théaianaand themalandro at the same time — two social stereotypes thahey were still
marginalized — but when fused in a hybrid imageenssftened in a curious anticipation of proceshkas t
would occur a little later in relation to th@iana— that gains popularity amongst elegant women fRim
at least in the form of a costume for Carnaval twedsuccess of the outfit of Carmen Mirand&8anana da
Terra[Black and White, Sonofilmes / Metro Goldwyn MayBirection: Jodo de Barro] and especially after
her success in the United States (GARCIA, 2005% waell as thenalandrg whose outfit would from the
1940s on “gain a positive meaning, without insimgata certain kind of marginality allowed by sogiet
(ROCHA, 2006).

In the following years some stylizdxhianas,whosebalangandagtrinkets, such as talismans, keys,
fruit etc.) were substituted by necklaces and Bessef colored stones and with the backcloth tiethe
waist, would once again appear in the costumestatteby the illustrator and conveyed through the
magazine, and it is also with his stylizedianathat Alceu would be awarded with first place ie tBall
category of costumes for the Carnaval that was ptedh by the Association of Brazilian Artists and
sponsored by the Commission of Tourism of the GitRio de Janeir.

Until the year of 1939, amongst the Carnaval costugiaborated by Alceu Penna for the magazine
O Cruzeirothere was a majority of those inspired in Histanydifferent professions, in the typical outfits o
foreign countries and in the characters of the VWanecarnival, and, apart from the already mentibne
baiang two other types made reference to Brazil, gaecho“as they want him to be in the Hollywood
studios” (February 221936, p. 35), and th€aramuru(February 1% 1939, p. 33). After his period in the

United States, there is an increase in the prdposif costumes with names, colors, motives anch$othat

" Baianais usually someone born in Bahia, one of the Biazistates. In this case it is a reference toditioaal way
of dressing, usually connected to Brazilian-Africaaligions. Malandro is a Brazilian word for a traditional social
character largely associated with Rio de Janeirord& such as “rascal”, “crook” and “scoundrel” ablile seen as

possible translations, but none bear the same mgasithe original word (T. N.).



allude to characteristic elements of our “imagitedmunity”, especially those of popular culture lexgd
by the cultural politics of the New State.

One might suggest that the distance from his hamletand the observation of the great success of
Carmen Miranda abroad have sharpened the atteotvards Brazil and inspired new creations. Thugnev
though the stylizethaianaswere to continue to be the most frequent costumengst the national themes,
from 1942 (until the end of his collaborations e tmagazine in 1964), costumes with names suchiag®
of Bahia, Plantain Banana, Copacabdvialadrinha and Malandragem Tico-Tico, andMulata start to be
conveyed in the section.

Some of the motives, explored by the illustratohis creations for Carnaval in an original way for
the period, would later become symbols of Brazilityd would be used many times by contemporary
Brazilian fashion with the effort of delimiting ational style for fashion, such as tin@landrq the sidewalk
of Copacabana (which sinuous lines composed the akihe costume conveyed on January 3942, p.
55Y, the chintz (fabric with the silk of big and cdigrflowers represented in the illustration of tkiellata
[January 8 1948, p. 95], which subtitles indicated that thess should be produced in the specified fpric
and the paradigmatic stylizédiana— especially through the image of Carmen Mirahda.

The baianas,despite being a theme thoroughly worked by Alcearfa before 1939, gain a new
connotation from this year on, being frequently duge the section as a symbol of Brazility. The tfirs
representation of the costume with such meaningroed on February™1939 (curiously 6 days before the
premiere of the moviBanana da Terrgin the section calle® mundo em foctthe World in focus), where,
in front of a world map background, there couldsken costumes of Chinese, Portuguese, Cuban, Indian
Tyrolean, Midinette (denomination that at that timas a reference to the saleswomen of French fashio
stores) and onkeaianawith her belly exposed (such as was the style aoated by Carmen Miranda), white
smock and a colorful turban ornamented with coldifile balls in a clear reference to Brazil.

A similar usage happens in one of his first collations with the magazin@ Cruzeirodone during
Alceu Penna’s permanence in the United StatessabtonCarnaval nos Grandes Bail¢€arnaval at Great
Balls] (February 181941, p. 40) had in its second page four diffecestumes with the names of countries
and continents, respectively named Africa (londpttigress in zebra patterns), Europe (red dress tivith
stamp of golden crowns), America (a dress that gdspmade reference to the United States, sine&ast

composed by a black bodice and a skirt in the sotfrthe American flag) and Brazil, which graphic
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representation was a stylizbdianawith a white smock with large ruffled in the shdeits (such as was the
style proposed by the costume designer AdrianemtbvielLetty Lynton[black and white, Metro-Goldwin-
Mayer, Dir. Clarence Brown, 1932]), white long skisewing cloth tied on her waist, turban with aitfr
basket, necklaces and bracelets. What can beeadfesthat in 1939 thieaianacostume was already seen by
Alceu Penna aene (amongst others) of the possible representatiorss Brfazility. Nevertheless, since that
in 1941 thebaianarepresented in the section was named Brazil stigdtdeast in the author’s perspective,

the status of a major sign of Brazility.

Figure 1: Carnaval in Great Balls. O Cruzeiro, February 15th 1941, pp. 40-41. {Acervo
do Jornal Estado de Minas - The authors would kindly like to thank Anibal Penna for the
cession of the Image copyrights).

Despite the fact that some of these costumes wesp@red in themes that came from popular and
black culture, at least in the costumes that weeated to the disclosure of the magazine sucheamfes
were quite diminished through the act of stylizati@he costume of th#&lalandrinha [Little Roguish
Woman)] (conveyed on MarcH"61946, p. 56), for example, was composed of a wiigss with the bust
adorned with red stripes and shoes in the samerpathat was neither evocative of the marginality

aggressiveness so often associated withmthlandros and “dressed” a young lady with a delicate faoe a
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sweet expression. The same occurs with the sodddiigandragem(January 17 1947, p. 70), composed by
a straw hat, white trousers and a striped shigreén and white colors with a knot in the waist.

During the 1940s and also throughout the entireazanf Alceu Penna in the magaziDeCruzeiro,
thus, between 1934-1964, thaianacostumes would be the most common suggestionsdiagaCarnaval
costumes with national inspiration, appearing alith some assiduity in the secti@arotasconveyed in
that time of the year and generally in a speciaitfum in the center of the page. Such as in tloticse for
the Carnaval, suchaianaswere always very stylized and presented in cossumith lines and silhouettes in
consonance with the fashion in vogue (characterao present in the costumes of thalandro,that
featured also in the secti@uarotag.

The pattern in between fashion and costumes pexdéntthe Carnaval section would be present
during the entire publishing period of the magazinaring the 1930s, there is an abundance of caum
with long dresses with a bias cut, lines on theukteys or on the back, large shoulders, such adheastyle
of Hollywood, or women with stylish top-hats and-taats, most likely a reference to Marlene Digtrias
in The Blue AngelDer blaue Angelblack and white, Universum Film, Dir. Josef Vorei®erg, 1930) and
to the clothes she used in everyday life. In thgireéng of the decade of 1940, Alceu Penna seelken
North American fashion some of the main referenbashe presented in the section, such as thedkints
and bustiers, bringing from the European fashishtjue dresses in the peasant style.

Nonetheless, in the same way that his creatiotisairsection often showed a strong connection with
international fashion, they other times presentethyncostumes with short skirts (over the kneesjt th
seemed to be completely disconnected from the atdridternational fashion. That seems to reinf@wen
more the idea that the illustrator used his freeddroreation departed from the compromise of comgy
international fashions as a way of sketching, #tillthe first years of his career, the first traits his
profession as a fashion stylist (a profession lileatvould be fully dedicated to in the 1960s) ankly wot, in
the delimiting — even if in an unconscious way -adrazilian style.

3.2 Brazil in vogue?

The first collaborations of Alceu Penna to the fashpages ofO Cruzeirowere conveyed in the

middle 1930s. However, until 1941 his contributiémghe section were sporadic, for only from thel e

that year on would he sign the section weekly ur@g84.
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His preoccupation of making the national evidembtigh fashion is already clear in one of the
first collaborations of Alceu Penna for the fashmages of the magaziri@ Cruzeiro(for which he would
become responsible from 1941 till 1964), narkedao em CatalingSummer in Catalina]. Conveyed on 16
November 1940, it brought illustrations presentiaghing suits and summer clothes used in that @alédn
island. In the text, the illustrator makes it clé@at such drawings were done as a way to appbasgay he
missed the brunette women from Rio. Thus, the firsgpiration” he found for his fashion section warot
the models seen in the American summer, but thgingrhe felt for the beaches and brunettes from Rio

It is noteworthy that, because of the Second Wérlth between 1939 and 1945, Paris was isolated
from the major fashion consuming markets. The Whiates, that since the decade of 1920 were gginin
more international terrain because of the succéstheir cinematographic costumes, consolidate their
position as a fashion center, especially regartfieady” clothing (BAUDOT, 2000%. Therefore, in the first
years when Alceu Penna was responsible for thédiasiection, the news regarding clothing and acress
presented weekly in the section were majorly Anaariand reproduced models made for the main “fashion
houses” of the United States, suclBasgdorf, Altman & Co, Saks, Bloomingdalesnongst others.

We dedicate special attention in the period comeitlén this article to the text that went together
with the images, written by the illustrator himseffuite frequently Alceu Penna used it to reflgobmui the
specificities of the national fashion visuality aaldo as ways to legitimate himself as an ageutifafsion
of the international fashion in Brazil, making ctarg allusion to his period in the United StatdsatfTis the
case of “Rain or Sun, coldness or heat”, conveyedamuary 181941, p. 56:

Rain and Sun — Coldness and Heat, varieties ofuhemer of Rio in particular and
in Brazil in general. After a 40 degrees Celsiusemwthe rain comes we have a kind
of winter only twenty-four hours later, with theatefor less summery toiletBack
from the United States(our emphasis), composed these pages with ideasubdbr
climatic variations.

Such legitimation as a privileged agent of thedpasition of international fashion to Brazil allows
him to gain more terrain to present a certain fashwith national characteristics. Even though ie th
beginning such preoccupation was only regardingatie, little by little the usage of the nationalvra
material and fabric would also be presented, sschraApril 28" 1942, p. 57, when he highlights in an
article called “Cotton” that: “For us Braziliansetifiashion regarding cotton is of particular interesice we

are producers of the good since the plant untifdbeic itself. Let us see how there are beautifabels for

every hour of the day”.
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Such condition allows him to produce a fashionisaainore argumentative and sometimes even critical
towards international fashion, in special towartlese representations of Brazility propagated by the
American fashion of that period, as can be obseinatie section conveyed on Majf' 3942, pp. 41-42,
carefully namedsouth American Way

South American fashions are having success in Nombrica. In the present pages
(...) we can see some recent styles that debutecwn York (...) Above, two hats
with Gauchoand Mexican inspiration.

A beautiful bolero that the famous Altman fashi@uge in New York baptized with
the name ‘Pampeiro’, draws inspiration from theucholands and the cordilleras
from Rio Grande do Sul.

The beautiful butterflies from Rio de Janeiro tadbrn the forests of Tijuca are now
tied to the hair of North American blond girls altoemments even more appreciated
than flowers.

(...) two beautiful models created by Altman (...) Tirst is called ‘Copacabana’,
in velvet, black lacework and black organza. Besideit draws something from
Copacabana it might be just the black and whitheiidewalks.

The other model is also called, yet we don’t knolaywSamba’. It is a taffeta with
white and red stripes (...)

To the right — two hats with South American inspa@. It iS not necessary to
mention that the turban came from Carmen Mirandhbthe other hat, with its brims
inside out, most have come from the Panama Canal zo

Here we have a little bundle, ‘hurl balls’ and adiof gypsy kerchief. The little
bundle come from theaianas the hurl balls from th@ampas Now the kerchief
that is called ‘carioca’ must have come from Rio.ave you pretty girls from the
marvelous city seen something like this besidemduCarnaval?

The text begins in a positive tone emphasizingstieeess of “South American fashions” in the land of
Uncle Sam, narrating with enthusiasm the taste medcan girls when tying to their hair “the beauwitif
butterflies from Rio de Janeiro that adorn the $tsef Tijuca” and follows in similar manner infomg the
readers that clothes inspired in the traditionaiithg of thegauchosand in Carmen Miranda could be found
in the showcase of one of the major American depant stores of that period.

However, his enthusiasm is soon substituted byirtirdc critique that questions the reason why the
taffeta with red and white stripes called “Sambad ¢he choice of the name “Carioca” for a gypsyckesf,

a piece that, according to the illustrator, was ysed during Carnaval.

The image of Brazility proposed by the fashion pr¢ed in this article is in consonance with thasens
on Hollywood movies that “highlighted the naturaluberance of the landscape and of the local cylture
mainly those related to popular culture or to fotkl’ (GARCIA, 2005. p. 145). And at the same tirhey
transformed “Latin America in an undistinguishablgt of its cultural manifestations, picturing eyleody
in Mexican sombreros, doirglestaand dancing something similar to rumba” (GARCIA03, p. 145) and;

(MOURA, 1984, p. 11).
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This homogenization of visuality, habits and cudtof Latin America proposed by the United Statds d
not please Alceu Penna and had previously beeized by him in a text called “What about Samba?”,
published in the magazine on Novemb&r1®40, p. 23, shortly after the premiere in NewRof the movie
Down Way to Argentinécolors, 20th Century Fox, Dir. Irving Cumming®4D), first Hollywood movie
featuring Carmen Miranda:

(...) Ican say | am disappointed. | do not undeténe reason why while using a
great Brazilian star Fox would create a plot thegpgens in Argentina. Is it to also
please our neighbors from the Plate? | believe mefacing a legitimate “coupe
d’état” as it is said in the delicious language Gfianabara. It will not please
anybody, neither the Brazilian, for this and mantheo reasons, nor the
Argentineans, who naturally would prefer to seaathentic tango singer instead of
Carmen Miranda. Moreover, our Samba, which everybodBrazil thought was
quite known in North America, now is sadly mistakeith Cuban music. See what
the advertisement that was printed in almost eveagazine and newspapers here
and we reproduced here says: The irresistible ricih&umbas and Congas! (...)
Now we can only wait for another movie of Carmen)( this time filmed in Rio de
Janeiro. Let us wait, for this one was not valid.

The critic reviews show that, despite having syipdor the North American culture — what can be
seen when during his stay in the United StatesélcionGarotastakes place in that country and presents,
always through a positive angle, some culturalesaaf North Americans — Alceu Penna saw with some
reserve the generalizations elaborated by the Awaesi concerning Latin America, especially those
regarding the Brazilian culture.

His opinion concerning the first appearance of Garriliranda in Hollywood is in consonance with the
spirit that was spreading throughout the countrytha beginning of the 1940s, when Brazil lives the
consolidation of the proposals made by Getllio ahé consequent “triumph of nationalism”
(LAUERHASS, 1986). In that period, the reactionsfooeign influences created a series of nationalist
sambas that formulated “chronicles of a poor byipgaBrazil, united, active, the tropical paraditie
Brazilian God, often having chauvinist and almastophobic tones” (MATOS, 1982, p. 47).

An example of such nationalism @uero um samb@l want a Samba] (1943) of Wilson Batista and

Waldemar Gomes, recorded by Aracy de Almeida (Quero samba/Gosto mais do Salgueiro, 1943,

Odeon), that translates the clear option of theastfor what is a “Brazilian” as opposed to wisattareign:

N&o danco tango, | don’t dance tango,

Nem swing e nem rumba Neither swing nor rumba
Gosto do choro I like choro

Do batuque e da macumba Batugue and Macumba
Sou brasileira | am Brazilian
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Tenho a pele cor de sapoti | have brown skin color
Gosto do samba porque faz | like Samba becausre i
Meu corpo sacudir My body shake

This idealized Brazil of the period, partly becaudethe official project, but also because of the
ideological construction of works such @asa Grande & Senzalaf Gilberto Freyre (1933), whose
interpretation of Brazil created the idea of a iahcdlemocracy”, was then represented by imagesen ev
though they were far away of a real Brazil — thed¢dme part of an image that did not fade away b,

an image where the three aspects Samba, Carnaaldattawere still an inescapable reference to Brazil.

4. Costumes of “Brazility”: Alceu Penna and CarmenMiranda

Despite the critiques regarding the fact that #térgy of the movie was in Argentina, the abserfce o
Samba in the first movie starred by Carmen Mirasad the stereotyped vision of Brazil conveyed bytiNo
American fashion expressed $outh American Waylceu Penna was also seduced by the North America
way.

It is possible to say that he had great admiratigrthe American culture. His trip to the United
States, for instance, was a private initiative dpfair with his own money, and not as an invitatihO
Cruzeira The illustrator had the objective of working letNorth American press and, according to the oral
account of his sister Thereza Penna (Rio de Jan#rwary of 2007), it is most likely that he psbéd
some of his works in the magazikesquire The difficulty of elaborating humorous texts infaeign
language would be a great obstacle to the comyimfiisuch work, but the barriers found in workinghathe
American press would be compensated by the opgbtrtoh creating costumes for concerts and movie
participations of the singer in the United States.

Carmen Miranda and Alceu Penna met around theofeEd35 in the Urca Casino, but only came to
be closer in 1939, when he was covering the sipgesentations in the New York Fair. According to
Gongalo Junior, it is in this period that the ithasor starts to create some costumes for the iSianga the
Moon Band, being the responsible for the elabanadiothe “Cuban” inspired costume, composed by doxe
paints, shoes and striped shirts, used by the tharidg some of their presentations abroad (JUNIZIRA).

It is not possible to determine precisely how mang which of the costumes used by the singer in

her movies were created by Alceu Penna. His calitmm occurred on a more informal manner and é th
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movies of the singer there are no credits for thestrator. We point out that the theme, despitendpe
highlighted by Ruy Castro and Gongalo Janior, hatsyet been subject to a more detailed investigtio
The illustrator himself has left little records aeding this collaboration, one of which was pul#idhn text

in the presentation of the series Americanized &axh conveyed on February™7960, p. 48:

Every audience has its sins. The one from Scaldilam hissed many master-pieces
of modern Opera. (...) The wordt sin of our audiewes perhaps the bad reception
given to Carmen Miranda in her first visit to Rities her triumph in New York.
They thought she was way too much Americanizethénmanners, her rhythm, her
clothes. For some of those clothes | am to be hedgonsible... | would like to
make myself responsible for such flaw, if thererelvas been one. Stylization is
stylization, Carmen was not a folklore singer, slas a stylized one.”

The comparison between croquis created by Alcemnd@amd costumes used by the singer in her
movies, in addition to the crossed references twrimation conveyed in the cited biographies and the
investigation of articles on Carmen Miranda in thagazineO Cruzeirq allow us to indicate the existence
of at least two costumes that were probably crelayetie illustrator for her: the one that has besed in the
scene of the Casino in Madrid\Week-end in Havang@olor, 20th Century Fox, Dir. Walter Lang, 194hd
the one from the opening sceneTdfe Gang's all herdcolor, 20th Century Fox, Dir. Busby Berkeley
1943).

The evidence of the creation of the costumgvetk-end in Havanappears in a short article named

2

“Conchita™?, published inO Cruzeiroon June 28 1941. In this occasion Accioly Neto, then the €hie

director of the magazine and friend of Alceu, unitherpseudonym of “Marius Swenderson” writes:

After finishing her second movie, when she reatited like a ‘star’ and was unanimously praised by
the critics, Carmen Miranda awaited a second seagoBroadway. The producers of Fox Films,
though, seeing the immense success of “That NigRio”, decided to start filming another movie in
a tropical environment called Honeymoon in Havamaere the Brazilian bombshell was nhamed with
the Spanish name Conchita. In this movie, thabibd in Technicolor and of a great luxury, as we
already had the occasion of publishing, Carmen mMisawears as many stylizdshianas truly
sensational and sumptuous ball dresses. The follpmiodel that we publish first hand is a creatibn o
Alceu Penna, who has already designed other clathiae little wonder, will be wore as we see ia th
poster, in the scene of the Casino in Madrid.

In the movie situated in Havana, Carmen interpRasita Rivas, a short-tempered Cuban singer.
The costume created by Alceu Penna was used ifirthlescene of the movie, when the singer appears

singing the rumbd@he NangaHarry Warren e Mack Gordon, 1941), and was compds/ a golden skirt,

decorated with aanthurium(a common plant in Brazil of Colombian origins)daskirting board of green,
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yellow and red colors; golden top with bulky sleg¥ue the same colors of the skirt and a turbanroemed
with red and golden balls, in a visual quite simitathat of the rumba dancers.

The costume used by Carmen Miranda in the opermiagesof the movidhe Gang’s all her§1943)
is probably a creation of Alceu Penna. It is conglosf a set of purple skirt and red shirt and asltail in
the same color of the shirt, adorned with colopimpons. The usage of pompons as adornments anatiff
dispositions is a resource frequently found in clke$ of costumes designed by the illustrator in pleaod.
The comparison of such costume with the sketch$iigppard that Alceu Penna created around 1948 bear
two other resemblances: the diamond shaped ctit® iregion of the abdomen and the usage of largesed
hats to bring balance to the width of the shouldéne picture does not give credit to the illusirabut the
hypothesis draws its strength when we take intmwatc the previous close contact and collaboration
between them both, as well as the resemblance eettie croquis, the costume and the frequent use of

pompons in costumes created by Alceu Penna irathel D305, (See Figures 2 and )3
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Figure 2: Carmen Miranda wearing a costume that
was probably created by Alceu Penna. Scene of the
movie The Gang's all here {1943).

(Image reproduced from the internet, available at
http://upload.wikimedia.
org/wikipedia/commons/9/9d/Gangs_all_here_traile
r.jpa - accessed on 07/27/2008).
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Figure 3: Croquis of Alceu Penna, circa 1940. The diamond
shaped cut in the region of the torso and the use of broad
hats are common on both costumes.

Source: Thereza Penna’ Collection. {The authors would
kindly like to thank Anibal Penna and Thereza de Paula
Penna [in memorian] for the cession of the image copy-
rights).

Apart from the turban and the hat (that remindofua fruit basket), this costume does not have

elements that make a direct reference to a “Btgzidir to a Latinity, but the observation of itsage in the
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film directly refers to Brazil and to the exoticet_us follow to the description of the scene inakhhCarmen
appears wearing such costume.

The movie starts with the song “Aquarela do Bragility Barroso, 1939), sang in Portuguese by
Aloysio de Oliveira, whose face is shown in froriteoblack background. Suddenly the entire frame is
illuminated and the scene opens showing that tigesiis chanting the song in a ship called “SSiBrashe
cameras start to focus, then, the landing of paeserand products. Some people get out of theHagadily
waving and, later on, we see some sailors paskimggh with handcars that carry sacks of sugarcaffée.
Next, the camera focuses from top to bottom theadihg of a net (hoisted by a hook that slowly dsilit
down) full of fruits and vegetables (bananas, pupéas, pumpkins, apples, coffee beans, amongsts)the
and right under this net we can see Carmen Miramndaring the described costume, also singing “Agjaar
do Brasil”, followed by the Band of the Moon. Irhet words, the viewer has the impression that rhiesf
and vegetables are coming out of Carmen’s turbaa @imilar effect used in the most famous scenbef
movie, when numerous bunch of bananas “get outhefsinger’s turban while she singke lady of the
tutty frutty h& [Leo Robin and Harry Warren, 1943]) or, if we éalnto account the descending movement
of the camera, the impression is that Carmen iotiee“getting out”, or a part of the colorful mix fouits
and vegetables.

Following that, there comes a scene when a maninggartailcoat gets out of a convertible car and
delivers the city keys to the singer who, as a klmnact, sings¥ou discover, you're in New Yofkeo
Robin and Harry Warren, 1943). In the backgroudies men and women neatly dressed watch the scene.
That is also the case of the chorists, who weatkbtfiscrete clothes and in the middle of the saiagt s
singing with Carmen. Thus, there is no denying thatsinger, with her colorful and blatant clotheghere
to represent Brazil, its “happiness” and “tropigdli This is even more evident in the final scemdaen
Carmen puts in a man’s top hat and little sackoffiee and he answers: “It is the politics of goedghbors”

Carmen Miranda’s trip to the United States was parthe efforts of culturally approaching the
United States and South America, which startedajgpkn throughout the 1930s — when the war scenario
starts to be drawn — and gain an official charaétem 1940 on with the creation of theffice for
Coordination of Commercial and Cultural Relatiorstiween the American Republiteaded by the North
American millionaire Nelson Rockefelfér While taking part in many successful movies pumliby20th

Century Foxbetween 1939-1945, Carmen Miranda took the rolepfesentative of the Brazilian popular
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music culture in the United States. Taking sucburirstances into account, we can consider thatdatiog
the costumes used by the singer in the movie, AReuna has not only collaborated for the elabaratio
the image of “Brazility” conveyed abroad, but als an intuitive role in the consolidation of thadifics of
good neighborhood.
Amongst the actions that were developed for tlatwn of a closer cultural relation between the
United States and Brazil we can highlight the insieg number of trips of North American directargiim
in Brazil, which the most known example is thaida®ctor Orson Welles to filnk Tudo Verdadéglt's all
true, 1942, unfinished), the creation of the chiaratZzé Carioca” (1942) by the Walt Disney studaosl the
consolidation of Carmen Miranda as a Hollywood.star
In the premiere of the movigerenata TropicalCarmen Miranda declares that “for the first tiare
authentic manifestation of the Brazilian populaulssuch as it is in reality, has been depictedaon
Hollywood movie” (TOTA, op. cit, p. 118).
The end of the Second World War creates a worldidd/in two political-military blocks led by the
United States on one side and the Soviet Uniorherother. The effort of each block to increase aaa
influence led to the bigger stimulus of the pertairaof the North American Culture in the countrigfs
Latin America, and, in special, in Brazil. The mgssduction of manufactured goods of domestic and
personal use helped this process as well, but itldvbe in the cultural area that the American iafice
would increasingly spread over the country. From fiovies tarock’n’roll, young American idols would
become reference and models for the young Bragilian
Hence, during the Second World War and in the subesat years, we see in Brazil the substitution
of European culture for the North American cultunéth the substitution of French language as second
language in the schools, which was the representafi what was cult in the nineteenth century anthe
beginning of the twentieth century, by English.
When outlining a history of the intellectual Braail thought in relation to the United States since
the nineteenth century, Thomas Skidmore concluubs t
the question is clear: the successive generatibrtteomost important Brazilian
intellectuals saw the United States as a cruciakfin the future of the country. No
matter what was their ideological tendency, thees & crucial question at stake:

what was the scope for Brazil to create its ownetgpcand what role would the
United States play in such creation? (1994, p. 49)
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This is a question also addressed by Alceu Pemsnagahave seen in his reflections on the relations

between Brazilian and North American cultures.

5. Alceu Penna and the peculiarities of “Braziliarfashion”.

It is impossible to forget the impact caused bydnésvings: the colors, the
movement and the liveness and the creativity. Thement of the skirts and of
the bodies of his Garotas or the brightness anditledy sensuality of his
costumes for concerts and Carnaval. Alceu mix&d,fiw did, textures,
brightness, ruffles and dreams. The illustratotides followed and was ahead of
many of the transformations that Brazil lived.
(Ruy Castr&)

Alceu Penna’s production would have a similar aspéthe production of other authors of the same
period, such as Gilberto Freyre and Sergio Buargim®, conceived their workCasa Grande & Senzala
1933, andRaizes do Brasill936, respectively) from a perspective abouBteilian culture created from a
certain distance, for these authors were livingpairwhen they started their reflections that casden in
such texts. Apart from this outside perspectivealse followed the construction of an image of Brewthe
United States, with the circulation of movies, oarts, songs, in other words, a production that ditoe
establish a Pan Americanism, because of the “pslitf good neighborhood”, but in reality only inased
the cultural stereotypes of Brazil and other Sdutierican countries.

It is noteworthy the fact that throughout this pdrhis drawings would be defined by traces and $orm
characteristics, leaving aside the more straigittes and the geometrical figures — most likelyuigfices of
J. Carlos — for illustrations marked by sensuatitpressed through traces that make evident fernatesf
such as a thin waist, outlines of hips and breastsiptuous lips, red cheeks and long eyelasheshaged
guite expressive eyes. Moreover, his texts andtithtions start to form his perception and his tjoesg of
the possibilities of the existence of a “typicahBitian” visuality in appearances.

Despite beginning with the adaptation of the faneig the national in the field of clothing, it isMm
his critiques to this “mistaken Brazility” propagdtby the Americans through the fashion show&aonth
American Waythus the observation of what “we were not”, thlteu Penna would compose (through text)
some of his most original reflections on what woloddthe Brazilian fashidh

The elaboration of a visuality or Brazilian style fashion from the demarcation of a difference can

be possibly explained based on the logic that ciaized the culture of looks in Brazil in the rtieenth
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century until the 1950s, according to which thetiditsion was based on the possibility of following
international fashion. Such line of thought wasii@iced by the national textile and fabric industshose
objective was to follow the line of and reach theligy standards of the French (BONADIO, op. cit.).
Considering this, it is not too much to say thatihie 1940s, trend clothes with the “face” of Brawould
hardly be found in national stores or magazines.v8mt would be left for the consumer who arourel th
1940s looked for some typically national clothes?

Carnaval costumes and folklore or “typical’ clotiunt is symptomatic that the costumes from
Carnaval and, a little further, the clothes for elymarties had a privileged space in the maga@ne
Cruzeiro!’ In the weeks that preceded such festivities, trtumoes created by Alceu Penna would occupy
more then ten pages of the magazine (the fashiiosevould normally occupy two pages per editianl
conveyed around 40 croquis per edition, especihiiyughout the 1950s, when the magazine lived &ak p
of its popularity, reaching sales that would godred/500.000 copies.

The creative freedom that was given to the illustraluring the Carnaval period allows him to
“think” the country through the creation of costuer{equently sensuous and very colorful) thatespnted
a culturally “mixed” Brazil (SCHWARCZ, 1998), ingeid in the stylizedaianasof Carmen Mirand4, in
the figure of thenalandroand the sidewalk of Copacabana etc.

If we take into account that clothing and its vistextual representations are instruments of
communication that can subvert, or at least integven, a certain group or manner this group seef i
relation to others (CRANE, 2006), and that sucluahsy initially proposed as a costume to Carnavaild
be, from the 1960s on, embodied in the Braziliaghilan, at least in its themes, we can considewtimi of
Alceu Penna, in the studied period, as a compaqpentof the “project” of invention of a Braziliadentity
proposed by the New State, namely one that wasdbasethe appreciation of the popular-national —
especially Samba and Carnaval — and the endeavosedahe folklore and regional as ways of making

evident our “difference” in relation to the “othér’
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* The authors would like to thank Gabriela OrdoResina and Bruna Martins Pinto for the collaboraitiotihe research
on Alceu Penna.

! Since the beginning of the 1990s two masters shasil two articles concerning the column have @educed,
namely: PENNA, Gabriela Ordondgamos Garotas! Alceu Penna, moda, corpo e eman&gpiminina(1938-1957).
Masters Thesis. Centro Universitario Senac, 200FFILY, Ruth.Jornalismo de moda, jornalismo feminino e a obra
de Alceu PennaMasters Thesis. UFRJ, 2002; BASSANEZI, Carla; INRSCarla. O Cruzeiro e As Garotadn:
Cadernos Pagu,’n4, 1995, pp. 243-260; e FERNANDES, Rosane Schm@arotas de Sdo Paulo: imagem de um
corpo vestido pela mod&evista Modapalavra e-periédicoBloriandpolis, p. 43 - 54, ago. 2008. The seci®also
mentioned in two differeninemoirsbooks edited in the last five years: SANTOS, Joadgeerreira dosFeliz 1958: o
ano que nao devia terminaRio de Janeiro: Record, 2003; VILLAS, Alber®@.mundo ndo acabo%ao Paulo: Globo,
2006. Also in the last five years th@arotas” were the main theme of an exibition (TBarotasof Alceu, Pampulha
Museum of Art, Belo Horizonte, from April {80 May ' 2005) and were remembered by the exibitibraces and
Press:the graphic arts, illustrations and cartoons inzBr&8do Paulo: MAB/FaapMay 25" to June 28 2003; and
Brazil in the tip of a pencil: Alceu Penna, fastsaand costume<entro Universitario Senac (Campus Santo Amaro),
Sao Paulo, May 09to May 26" 2007 (the latter based on the research of Mdsadia Bonadio and Gabriela Ordones
Penna).

2 CHANEY, Apud: MENEZES, 2003, p. 31.

% We make reference here to the visual elementsdhatacterized promotions (parades, editorials madketing
campaigns) promoted by Rhodia Textile in the 198ifis the objective of making synthetic fabrics moapular in the
country. Stage settings, stamps, locations andactens connected to arts and to a Brazility basedhe popular-
national were used by such promotions as meanggregating value to the products and brands of Rhadhose
collections were majorly created by Alceu PennacaBise of its range, duration, economical impact r@helance,
such promotions could be considered a hallmarkheflieginning of the fashion field in the countryn @is, see
(BONADIO, 2005). The production of Zuzu Angel ireti960s also used quite often thentemgnas cangaco etc.)
and materials that made allusion to this Brasdipect; see: (ANDRADE, 2006).

* On the National Radio, see (SAROLDI e MOREIRA, 498

® On this, see (especially chapter 1): (BONADIO, ZOqDURAND, 1987); e (CASTRO, CAMARGO e RAMOS,
2008).

® According to Gongalo Junior, the first appearaotélceu Penna in the Carnaval costumes conteshgied by the
Department of Tourism of Rio de Janeiro occurs985L In the occasion he is awarded with three prinecash that
give him 1.000$00. In 1936, apart from the firshqa in the contest, he is still awarded with fothheo awards.
(JUNIOR, 2003)

" The theme would be explored once again by AlcewnRén the Carnaval section on Februarl) 1854, p. 1963,

when he created the drgSalcadas do Ri¢Sidewalks of Rio], inspired in the mosaic desighghe sidewalks in
Copacabana. The dress was in black and white, edeveal with stones for the use of Vera Licia Fearbaia
(daughter of the singer Nora Ney) in the typicadtames of the Miss Universe contest that happemé&dndon 1963.

® The colors and motives represented by Alceu Pameach costumes would be quite close to the pattef the cloth
namedchitdothat had its production initiated in Brazil in th850s. The namehitdowas given due to the length of the
fabric made by then by thHeiacdo e Tecelagem S&o Jpséad had twice the metering of the fabric ofteanse the
market. Although he suggested the reader to makeidte with chintz, it is probable that the inapon of Alceu was
actually thechita — fabric commonly used by the lower classes sthee nineteenth century, including black and
mullato women that worked in the streets of RioJdaeiro. The option for the name chintz was probdhk to the
desires of the readers of the magazine, who weielynaf medium and higher classes and to whom usirgstume
namedMulata produced in such an ordinary fabric would probdi#yout of their taste. (IMBROISI e MELAO, 2004)

° On the appropriation of such themes on contempdaahion, see (LEITAO, 2006 — especially chapler 3

19°0n the situation of the French fashion industrsirduWorld War 1I, see: (VEILLON, 2004).

1t was a common thing in Hollywood not to give diteto the fashion and costume designers that lottted
eventually in the movies. A well-known example loitis the absence of credits to the designer Glweim the movie
Sabrina(Color, Paramount Pictures, Dir. Billy Wilder, 145 when he created some of the main costumes mged
Audrey Hepburn. Cf: (REGEN, 2007). On the collaltiora between Alceu Penna and Carmen Miranda see:
(CASTRO, 2005, p. 274) and (JUNIOR, op. cit., pp-68).

12 Conchita was probably the provisory name of theratter of Carmen Miranda loneymoon in Havangossibly

the original title of the movie that was later edlWeek-end in Havanavith the character Rosita Riva, played by
Carmen Miranda in this production.

13 Analyzing the croquis of costumes for Carnavahted by Alceu Penna and published in the maga@ifzuzeirq it

is possible to observe the use of such resourteeitate 1930s, as is the example of the cosRimeete conveyed in
the edition of February"™81936, p. 36, and ind@ha de saba§Soap Bubble], conveyed on January'3®37, p. 38.

4 On this, see: (MOURA, Op. cit) and (TOTA, 2000).

15 (CASTRO, 2007).

% In a similar process to the one that occurredhim ¢olonial period, when, according to Fernando digvthe
identification of the inhabitants of Portuguese Aitee was also done in this manner. That is so sethe Portuguese-
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Brazilian identified themselves on the negativeptimer words, they knew they were negihois’ (as it was common to
call those who were born in the Metropolis), bilt did not see themselves as Brazilians. Cf: (NOSAL1997).

" From the 1950s on, Alceu Penna would present intimof June original suggestions of costumes ferféstivities

in June.

18 According to Tania da Costa Garcia, teanastylized by Carmen Miranda could not be considerésubversion”
of the costume of thieaiang considering that since the nineteenth centuryctbhing of black slave women would be
influenced by other fashions and cultures. Shes ¢ie example of thieaianasrepresented in the pictures of travelers
from the nineteenth century that mixed, for insegnaccessories and symbols from African-Brazilialigions with
typically neo-classical dresses of the early 1@thtary. Cf: (GARCIA, Op. cit., pp. 108-11.)

1 We use the word here according to the meaningndivet by Peter Burke (2004) in the chapter Stegees of the
other.
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