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ABSTRACT

This thesis concerns folk performance in the French Basque Pyrenees. It is based on
fieldwork research which was conducted in the easternmost area of the Basque
Country, a region known in the French language as Pays de Soule or, in Basque, as
Zuberoa. In particular, it examines Maskarada performance, a genre of carnival theatre
popular in the area which involves the young people of a village, who disguise and
mask themsselves in order to dance, sing and stage stories in a highly ritualistic way. A
study of Maskarada performance in Zuberoa shows that meaningful changes have taken
place throughout the twentieth century. These changes are reflected both in the
enactment of the folk arts themselves and in the sociological characteristics of the
region. Because these changes have affected indigenous understandings of carnival
theatre and festivity, this thesis focuses on the changing socio-cultural criteria which
lead the organisation of Maskarada performance in Zuberoa today. Maskarada
performance echoes issues of social and cultural identity, publicly projecting notions of
the self and otherness, as well as of gender and political awareness. This thesis takes a
perspective which reveals that traditional folk arts are not fixed but dynamic, reflecting

social change and the dynamics of traditional culture in rural Basque society.
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I. INTRODUCTION

From June 1991 to May 1993 I conducted research on two kinds of theatrical
performance which take place in a Pyrenean area oN the French side of the Basque
Country, called Pays de Soule (French) or Zuberoa (Basque). Historical examination
indicates that these two forms of folk dramaturgy have been taking place in the area for
at least two centuries (Chaho 1847, 1856; Hérelle 1925). Looking at the external
aesthetic elements, as well as at the internal logic of these two types of performance, we
can see that while one is closely related to rural European carnival celebrations, the
other can be identified as embodying a locally structured version of a geographically
and culturally much wider and extended festive genre, one which presents the life ofa
hero through a plot that depicts "Moors or Turks and Christian.s" ritual battles. These
two kinds of theatrical performance are known in local speech as Maskaradak and

Pastoralak, respectively.

The organisation and public enactment of both Maskaradak and Pastoralak
performances were presented before the audience and understood, by insiders and
outsiders alike, as being the highest and most intricate display of Basque Souletine
performative arts, traditions and folklore. Before entering the main issues of this thesis,
however, a key point must be emphasised: namely, a brief historical overview shows
that the rural Basque Souletine society has undergone a substantial change during this
century, as have most of the rural Pyrenean and other rural European peoples,
especially those termed 'mountain economy peasant communities'. Such a change has
caused a significant crisis in several domains of local life and group identity, principally
resulting m serious demographic decay and a subsequent disarticulation of household

and village-orientated life as well as economic, religious, cultural and political life
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(Bidart 1977; Lépez Adan 1978; Xarriton 1978). This crucial change has led to the
decrease in the use of the Basque la.nguage, mainly amongst young people (SIADEKO
1988), and a notorious decrease in the performance of folk theatre (Fourquet 1990;
Guilcher 1984; Lauburu 1987). These changes point to a moment of crisis within

Basque cultural identity in Soule.

Fieldwork data and elementary historical exploration indicate that during the last
two decades there has been, within several villages of the valley, a conscious attempt to
bring back traditional Maskarada and Pastorala theatre plays. The aim of renewed
interest in these types of performances has been a rearticulation of community émd
village-orientated relationships. However, along with this .process of community-
remaking, the former aesthetic conceptions and arrangements of Souletine folk theatre
have been reformulated. v.In this sense, we must take into consideration the former
picture, in order to grasp a deeper understanding of what it means to perform folk
theatre in Zuberoa today. And it is against this overall background, therefore, that the

ethnographic account offered in this thesis must be read.

II. MASKARADA PERFORMANCES

This thesis reflects on the changing aesthetic criteria and local interpretation of
folk theatre in Zuberoa. In particular, it focuses on the Maskarada performances.
Attention is paid to how locals interpret their carnival performances in relation to

current geographic boundaries as well as to male/female social distinctions.

The word Maskaradak implies a complex of performing arts mainly carried out

by young, generally unmarried men, who mask their faces, disguise their bodies, dance
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and recite grotesque and coarse speeches, and chant poetry, while visiting neighbouring
villages of the valley. Consequently, the study of the aesthetics involved in a
Maskarada performance is not an easy enterprise, because a number of circumstances
occur at once. Yet, regarding the verbal and visual imaginary disclosed, two main
points must be emphasised: on the one hand, images of prestige, authority and power
appear to be intensified before an audience; on the other, there is a playful, grotesque
and ironic exhibition of images which are usually taken from everyday life and which
are also drawn in such a way that they come to depict a rather deviant scene of the
quotidian. Therefore, a Maskarada performance exhibits two key characteristics: (1)
intensification of hierarchical, authoritative political meaning and (2) joyful enactme;nt
of insurgent cultural images or subversive social and political méaning. In other words,
both the heightening and the transgression of cultural categories and social behaviour

are portrayed throughout the Zuberoan Maskarada.

Similarly, in terms of bodily expressions and patterns of action, a clear
distinction has to be made between the different performers. On the one hand, there are
dantza [dancing] movements of the gorriak [the red team of the Maskarada); and on the
other hand, there are basa [rude, wild, never tamed] movements of the beltzak [the
black team]. Several scholars have pointed out that these two kinds of body utterance
are to be seen as mutually opposed (Hérelle 1925, Caro Baroja 1965, Fourquet 1990,
Garamendi 1991). Thus, on one side, it is the members of the red team, the gorriak,
who come to dramatise intensification of meaning by means of their activities, which
are mainly conducted through dancing; on the other side, it is the members of the black
team, the beltzak, who display subversion of meaning, primarily through their

obscenities, unrefined speeches, and the enactment of uncontrolled bodily movements.
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There are several smaller groups within the group known as the gorriak [the red
team of the Maskarada]. A glance at their positioning in the opening of the pageantry
prersents us with the following sequence. Firstly, there is a group of dancers who
represent five characters: a hobby horse; a cat-man; a flag bearer; a man with a horse
mane stick; and a water bearer. Secondly, there are a lord and a lady. Thirdly, a male
farmer and a female farmer. Afier these, in the fourth position, two horseshoers
proceed. And finally, the jesters. The beltzak [the black team] is composed of the
following members: a group of four gypsies; a group of four tinkers; two castrators; two
knife-grinders and a doctor. These characters perform a series of well structur;zd
activities which are arranged in two main sections: one happens m the morning and the
other develops in the afternoon. During the morning, a sort of "street ritualised theatre"
takes place, where a number of households, as well as the authorities of the visited
village are greeted and honoured. After lunch, whiéh is provided by the host villagers,
the Maskarada players move into the plaza [square] in order to enact a diversity of

patterned sketches.

III. PAYS DE SOULE OR ZUBEROA

Zuberoa constitutes the easternmost Basque speaking geographic area. It
represents eight-hundred and seven square kilometres which are crossed by the Uhaitza
river. In Zuberoa there are thirty-five villages or communes, out of which twenty-eight
are considered to be mountain villages. Around fifteen-thousand people live in this
valley. Forty per cent of this population make their living mostly from farming and
business directly related to agriculture production and about twenty-five per cent are

occupied in industrial jobs (IN.S.E.E. Institut National de la Statisque et des Etudes
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Economiques, 1991) On the whole, Zuberoa represents an essentially rural Pyrenean

landscape.

Social organisation in this valley is characterised by a network of social
relationships which has been constructed upon the centrality of the etxea, i.e., the
household. The peculiarities of this type of rural social organisation have been largely
studied either by French scholars under the term of la maison pyrenaique (Augustin
1989, 1992), or by Spanish anthropologists and historians under the expression la casa
pirenaica (Coloquio Franco-Espariol 1986; Actas I Congréss d Historia de la Familia
1992). Most of the anthropological and historical work produced in the Basq:ue
language tends to use the vernacular nomenclature baserria an.d the literature written
about the rural Basque society is not separated from the Pyrenean mainstream. For
example, Barandiaran (1972), Caro Baroja (1971), and Douglass (1969, 1975) have
submitted detailed ethnographic accounts of the rural Basque society on the Spanish
side whereas examination of the Basque house on the French side is provided by Veyrin
(1955) and Lauburu (1974). Specifically within Soule or Zuberoa itself, there is the
ethnography supplied by Ott (1981), which provides an analysis of the distinctive social
practices and cultural regulations which structure local life in the village of Santa

Engrazi, located in the highlands facing the Spanish Navarra border.

In the past, four ethnographic themes have been approached by both historians
and anthropologists in studying the main sociological issues characteristic of the rural
Pyrenean society. These are: (1) the house; (2) the neighbourhood; (3) the kinds of
patterned relationships between neighbours and (4) a notion of Pays linked to a wide

valley or region. This simplification must not be understood as though scholars had
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studied rural Pyrenean society isolated from wider processes and structures, that is to
say, outside the area’s own history. In this respect, the works of Caro Baroja (1974a),
Arpal (1979), Terradas (1980) and Comas de Argemir and Pujadas (1985), for instance,
are pertinent. Furthermore, several scholars have addressed the relationship between,
on the one hand, the making of nation-states and the development of political
ideologies, and their realisation in local life on the other (Bidart 1977; Zulaika 1989;

Heiberg 1989; MacClancy 1999; Douglass 1998; Sahlins 1989).

The analysis of social organisation in the Pyrenees demonstrates the existence of
centres and peripheries, i.e. the existence of relations of authority and subordination (or
social hegemony and cultural marginality). A look at local life in Zuberoa and
neighbouring areas shows three structured spheres of interaction where social relations
are asymmetrical. Firstly, in global terms there has been a long process of regional
marginalisation in terms of its economic, cultural and political agency, as a result of the
dynamics of the formation of France as a nation-statg (Lépez Adan 1977, 1978,
Xarrinton 1978; Bidart 1977). Secondly, regarding the traditional structure of authority
within village social organisation and households, there are two groups whose position
is marginal. There is a marginality associated with the social status of the segundon or
donado [0ld boy], a social category of low-esteem in labour and rank division within the
household, as well as in village-wide relations (Arpal 1979). Also, there is a marginality
attached to the young pebple of the village as a group (Fdez de Larrinoa 1993a, 1994a).
Thirdly, there is a specific weakness in the social structure which is expressed through
gender categorisations (del Valle 1985; Lekunberri 1991; Valverde 1993; Aguergaray
1992, Fourquet 1990). ‘It is worth noting that the Maskaradak havg been exclusively
performed by the young men of a community, who are a structurally subordinated group

within the Pyrenean social organisation. Interestingly, another structurally weak group
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within this system are women, who have been participating actively in the Maskaradak

since the 1980’s.

It should be emphasised that the Pyrenean sqcial model relies on the continuity
of the household over time. This idea is represented by empirical practices, as well as in
symbolic and cognitive procedures. People from the Pyrenees have developed a
significant inheritance strategy which consists firstly, of a single heir who inherits the
property and secondly, of the immutability of the inner structure of the household. For
a long time, people from the Pyrenees, and those from the Pays de Soule, have been
thought of as acquiring social identity through the households they are attached éo.
Mayorazgoa or primutza [single inheritance] and efxea [hous'ehold] are the leading
conceptions upon which the small-scale, family-based farming entreprise of the
Pyrenean, Basque apd Souletine regions has ensured contihuity over time and therefore

the reproduction of the entire social system.

IV. CHANGES IN LOCAL IDENTITY

During my fieldwork I benefitted from close contact with many inhabitants of
Soule, and throughout my conversations, together with my interest in local history and
the biographies of people from the region, all attested to innovations in social identity
and cultural performance. In this period I learned how much the memories of the
collective past were present in folk theatre. As an ethnographer I could appreciate how
current organisation of public performance was designed to re-establish village-

orientated relationships which had almost vanished in the recent past.
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To understand how folk performance is re-enacted today in Soule there are three
points  of reference which should be taken into account. These are firstly, the social
situation in the region and how locals perceive themselves within a greater global
context. Secondly, how the history of local performance may be related to more recent
innovations. Finally, how such models of social organisation are reproduced as being

representative of this type of social identity.

Although discernible from each other, four aspects of social identity are usually
intermixed in the region of Soule. There is an individual identity derived from
membership within a household. Also, there is membership in a town, and members};ip
within a village or hamlet in the valley. Similarly, identity is ge;lerated by membership
of an economic group, namely the farming community. Identity attached to membership
of an ethno-linguistic group is a further distinguishing characteristic of the inhabitants
of Soule. Finally, there is French national identity. Yet a key concept which defines
social reality in Zuberoa today is crisis. This concept of crisis is equally applicable to
the whole of the Pyrenean area, as well as to the majority of European mountain
regions. Several changes have occurred in Zuberoan society and culture, which have
effected shifting perceptions of local identity in terms of being: French nationals;

members of a farming community and speakers of a linguistic variant.

A brief look at what happens in the homes and villages tells us that there are few
marriages in the farmhouses. The implication is that there are many male bachelors
within this environment. This subsequently creates a lack of continuity which gives rise
to the progressive abandonment of the land. Furthermore, the traditional spaces for

social relations: the village café or pub, the grocer’s, the school and the various social
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and religious encounters which traditionally took place in the space marked out by the

village square, have gradually disappeared.

The village where I lived during my fieldwork is a paradigm of the recent
economic depression: the coffee shop closure, the grocer’s being shut down, and the
school with very few pupils. The priest had not lived in the village for a long time and
the lack of candidates for the priesthood meant that one priest had to look after the
parishoners from three or four parishes at the same time, with the result that the
religious services held in the village had been cut to a bare minimum, namely the
Sunday service and funerals. One result of this and of the end of dancing traditioxial
Jauziak [jumps] in the village plaza [square] afier the Sunday'mass is that all social
activities prominent in the past have been forgotten. Consequently, the space within the
square appears empty, as it was once ‘the focal point of all village activity. In part this
explains why public activities within the village have become less prevalent and are, for

the most part, non-existent.

This deconstruction of local social networks can be perceived as being part of
the gradual integration of Soule into a state economy which marginalised the area
politically, economically and culturally. Not only are houses abandoned but farmlands
too, causing high rates of emigration throughout this century. Thus, we find that the
valley has gone from having more than forty thousand inhabitants at the end of the last
century to just fifteen thousand today. Likewise, family-based agriculture, centred on
the farmhouse and its domestic group, is not operative within current economic models,
which are based on agricultural companies who maintain high productivity rates. For a

long time now the traditional model of the Souletine - and Pyrenean - socio-economic
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structure has been unable to conform to the economic and agrarian policies of the
French state and the European Union and this has led to Zuberoa becoming an

economically marginal and marginalised area.

Another sphere of relations in which we can see identities being deconstructed,
is the ethno-linguistic sphere. Various surveys carried out in the eighties by the
sociological research group, STADEKO, show that among young people in the region,
knowledge of and fluency in the Basque language is very weak. Several factors have
contributed to this fact; for example, the policies of standardisation which nation-states
have tended to implement, namely the centralising and homogenising policies of ;the
French state. To this end and especially since the Revolution o'f 1789, the French state
has carried out an internal policy which barely takes into account the linguistic
minorities of the periphery. Thus, education, the media and other channels of “cultured’
expression have evolved with an almost exclusive use of the French language. It is
worth noting that it was not until the beginning of the 1990°s that the Royal Academy of
the Basque Language was officially recognised and that education in the Basque
language was formally implemented in France. The same has occurred in the case of the

evolution of the written press, radio and television in the Basque language.

With regard to ideologies and understandings of the self in wider political
processes further changes have occurred. Firstly, there is the penetration of Basque
nationalistic ideas in the French Basque region from the 1970°s onwards (Jacob 1994).
Although today, Basque nationalists of the French Basque Country do not reach the
eight per cent of the votes, they are a strong voice in small villages, particularly in the

countryside. During the 1970°s and 1980°s Basque nationalists claimed that the decline
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of local economy had to be understood within a colonial frame where the French
goverment had decided to make the Basque region a green reservoir for tourist
attraction as well as a place for civil servants to retire. Basque nationalism has largely
developed amongst younger villagers in farming villages of the French Basque Country
as a response to the lack of jobs in the local economy. A second important change in
political behaviour and definiton of the self stems from the increasing influence of the
green party in France. Local fears linked to conservation policies which could restrict
local people’s access to natural resourses in the Pyrenees have led to the creation of a
party named The Party of Chase, Fishing and Tradition. This party enjoys great
popularity and political support in Zuberoa and other regions of the Pyrenees. The Pa;'zy
of Chase, Fishing and Tradition together with Basque nationaiists shape two separate
options which aim at defending local identity and economy from top-down state
policies. At the same time, they have displaced main French national parties like
R.P.R,, P.S.F. and P.C.F. from local politics. In former timés these. parties were highly
attractive to local folks. Thus, during the 1990°s a new understanding of the political
self has developed in Zuberoa. These new political options give more importance to
local rather than to (French) nationwide issues. And, as it is the case for Basque

nationalists, they even question the French national character of the region.

We might conclude that identity in Zuberoa has experienced a process of
alienation. It can be seen that during this century a switch from local and peasant
references to urban and nationwide cultural images has taken place (Martin 1951,
Weber 1976). Yet it can also be seen that during the last decades several strategies have
been developed in an attempt to end identity alienation. Thus, herrian bizi [to live in

the village] or laborariek bizi behar dute [the farmers need to live] or Euskal Herrian
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Euskaraz [in the Basque Country, Basque language] were some of the graffiti written on
the walls as well as the slogans shouted out in local demonstrations of protest and social
unrest during the 1970’s and 1980°s. These images were attempts to create a revival of

identity by re-constructing the past.

Today, two areas of rural revival are emphasised. On the one hand there are
the programmes developed along the lines of the late philosophy or conception of the
state, namely the Welfare State and the European Union with their policies of social
assistance and rural development. On the other hand there are the initiatives proposed
by the local social agents themselves, who believe such proposals and policies to i)e
directed, to a large extent, at tourism and the decimation of the 'agrarian sector. Some
are also of the opinion that such proposals of development policies are based on general
models which do not take local peculiarities into account, an opinion that matches .
several anthropological critiques of development (Hobart ed. 1993, Escobar 1995,
Gardner & Lewis 1996, Grillo & Stirrat eds. 1997). By way of an example, within the
area of agricultural and cattle-raising economic production, we can point to the
formation of the agrarian union Euskal Herriko Laborarien Batasuna, E.L.B.[Union of
Basque Farmers, U.B.F.] with the objective of defending the particularities of the region
and especially to protect and empower the small family businesses which are
characteristic of the area. In the field of formal education, the association SEASKA
[cradle] functions with the aim of guaranteeing and co-ordinating education in the
Basque language and attempting its integration in the public network. In addition, the
radio station, Xiberoko Boza, has been created to promote Basque language
communication. In the area of co-ordination of cultural activities the association

Uhaitza has been formed. This association is, principally, involved in cultural weeks,
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music festivals and local festivals. In the world of folklore and traditional culture, three
associations have been founded: Su Azia, Zuberoko Zohardia and Aitzindariak. This

world of traditional folklore is the subject of the following section.

V. SOULETINE FOLK THEATRE: FROM COMPETENCE TO CO-
ORDINATION AND COMMUNITY-MAKING

The two major genres of folk theatre in Soule which, as I have said, are the
carnival performances and the dramatisations of battles between Turks and Christians,
are of an aesthetically complex elaboration. Out of a host of elements, some outstanding
features within these carnival performances are costumes, masks, song, verse, sermons

or speeches, dance, gesture and colour.

Since a village organises the plays and the actors have to be members of that
village, it has been traditionally understood that the image and prestige of the organising
village is at stake, as p;Jblic performance is equivalent to village performance. It
requires a huge investment of time, money and preparation, both technical and human.
As a result, competitiveness between villages has dominated the organisation,
promotion and aesthetic-artistic evaluation of these events. However, in the 1950°s and
1960’s, there was a definite decline in the organisation of these events. And within
these occurrences several factors coincided. In the first place, France's p_articipation in
World Wars I and II gave rise to the inscription‘ of the vast majority of the male
population, many of whom died in the fighting. Secondly, the high rate of emigration to
America and French industrial areas during the first third of the twentieth century also
caused a pronounced absence of local artists. Finally, there is the penetration of urban,

modern cultural values through the press, radio and television. All these factors led the
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young people who remained in the valley to interpret their parents” ways - including

their language - as obsolete and appropriate only of the peasantry.

Thus, there have been years in which no village organised any kind of theatrical
performance, which suggests thai the majority of the Souletine youth in the 1950’s
through to the 1970°s showed no interest in promoting or even maintaining the legacy
of the previous generation. It was in the 1980’s that, on the initiative of some of the
older dancers, an association was set up to encourage the traditional dance and folklore
of Zuberoa, constituting an itinerant group of experts in the preparation of one of the
fundamental aspects of Souletine theatre. Now in the 1990’s, one of the visible resﬁits
of this initiative is its characteristic revival. Revitalisation is al'so accomplished due to

the demand to create these performances by the young people of the village.

One can appreciate that the history of the Souletine theatre of the 1990’s is an
inversion of its situation in the 1950°s and 1960’s. This situation is highly paradoxical,
above all if we take into account that the population figures for the region today are
extremely low in relation to those at the beginning of the twentieth century, especially
the percentage of young people. This desire of the young people to organise and
participate in traditional performances brought about the coincidence of several
Maskarada proposals from different villages in the same year. It was understood that
the coincidence of several Maskaradak in the very same year would ecourage a self-
defeating competitiveness among villages since, the population figures being low, the
offer of exhibiting several Maskarad;zk in the same year would overweigh the demand
of invitations. Board members of the local dancing associations, Zuberoako Zohardia

and Atzindariak, as well as of the cultural centre Uhaitza, met several times with this
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point on the agenda. They agreed to encourage villages to organise Maskaradak in

turns, so that every year there would be one Maskarada performance.

Some Zuberoans, thinking that this revival was a consequence of the young
people’s ephemeral curiosity, rather than their actual commitment to traditional arts,
decided that villages should schedule their performances only after previous
consultation. Thus, some sectors of the region have argued that the effort and energy of
the villages today should be more measured, and that there is no point in several
villages organising the performance in the same year if there is none the following. One
informant expressed himself on this point in the following way:

we are few and weak, we should not compete amongst ourselves, we shouldn't
perform four or five Maskaradak or two or three Pastorala plays a year as in
our grandparents” times, but rather one Maskarada and one Pastorala play. We
should take it in turns, talk to each other and co-ordinate ourselves, otherwise
we will wear ourselves out, we won't have the strength (quote from my
fieldnotes).

I have affirmed that the reason for revitalisation is a desire to learn, in the case of
the young people, and the desire to teach, in the case of the older people, the secrets and
artistic techniques of the different versions of traditional theatre. So now we must ask:
what is it that has kindled afresh this desire of an unprecedented interest in the
organisation of popular theatre in Zuberoa? Although the answer is complex, there are
a series of elements which can provide some clues. One of these is the explanation

given by the current organisers themselves. As one informant said to me:

in the organisation and celebration of our traditional theatre we once again
bring together the young and the old, we promote social relations within the
village and with neighbouring villages and we create a space of cohabitation in
which the language of public expression is uskara [the Basque language].

It is equally noteworthy that organisers insist on distinguishing between

folklorism and culture, underlining that Souletine theatre is not folklorism but culture.
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Informants defined a public performance as folkloric if its realisation was not the
outcome of a community-orientated workshop They also stressed the importance of
Maskarada performance as a genuine vehicle to reinforce social ties within a village
and between villages in the valley, as well as promoting the development of the Basque
language among the young people. The present organisers and participants in Souletine
theatre define themselves as cultural instigators since their objectives consist of creating
a space for social relations and cultural dynamics amongst the inhabitants of the
different villages of the area, permitting the re-activation and re-organisation of local

life and at the same time, promoting the use of the local language.

By way of recapitulation it can be affirmed that the s';udy of Souletine folk
theatre shows we have an example of the way in which rural society creates a serious
attempt at the re-shaping and re-construction of social relations. As a consequence of
the penetration of modern and urban cultural norms and economic models, village
networks weakened or disappeared, and are now being activated through the promotion
of cultural means of expression inherent and historically rooted in rural society. Yet, in

the process, these performances have come to be reformulated.

V1. ORGANISATION OF THIS THESIS

This thesis is organised into three main parts with an additional introduction and
conclusion. Part I is entitled Preliminary notes on the Basques of Zuberoa and their
performing arts and consists of two chapters: Zuberoa, a socio-historical background
(Chapter I) and A4 description of the folk arts of Maskarada performances (Chaper II).
Chapter I presents Zuberoa and the dramatis personae in numbers and statistics. It

shows that Zuberoa is a tiny Basque region with a small population. However, several
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cultural characteristics clearly distinguish it from its neighbours, as people from
Zuberoa speak a peculiar variety of the Basque language as well as holding a

widespread reputation as performers of their own folk arts.

Chapter I focuses on Zuberoan society, pérticularly on demographic, economic
and linguistic changes during the twentieth century. It gives a detailed account of
administrative divisions, population rates and the numbers of the active population and
speakers of the Souletine Basque dialect. As my study of folk theatre in Zuberoa is
based upon concrete Maskarada performances I followed in the field, Chapter I supplies
further sociological data on the villages whose Maskaradak 1 attended, which ére
Muskildi, Altziikii and Eskiula. This sociological study of Z;lberoa depicts a region
with a large number of aged persons and few young people. It also shows a linguistic
gap between generations and economic activities as mostly farmers and people over
their forties and fifties ‘use Basque as a regular vehicle of commuﬁication. This
information is particularly relevant to an understanding of folk theatre in Zuberoa since
the Maskaradak are peformed by the young people of a village and several characters
require a high command of the Basque language. In symbolic terms, carnival
performance dramatises renewal and vitality of life, society and culture. Paradoxically,
Zuberoan society is old and it is declining. Young people have little fluency in their
parents’ language, for Which organisers of the Maskaradak often have difficulties in
recruiting skilful people in the arts of storytelling and dialogue improvisation with the

audience.

Chapter II presents the performing arts of Maskarada in words and in images.

Therefore, it is a description of the aesthetics of Maskarada performance which
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enumerates the characters of the ritual to then explain what they are understood to be in
emic terms. Two main groups are distinguished in Maskarada performance: the gorriak
[reds] and the beltzak [blacks]. Both reds and blacks are two groupings of actors which
are each composed of several performers whose ritual tasks vary. On the whole,
members of the red team are expert dancers whereas members of the black team are
skilful orators. Actors perform their arts under express invitation by neighbouring
villages in the valley and they follow a patterned sequence of activities. Chapter II
describes these activities as well as the costumes and masks used by the performers.
Also, it gives examples of the verbal arts involved in Maskarada performance. Along
with the literary description of the performing arts of Maskarada, several diagrams hé\re
been included throughout the text in an attempt to better explain .the units and sequences
of the ritual. Similarly, at the end of the chapter there is a selection of pictures which
illustrates the aesthetics of the performance. Consequently, Chapter II delineates an
image of é Maskarada on stage, whereas Chapter I is a sociocultural portrayal of local

actors and audience.

Part II is titled of The social construc)ion of tradition, and furnishes a deeper
study of Zuberoan society and culture as it examines rural life and folk performance in
Zuberoa both ethnographically and theoretically. There is view by which rural and
farming ways of life are seen as ‘traditional’ just as cultural évents in the country are
named ‘folkore’. Part II analyses the meaning attached to the words tradition and
folklore, firstly, by discussing the model of social organisation in Zuberoa from a
comparative perspective and secondly, by discussing several approaches to the study of
festive behaviour and ritual masquerading. Therefore, Part II incorporates two

chapters: Forms of traditional social organisation in the Pyrenees and in rural Basque
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society (Chapter III); and Carnival celebration and folk theatre as tradition (Chapter

IV).

Chapter III examines social reproduction in the Pyrenees where household
inheritance, formal transmission of aﬁthority within the domestic group and marriage
happen almost simultaneously. This occurs by means of a juridical disposition called
ahal poderoso or capitulaciones matrimoniales (Costa et al. 1902). This chapter
underlines that marriage is a significant act in rural society for it dramatises continuity
in the household. This is well illustrated in the works by Bourdieu (1962, 1972a) on
rural Béarn, an area neighbouring Soule. Bourdieu stresses that not only does tile
Pyrenean heir symbolise the empirical continuity of the h.ouse but likewise the
continuity of the local peasant community as a whole. Because the marriage of the heir
is of prime political concern in local life, the position of the heir, usually a young male
of the domestic group, is an important one. The rules guiding the electidn of an heir for
the continuity of the household differ slightly according to their specific application in
each valley. In some areas it is the first-born of the household who is chosen as the heir
and they may be either male or female. In other places it is the eldest son who inherits
and in others preference is given to whomever the older couple considers to be the most
suitable of possible heirs. Whatever the procedure for election, the fact is that most

heirs are male. Therefore most marriages are virilocal.

Anthropologists and social historians have distinguished four realms of
socioculturally structured relationships in the Pyrenean region. These are the
household; the neighbourhood; the valley and the state. These realms of social

relationships have shaped meaningful spaces to which local people refer in order to
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achieve identity. The latter is well illustrated by the fact that Pyrenean households hold
names which are commonly used in order to identify their occupants. Thus, most
farmers and families from Zuberoa and other Basque and Pyrenean areas are known by
the name of the household they dwell in, rather than by a family or given name.
Likewise, nicknames are assigned to viliages. Nickxiames are supposed to describe a
distinctive personality attached to the inhabitants of a village. Local people enjoy
telling stories which supposedly demonstrate the accuracy of the names given to
neighbouring villages. Dwelling in a particular valley also carries a sound sense of
belonging and collective identity. Several features show the latter. Firstly, there is the
development of linguistic dialects parallel with valley-bounded geographic divisioﬁs.
Secondly, Pyrenean valleys have held separate juridical dispositions and administrative
statuses which have allowed them to interact among themselves as autonomous entities.
Thirdly, valleys distinguish themselves from each other in the realm of folklore and -
ritual festivity as well, for instance by exhibiting different étyles of costumé, dance and
tune playing. These all give the inhabitants of a valley a sense of self-awareness.
Alongside the household, the village and the valley, there is the state. Villages, towns
and valleys have articulated their relationships with the state in different ways,
according to historical periods and conceptions of the state. Therefore, the development
of national and statewide identities have followed different rhythms and encountered

separate responses in the Pyrenees (Gémez-Ibafiez 1975, Douglass 1998, Sahlins 1998).

Chapter III is a review of how local as well as British and American
anthropologists have studied household, village, valley and state relationships in
Pyrenean and rural Basque society. Some scholars have addressed the way social

relationships are articulated within the household and between neighbours in a village.
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Within Basque studies, instances of this focus are provided by Douglass (1969) and Ott
(1981) who have underlined that household and village relationships are based on
systems of exchange and rotation. Other anthropologists have addressed the way local
life articulates itself within wider social and political processes, a question which has
been approached from several viewpoints as shown in works by Bidart (1977), Zulaika
(1989), Heiberg (1989), Urla (1988), Douglass (1975, 1976, 1998), Sahlins (1989,

1998), MacClancy (1999).

In Chapter III it is argued that several descriptions of rural life have given risé to
a timeless notion of rural social organisation as well as contributing to a ‘frozen’ and
static image of social relationships in the country. This is paI:ticularly true when we
encounter monographs by Barandiaran (1972), Barandiar4n et al. (1978), Etniker ed.
(1993), Douglass (1969) and Ott (1981). As a critique of ahistorical and motionless
views of rural ways of life and traditions, Chapter III further continues with a brief
examination of alternative understandings of the term tradition as proposed by
Hobsbawm & Ranger (1983) Williams (1980) and O'Brian & Roseberrry (1991).
Finally, Caro Baroja's work is discussed as a local example of historically framed
analysis of Basque ethnography. Chapter III concludes with a picture of recent
transformations within the domestic group as women no longer marry into farming
households, causing several strategies to be employed to ensure continuity of the
household. Just as the Pyrenean social organisation is not able to reproduce itself over

time, so the means to express symbolically social and cultural continuity have changed.

Accordingly, Chapter III shows that new forms of local organisation and

symbolic representation are emerging in Zuberoa, which are different to those
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understood as traditional. By approaching these different social forms, this chapter is
concerned with ethnographic descriptions where aspects of the household, the village,
the Pays, and the nationstate are examined alongside nationalistic claims and the
building of the European Union. An analysis of social organisation in Zuberoa, from a
perspective which involves the structural levels of the house, the village, the valley and
the state, makes it explicit that under the term Zuberoan or Souletine there is more than

one way of being and expressing identity.

Chapter IV is a social analysis of festive behaviour. It departs from an
examination of the role assigned to dancing in rural Basque society and proceeds with a
review of the main theoretical approaches to folklore studies, then to relate the
Zuberoan Maskaradak to a widespread festive behaviour characteristicly carried out in
winter time. Chaper IV studies the features of these festivals vis-a-vis the aesthetics and
ritual arts of Maskara&a-perfomance. A discussion of former studies of Maskarada
performance closes the chapter. On the whole, Chapter IV is an overview of carnival
performance as it is understood by anthropologists and researhers of popular culture.
From a close examination of Maskarada performance it seems that this festivity shares
many similarities with other Euro-Mediterranean rural festivals. These similarities can
be confirmed in that these festivals dramatise particular relations between nature and
culture; male adolescents are given full protagonism; they reflect a syncretism of
religious ideas, calendars and worldviews; there is a large use of zoomorphic masks and
heavy consumption of meat and spirits is involved with aggressive behaviour being

excused.
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Scholars have interpreted carnival in different ways. For example, first
approaches to carnival have stressed that they constitute surviving examples of ancient
religious rituals (Frazer 1913). It has also been pointed out that carnival celebration
reflects a system of beliefs based on folk interpretatiqns of agricultural cycles
(Gaignibet 1974). Some authors have seen medieval versions of Roman Saturnalia,
now framed, on the one hand, around a notion of foulness, and on the other, in relation
to Christian Lent or the Muslim feast of Sacrifice (Caro Baroja 1965, Heers 1983,
Burke 1978, Hammoudi 1993). Within British anthropology the legacy of the so-called
Manchester School brought about explanations of carnival-like symbolic inversions
within a theory of social catharsis (Gluckman 1963, 1965). In opposition to the latier
idea of carnival as ‘a escape goat’ there are essays akin to Bhe;ktin’s (1969) notion of
‘the world upside down’, which presents carnival as a critique of social order. Finally,
other anthropologists have stated that, instead of either expressing social order or
constesting it, carnival festivities ciisplay the capability of social groups to manipulate
ritual symbols in order to display an alternative view of society (Backock ed. 1978;

Cohen 1974, 1982).

Chapter IV introduces the reader the study of ritual aesthetics such as
dancing, masquerade, singing and storytelling, for these absorb most of the energy
involved in Maskarada performancé. The extraordinary aesthetic efficacy in ritual
action is well portrayed in Kapferer's (1983) examination of exorcism and healing in Sri
Lanka which are rites whose aesthetic elements (music, song, drums, dance and drama)
“effect key transitions and transformations in identity, experience, meaning and action”
(Kapferer 1983: xiii).  Since danmtza [dances], kantoiak [songs], sonua [music],

Dphredekiak [oratory] and maskak [masks] are key aesthetic figures in Zuberoan carnival
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drama, Chapter IV explains the importance of aesthetic exhibition and movement in
ritual performance. Most researchers of Maskarada performances have largely
focussed on dancing. As a consequence, little research has been done on the other

aesthetic elements characteristic of the Zuberoan Maskaradak.

Dance implies qualified movement, which is often accompanied with sound or
songs and is performed with distinctive costume. This is the case in Zuberoa. Yet this
thesis is relatively unconcerned with describing the structural or morphological features
of Zuberoan ritual dancing. Rather, it is concerned with folk dancing as deliverer of
particular social meanings from actors to audience and vice versa. In this process, mu;ic
is of capital importance, as in Zuberoa each group of actors has its own melodies, tunes
and rhythms. Music betrays what is going on during the performance. Research on
music and ritual performance has stressed that music modifies participants” self-
awareness. Music confers, in ritual space and time, a sense of self aside from the
everyday. As Rouget has put it: “it [music] indicates that something is happening in the
here and now; that time [and space] is being occupied by an action being performed, or

that a certain state rules over the beings present (Rouget 1985:121).

Animal or other disguises in ritual and festive behaviour have been the subject of
detailed examination by anthropologists. Dumézil (1929) and Catwe (1978) are two
examples of how scholars have approached the use of animal masks and disguises in
European celebratory contexts. Anthropologists have underlined that masks and special
costumes are often used in conjunction with processes of change in social status either
of particular individuals or of groups. Thus, masquerade has been studied as informing

on cultural ambiguities and paradoxes as well as on social boundaries (Gell 1985,
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Crocker 1982, Napier 1986). Studies on ritual masquerade in Europe have shown that
masks conceal or transform social identity in a way that they chaliange cultural rules
and understandings of law, order and etiquette (Bakhtin 1968, Bristol 1985, Burke
1978, Cox 1969, Heers 1983, Le Roy Ladurie 1979, Poppi 1994). Furthermore, an
analysis of masquerade (and popular culture, in general) in peasant European societies
implies a study of the relations between church, civil authority and peasantry. In sum,
Part II is written to show that in Zuberoa both rural social organisation and carnival
performance are dynamic realities which must be approached in relation to wider

processes, these being social, cultural, economic and political.

Part III is named Cultural performance and social z'de.ntity. It contributes to
this thesis with specific ethnographic analyses of Maskarada performance. My
examination of folk theatre in Zuberoa draws very much upon a drama analpgy which
has been discussed by scholars such as Geertz (1972, 1980), Tumef (1957, 1974),
Cohen (1974), MacAloon (1987) Goffman (1959) and Hymes (1975). In sociology,
Goffman (1959) represents a radical use of the drama analogy as he saw theatre
everywhere in everyday life. He analysed face-to-face encounters and considered it
important to distinguish ‘on-stage’ from ‘back-stage’ social behaviour, as he defined
human beings as role-players who are preoccupied with the’ presentation of shifting
facets of the self, according to social context. Within social anthropology, Turner’s
work on social change and conflict instituted the term ‘social drama’, which he used to
describe social disturbances and disputes as processes involving a regular sequence.
Therefore, he used a drama analogy to study how conflicts are resolved within a village.
Coheq (1974) has proposed the term ‘key dramatic performance’ to express that social

groups are able to manipulate significant cultural symbols by means of which they
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become visible and acquire public identity. On a different plane, other anthropologists
have followed upon Geertz's (1972) interpretation of the Balinese cockfight as ‘social
meta-commentary’ or ‘people telling stories about themselves’ in order to approach

cultural performance in terms of ‘culture in action’ (Manning ed.1983).

MacAloon (1987) has suggested that Geertz's and Goffman’s theories of
performance are extreme formulations as they either say that all human behaviour is
‘staged cultural performance’ (Geertz 1980) or that ‘social life is an endless theatrical
performance’ (Goffman 1959). He has considered it more interesting the way Hymes
(1975) understands the study of performance. In my ethnographic analysis of tile
Maskaradak of Zuberoa 1 have adopted Hymes's notion. of ‘performance as
responsibility’. In other words, in the performance of folk drama in Zuberoa, actors
and organisers assume responsibility for an audience and for a ‘tradition’, i.e. for what
Zuberoans call disantxa zaharrak [old customs]. Thié means that performing folk
theatre in Zuberoa involves a particular kind of ritual knowledge which has to be
‘taught’, ‘learned’ and ‘passed on’ from generation to generation and ‘displayed’
following precise rules and conventions. Part III contains ethnographic accounts
which reflect on the kind of sociocultural responsibilities for audience and for tradition
implied by young people of a village performing in a Maskarada. As the social praxis
and public enactment of ritual knowledge effects its renewal (Bourdieu- 1972b; Sahlins
1981, 1985), ritual performance dramatises a tension between views of how a tradition
must be exhibited publicly. In this sense, Part III analyses the performance of
Maskaradak in Zuberoa as shaping a public arena, whereby contrasting social groups,
economic interests, gen&er categories and local politics are at play. That is to say, this

thesis considers of much interest the study of folk drama in relation to gender, history,
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local politics and economic groups. Performance and folk drama must be understood as
collective activities where symbols are displayed and selectively interpreted by actors
and audience. To this end, ritual aesthetics play a crucial role. In this thesis ritual
aesthetics are not considered to be exclusively coercion and constraint, as Bloch (1989)
has stated in his study of music, daﬁce and ritual oratory, but as a.vehicle for metaphoric
expression about society and culture. The latter view is particularly correct once we
agree that peformances effect separate messages according to the way they are publicly
‘framed’ (Goffman 1975; Handelman 1977, 1990; Turner 1982). Carnival is playfully
performed ritual action and so is Maskarada performance in Zuberoa. Following
Handelman (1977), play and ritual are perceived as different orders of reality in for;n,
content and logic of composition, although, he further argues, t};e contrast between play
and ritual is not a contrast between, on the one hand, play understood as unserious and
untrue and on the other, ritual understood as serious life.. On the contrary, Handelman
affirms that both play and ritual are serious human activities. Within a play ﬁ‘ame
‘make-believe’ is the message. However, within a ritual frame the message is ‘let us
believe’. Handelman concludes that ritual and play are similar domains of experience.
Yet both are mutually exclusive, according to the way they relate themselves to social

order, which they both influence.

There are three chapters in Part III: Masks, symbols and ritual structure in
Maskarada performance (Chapter V); On gender boundaries and carnival celebration:
the ethnography of the new performers (Chapter VI); and Folk performance and the
shaping of cultural communities (Chapter VII). Chapter V analyses how Maskarada
performances project ifnages of inclusion and exclusion. I examine how social and

cultural barriers are drawn and surmounted within Maskarada ritual performance since
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Maskarada performances unfold distinctions between social groups by means of
grouping them according to their economic activity or by placing them within a social
milieu. An examination of the inner structure of Maskarada performance shows that
Zuberoan folk theatre dramatises both cultural and political boundaries and bridges.
Likewise, it portrayé particular understandings of the relationship between nature and
culture. However, special attention is paid to inner ritual action and political symbols
which are displayed within Maskarada folk theatre, for they articulate relations between
territory, local identity, politics and cultural performance. Carnival performance in

Soule demonstrates that there are a variety of social identities at issue.

Chapter VI approaches several gender issues from the point of view that women
have acquired public protagonism in Maskarada performances since the 1980’s. Yet
‘women’s involvement in the Maskaradak has concerned ritual meaning and
authenticity. Even though women have been able to perform and to enter into
Maskarada dancing and acting, thei; participation has been resisted by men because of
male control over the public sphere. On the whole, Pyrenean dance-events are patterned
upon highly structured and restricted ideals which echo masculinity. I will argue that
the contemporary carnival Maskaradak in Zuberoa reflect a number of issues which
point to changing gender categories and notions. Therefore, Chapter VI describes the
leading social and cultural schemes by which local audiences have judged the increasing

presence of actresses and female dancers in the Maskaradak of the 1980°s and 1990°s.
Women's involvement in folk theatre contrasts with their attitude in the realm of

traditional social organistation where women'’s attitude is one of desertion and wilful

abandonment. Thus, Chapter VI must be read in relation to several arguments exposed
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in Chapter III, which are sumarised as follows. Masculinity is structurally privileged in
rural Basque society and in the Pyrenees. Two ethnographic examples studied by
Valverde (1993) and Medio Cachafeiro (1986) illustrate how such a structural
masculinity is still dominant even in those places and cases where female heirs are
recognised, i.e. where either the norm of strict primogeniture prevails or there is no
male descendant in the domestic group. The emphasis on masculinity in the enactment
of structural reproduction and continuity contrasts radically with the dramatisation of
continuity within the cosmological and cognitive realms of social experience. In these
realms women and femininity assume the central roles. Several authors have made an
interpretation of this. For instance, Ortiz-Osés (1978) has approached it from a Jungién
perspective to conélude that Basque mythology is a pre-Ix;do-European and pre-
patriarcal mythology. However, del Valle et al. (1985) have studied the centrality of
womeri in Basque cosmology from an understanding of myth based on the theories of
Malinowski, and concluded that the Basque images of women in cosmological
discourse must be seen as a charter by which gender inequalities in social organisation

are culturally and ideologically granted.

Women are also centre stage when enacting a special ritual in the village
church called sepultura. In this ritual women are supposed to renew the links between,
6n the one hand, the living members of a domestic group in a household and on the
other, buried members of the same household. Therefore, in rural Basque society there
are two realms where women acquire full protagonism. The first is where they express
spiritual links, which happens inside the village church and the other is concerned witn
myth and imagery _(Bafandiaran 1972, Douglass 1969, Duvert 1992). However, they

are given little acknowledgement in public places and activities (del Valle et al. 1985,
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Fdez. de Larrinoa 1991, Larrafiaga 1995). Ethnographic accounts and personal
experience in the field show women in social organisation as structurally weak (Diez,
Mauleén & Goiii 1992, Lekunberri 1991), while also being located strongly within

mythological narratives and religious ritual.

Gender and female positions in society have been studied from several
perspectives. Earlier inquiry studied gender differences alongside pairs of opposition in
social organisation (for instance, private versus public social spaces) or in the logic of
knowledge (namely, understandings of the body as cultural versus natural). Later
approaches to gender have followed other directions as they have focussed on issues "of
exploitation, alienation and spheres of prestige and exchange (O;'tner 1974, Meillassoux
1975, MacCormack & Strathern 1980, Ortner & Whitehead 1981, Moore 1988). A
study of women’s attitudes towards their position in the domestic group, within
traditional social organisdtion in Basque society, shows that women have rejected it, as
they have deserted . farming households. Women tend not to marry farmers, a fact
which has resulted in a significant number of households lacking descendants, while
others have become empty and abandoned. However, women's attitude towards public
performance is of invasion as women have become very active protagonists in carnival
performance. This runs contrary to hegemonic (male) views, as local experts consider
women not to be suitable performers. This is why I refer to women’s involvement in

Maskarada performance as ‘ritual heterodoxy’.
Indarra [strength] (Ott 1992) is a local notion which is refered to when

challenging the authenticiy of the Maskaradak performed by women. The point is

whether in traditional Zuberoan society ritual action in carnival time and particularly the
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expression of the control of indarra [strength], are indicating a privileged locus (Sahlins
1976) where specific classificatory criteria impose themselves on a whole cultural
system. At the same time, the question arises as to what extent such a (traditional) locus

which expresses masculinity has been displaced (Cornwall & Lindisfarne 1994).

Chapter VII looks outside the ritual structure of Maskarada by examining
aspects of the community in relation to it. In this chapter I examine the dramatis
personae of performance and how actors and audience are part of particular aspects of
the community. Chapter VII analyses how social groups relate themselves to folk
theatre and geographically grounded distinctions, showing that there are various forr:ns
of public identity, whether contested or acknowledged. In such a' study of folk theatre, I
rely on ethnographic data gathered from areas which share cultural, social or
administrative borders with Pays de Soule. In particular, I study how cultural
communities come into being by means of péﬂaking in Zuberoan folk theatre either as
an audience or as a player. Chapter VII describes a number of villages from outside
Zuberoa which have a share in Souletine folk theatre. These villages are located in
Nafarroa Behea and Pays de Béarn, regions linguistically and administratively separate
from Zuberoa. This chapter also describes the various ways to establish formal
community boundaries and social networks in a village, folk theatre being one of them.
I argue that in Zuberoa a special sense of 'community—belonging develops from
participating in folk theatre. This is so because the organisation of folk theatre in
Zuberoa follows the principles of hartu-emon [reciprocity], dingiiria [circularity] and
aldikatzia [rotation] whose efficacy has been studied in household relationships and
funeral ceremony (Douglass 1969, Ott 1981), but never discussed in contexts of public

festivity and playful celebration. Finally, Chapter VII analyses an ongoing shift in
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Maskarada audiences as there is an increasing interest by Spanish Basques in Zuberoan
folk theatre. Thus, the renewal of folk performance in Zuberoa profits from Basque

cultural references wider than those of Pays de Soule and nearby villages.

Finally, there is the conclusion which is a summation of both the ethnographic
accounts and the main lines of argumentation presented throughout the thesis.
However, they are presented in a new way, for they are discussed again under other
headings. This final section attempts to summarise all of the previous arguments made
about gender, performance and representation in relation to Maskarada ritual. The
conclusion reflects on the production and reproduction of cultural performance in nL;aI
society, a reflection which is grounded on the ethnography sup;;lied by the inhabitants

of Zuberoa and their characteristic folk theatre.

ViI. METHODOLOGY

This thesis is based on library and fieldwork research. In its realisation I have
relied both on research in the region carried out by other scholars and on original data of
my own. The discussion on Pyrenean, Basque and Souletine social organisation
(Chapters I and III) is grounded in several sources. Firstly, between October 1990 and
May 1991 I wrote a thesis proposal for which I conducted specific library research on
the Pyrenees and Soule. I visited several centres of the Basque Country, both in Spain
and France. In particular, I consulted the libraries in the Universidad de Deusto, the
Diputacion de Vizcaya, the Museo Histérico de Vizcaya and the Universidad del Pais
Vasco, all in Spain. In France I consulted the Musée Basque de Bayonne. Finally, in
England I consulted The London School of Economics. Secondly, between September

1992 and May 1993 I consulted several library sources in the Université de Pau et des
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Pays de 1’Adour which was sixty kilometres from my ficldwork base in Muskildi,
Zuberoa. I visited the library at the Université de Pau et des Péys de l’"Adour once
every two weeks. My knowledge of rural Basque society is also taken from personal
fieldwork carried out in Zuberoa where I lived between June 1991 and May 1993. I
rented a house where I resided myself, although I visited my neighbburs regularly in
order to participate in their farming activities and social life. Previous to this field
experience in Zuberoa, I already had practical knowledge of a farming community. I
had lived with a family of farmers in a Spanish Basque village called Alkiza, where I
spent twenty months of fieldwork research during 1993-1995 which then went towards
an M.A. degree in Social Anthropology which was granted by the Univesidad del P&z’s
Vasco in 1985 (Fdez. de Larrinoa 1991). Therefore, my .discussion of farming
households and rural organisation in Zuberoa benefits both from field experience of my
own, in several farming villages in Spain and France, and from experiencves by other

scholars I have come across through their written accounts.

My study of folk theatre in Zuberoa (Chapters II, IV and Part III) started in
1987 when I first attended a Maskarada performance. During January and February of
that year I resided in Muskildi where the young people had organised a Maskarada. My
first fieldnotes and interviews on Zuberoan folk drama go back to those months. Also, I
recorded a video of the performance given by Muskildi in the village of Sohiita. Whén
writing my thesis proposal between 1990 and 1991, I conducted library research on folk
theatre in Zuberoa, mainly in the centres mentioned above. But it was in the field,
during June 1991 and May 1993, that I acquired a deeper knowledge of folk theatre in

Zuberoa.
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At the time I entered the field (late June, 1991), people in Muskildi were
extremely busy in the organisation of a Pastorala performance which had been
scheduled to be performed on the last Sunday of July. I began my fieldwork by
attending the rehearsals. These took place on Fridays, Saturdays and Sundays. As an
observer I endeavoured to describe the atmosphere. As éparticipant, I contributed with
my labour in setting up the stage and the rows and in other manual aspects of
organisation. My participation grew after the second performance (August 1991), as I |
was formally invited to join the performers as artzaina [sheep herder], which I accepted.
From that day on my place in the rehearsals was that of an apprentice of Pastorala folk
theatre. Therefore, I was taught how to move across the stage and initiated in the ruies
and conventions which guide a Pastorala play. 1 participated, .in my small role as an
actor, in the performances given by Muskildi in Donibane Loitzune [Saint Jean de
Luz], a fishing village in the French Basque. Country which attracts .many tourists; in the
Spanish Basque town of Arrasate [Mondrag6n]; in the best known theatres of the
Spanish Basque Country, the Victoria Eugenia and the Arriaga theatres, in San
Sebastian and Bilbao respectively. This experience gave me the opportunity to study
relevant aspects of folk theatre in Zuberoa. Firstly, I was able to learn about the training
of a Pastorala performer. Secondly, I could study first-hand the back stage atmosphere
as well as actors” commentaries on their work. Finally, I could examine the interaction
between actors and audiences in several cultural locations: within Pays de Soule; in a

French Basque tourist context outside Zuberoa; and in Spanish Basque urban milieus.
In the autumn of 1991 it was common knowledge in Zuberoa that the villages of

Altziikii and Eskiula were planning their Maskaradak to be played throughout the

winter of 1992. I made arrangements for me to be allowed to follow the rehearsals in
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situ. I attended most training and preparations in these two villages, for which I drove
my car from Muskildi. I was given permision to take photographs and to record parts of
the rehearsals. Once more, I interviewed trainers and trainees about their roles in and
responsibilities to the performance. Between January and May 1992, Sunday by
Sunday, I followed all the performances by Altziikii and Eskiulé., which I recorded. At
the same, I collected several life stories of former but well-known dancers and

performers from these and other villages.

In the spring of 1992 I asked for permision to attend rehearsals for a Pastorala
play to be performed by the villagers of Santa Engrazia in July and August 19§2.
Participants in this event met on Saturdays. I was allowed in' as an observer. I took
notes and recorded several phases of the training. As usual, I conducted interviews. I
undertook the study of the preparations for this Pastorala play in Santa Engrazia in
relation to my notes on the Pastorala play performed by Muskildi a year before. Ih July
I attended the performance, as well as gathering from the audience as many comments
and criticisms as I could. In the autumn of 1992 I followed the rehearsals for a
Maskarada by the village of Urdifiarbe and its performances during the winter of 1993.
In 1993 I spent two days in Bilbao with Maskarada performers from Altziikii who had
been invited by the towa council of Bilbao to perform a Maskarada. 1 spent another
two days in Basauri, a Spanish Basque industrial town, again with Maskarada

performers from Altziikii who were invited to stage a Maskarada performance.

Being in Zuberoa, I interviewed common people as well as people recognised in
Soule as experts in the local arts of folk theatre. Also, I collected articles and opinions

expressed in the French, Basque and Spanish media. I speak Basque as a second

L g
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language, which I learnt during my first fieldwork experience in Alkiza, Spain. In Soule
I used the Basque language as a vehicle of communication on a daily basis. Yet, it took
me several months to catch up with the peculiarities of the Basque Souletine dialect.
Although I was fluent in gipuzkera [the Basque dialect of Gipuzkoa] as well as in
euskera batua [standardised Basque], mutual understanding was not easy as speakers of
zuberera [Souletine Basque dialect] and speakers of gipuzkera and euskera batua do
not share the same phonetics, declensions and verbal systems, and lexis. In order to
learn Souletine Basque I took classes in a Gau Eskola [evening Basque school for
mature students] in Maule which is five kilometres from Muskildi. Another strategy I
employed was to transcribe the sermons, songs and stories which I had recorded duri;1g
the rehearsals and performances and study their dialectical chara.tcteristics with the help

of dictionaries and Souletine Basque speakers.

I came back to the Anthropology Department, L.S.E., Unjvefsity of London,.in
October 1993, where I started to write this thesis. Having brought with me to London
such an amount of notes and information concerning the performing arts of the
Souletines, 1 decided, after consultation with supervisors and other members of the
Department, to make Maskarada performance as it relates to social change and

cultural identity the focus of my analysis.
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PART 1

(PRELIMINARY NOTES ON THE BASQUES OF ZUBEROA AND
THEIR PERFORMING ARTS)
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CHAPTER 1

ZUBEROA: A SOCIO-HISTORICAL BACKGROUND
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I. THE FRENCH BASQUE COUNTRY: GEOGRAPHY AND DEMOGRAPHY
-The French Basque Country occupies 2962 square metres where 249,642 people
live. Therefore, there is a population density of 84 inhabitants per square metre. The
French Basque Country is composed of three provinces, Lapurdi, Nafarroa Behea and
Zuberoa. Of the three Zuberoa is the smallest as it represents 26,51% of the French
Basque territory. From the coast to the north of the French Basque Country there is the
region of Gascony and the administrative département named Landes. To the west there
is the Bay of Biscay and to the east the Pays de Béarn. Lastly to the south, there are the

Spanish Basque provinces of Gipuzkoa and Nafarroa.

Within the French adminstration there are several division such as
départementes, cantons and communes. The French Basque Country is in the
departmemt number sixty-four, known as département des Pyrénées-Atlantiques.
Further divisions within this département are: la préfecture de Pau, la sous-préfecture
de Bayonne and la sous-préfecture d'Oloron. The provinces of Lapurdi and Nafarroa
Behea belong to the sous--préfecture de Bayonne whereas Zuberoa is attached to the
sous-préfecture d'Oloron. Cantons are the next administrative subdivisions in France.
There are two cantons in Zuberoa: the canton of Maule and the canton of Atharratze.
Les communes [villages] come after the cantons. In Zuberoa nineteen communes belong
to the canton of Maule whereas fifteen are locéted in the canton of Atharratze. There
are eight communes which are linguistically Souletine but attached to cantons other than
Maule or Atharratze. These are Eskiula (canton of Olorén) and Arrokiaga, Domezain,
Gestas, Lohitzun, Ozarain and Pagola (canton of Saint Palais, which is known as

Donapaleu in Basque). -
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An examination of the evolution of the French Basque population indicates a
significant growth during the twentieth century, although two demographic tendencies
are perceptible. One happens on the coast where the main cities, industries, tourism and
job opportunities are concentrated. - This has made the coastal area a centre of attraction,
with the result that seventy-one per cent of the French Basque population resides m the
cities and towns of the coast, such as Hendaia [Hendaye], Donibane Lohitzun [Saint
Jean de Luz], Miarritze [Biarritz], Baiona [Bayonne] and Angelu [Anglet]. On the other
hand, in the countryside, small scale, family farming businesses are the most common
economical features. The countryside is also characterised by a strong drop in
population which is reflected in that only twenty-one per cent of the French Basq:ue

inhabitants of the French Basque region reside inland.
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(1936-1990) [SOURCE: Tableaux Démographiques du Pays Basque 1851-1990
AD.E.P.AB/LNSEE.]

II. NOTES ON THE HISTORY OF ZUBEROA

According to the name given to the river that comes down the valley from the
highlands of the Pyreneeé, Zuberoa or Pays de Soule is also known either as Vallée du
Saison (French) or Uhaitz Handia (Basque). Yet local Basque speakers prefer to say
Xiberua while the French use the term La Soule. Defined as Basques, the inhabitants of
this valley distinguish themselves from their Occitanian and Navarrese Basque
neighbours in a variety of ' ways. Historical, linguistic, ecological, social, political and

cultural reasons are at play.

Firstly, the landscape in Zuberoa is significantly different from the rest of the
Basque Country. Due to its closer proximity to the high peaks of the Pyrenees, the
landscape is abrupt. Even the formal aesthetics and architectural design of the house
follow the patterns foﬁnd in the contiguous Pays de Béarn (Baeschlin 1968, Caro

Baroja 1971, Lauburu ed. 1979, Yrizar 1965). Secondly, the Basque dialect spoken in

56



Zuberoa is remarkably distinct even from those dialects spoken in the nearby Basque
valleys of Navarra (Bonaparte 1883, Géze 1873, Laffite 1975). Thirdly, although
carnival and folk theatre are common practices in most rural European areas, they are
performed in distinctive ways in Zuberoa where singing styles as well as dancing steps
and choreographyes are closer to Béarnese folklore than to the Basque (Guilcher 1984).
Finally, administrative divisions have historically set Zuberoa apart from the rest of the
French Basque Country. Thus, whereas the two other French Basque provinces of
Lapurdi and Nafarroa Behea has long formed part of the chamber of commerce of
Bayonne, Zuberoa has belonged to the chamber of commerce of Pau until 1992.
Questions of public order are channelled through the subprefecture of Oloron, Béa;n.
The local newspaper, Sud-Ouest, has separate editions for Iééam and the Basque
Country. Zuberoa is included in the Béarn edition. These circumstances have forged a
Basque identity which clearly distinguishes zuberotarrak [Basques from Zuberoa] from
other Basques. Furthermore, when referring to Basques of other areas, Basques from
Soule commonly employ a pejorative word, manexa, instead of euskalduna [the Basque

term for Basque].

Historical records document Zuberoa as being part of the Viscountcy of Soule
since 1023. After being under the influence of the Kingdom of Navarra, in the
eleventh-century the Viscountcy of Soule passed on to the king of England until 1451.
Then it became attached to the French crown. Up until the French Revolution in 1789
Zuberoa was allowed to have its own legislative institutions and self-sovereignty, not
without trouble. Known as fors or foruak, this political and administrative autonomy
was based on the rights over the use and property of the valley’s mountain land, as well

as preserving the household-orientated local economies. The Revolution of 1789 did
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not back these legal and political uses. Instead it followed a policy towards the
privatisation of communal land, together with changing the inheritance practices in the
region. Moreover, the new parliament approved laws in support of agricultural
initiatives, whereas the legal system of the An_cien Régime supported livestock, a main
economic activity in Zuberoa. The Revolution brought about a decline of local influence
and power (Bidart 1977). At the same time, a process of political and economic
centralisation took place. Thus, during the eighteenth and nineteenth centuries valley

and household relationships entered a new frame of social relationships in Zuberoa

According to Lopez Adan (1977, 1978), Zuberoan merchants, lawyers a;ld
noblemen controlled the Revolution. That is to say, in order to éain the use of the land
and keep the new inheritance regulations, many small households and estate owners had
to borrow mohg:y. And because they could not afford the mortgages, they fell into debt.
As a result a nascent bourgeoisie connected to the property and maintaining economic
control over the land appeared in Zuberoa. Consequently, agrarian ideology attached to
this bourgeoisie developed. This ideology idealised farming landscapes and economic
activities by depicting self-subsistence households as the virtuous Basque, in opposition
to industrial workers who were seen as foreign competitors and cultural enemies. By
creating this agrarian ideology the new bourgeoisie protected itself from possible social
problems derived from class formation and confrontation (Bidart 1977, Lopez Adan
1977, 1978). Since Zuberoa stood at the periphery of regionally, nationally and worldly
economic transactions, this land-attached bourgeoisie reinforced itself while farm

tenants became impoverished.

Lépez Adan (1977, 1978) has argued that the twentieth century has inherited the
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social and economic structures of the nineteenth, which have lately begun to show
themselves in a novel manner. Urban ideas about the nature of ownership, already well
based in the coastal French Basque Country, are now being accepted by inland Basques,
who come to think of their homesteads, not as a priceless legacy to be maintained, but
as a commodity to be exploited and some locals have expressed their militant
disagreament with this change of mentality. But there is no industrialisation process in
Zuberoa and development is directed towards green tourism. The result is that today
Zuberoa is a region in crisis both demographically and economically as well as

culturally.

III. ADEMOGRAPHYC APPROACH TO ZUBEROA

Demographic and migration rates reflect the diminishing of farming, in as
mli_cha as Zuberoa had a high number of inhabitants in 1846 (about fifty thousand
people). This nﬁmber has been falling ever since. Today there are around fifteen
thousand people living in the valley. The French Basque Country had the highest
French migration rates between 1857 and 1877. Thirty thousand people left Zuberoa
between 1834 and 1894. And nineteen thousand four hundred and sixteen Zuberoans

left their valley during 1897-1921 (Kanblong 1958).

Figufes show that population has decreased 5.03% in Zuberoa between 1982 and
1990. Moreover, the last publication by I.N.S.E.E. (Institut national des études de la
estatisque et écomiques) corroborates that the growth of population has been negative in
Zuberoa and neighouring areas during the 1990°s. Thus, between 1990 and 1999 there
has been a drop of 4.56% in the canton of Maule while the population in the canton of

Atharratze has diminished by 7.36%.
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DEMOGRAPHIC CHANGES IN ZUBEROA: 1881-1990

Data given by the IN.S.E.E. and L Observatoire économique de la Soule

indicate that population is ageing in Zuberoa. It is acknowledged that between 1982

and 1990 the number of people under sixty went down, but the number of people aged

sixty and over increased.

DISTRIBUTION OF THE POPULATION IN ZUBEROA BY SEX AND AGE

GROUPS IN 1990
AGE GROUP MALE FEMALE TOTAL
0-19 1497 1524 . 3011
20-39 1955 1720 3675
40-59 1751 1569 3320
60-74 1305 1397 2700
75+ 640 1024 1664
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AGE GROUP 1982 1990 CHANGE
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IV. PEASANT ECONOMY IN ZUBEROA

In addition to the loss of population and the ageing of the remaining population,
 other changes have taken place in Zuberoa, particularly within the realm of the peasant
economy. Following on from data published by L ‘Observatoire économique de la
Soule, between 1980 and 1990 one third of the population active in agriculture left the
sector, and one farm out of four closed down. The decline of farming businesses in

Zuberoa is shown in the following diagram:

ZUBEROA
(population active in agriculture)
[Source: L Observatoire
7000 — économique de la Soule,
1992, n.6]
6000 —
5000 —
4000 -
3000 —
2000 -
1000 --
| | i

1970 1979 1988 (year)

The disapearance of small-scale, family-based farming enterprises in Zuberoa
comes as a result of two separate ecological circumstances. In the canton of Atharratze,
where abrupt mountains and peaks shape the landscape, forty four per cent of the
households have given up the farming business between 1970 and 1990. In the canton
of Maule, with a landséape of soft hills and largely flat fields, thirty-three per cent of

the farming houses have closed down during the same period. The decline of small-
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scale, family-based farming production contrasts radically with the growth of large-
scale agricultural businesses which are orientated towards high rates of production.
This is the case in the canton of Maule where the number of large agricultural
enterprises has increased as much as thirty-two per cent in the last two decades. This
change has not been followed by farmers from the canton of Atharratze where the

number of large agricultural businesses has grown only two per cent in the same period.

In 1990 the number of people active in Zuberoa was 6221, out of which 2531
were involved in the agricultural business. This means to say that forty per cent of the
population were farmers or partook in enterprises directly related to the farming
business in 1990. This proportion, however, varies significantly according to ecological
circumstances, when it can be seen that numbers change as we move from the canton of

Maule to the canton of Atharratze.

1990 CANTON OF CANTON OF TOTAL
MAULE ATHARRATZE
ACTIVE 4724 1497 6221
POPULATION
ACTIVE 1556 975 2531
POPULATION IN (32.70%) (62.45%) (40%)
AGRICULTURE

[Source: L Observatoire économique de la Soule, 1992, n.6]

Further distinctions are observed in the peasant economies of the cantons of
Maule and Atharratze. Thus, the raising of sheep and cattle accounts for ninety-five per
cent of the peasant economy in the canton of Atharratze. However, in the canton of
Maule there is large cultivation of maize, hay, and fruit-trees. In Zuberoa sheep farming
consists of producing milk which cheese factories purchase, while cattle raising is

directed towards the production of beef. A detailed account of peasant economy in
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Zuberoa reveals the following:

PRODUCTIVE CANTON OF MAULE CANTON OF
ACTIVITY ATHARRATZE
SHEEP FARMING 61.90 % 74.87 %
CATTLE RAISING 2.99 % 20,.30 %
OTHER REARING 9.20% 1.52 %
AGRICULTURE 15.01 % 1.02 %
OTHER 4.18 % 228 %
FARMING
DEDICATION
FULL TIME 85.39 % 89.13 %
PART TIME 14.61 % 10.87 %

[Source: L ‘Observatoire économique de la Soule, 1992, n.6]

The peasant economy in Zuberoa is in a serious crisis, which has particularly
affected small-scale, family-based farming households. As a consequence of the crisis,
a significant number of entrepreneurs are closing down their businesses. Those who
remain in agriculture stay on. a full-time basis, in part because there is no other
economic sector that couid absorb their labour force. In other words, the decline in the
number of farming households has not fallen at the same rate as an equivalent growth in
the industry or service sectors. The result is that Zuberoa increasingly loses people

and active population.

V. CHANGES IN CULTURAL AND LINGUISTIC IDEN TITY

In 1987 SIADEKO, an institute of socioldgical studies based in San Sebastian
(Spanish Basque Country), studied the use of the Basque language in the Basque
regions of France and Spain. On the whole, the result was that the use of the Basque
language was extending in Spain, but receding in France. The survey was designed to
know, firstly, the numbe;r of Basque speakers. Secondly, the quality of their knowledge.

And lastly, the social use of the Basque langauge. SIADEKO studied the use of the




Basque language according to the speaker’s personal background: age group, gender,

professional activity, place of residence and literacy. SIADEKO also compared the use

of the Basque language in private and public spheres of social interaction, particularly

within the family, in the streets, administrative offices, hospitals and health centres, in

the education system and in church services. The result of the survey shows that, in

Zuberoa, the use of the Basque laﬁguage hardly differs from the mainstream in the

French Basque Country. These are the figures:

KNOWLEDGE OF THE BASQUE LANGUAGE IN THE FRENCH BASQUE COUNTRY AND

IN ZUBEROA
VERY GOOD | GOOD LITTLE SOME NOTHING
WORDS :
FRENCH 41% 17% 8% 8% 23%
BASQUE .
COUNTRY
ZUBEROA 40% 13% 8% 10% 27%

[Source: SIADEKO: Euskararen Egoera Iparraldean, 1988]

KNOWLEDGE OF BASQUE IN ZUBEROA IN PROFESSIONAL ACTIVITY

GOOD LITTLE NONE

Large-scale 45% 5% 50%
entrepreneurs

Mid-scale 47% 9% 44%
entrepreneurs

Small-scale 54% 6% 40%
entrepreneurs

Large-scale 50% 50%
ﬁricultu rers ,
Mid-scale 85% 5% 10%
agriculturers

Small-scale 90% 10%
| agriculturers _

Civil servants 45% 10% 45%
Qualified labourers 60% 10% 30%
Unqualified 38% 5% 57%
labourers

Part-time 100%

agriculturers

Retired 100%

agriculturers

Sheep herders 100%

Teachers 30% 70%

[Source: SIADEKO: Euskararen Egoera Iparraldean, 1988]
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SIADEKO'S survey shows that full knowledge of the Basque language is limited
to farming and agricultural activities. Also, it shows that outside peasant endeavour, its
use is very uncommon. As it is not officially recognised in France, the Basque language
is paid little attention by administrative | officers, educétion plans and the media.
Furthermore, SIADEKO’s study manifests that the knowledge of Basque is bounded to
particular age groups and gender. Thus, only one third of the population aged between
zero and twenty years had a good knowledge of the Basque language in 1987. The
number is lower for female speakers in the same age group. Therefore, in Zuberoa there
is a distinguishable linguistic gap between the elderly and people over fifty on the o}le
hand, and children and young people on the other. The result is ;hat speaking Basque is

associated with being peasant, aged and male.

VI. LES COMMUNES OF MUSKILDI, ALTZUKU AND ESKIULA

This thesis analyses folk theatre in Zuberoa. The analysis is based on data
collected from the Maskaradak organised by the villages of Muskildi in 1987 and
Altziikii and Eskiula in 1992. For administrative purposes, Muskildi and Altziikii are
known as communes numbers 411 and 81, respectively. Both villages belong to the
canton of Maule (canton number 20). Eskiula is commune number 217 and belongs to
the canton of Oloron (canton nurﬁber 28). Social, cultural, economic and demographic
patterns in these villages reflect the same changes already explained for Zuberoa as a
whole. Thus, during the last one-hundred years each of these villages has lost half of

their population:

1881 (1891|1901 [ 1911 | 1926 | 1936 | 1946 | 1954 | 1962 | 1975 | 1982 | 1990

432 | 417 | 412 | 457 | 400 | 396 | 388 | 372 | 325 | 313 | 289 | 285

M.
A. | 604 | 564 | 564 | 518 | 502 | 437 | 432 | 401 | 379 | 289 | 293 | 274
E

1117 |1012| 966 | 918 | 836 | 808 | 741 | 639 | 617 | 497 | 474 | 523
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M..: Muskildi; A.: Altziikii; E.: Eskiula  [Source: LN.S.E.E., 1991; and Régner (1991)]

-These villages depict a rural landscape with a number of farming houses which
accounts for half the dwelling places in Muskildi and Altziikii, but only one-third in
Eskiula. Aproximately, ten per cent of the houses from each village are used as second

residences, and a few are vacant or have been abandoned.

Year: 1990 MUSKILDI ALTZUKU - ESKIULA
Farming 44 37 54
households
Individual houses 29 35 92
Dwellings in a 0 0 20
Collective building
Second residences 8 10 - 25
Abandoned houses 5 12 6
Other 1 3 0
TOTAL 87 97 ’ 197
Owners 67 66 144
Tenants 3 7 12
Free of charge 4 2 : 10

[Source: LN.S.E.E., 1991]

Within communes there is a subsequent division called kartielak or aizogiine (in
Basque) and guartier (in French). Kartielak [neigbourhoods] are composed of several
households conceived of as a unit due to either their mutual proximity or their
placement in a particular spot. As a resident in Muskildi during my fieldwork, I
conducted a detailed survey of kartielak, houses and dwellers‘ in the village. I found
that in Muskildi there are eight neigbourhoods. However, some villagers argued that |

there are nine as they made a further distinction within Oxkaxe.

MUSKILDI
(Neigbourhoods and households)
Karrika:

Etxeparia (6 dwellers) / With no name (7 d.) / Beti-Gazte (3 d.) / Zohardia (1 d.)
Salaberria (4 d.) / Oilhoboroa (6 d.) / Aizagerria / With no name / Sala / Aizager-
berria (3 d.)./Aphez-etxea (2 d.) / Gaia (3d) / Kehellaltia (2 d) / Kehellaltia (2 d.)
/ Aphez-etxea (6 d.) Elixia (2 d.) / Karrikia (1 d.) / Karriki txipia (0 d.) /
Elizagaia (5 d.) / Idiartia (5 d.) / Etchecopaia (0 d.) / Arroketa (3 d.) / Irabarnia
(0 d.) /. Oskigilia (2 d.) / With no name (5 d.) / Dufoenia (o d.) / Pusunpesenia (0
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d.) With no name (2 d.) / Etcheberritua (o d.) / With no name (2 d.) / With no
name (3 d.)

Laurzia:
Estrat (6 dwellers) / Mendiburia (2 d.) / Iratzabalia (3 d.) / Garria (4 d.) /
Jagiberria (1 d.) / Bordaxar-Laurzia (4 d.)

Erbizia:
Intxauspia (4 dwellers) / Lopenia (0 d.) / Karrikaburia (3 d.) / With no name (1 d.)

Ehusania:
Otatzegia (6 dwellers) / Asmia (6 d.) / Arrokaina (4 d.) / Xantzenia (3 d.) / Irigai
(3 d.) / Arabehetia (5 d.) / Bidauria (2 d.) / Bedaxagarria (3 d.) / Oihanartia (0 d.)

/ Eyheabidea (0 d.)

[ Barretxia:
Barretxia (5 dwellers) / Baialtia (5 d.) / Kehellaberria (0 d.) / Salatua (3 d.) /
Olhasua (4 d.) / Uturriaga (1 d.) / Gohetsia (5 d.) / Donamaria (4 d.) / Efiautenia

(6 d.) / Etxeberria (1 d.) / Puxulia (4 d.)

[ Agrehia: _
Bordaxarria (1 dweller ) / Eihegia (2 d.) / Kaparruxia (5§ d.) / Etxartia (4 d.) /
Agereberria (6 d.) / Etchegohenia (5 d.) / Ageregohenia (5 d.)

[ Loga:
Hargintegia (7 dwellers) / Intxauspia (1 d.) / Oihanartea (3 d.) / Gaztambidea (2
d.) / Moutxa (3 d.) / Oilhoborotegia (7 d.) / Toxa (1 d.) / Txoiz (7 d.)

l Oxkaxe:

Oxkax (2 dwellers) / Oxkax (4 d.) / Bixta-Eder / Burgantz (3 d.) / Oilhoborda (1

d.) / Elixaltia (6 d:) / Uturaldea (1 d.)

POPULATION IN MUSKILDI GROUPED BY AGE AND SEX IN 1990

0-19 20-39 40-59 60-74 75-
MALE 29 48 41 21 12
FEMALE 40 28 32 21 13
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o MALE
HFEMALE

ACTIVE POPULAIfION IN MUSKILDI GROUPED BY AGE AND SEX IN 1990

20-39 40-59 60+
MALE 42 38 1
FEMALE 21 14 0

ACTIVE FARMERS IN THE VILLAGE (1990)
FARMERS IN 53
THE VILLAGE .
WAGE 59
LABOURERS
OUTSIDE THE
VILLAGE

Muskildi is one example of the changes that have happened in Zuberoa during
the twentieth century which are summarised as follows. Firstly, a serious loss and
ageing of the population has occurred. Secondly, the number of small-scale, family-
based farming households has notoriously diminished. Thirdly, youths rarely use the
Basque language as a vehicle of communication, despite having shown a strong desire

to partake in folk theatre during the last two decades.
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CHAPTERII

A DESCRIPTION OF THE FOLK ARTS OF THE MASKARADA
PERFORMANCE
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I. UNITS AND SEQUENCES .IN MASKARADA PERFORMANCE

- The troupe of the Zuberoan Maskarada is made up of different characters
arranged in two contrasting groups: the gorriak or reds and the beltzak or blacks. The
red group is composed of the qitzindariak [the first ones or those who lead]; the jauna
[the lord] and the anderea [the lady]; the laboraria [the male farm labourer]; and the
laborarisa [female farm labourer]; the marexalak [the horseshoers] and the kukuileroak
[the jesters]. The blacks are made up of the kereztuak [the castrators]; the buhameak

[the gypsies], the kautereak [the tinkers] and the medizina [the doctor].

GORRIAK
[the read team]

BELTZAK
[the black team]

aitzindariak [the dancers]

entseinaria [flag bearer]
txerreroa [horsehair]
gathuzaina [cat]
zamalzaina [hobby horse]
kantiniersa [water bearer]

kereztuak [castrators]

nausia [master]
mithila [apprentice]

Jjauna eta anderea
[the lord and the lady]

buhameak [gypsies]

buhame jauna [gypsy king]
zilintzau [tramp]
and two other

laboraria eta laborarisa
[the male farmer and female farmer]

marexalak [the horseshoers]
usually three

kereztuak [tinkers]

kabana handia [big cabin]
pitxua [fox]

Srupu

pupu

kukuileroak [the jesters]
three or more

txorrotxak [knife-grinders|

nausia [master]
mithila [apprentice]

medizina [doctor]
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The aitzindariak are a group of dancers who represent five different characters:
the entsenaria or banderazaina [the flag or standard bearer]; the txerreroa [a man with
a horse mane stick]; the gathia or gathuzaina [the cat]; the zamalzaina [the centaur or
hobby horse] and the kantiniersa [the water bearer or serving girl]. There are two
marexalak [horseshoers]: the master and the apprentice or servant. The role of the
kukuileroak [jesters] is given to the youngest participants and their number may vary,
but two or three is usual. Kukuileroa is a difficult word to translate, and etymologically,
it comes from Latin. Garamendi relates these characters to the festivals of the Medieval
fools (Garamendi 1991). The local sages hold that they are the lord’s soldiers. During
my fieldwork, I was told that this role expresses youth. This is supported by the fact tﬁat

the jesters are played by the youngest participants of the Maskarada

Within the beltzak [the black team] there are two kereztuak [castrators]: the
Vmaster and the apprenticé or servant, two txorrotxak [knife grinders], again, a master
and his apprentice. There are also four buhameak [gypsies], the buhame jauna [the
gypsy king], the zilintzau [the tramp] and two others with no known name. The players
of the kautereak [tinkers] are: kabana handi [big cabin], the group leader; pitxﬁ [fox];
Jfrupu, and pupu. The latter is named Rabin Jacob in the village of Altziikii. Finally

there is the medizina [the doctor], usually just one person.

The ritual action of these characters is developed through a predictable sequence
of events. Currently, these events are divided into two broad performances, those which
happen in the morning and those in the afternoon. This is the sequence of events in the
morning: the troupe arrives at the host locality where they are received by the

errezibitzaileak [the receiving party], a group of dancers from that village. Then the
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festival starts with the music played by a tabalaria [drummer)] and a txilaria or

txiruralaria [piper]. There might also be a ttun-ttun player [string-drummer].

| The action which starts the festival off is called barrikada haustia or the fall of
the barricade. The members of the receiving party are the first to dance and it is they
who, first individually, and then collectively commence the celebration. Then it is the
turn of the maskarakaiak, the members of the visiting Maskarada to perform. The initial
task consists of overcoming a small obstacle which the hosts have placed in their path.
This obstacle consists of bottles of wine lined up before them and is named barrikada
[barricade]. The aitzindariak dancers are the first to cross the barricade. The obstacle; is
overcome in the following order: the entseinaria [flag bearer], th'e Ixerreroa [man with a
horse mane stick]; the gathuzaina [cat], the zamalzaina [centaur] and the kantiniersa
[serving girl]. They are followed by the jauna eta anderea [the lord and the lady]. The
laboraria eta laborarisa [the male and female farm labourer] follow, then the
marexalak [shoers] and finally the kukuileroak [jokers]. All these characters belong to
the gorriak [the red group] and they dance across the barricade. Like the receiving
party, they first dance individually and then in a group. I have taken this description
from the Maskaradak 1 attended during 1992 and 1993, though variation is possible as

Guilcher has shown in his study of Maskarada choreography (Guilcher 1984).

Once the components of the gorriak [the red group] clear the barricade it is the
turn of the black group to do the same. They cross the barricade in their own particular
way by running, shouting and shrieking and then they circle the red group and finally
they fling themselves on top of each other. At the end of the performance it looks like a

rugby scrum, with everyone huddled together. They come into view in the following
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order: first are the kereztuak [the castrators] who run around the gorriak with their arms

around each other’s shoulders and make a gesture as if to open the way. A short

distance behind them come the buhameak [the gypsies], the kautereak [tinkers] and the

medizina [the doctor] in groups of two or three, and they likewise circle the red group

with their arms around each other’s shoulders. These last three groups are those which

throw themselves on the ground in a disorderly fashion. They are then followed by the

txorrotxak [the knife grinders] who walk across the barricade. As they walk they sing a

verse of greeting which finishes when they reach their hosts who have set up the

barricade. At that point, cheers and shouts of jubilation are heard. After their

performance all those present then mingle in conversation, whilst the bottles of the

barricade are removed and then opened to be offered around, while food is also served.

I. ENTERING THE VILLAGE

Maskarakaiak

» barrikadag——— Errezibitzailéak

[visiting performers] -

[bottles of wine]

[host village’s performers]

1I. SURMOUNTING THE BARRICADE

entseinaria
txerreroa
gathuzaina

zamalzaina
kantiniersa

laboraria eta laborarisa >

jauna eta anderea ———

marexalak

kukuileroak

-

—

a | Maskarakaiak barrikada <4—— dance of
Errezibitzaileak
b | Dance of the gorriak ___, barrikada Errezibitzaileak
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¢ | The performance — 3y barrikada Errezibitzaileak
of beltzak - , A '

kereztuak,

buhameak
kautereak
medizina

<+

txorrotxak

This same sequence is repeated throughout the morning, every time a barricade
appears before the members of the Maskarada. This can happen several times en route
from the entrance to the village up to the square. The final barricade awaits them here in
the village square and it is prepared by the local authorities. By the time they arrive in
the square it 1s midday. Once the last barricade is cleared, the red and black members of
the Maskarada, together with the authorities and inhabitants of the host locality and
other visitors, make a circle to dance aitzina-pika and moneinak, two versions of Basque
dances called jauziak which may be literally translated as ‘jumps’. Once the dancing has
concluded, the members of the Maskarada are invited to eat and when the meal is over
they gather again near the square in the afternoon. It is here that the afternoon ritual
will be celebrated. The protocol is as follows: the members of the troupe line up to
perform the arribada [a}rival] and enter the square that way. They then act out a series

of scenes which I shall summarise below.
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The Marexalak [the horseshoers] shoe the zamalzaina [the hobby horse or
centaur]. This action is represented through dance. The presence of kukuileroak [the
jesters] on stage revolves around the zamalzaina [the centaur]. | The aitzindariak or
leading dancers perform the dance known as lagabota. The kereztuak [the caétrators]
appear next, their job consists in catching zamalzaina [the centaur], and castrating him.
It is understood that in this part of the performance, the actors should speak in Occitan.
For a long time, to be Béarnais by origin and a castrator by trade were synonymous in
France, Spain and Portugal. The reason is that many bearnesak [people from Bearn]
used to make their living from travelling through southern Europe to castrate cattie.
This has generated an image of the castrator who unites noma.dism or transhumance
with ethnic origins and connotations (Arripe 1994). However, in the Maskaradak
today, owing to lack of fluency in Béarn Occitan, many castrators mix Occitan
expressions and words ‘with French, Basque and Spanish. The use of Spanish
expressions is recent and due to the fact that the actors not only have a wider knowledge
of the Spanish language than of Béarn Occitan, but also that they are aware of a
significant number of Spanish Basque spectators in the audience. This new language
usage supplies the actors with new lines along which to improvise, as well as freshening

up the performance with a modern touch which is missing from the traditional script.

The txorrotxak [the knife sharpeners] are then asked to sharpen the lord's sword
and the action unfolds over the course of several scenes. Song, dance and ironic
burlesque dialogue are used to act this out. In addition to this action the txorrotxak also
introduce, in sung verses, the castrators, gypsies and tinkers when these come onto the

stage.
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- The aitzindariak [the leading dancers] then perform the dance bralia and then
the buhameak [the group of gypsies] appear. The latter’s task is to read a pheredikia or
sermon, performed by the buhame jauna [the gypsy king]. They conclude their

performance with a sword dance which is exaggeratedly out of step and unc_o-ordinaied.

Once the leading dancers have performed the dance known as the godalet dantza
[dance of the glass], the kautereak [the tinkers] act out the repairing of the pot which the
lord has sent to be mended. Whilst several tinkers set to repairing the pot, their leader,
kabana handia [big cabin] reads a speech to the audience in which he relates thiﬁgs
which have happened in the world and in the village during the.course of the year. The
sharing out of the lord's payment for the repair of the pot gives rise to a dispute in which

pitxu dies. The doctor is called and to everyone's relief, he brings pitxu back to life.

The Maskarada closes with two events. Firstly, the actors come together to form
a chorus and sing a song specially composed for the occasion. Secondly, they make a
circle to dance aitzina-phika and moneinak, inviting all those who so wish to join in.
After these dances, the Maskarada is officially concluded, but the festival continues in

the village bar or bars.

SEQUENCE OF SCENES AFTER THE MIDDAY MEAL
(Fieldnotes on the Maskarada of Altziikii)

Arribada and aitzina phika dances performed by the aitzindariak
Verses of presentation by the knife-grinders
Blacksmiths'.performance

Lagabota dance performed by the aitzindariak

Verses of presentation by the knife grinders

Castrators” performance

Knife grinders” verses
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Aitzina phika dance performed by the aitzindariak

Knife grinders” performance

Braletik dantza haustea dance performed by the aitzindariak
Gypsies” performance and the gypsy king's speech

Verses of presentation by the knife grinders

Godalet dantza performed by the aitzindariak

Tinkers’s performance and Big Cabin’s speech

Maskarada song sung by all members of the Maskarada -
Jauziak dance including all those present who so wish

II. MASKS, COSTUMES AND ROLES IN MASCARADA PERFORMANCE

As it will be argued later on in this thesis, the members of the red team, the
gorriak, came to dramatise intensification of meaning through the use of several
symbols and activities, which are mainly presented through dancing. Yet, they al_so
move through various other categories, for their costumes are made of human and
animal attributes alike. On the other side, it is the members of the black team, the
beltzak, who display subversion of meaning, primarily through their obscenities,
unrefined speeches and the enactment of uncontrolled bodily movements. Just as with
the members of the red team, the masks and disguises of the black team combine human
and animal figures. Since this thesis analyses the aesthetics of Maskarada performance
in a more detailed way from Chapter IV onwards, the following lines are but a brief

description of the masks, costumes, roles and aesthetics which are characteristic of the

members of the Maskaradak.

I will begin by describing the gorriak [members of the red team]. Save the
jauna [the lord], the anderea [the lady], the laboraria [the male farmer] and the
laborarisa [the female farmer], all members of the red team wear jackets whose designs
echo nineteenth centur); military style. Colours, designs and ornaments change from

village to village, from Maskarada to Maskarada within the same village as well as
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from character to character.  These costumes have usually been made by local
seamsters, although today some villages prefer to borrow them from either Zuberoako
Zohardia or Aitzindariak, two cultural associations founded to develop traditional

Souletine dancing in the early 1970°s and late 1980°s, respectively.

Entseinaria is a character dressed with a beret, jacket and trousers, all in black
with a string band across his chest. He holds a flag which he swings while dancing.
Txerreroa wears a red beret and a red jacket but his trousers are black. He holds a stick
to which a horse hair has been attached. Gathuzaina dresses in a blue jacket, a white
beret and yellow trousers while holding long wooden shears which the dancer
manipulates at the time of the performance. Zamalzaina's jacket. isred. On his head he
wears a koha [crown] which is adorned with looking glasses and feathers. Attached to
- his waist there is a wooden frame covered with white linen. Carved in that frame there
is a head of a horse which the dancer grips during his performance. Kantiniersa isa
dancer dressed in a blue jacket and a blue hat, but a red skirt. He also carries a small

barrel.

The characters already described are the aitzindaria dancers who wear white
dancing shoes and white breeches. These breeches are partially covered by gaiters
which match the colour of the trousers. The entseinaria is an exeption to that rule since
he does not wear breeches. The marexalak wear red berets and jackets, and black
trousers, carrying a hammer and pliers, respectively. The kukuileroak have white
trousers and red jackes on and berets from which a tassel hangs. Jauna is dressed in
smart clothes with a string band across his chest. He wears a tall hat on his head, a

sword around his waist and carries a stick. The anderea wears a wedding dress which is
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of a white colour today but used be be dark at the beginning of the century. The
laboraria wears a black beret and black jacket and trousers while holding a goad. The

laborarisa wears black dress and scarf as well as carrying a basket.

The members of fhe red team, particularly the entseinaria, txorrotxa,
gathuzaina, zamalzaina and kantiniera, distinguish themselves from the rest of the
components of the Maskarada by means of their dancing expertise. During the
Maskarada performance, dancing takes centre stage for sequences named arribada and
barrikada haustea, or in special choreography such as labagota, bralia, godalet-dantza
and jauziak. These dances are for groups and are usually | danced in a ciréle.
Choreographies are composed from of several foot movements; known as puntuak and

entrexatak whose combination in the choreographies vary from village to village.

The aesthetics of the black team contrast radically with the colours, masks and
disguises of the gorriak. Three peculiarities are inherent in the performance of the black
group or beltzak 1In the first place, three types of colours predominate in the costumes:
black for the clothing of the kautereak [tinkers]; brown for the txorrotxak [sharpeners]
and kereztuak [castrators] and, the abundance of bright colours for the buhameak
[gypsies]. Secondly, the actors of the beltzak [black group] represent foreigners, or |
people passing temporarily through the Pays de Soule. The third characteristic of this
group is the way in which its ritual performance takes the form of chaotic bodily

movements. And finally, the use of words plays a central role in their performance.
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In the local language the expression beltzeria [group of blacks] is also used to
refer to the black team. Within the category of beltzak exist various sub-groups: the
buhameak [gypsies]; the kautereak [tinkers]; the txorrotxak [sharpeners]; the kereztuak
[castrators]; and the medizina [the doctor]. Toward the end of the nineteenth and
beginning of the twentieth centuries, there existed a wider variety of characters within
beltzeria. These included a barber, a pharmacist, a notary, a school teacher, and various
other professionals who lived in the countryside and could not be identiﬁed as peasants
(Herelle 1925). From the point of viéw of the local population, each of these sub-groups
reproduce publicly a number of stereotypes, socio-cultural images, and pre-established

definitions of their respective roles in society.

During the Maskarada parade, the first members of the black group who appear
are the kereztuak [castrators]. Their role in the morning is limited to opening up the way
for the entrance of the entire black group. The role of the castrators during the afternoon:
is more substantial, and is related to public exhibition of certain notions of gender,
which will be discussed in Chapter VI. The afternoon performance of the kereztuak, on
the other hand, depicts other facets of social life not linked to gender, but demonstrating

notions of socio-cultural identity and group belonging.

The kereztuak consists of two characters who speak to each other during the
performance, circle each other and exhibit particular dance movements. These
characters are not original from Soule, but rather, migrant workers from Bearno [Pays
de Béarn], a neighbouring geographic-cultural area where a language variant referred to
as bearnesa [Occitan dialect] is spoken. It is useful to underline the fact that the

language spoken by these personages during their performance is a special type of
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‘Occitan’, as it becomes a mixture of French and local (Basque) parlance so that the
audience is able to understand their dialogue. This feature of the Maskarada calls
attention to the linguistic, human, and cultural groups which border ar_ld contest _each
other. The performance thus serves to highlight, in a jocular way, certain views about

the groups’ interelations.

Following the kereztuak in the parade are the buhameak or the gypsy tribe.
Generally this group consists of four characters, a prominent member being the buhame
jauna [gypsy king]. These wear brightly coloured clothing, shout loudly, and each
carries a wooden sword with which is performed a sort of rustic dance at a certain po}nt
in the performance. The personality of the buhameak is displa);ed during the morning
barricades by the fact that the performers spend their time rolling on the ground, causing
mischief, taunting the p.eople, and chasing the girls of the locality. The same type of
behaviour occufs during the afternoon, in addition to which the performers also display
a type of performance highly characteristic of peasant carnival celebrations. This variety
of para-theatrical performance, called pheredekia [sermon], occurs in the following
way. At the same time as the buhame jauna runs circles along the perimeter of the
plaza, he declares in a loud voice the advantages of his nomadic existence. Meanwhile
he is followed by the rest of the tribe who display attributes of laziness, ungratefulness,
and disorder. Here I reproduce in English translation the pheredekia [sermon] given by
the buhame jauna of the Maskarada by Muskildi in 1987.

Good day to you, inhabitants of this village

Both elderly and young

Pregnant women and steril too

Those who have been cuckolded and those who haven't
Quiet and boisterous

Here we are the gypsies

You have to know who and how famous we are
Where we have been well tell you now

82



But first come our christian names

This is Dindo Tzarpategi, of red eyes

A throat like a mountain and large balls
He will never get tired

As he doesn’t know what work is

This is Ibrahim Abdalagoiti, of dark legs
Long black face and easy-going

His mum threw him in to a pile of shit

And he’s not been near water since

Thus the scent doesn’t come from his monkey

Here is Akito Sakibii, of curved legs
Big belly and dirty feet

His biggest efforts are

Women and ball dances

And behind all these is Maia Zankhasgora
Here she is, big teats
Hot between the legs and a roomy opeining

She suffered great pain in Siberia

For she dried and from there grew her moustache
Which she already had as a consequence of using pills
Nevertheless, what a cook she is and how we dine

Often we enjoy mole in sauce

And grilled grass hoppers

Equally good are our spirits

And thus we emply our bowels every night

And myself Asma Koskabillanborda
These are my servants and I'm a famous king
My greatness is known throughout the world

With us new laws have propagated

Such as robbery and hard drinking

Always leisure and festivity

Refrain from work and sweat

Eager to stick to a sausage

Thus we are known in the world o

And now you will know the countries we have passed through

We have been in Siberia where the soft part of our bodies got frozen
In that awful place Maia’s openeing got shut
And we all weakened

Afterwards we went to Polond

And had an appointment with Mr. Jarulelski

It seemed he couldn’t pass our welcome meal

So we decided to cure him'

With hot pepper and other herbs of our knowledge
As soon as he took them he farted and broke wind.
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Then we arrived in Iran where we had to buy a veil for Maia
There women and men are segregated

And fooling around is not accepted

Save for Ayatollah

Who did like Maia’s breasts

Thus we put them together in a room

But our dangly bits didn"t get old in that country
For Maia didn’t like the Ayatollah’s gifts

She needs beings like us, ram-like

Since she’s got used to tough guys

And not to tender ones

Later on we went to Bangladesh, what a famine

A skinny country for a gypsy

We left right away

And went to England to see what Thatcher had to say

We found her iron well sharpened but her underwear wrinkled
We offered her our accostumed presents

And from the French farmers four sheep

We have travelled across other countries

Pakistan, the Lebanon, Kurdistan, Afghanistan

Also across China, Conchinchina, Barrankilla and Harmakifia
Where we have put our marks and taken off those of others

Finally all gypsies of the world met in Chezchoslovakia

For instance, there were the Landuntx, Gathurutx, Arkutx and Kokutx brothers
The Pandart, Pantzart, Xinfart eta Zankhart cousins ‘
The Hotiizkii, Gatiizkii, Khotxiizkii and Pitxeriizkii drunkards

The Jo, Jojo, Barjo and Bedajo

The Afia, Maiia, Maifiafia, Betigafia sisters

The Spaghetti, Ravioli, Buitoni, Panzani, Berlusconi Italians

We celebrated with a big drinking party

And took an oath to keep on being gypsies

Because we are schooled people and churchgoers on Sundays
We know well that when priests” sermons are too long

It happens that listeners yawn right away

Therefore I°ll finish my stories here

With these three friends of mine we are going to start business in Muskildi
To begin with we have sausages, ham and bacon
After that we will finish with the wine kept in goat-skins and barrels
And from here I see some women to whom I'll say:
gypsies are at your service
[Original Basque in APENDIX I}

According to local testimony, the fact that the discourse of the buhameak group
contains extensive use of the pronouns gii [we] and ni [I], characterises these as

extremely eager to talk about themselves. It is interesting to note that the structure and

-
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content of this sermon does not vary from Sunday to Sunday for the different visits that

the group pays to various villages in the region.

This contrasts radically with the sermons of the kautereak [tinkers] in which new
lines are written according to each locality that is visited. During thé rnornihg, the
performance of the tinkers corresponds to that of the gypsies. However, their respective
costumes are different. The tinkers wear black trousérs, overcoats, and hats decorated
with duck wing feathers. They cover their faces with masks made of sheep's skin and
wool. There are four members in the tinkers group, each displaying across his back
short sentences expressing his opinions on various subjects. Each individual has a nar’ne
and a sub-name. For example: kabana handia represents the r.ole of the chief of the
group. He is also called kautere gehiena [principal tinker]. Also, there are: fripu, pupu,
and pitxu, a largely transcendental role, seeing as this character represents the spirit of
the group. Pitxu performs while décorated with the tail of a fox, the animal that defines
the characteristics of this role within the Maskarada. He is supposed to be clever,
skilful, a cheat, sharp and always able to escape trouble in a graceful and triumphant
manner. During the afternoon performance, kabana handia is responsible for reciting
(from a book), a sermon relating, in ironic terms, the major events which have taken
place in the village over the course of the previous year. At the same time, his
companions go about repairing a large cooking pot, typically belonging to the jaund
[the master of the Maskarada], which contains an exaggerated amount of holes.
Kabana handia of the Maskarada by Muskildi read the following pheredikia or speech
when performing in the square of Muskildi in 1987.

Good afternoon people of the region

We can see that some of you are turbulent

Although since the pub was closed, much less

And since you gave a Pastoral you are rather arrrogant

You find any excuse to go out anytime and to go to parties anywhere
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But when the time to get some work done comes ‘on s’en fout’
Everyday bread and wine

Now I will introduce these tinkers to you
Who have travelled around the entire world
This is Trastii, he used to run the pub

But because he also drank the most

His wife sent him away

This is Lanana Malibii, he never married

Never left anyone pregnant, though

He likes chasing after men

This is Kortatii, he’s gone mad after too much music
This is Pitxu, a good worker

And myself, the master of all these, Kabana Handia

All men must look like me: handsome

And, like me, they must be something

I have fought as a soldier in Beirut

And been decorated with la légion d honneur and l'acte de bravure
Afterwards I returned home

Now I will tell you why I'm here

The Union leaders sent me to Muskildi because

In the neighbourhood of Aghregia and Karrika nobody could sleep
Two railwaymen from this village are on strike

And the train station almost closed down for good

The owner of the sky station in San Antonio is still crying
He went bankrupt this winter

We the tinkers are here to do those jobs people never do
And to put the right way what is wrong

But above all we are here to count trains

Because this is the hardest task for a railwayman

Do you know what our railwaymen did

before they went on strike?

They put a huge obstacle in the Viaduct of Ziibiirralte

So that we tinkers couldn’t come over

To pay the expenses of our trip

We forced the safe of the bank Crédit Agricole
But once opened we realised it was already empty
And we saw a fancy car parked outside the bank
So his owner was charged with bank robbery

And sent far away from Maule to Béarn

We have searched the prison of Pau
And covered all the holes made by the rats
As well as repairing the toilets

Before coming to Zuberoa we were in Paris
There was trouble in the police station

Eighteen people with files and sandpaper plus us
Did what we had to do
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While being in Paris we met some ministers

For we wanted to be civil servants

There we talked to Jacques Chirac and Charles Pasqua

And lunched together

We made them get drunk

And then had a nice walk through the streets of Paris in Pasqua’s car
Of course since there are in Paris as many policemen as here

The four of us got arrested

Charles had to pass the alcohol test and here it is that

He gave ‘taux d‘alcoolémie elevé’

No doubt Pasqua had to pay an extremely heavy fine

Policemen took us to jail but they said to us

That new regulations would take over

For instance, havinging ten grammes of alcohol in the blood will be legal

Someone gave us Le Pen’s address
And we went on our last job to Paris
We decided to paint his place all black
And punch him

That is why he’s one-eyed

Listen to our last words:
To feast with those people “cest tout bon’
But if you are not on their side
‘attention de ne pas se faire pendre’
[Original Basque in APENDIX II]

Following on the kereztuak [tinkers] are the medizinak [doctor or doctors]. Their
role consists in appearing at the end of the afternoon performance in order to heal pixtu
who, according to the way the philosophy of the carnival has developed, has fallen ill
due to the overconsumption of food. The behaviour of these doctors is intentionally
grotesque: it is a parody of the act of healing. The intention of the tinkers, doctors and
practically all the black group is erri egin arrazi [to mock].' For this group, irony,

parody and exaggeration are recurring elements.

Closing the parade of participants are the txorrotxak [sharpeners]. They play a
double role in the afternoon performance of the Maskarada. Firstly, they perform a
sketch in which they sharpen the sword of the jauna [the lord], a character of the red
team. Secondly, they recite verse to the audiences present at the performances of the

castrators, gypsies, and tinkers. The role that they perform in the mornings also includes
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the reciting of verse at each of the barricades they encounter on their way to the central
plaza [square]. Although couplets sung by the txorrotxak can be found in Chapter V, I
include here the couplets sung by the txorrotxak when breaking through the first
barrikada [barricade] put at the en_tranc; of the village of Muskildi.

Agur Muskildi eta muskidiar maitiak
Irusik girade zien ikhustiaz

Egin beitlizie Phastual Maskada
Liizaz bizi dadin iiskaldun iisantxa

[Salute Muskildi and villagers

We are glad to see you are fine

You have done a Pastoral and a Maskarada
Long live the Basque traditions]

The performance of the Maskarada finishes with a song specially composed for
the occasion and it is sung by all the members of the troupe. In 1987 the Maskarada
players of Muskildi chanted the following lyrics.

First a Pastoral and now a Maskarada

After a time of sleep Muskildi is waking up »

To show everyone and everywhere that Muskildi is Souletine
That through its veins runs Souletine blood

The life of a village springs from the union of its youth
The cause of this feast is our brotherhood

We have taken a strong decision

To give life again to the old play -

Today we exhibit our commitent

Following upon the traditions and speaking Basque
Should our village lose the traditions

Without doubt there will be no identity for us

It has been a pleasure to be here
Really we have enjoyed your invitation
That you had a very good time with us
Has been our dream and final aim
[Original Basque in APENDIX III}
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Altzuku 1938



Altzuku 1951



Altzuku 1957



Altzuku 1963



Altzuku 1968
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Eskiula 1928



Esktula 1948
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Eskiula 1954
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Eskiula 1983
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Eskiula 1992
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Muskildi 1987
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Aintzindariak dancers of Altzuku, 1968
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GORRIAK [members of the red team]

Aitzindariak
I'xerrerv Gatuzainu Kantmiersj F.ntfenaria
Mar*xal*k

jaunudttcUre” Labor*!ia-Labororis*



[members of the black team]

TomrtXitk
Kcreztudk

Buhumedk

yiedlzim*

Kuutereak



A barricade to enter the village
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A barricade before a house. Mascarade of Muskildi in the village of Urdinarbe, 1987
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A barricade before the local authorities in Urdinarbe. Mascarade of Muskildi, 1987
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Aitzaindariak dancers crossing a barricade. Mascarade of Muskildi in the

village of Sohiita, 1987
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Visiting dancers crossing a barricade

Errezibitzaileak j
dancers

Maskarada music players
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Members of the black team after crossing a barricade.
Mascarade of Muskildi, 1987



A dance by the members of the red team in the afternoon performance.
Mascarade of Eskiula in Eskiula, 1992
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Reds and blacks in the afternoon performance.
Mascarade of Muskildi in Muskildi, 1987
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The performance of the sharpeners in the afternoon.
Mascarade of Muskildi, 1987
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The performance of the castrators in the afternoon.
Mascarade of Muskildi, 1987
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The performance of the shoers in the afternoon
Mascarade of Muskildi, 1987
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Gypsies of the Mascarade of Urdinarbe, 1993

Gypsies of the Mascarade of Muskildi, 1987
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Tinkers of the Mascarade of Muskildi, 1987

120



The doctor. Mascarade of Eskiula, 1992
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The players sing a song to finish their performance.

Mascarade of Muskildi in Sohuta, 1987
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Learning to dance jauziak in the village of Pagola, 1987
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Learning to play Mascarade music and instruments. Informal school
for children in Maule
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PART II

(THE SOCIAL CONSTRUCTION OF TRADITION)
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CHAPTER III

FORMS OF TRADITIONAL SOCIAL ORGANISATION IN THE PYRENEES
AND IN RURAL BASQUE SOCIETY
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I. INTRODUCTION

Anthropology has long been concerned with forms of social organisation and
means of symbolic expression as a way of understanding particular societies. When
examihing the social organisation of rural Basque areas, anthropologists have identified
four privileged realms for human relationships: the household, the neighbourhood, the
Pays or valley, and the nation-state. It has been argued that, in different arenas,
meaningful social action and group strategies take place. Thus, the analysis of the
household in rural Basque society has followed different paths, as seen in works by
Barandiaran (1972), Etniker (1996), Lauburu (1987), Caro Baroja (1971, 1974a, 19745,
1974c), Douglass 1969, 1975) and Ott (1981). For example, Echegaray (1933),
Douglass (1969, 1975) and Ott (1981) explain that neighbouring households are
involved in social networks of exchange. Authors such as Belinguier (1970), Lakarra
1972, Bidart (1977), Arizcun (1987), Assier—Andrieu (1987) and others have explained
how Pyrenean life and its larger valleys formed separate economic entities with their
own special legal and political statuses in the Medieval Age and the Ancien Régime.
Finally, in the configuration of social identity amongst the peoples of the Pyrenees, the
making of nation-states, both real and imaéined, is at issue. The impact of national and
nationalistic political views and policies in local life has a}so been discussed from
several perspectives by Zulaika (1989), Heiberg (1989), Sahlins (1989), del Valle
(1993) Jacob (1994), Douglass (1976, 1998), Urla (1988, 1989,1993) anci MacClancy

(1988,1989, 1993,1996, 1999).

In rural Basque society etxea [the household], auzunea [the neighbourhood],
harana or ibarra [the Pays] and the nation-state shape meaningful arenas for. social

intercourse where several identities are at play. Furthermore, the