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RESUMEN

Jean Epstein explicaba poéticamente que todo film contiene una “tragedia en suspenso” que no 
está explícita en la narrativa. Esta idea cinemática guía el análisis de los films Cándida (1939) y Cán-
dida millonaria (1941), dos de las tres comedias sobre una criada gallega en Buenos Aires dirigidas 
por Luis Bayón Herrera. Niní Marshall interpreta el papel de Cándida, una recién llegada a Argentina 
que retrata en imágenes el estereotipo de la gallega emigrante. En los films, Cándida se enfrenta a 
la tragedia de la recién llegada a una sociedad extraña y la tragedia de la asimilación que pone en 
peligro la identidad de la emigrante que quiere encajar en la nueva sociedad. Este artículo explora 
la representación, a través de la fotogenia descrita por Epstein, la representación del “otro” invisible 
-mujer, inmigrante, trabajadora doméstica y parte de una minoría étnica- y las contradicciones implí-
citas en su retrato cómico. 
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ABSTRACT

In his writings about cinema, Jean Epstein poetically explained that every film contains a ‘tragedy 
in abeyance’ that is not explicit in the narrative. This cinematic idea guides the analysis of the films 
Cándida (1939) and Cándida millonaria (1941), two of three comedies that Luis Bayón Herrera directed 
about a Galician maid in Buenos Aires. Niní Marshall plays Cándida, a newcomer to Argentina who 
projects the stereotype of the female Galician immigrant. In these films Cándida faces two tragedies: 
that of a newcomer in an alien society and that of assimilation, which endangers the identity of the 
immigrant striving to fit into this new society. Drawing on Epstein’s concept of photogénie, this article 
explores the representation of an almost invisible ‘other’ –a female, immigrant, domestic worker who 
is part of an ethnic minority– and the contradictions implicit in her comic portrayal. 

Keywords: cinema, emigration, assimilation, Galicia, Jean Epstein

1. Introduction

Jacques Rancière1 recalled the words of Jean 
Epstein in 1921 about the tragedy in duration when 
reflecting on the idea of cinema as a fable. This tra-
gedy suspended in time reveals the intimate texture 

of things, opposed to the Aristotelian conventions 
that demand the action to develop, as if stories could 
have a real closure. Epstein considered that cinema:

does not render stories well. And ‘dramatic action’ 
is a mistake here. Drama that acts is already half 
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ching and slapstick, a combination of verbal and 
physical humor. She was called a “Chaplin con 
faldas” [Chaplin with skirts] in the media but her 
comic style lends itself to a more accurate com-
parison with the Marx Brothers. 

Cándida appeared for the first time in the early 
1930s on the radio station Radio Municipal in 
Buenos Aires performing a secondary role in the 
radio drama El chalet de Pipita/Pipita’s chalet7 a 
soap where a Galician maid was the comic coun-
terpoint. This role created by Niní Marshall was 
inspired by the Galician servant she had grown up 
with, Francisca Pérez, but also conveyed the most 
common features of Galician emigrants. In fact, 
the name of the role Cándida –Candid– connotes 
innocence, one of the characteristics of newco-
mers to a metropolis. Together with naïveté and 
fear, the thousands of Galicians who arrived in 
Argentina for centuries were seen as ignorant, 
dirty, pious and stubborn, but also hard-workers 
and loyal. Considering males in particular, Pérez 
Prado explains that the gayegos, Spanish by ex-
tension, but particularly the native Galicians were:

Dirty, mean, resourceful –sometimes-, brutish –
always- and coarse, but skilled for small businesses 
and cunning enough. There was no reason to fear 
them. In characterization and drawings they were 
represented with a squared and big head –like a 
cube – and a very characteristic feature: a long 
and very hairy monobrow, as a visor over ‘moorish’ 
eyes8. 

Núñez Seixas describes the Galician women 
stereotype as: 

Simple, ignorant characters, more or less yokels 
–although they experience a certain upward 
mobility–, and more greedy than Galician men and, 
on occasions, potentially amoral or close to the 
dangers of prostitution9.

As with any given stereotype, the Galician wo-
man has certain features related to reality. The 
profession of Cándida is not trivial, and derives 
from the demographics of the Galician migration 
to America at the beginning of the Twentieth cen-
tury. Most of the women looked for jobs in urban 
areas, where most of them, 42% between 1890 
and 1900, were artisans and skilled factory wor-
kers, while at least 27% of them were employed 
in domestic service10. The image of the Galician 

resolved and on the healing slope to crisis. True 
tragedy remains in abeyance. It threatens all the 
faces. […] Now the suspense is at freezing point. 
Waiting. One sees nothing as yet, but the tragic 
crystal which will create the nucleus of the drama 
has begun to form somewhere2.

The true tragedy is revealed therefore in the 
objects about to fall, in the slight change of ex-
pression in a face, in the telephone waiting to 
ring. At the same time, cinema genres, still in 
formation in Epstein’s era, try to suppress any 
slight sign of ambiguity if it is not justified in the 
script. In Rancière terms, the suspension conveys 
real life as opposed to the action of the cinematic 
expression, a sort of subtle filter of some suppres-
sed truths, because the art of images is often fed 
with unpleasant ideas and situations. In this vein, 
genres such as comedy or melodrama, although 
considered harmless due to their intentions to 
entertain, can shed some light into aspects of the 
stories they tell and the periods they portray and, 
more importantly, into the ideologies implicit in 
their creation.

This idea of ‘tragedy in abeyance’ will guide 
the analysis of two of the 10 films in which Cán-
dida appears, the character of a Galician maid in 
Buenos Aires created by the actress Niní Marshall. 
Although the films Cándida (1939)3 and Cándida 
millonaria/ Cándida the Millionaire (1941)4 are 
conventional comedies with a leading character, 
tragedy comes across in the face of Cándida and 
in the life of some common objects that display 
a hidden pattern in the films. The photogénie of 
Cándida, to use other of the terms of Epstein’s 
theory5, is also part of the cinematic rendering of 
the maid in the films, as her face condenses the 
real life of the character. The quality of Marshall’s 
expression combined with the formulaic execu-
tion of the films put into images the inseparable 
Siamese twins that are art cinema and industry 
that, as Epstein claimed, no surgeon could se-
parate6.

Niní Marshall (the artistic name of María Esther 
Traverso) became one of the most shinning stars 
in the golden era of Argentinian cinema. She per-
formed in radio, cinema and, finally, television a 
series of characters that represented the social di-
versity of Buenos Aires in the 1930s. The success 
of Marshall relies on her mastery of codeswit-
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269The tragedy in abeyance of Cándida. Emigration and assimilation in the cinema of Niní Marshall

2. The help in popular genres: the sup-
porting roles of the subaltern class

The character of the maid has been a constant 
in comedy since Commedia dell’Arte where, un-
der several different names played, the role was 
always visible in a fixed pattern of interactions. 
Franchescina, during the 1600s, and Colombi-
na, in the 1700s, are the smart lady maids that 
acted as the go-between for the young lovers. 
While in the first versions of the character the 
servetta is an old lady with certain life experien-
ce, the Colombinas are often younger and more 
sexualized.  We can claim that these two types of 
theatrical maids are the most common portraits 
of the feminine help in cinema. As with their re-
presentations in Commedia dell’arte, they often 
play an important role for the development of the 
plot, but this is peripheral rather than central22.  
The female servant therefore does not acquire 
the status of an individualized character as Ar-
lecchino and remains in a subaltern position23, 
although ‘Colombina has the right to occupy the 
central crossing of these lines whenever she is 
on stage’24. 

The New Comedy described in the Tractatus 
Coislinianus staged the conflict between two ge-
nerations, in a line of action where the oldest try 
to impede the love between the youngest. As 
with Commedia dell’Arte, the help plays a secon-
dary but crucial role in the development of the 
story. Levin25 explains the operational system of 
the New Comedy with a triangle of forces whe-
re the servants become allies of the youngsters 
towards the inevitable happy ending. According 
to Levin, changes in identity are one of the most 
important themes in comedy and often this trans-
pires with the marriage of two of the characters. 
In the plots the decadent power of the older ge-
nerations is often usurped by lovers disguised as 
servants and vice versa.

Classical comedy in cinema adopted this same 
script: servants are the counterparts of their mas-
ters, a comic line of action that relaxes the melo-
dramatic situations that provoke the evolution of 
love affairs. As Bordwell, Staiger and Thompson 
outline:

The classical film has at least two lines of action, 
both causally linking the same group of characters. 
Almost invariable, one of these lines of action 

maid prevails in the collective imagination ‘not 
only because of the real facts, but also derived 
from the feeding of the stereotype in advertising 
and popular literature’ 11. The most negative traits 
of the stereotype of these immigrants are related 
to the scarce formal education and the roughness 
of their behavior, ‘that made them unable to de-
velop any other job different from the help’12 As 
Spanish was not their mother tongue, Galician 
emigrants spoke a language crowded with pho-
netic and grammatical mistakes, interpreted as a 
sign of ignorance by locals13, and were used as a 
source of linguistic humor in theatre plays, radio 
broadcasts and films14. These linguistic anomalies 
were therefore an important source for literary 
humor and an essential inspiration for gags in 
audiovisual media. 

Cándida was the cinematic result of a tradition 
of stereotyped roles of immigrants in the popular 
arts, inherited from the Spanish emigrants, which 
had its finest expression in the sainete criollo 
[creole one-act farce]15. The ‘sainete criollo’ put 
on stage some ethnic characters from Argentinian 
society at the beginning of the Nineteenth cen-
tury in the conventillos, the neighborhoods that 
grouped the different ethnic origins in the cities. 
Galician servants, both men and women, ‘are 
generally an archetype of honesty and faithful-
ness’16 or ‘innocent and harmless’ people17. The 
dumb Galician maid was a ‘long-standing stage 
character’18 that became a cultural cliché in the 
country. The success of Cándida, firstly in radio 
broadcast and later in cinema, contributed to the 
strengthening of the stereotype.

From the 1950s onwards, the figure of the ga-
yego, that was an inevitable part of the domestic 
work in Argentina, started to disappear due to 
the drop of migration and to the social mobility19. 
The Galician perfect maid is substituted for the 
cabecita negra [Little Black Head], a local mixed 
race woman, that has been recently portrayed in 
films like La ciénaga/ The Swamp (Dir. Lucrecia 
Martel, 2001)20 or Cama adentro /Live-in Made 
(AKA Señora Beba, Dir. Jorge Gaggero, 2004)21 
in Argentinean cinema.
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270 The tragedy in abeyance of Cándida. Emigration and assimilation in the cinema of Niní Marshall

they joined their new societies ‘in a subaltern 
function’29.The help is clearly portrayed as a sub-
altern class, using Gramsci’s terms, holding a 
subsidized position, with spontaneous and epi-
sodic prominence. Just the same as Gramsci un-
derstood that the feuilleton was an appropriate 
cultural form to explain certain subaltern mani-
festations, popular cinema, namely comedy and 
melodrama, are ideal genres to recreate the lives 
of the subordinate. 

The somehow unusual prominence of a cha-
racter like Cándida can be understood in the 
same contradictory way as her duties as a maid 
imply. In a way, her sole presence as a leading 
character in a series of films could be subversive 
as she comes to the front line while her masters 
remain in a secondary position. Nonetheless, we 
will argue that the tragedy of the maid remains 
in abeyance while the melodrama of the ruling 
classes guides the action in the films towards 
their happy ending.

3. Cándida and Cándida millonaria. From 
the steerage to the luxury liner 

The photograph that Joseph Stieglitz took in 
1907 titled ‘The steerage’ became an iconic image 
of the migrant experience of Europeans to America. 
In the picture of the liner Kaiser Wilhem II, there is 
the since familiar scene of the passengers who paid 
the lowest fee for a transatlantic journey frequen-
ting the lower deck of the steerage. The terrifying 
voyage was the first encounter many emigrants 

involves heterosexual romantic love. (…) We 
sometimes think of a play’s second line of action as 
an independent subplot, such as comic love affair 
between servants. Classical Hollywood cinema, 
however, makes the second line of action casually 
related to the romantic action. Instead of putting 
many characters through parallel lines of action, the 
Hollywood film involves few characters in several 
interdependent actions 26. 

Cinema thus interweaves the different plots 
but keeps the position of the servants as secon-
dary, at the same time it progressively transforms 
servants into employees of different kinds of bu-
sinesses and ugly friends of the heroes. 

The triangle old-young-help tended to repro-
duce the imbalance between social classes in the 
home and the confusion that generates a mixtu-
re of the private and professional spheres in the 
case of the servants. In this sense, the sociologists 
understand that the maid is treated as ‘part of 
the family’ and a worker at the same time, and 
both roles alternate depending on the needs of 
the household 27. Anderson claims that “it is the 
worker’s “personhood”, rather than her labour 
power, which the employer is attempting to buy, 
and that the worker is thereby cast as unequal in 
the exchange”28.

The same thing that Antonio Gramsci said 
about the Italian emigrants in the 1930s can 
be applied to the Galicians who migrated to 
the Americas. Gramsci explains that capitalism 
dragged the working class to emigration and 

Fig. 1. Cándida (Luis Bayón Herrera, 1939). The amazed and 
terrified look of Cándida to Buenos Aires from the deck of 
the ocean liner

Fig. 2.  Cándida Millonaria (Luis Bayón Herrera, 1941). The ha-
ppy faces of Cándida and Marcial returning to Buenos Aires 
after their honeymoon
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271The tragedy in abeyance of Cándida. Emigration and assimilation in the cinema of Niní Marshall

portrayed in a ladder, a symbol of the so-called 
indecision of the Galicians. The soundtrack that 
accompanies her is the sound of bagpipes, the 
Galicians most iconic musical instrument, in a 
comic overture that leaves no doubt about the 
ethnicity of the character. From that portrayal, the 
audience knows that all the comedic elements of 
the story will derive from her ethnicity and the 
features attributed to its stereotype. 

The shot of Cándida looking from the crui-
ser opens a brief dramatic sequence where the 
newcomer becomes aware of the difficulties of the 
new environment: from the images of her night’s 
dream at the Hotel de Inmigrantes30, where Cán-
dida is back in Galicia cuddling a piglet, there is a 
sharp transition to blurry shots of her in the middle 
of the traffic, which were shot with a truca for 
the first time in Argentinian cinema 31 (fig. 3). Her 
anguished face in the shots contrasts with the re-
laxed expression in her dream and show that her 
position in the city will be a frail one. This presenta-
tion of the character, that will be getting blurred in 
the following films towards a disfigured Cándida 
in Cleopatra era Cándida (1964)32, is focused in the 
face of Niní Marshall. While her photogénie fills, 
the screen the conventional plot starts to develop 
in a contradiction between the suspended tradegy 
of the face and the melodramatic narrative that 
will end in a bittersweet conclusion for the heroine 
(fig. 4). 

Cándida millonaria/ Cándida the Millionaire, 
also directed by Bayón Herrera, who writes the 

had with foreign cultures and languages, a small 
practice for the great shock of the first sight of a 
metropolis such as New York or Buenos Aires.

It is precisely this gaze from the bridge of the 
ocean liner as a key shot in Cándida (1939) that 
dialogs with a parallel in Cándida Millonaria/ 
Cándida the Millionaire (1941) and is the star-
ting point of our analysis. Both shots represent 
the two tragedies in abeyance of the character; in 
the first one, the tragedy of the newcomer; in the 
second, the tragedy of assimilation and somehow 
the loss of identity (figs. 1 and 2). 

Cándida (1939) could be an accurate example 
of the difficulties faced by the emigrants when 
they arrive in a foreign land. The heroine arrives 
in Argentina looking for a job as a maid. She 
starts working really hard for a recent widower 
with three small sons, who will soon remarry 
another younger widow endangering the eco-
nomy of the household in her attempt to climb 
in the social ladder. After the confrontation of the 
two women of the house, Cándida saves them 
by secretly paying their debts with her own sa-
vings that she had amassed for a future with her 
boyfriend Jesús.

The first sequence of Cándida (1939), directed 
and written by Luis Bayón Herrera from the story 
of Hernán de Castro and Niní Marshall, takes 
place in the steerage, where we can see the cha-
racter from the first time. Her presentation is a 
vertical shot that starts at her feet to slowly show 
the physical appearance of a frightened presence, 

Fig. 3. Cándida (Luis Bayón Herrera, 1939). Overlapped shots 
of the protagonist in the middle of the traffic as she faces the 
city for the first time

Fig. 4. Cándida (Luis Bayón Herrera, 1939).  The photogénie of 
Cándida in the streets of Buenos Aires
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272 The tragedy in abeyance of Cándida. Emigration and assimilation in the cinema of Niní Marshall

a Jewish old lady, a significant group of the Ga-
lician community felt disrespected by Cándida34. 
Although the intellectuals and journalists of the 
immigrant community worked on campaigns 
against the character, critics praised the quality of 
the impersonation of a regular Galician woman. 

The problem of identity is thus central to the 
analysis of the character Cándida. It is interes-
ting to note that apparently she neither disowns 
nor feels ashamed of her origin but the charac-
ter is surrounded by what Fernández Santiago35 
regards as outcasts that hide their ethnic origins 
to climb in the social ladder. 

The first encounter between Cándida and her 
soon-to-be boyfriend Jesús perfectly depicts the 
tension of identity in that multicultural society. 
Jesús tries to seduce the newcomer by showing 
off, performing as a true Argentinean. His tag line 
‘como hacen/dicen los americanos’ [‘as Americans 
do/say’] is humorous because all his attempts to 
look like a local are contradicted with the rest of 
his lines, in which he unsuccessfully tries to hide 
Galician language. Cándida’s punchline, that turns 
her into the winner of the verbal battle, mocks 
the attempts of Jesús to impress her: ‘Pues como 
dicimos (sic) los gallegos: que te parta un rayo!’ 
‘Well, as Galician say, damn you!’.

The same as Jesús, Marcial, the male prota-
gonist in Cándida Millonaria/ Cándida the Millio-
naire (1941), found his way to assimilation in this 
society through economic success. While Jesús 
is depicted as a ridiculous aspirant, Marcial is an 
entrepreneur that acquires social status with his 
factory and his changes in manners. Although 
Marcial, who is successfully acriollado (becoming 
Argentinean), adapted to the Argentinean socie-
ty, he does not neglect his responsibilities as part 
of the immigrant community. His employees in 
the panties factory La Pecadora (the Sinner) are 
supposedly Galician women, as is demonstrated 
by the cry -half in Spanish half in Galician- when 
one of them receives the Christmas tip: ‘Viva la 
nacionciña!’ ‘Hurra for the nation!’.

Cándida points to this transformation in their 
first encounter: 

Cándida: Si parece talmente un compadrito de los 
de aquí… [If you look just like a local compadrito…].

screenplay with Pedro E. Pico, has a parallel se-
quence at the beginning of the film. The story is 
disconnected from the previous film with Cán-
dida as the leading role, Los celos de Cándida/
Cándida’s Jealousy (1940), when the maid has 
married her boyfriend Jesús in the first film and 
manages a guesthouse. In Cándida Millonaria/ 
Cándida the Millionaire (1941), the action starts 
with the heroine again in the ranks of the help, 
in the house of a rich widower businessman. It is 
Christmas Eve and Marcial, a Galician millionaire, 
discovers that he is spending the night alone. In 
the same hazy shots of Cándida (1939), Marcial 
walks the streets of Buenos Aires, cutting a soli-
tary figure in the crowd. 

Their pictures as social misfits last just a few 
seconds, a tragedy in abeyance subsumed in a 
conventional comic narrative. Within both films, 
as we will see, their strategies to fit in are dissimi-
lar but converge with their wedding in Cándida 
Millonaria/ Cándida the Millionaire (1941). 

During the story of the first film of Cándida, 
plot and relations with other characters will de-
termine her portrait as the stereotypical mucama 
gallega [Galician maid]: dirty, ignorant, nosy, but 
honest and loyal to death. 

Some scholars have seen her argumentative 
character, one of the most important sources of 
the verbal humor in the narrative, as proof of 
the empowerment of women. In her analysis of 
the character in her radiophonic version, Ehrick 
understands that Cándida defies class and gender 
schedules with her attitude: 

Cándida is not the kind of woman to accept slights 
from her social superiors, she gives it right back in 
a way that reinforces the right of her voice to name 
and ridicule, and therefore asserts her equality in 
the public soundscape. The fact is that this battle of 
words and wits in a tie articulates that the balance 
of forces (class and maybe even gender) was shifting 
in Argentina33.

Although the attitude of Cándida is somehow 
defiant, her subaltern position is not just derived 
from gender and class, but mainly from her eth-
nic origins. Under this light, the character is not 
perceived as emancipated but just the opposite. 
Although Ehrick only refers to the controversy 
that stirred the Marshall’s character of Doña Pola, 
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shows that many of the Galician maids were as-
ked to be the sexual initiators of the teenagers of 
the household or perform entertainment for their 
masters36. Other voices like Moya contend that 
the idea of the maid sexually involved with the 
household “may reveal more about social fears, 
male fantasies, and fetishes (…) than about the 
actual lives of most maids”37. 

The only sexual allusion in both films is a scene 
where Marcial and his friend Benito look at the 
legs of Cándida while she hangs a curtain. Once 
again, a ladder, the same as in the opening scene 
of Cándida, works as an ordinary object which 
plays a hidden symbolic role in the narrative (fig. 
5). The object and the relations of the characters 
to them mentioned by Epstein acquire here an 
important say in the fate of the character. When 
climbing to the tread, Candida’s silk panties, too 
luxurious for a maid, become a subject of specu-
lation for the daughter of Marcial and the help. 
The reaction of Cándida in the following scene 
reveals honesty as another of the features related 
to the Galician stereotype. The maid fights tooth 
and nail to demonstrate that she is an honest 
Galician, although it will be clear in the following 
scenes that she is involved with her boss. 

Her marriage to Marcial positions her as the 
new lady of the house, an elegantly dressed 
newlywed on the bridge of the ocean liner on 
her honeymoon. This shot is analogous with that 
in Cándida (1939), where the heroine is dressed 

Marcial (proudly): No tanto, muchacha, no tanto… 
[Not that much, girl, not that much…]

Cándida: En el habla, digho (sic) [For the language, 
I mean].

Marcial: Ah, vamos… [Oh, come on…].

Cándida: y en la fachenda [and for the pride] (…)

While Galician men scaled social positions (or 
dreamed about it) with work and money, the only 
way for women to do so was through family rela-
tions. Cándida’s life changes come with marriage 
in these two films, the only possible way to leave 
the help or start a new profession. 

In Cándida Millonaria/ Cándida the Millionaire 
(1941) the denial of Galician identity is personi-
fied in the character Ana María, the daughter of 
Marcial. She does not only consider herself an 
Argentinean but she also despises her family ori-
gins, impersonated in the character of Cándida. 
Their relationship, first as employer and emplo-
yee and later in the plot as stepmother and step-
daughter, bring to the forefront class tensions.  It 
also shows the fears of the assimilated Galicians, 
who wanted to differentiate themselves from the 
newcomers or from those who remained aliena-
ted. 

The reaction of Ana María when she finds out 
that her father is marrying Cándida is epitomised 
in these lines of dialog:

Ana María: Esta mujer es indigna de ti y de mi [This 
woman is beneath you and me].

Marcial: Ana María!

AM: ¡Una palurda impresentable! [A disgraceful 
yokel!]

M: ¡Cállate! [Shut up!]

AM: ¡Una palurda! ¡Una palurda! [A yokel! A yokel!]

M: Así era tu madre… cuando fue tu madre. [Your 
mother was like that, when she was your mother]

Marcial stands between two worlds and he is 
uncomfortable in both while Cándida is judged 
as a carpetbagger who takes advantage of the 
private sphere of her job. Their hidden romance is 
censored by the rest of the help of the house who 
stress that Cándida is gallega, as if her ethnicity 
could be related to the fact that she is “availa-
ble” for the sexual needs of the master. Research 

Fig. 5. Cándida Millonaria (Luis Bayón Herrera, 1941). Cándida 
carries a symbolic ladder to change her status from maid to 
wife in the film
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in the films performed by Cándida hides the con-
tradiction between her tragic renounces in order 
to be accepted and her comic inability to fit into 
a new society. Although Cándida is the leading 
role in both films, the ending returns the story 
to the hegemonic narrative of classical comedy 
and melodrama: the action of the maid plays a 
crucial part in the resolution of the plot, where 
the stability of the nuclear family is restored. 

The maid becomes visible and improves her 
life standards –she marries and starts a business 
with Jesús in Cándida (1939), and she becomes a 
millionaire by marrying Marcial– but she remains 
Galician, the cause of the inferiority she suffers. 
The tradition of the Galician comic stereotype in 
theatre and radio broadcasting is perfected in the 
films of Niní Marshall, where Cándida becomes 
a subaltern heroine, if that oxymoron can even 
be possible. The role of the mucama gallega re-
presents the tragedy of immigrants who, unable 
to go back to their homeland, had to survive in a 
society which despised them and therefore for-
ced them to lose their identity by problematically 
aspiring to assimilate their new culture. It is not 
the straightforward narrative what allows the au-
dience to know about this tragedy but the face 
of the maid and her relation to the surrounding 
atmosphere. Niní Marshall’s photogénie contra-
dicts therefore the happy ending by showing 
the suspended tragedy of the emigrant and the 
subaltern.

in the typical Galician outfit, anxious and terrified 
with the sight of the city. In Cándida Millona-
ria/ Cándida the Millionaire (1941) there is no 
memory of that moment, just the melodramatic 
absence of Ana María, who rejects her father for 
his marriage to Cándida. 

Although Cándida has involuntarily climbed 
the social ladder, she will still be under scrutiny by 
the Argentinean high class she aspires to. Her as-
pirations are naïve, as the stereotype reflects: Ga-
licians could be stubborn and sometimes rude but 
they are harmless. The repetition of the line ‘she 
is so good…’ in both films anticipates Cándida’s 
final actions in them. The maid, as a ‘good sava-
ge’, performs a great sacrifice in Cándida (1939) 
where she saves her masters from ruin by secretly 
paying a debt with all her savings. In Cándida Mi-
llonaria/Cándida the Millionaire (1941), the maid 
who has become the lady of the house buys with 
her wedding presents the letters with which a 
former lover tries to blackmail Ana María. In both 
cases, Cándida pays a price for being recognized 
as a loyal part of the household, as maid and as 
wife, but she is distinguished as a ‘good woman’, 
yet only inferior to the worldly masters of the first 
film and the estranged daughter in the second. 

4. Conclusions

Epstein claimed that there are not films that 
end badly, and happiness is achieved at the hour 
appointed in the programme. The happy ending 
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