'Vengeance is sweet': a herdswoman's recompense in the music of the Mantaro Valley





Barbara Bradby








The place of la pastora





	In the landscape of the Peruvian Andes, the place of la pastora, —shepherdess, female herder of animals— is clearly marked.  She traverses the hills and the mountain peaks; she suffers from the sun, the wind, the cold, and the rain found in such high places; and she herself acquires some of the magic and respect felt for the mountains.  The cattle-marking ceremonies of the Mantaro Valley take this association as given, as part of the script of the drama which is enacted on these occasions.� The fiesta is seen as the ‘recompense’ (recompensa) for the suffering and isolation of the herdswoman during the rest of the year.  Against this backdrop, the changing conditions and social relations of modernity and insertion into a market economy are played out.  In the particular ceremony analysed here, these take the form of a complex elaboration of various disputes between the pastora, or herdswoman, and her patrón, —the ‘master’ or ‘owner’ of the animals she herds.  The disputes are played out first and foremost in song, led and accompanied by the herdswoman’s drumming, and sometimes overflowing into spoken arguments.  In this contemporary cultural reworking of meanings around animals, their care and their increase, the place of the pastora is not fixed, but a site of negotiation, and one in which she is very actively engaged.








The scene





This performance took place in 1983 on the 25th of July, the feast of St. James —Santiago, or Tayta Shanti� as he is known locally— in Acolla, a small dispersed community on flat valley land near Jauja.�  The small-holding was that of the Ñaupari family, and the animals being marked that day belonged to the couple, Francesca and Germán Ñaupari.  Francesca played the role of pastora and was called ‘pastora’ throughout by the other participants.  Germán was known as ‘Julio’.  The presence of the man known as ‘el patrón’, (‘the owner’ or ‘master’) Benigno Chávez was explained to me as an arrangement of wáqete� (mutual aid) whereby he was ‘cooperating’ with the Ñaupari family this week in the expectation that they would reciprocate the following week when he performed his own ceremony.  Chávez explained his relationship to Germán Ñaupari as one of ‘compadres y parientes’ (‘both fictive and real kin’), he himself being married to a first cousin (‘prima hermana’) of Germán.  Chávez gave his wife’s name as Adelaya Martinez Ñaupari.  His relationship to Francesca, the herdswoman, then, is one in which each is married to first cousins, and the two families are seen as in alliance, cemented through ties of compadrazgo, or fictive kinship.





	I came to be there under the guidance of Hugo Orellana, folklorist of the Mantaro Valley, whose extensive collection of musical recordings has now been donated to the Traditional Music Archive in Lima.  I was accompanied by my older daughter, then aged ten.  We came upon the small-holding as we drove out of the community of Marco, which was itself celebrating its día patronal, or Saint’s day, on the square.  The spectacular modern embroidery of the costumes in Marco highlights the limalima� flower, or flower of ‘speaking’, which comes from the high mountains and is the symbolic flower of the Santiago ceremonies, figuring in countless songs (Quijada Jara 1957, and cf. Dransart 1997, p. 93).  We stopped at the household in Acolla as preparations for a ceremony were in evidence.  Women were stringing together wallqa (necklaces) for the animals, made of oranges, and breads in miniature forms of stars, fruits, and —they said in conversation— llamitas y wawitas (little llamas and babies).  Two young men of the family were messing around with their brass cornetas (‘cornets’) and the wakra made of spiralled cow’s horns.  The drinking had already begun, and the women were chewing coca.








The pastora sings her arrival





	We joined in, and soon Hugo was precipitating the proceedings, anxious to get the singers to perform while they were still sober.  The pastora struck up on her tinya and sang out a tune for the boys, who picked it up on the wakra by imitation.  The tinya is a small, double-sided drum made of catskin, tightened with string over a wooden frame.  It is exclusively a women’s instrument, and is held away from the body and struck with a stick, sometimes, as in this case, with wool padding on the striking end.  After a short while the pastora launched into her opening song, which tells of her arrival from her journey over the mountains to this day of celebration of Tayta Shanti, which is also one of rest for her animals and herself, and one of reckoning with her patrón.





Extract 1:  the pastora performs her arrival from the mountains 





a] words





[[guapeos]]


[Wailla ler]-kullay tayta patronlla�
[[words are preceded by whoops]]


[Dancing] I have come, Father� owner�
�
[[guapeos   ?        ?         ]]


A Tayta Shantipaq tiyallanqari


Mi niña lisapaq tiyallanqaway


Yanjala yanjala ña, a tiyallay truway


Yanjala yanjala ña, a tiyallay truway�
[[whoops hide this line]]


To Father Santiago, his day of rest again,


For my smooth-haired daughter, her rest again,


Lies and empty talk, this food and rest!


Lies and empty talk, this food and rest!�
�



[[cacho toca el tono, 3 x 2 lineas]]


[[pastora canta Way la lau, 3 lineas]]


Wakañallaqmi patrunsitullay


Waila lerkullay, japarinkullay


Cañakintullay [[guapeos]]


[[guapeos]]  kukallaykiwan


�



[[horn plays the tune, 3 x 2 lines]]


[[pastora sings Way la lau, 3 lines]]


With my cow I am coming, my patrón,


Dancing I am coming, calling out,


With rum and choice coca [[whoops]]


[[whoops]]           with your coca


�
�
Taytañallaqmi trakillakaway


Killakamakay kanan muyunqa


Chacrerollaypaq tiyallanawan


pilwataykachiy mikallanaway�
Father, I have come all the way on foot.


Till the end of the month, as this day,


Give to the farm-hand her rest,


And bring out your granary, for I am with hunger�
�



Kanan muyunqa kaykullanaway


Chaylla puchunway yatraykulunki


Chaylla puchunway yatraykulunki


Yay yay yay yay yaaaaay�



This day, with all this that I have brought


With all this [surplus] you will be informed


With all this [lsurplus] you will be informed


Yay yay yay yay yaaaaay�
�



[[cacho toca el tono, 3 x 2 lineas]]


[Wailla ler]-kullay tayta patronlla


Ashka malkullay tayta patronlla


Imaq descansun taykullalayki


Imaq calmosun taykullalayki


�



[[horn plays the tune, 3 x 2 lines]


[Dancing] I have come, Father owner,


A very long way, Father owner,


With what rest you are sitting there quietly!


With what calm you are sitting there quietly!�
�
Anchay kalunmi likullalaypis


Anchay kalunmi pulikunaypis


Lomal jululmi uljul jululmi


Pulikullaqmi ñoqa tayta patron


Asindullaywan pulikullaway


Mana kañaywan pulikullaway


Ay ay ay ay ayyyy


�
Too far have I come 


Too far have I walked


To the very end of the ridge, to the very end of  the mountain,


I, just a rover, Father owner,


Just with the cattle I am walking


Without any rum, walking in vain


Ay ay ay ay ayyyy�
�



b] music





Voice	


___________________________________________________________________________________________________________________________________________________


___________________________________________________________________________________________________________________________________________________


___________________________________________________________________________________________________________________________________________________


___________________________________________________________________________________________________________________________________________________


___________________________________________________________________________________________________________________________________________________


	Wa-ka-ña-llaq-mi         pat-run-si- tu-        llay       Ki- lla- ka- ma-kay      ka-nan mu-yun-    qa


Drum	 •    •    •    •    •    •  / •    •    •    •    •    •    •  / •    •    •    •    •    •    •    •    •    •    •    •    •    





	The melody is strikingly simple.  It is in what I have elsewhere called a ‘tritonic’ modality, following Holzmann (1968): that is, it uses only the notes of the major triad, following the harmonics obtainable by blowing on an instrument such as the cow’s horn.  Throughout the central Andes, this tritonic modality is almost everywhere found in association with the agricultural festivals of fertility, and forms a striking contrast to the predominant pentatonic modality which underlies most recorded music of the area (Bradby 1987).  In this case, the melody starts on a high pitch, and descends precipitously through fifths and thirds to the octave below.  Undoubtedly this melodic structure imitates the vocal action of ‘calling’, but it is hard to avoid also the figurative connotations of descending down from mountain peaks to the valley.  





	The pastora accompanied her singing throughout on the tinya, drumming the beat in a rhythmic monotone.  In this opening song, each sung line takes up 13 drum beats, the two ‘halves’ being of 6 and 7 beats respectively, (each corresponding to a five-syllable word or phrase, with final syllables elongated).  Later on, in one of the songs to her animals, the pastora used pairs of 10-beat lines, a structure that was also used by the patrón when he was forced to join in the singing (see below), even though the two women were still carrying on in 13-beat lines.











The social relation between pastora and patrón





	These themes of spatial distance through the landscape, and the hints of economic obligations not fulfilled, are further elaborated as ones of distance in time and as a relationship of social servitude in Extract 2.  This is the continuation of Extract 1, when the pastora was still singing ‘for us’, and rehearsing the boys on their horns: hence the references to the despedidaor ‘farewell’, which would, presumably, normally come at the end of the fiesta.





Extract 2: the pastora sings of temporal and social distance





[[cacho toca el tono]]





Watankamanma adios nimanki


Añonkamanma despidimunki


Servintawanchu chalenallawanchu


Servintawanchu chalenallawanchu


Adios nimankiq Tayta patronllaq


Adios nimankiq Mama patronaq


�
[[horn plays the tune]]





Until next year, you say farewell to me


Until next year, you say goodbye to me


Like a servant you are treating me


Like a servant you are treating me


Farewell, you say to me, Father owner,


Farewell, you say to me, Mother owner


�
�
Watallantaqa kutillamunki


Añollantaqa moyullamunki


Palidollamaq lusidullaman


Malkamanyalla chullallaqkuykim


Malkamanyalla chullallaqmuykiq


�
After a year you will come back


At the end of a year you will return


[With] this [animal called?] Palid, and this one Brilliant,�


At the end of this village you are going to leave me alone,


At the end of this village you are going to abandon me.�
�



	In this script the patrón dismisses the pastora like a servant at the end of the fiesta, abandoning her to her fate for a whole year, when she must once again wander the mountains alone with her animals.  So the pastora sets the scene, appealing to traditional imagery which, on the face of it, has little to do with the actual, social situation of those concerned.  As already indicated, Francesca, who took the role of pastora, was apparently herself the owner of the animals she was to mark that day: the references to Chávez as her ‘patrón’ and ‘owner’ of the animals are as scripted as are her references to herself wandering on mountain peaks.  At the end of the day, it was the two men who had to leave for the high mountains: they had to find transport back to La Oroya, where they worked in the mines.  For me, it is hard to imagine a more terrible place than La Oroya, with its multi-coloured overhanging crags, its slag heaps like mountains, its dark red river and its huge black winches, disused sheds and machinery.  It is also very high, cold, and breathless.  Chávez worked in the fundición, (foundry or smelting plant) and described his job as apagona, presumably to do with damping down flames, or cooling hot metal.  


	


	The pastora meanwhile, will not be tending llamas on the high peaks, as her song would imply, but pasturing cows and sheep in the warm valley known as hermoso valle del Mantaro (beautiful Mantaro Valley).  Although I do not know exactly where she tended Chávez’ animals, —he described the place where they were pastured (paraje) as ‘a la subida, al cerro de Shunta’ (on the way up to the hill of Shunta)—her own animals were clearly living around the homestead where we were.  In reality she is the one who will be at home, while her ‘patrón’, the ‘owner’ of some other animals, will be away in the mountains in the mine.





	Perhaps surprisingly in view of the actual circumstances, Chávez himself endorsed the traditional, scripted view of the place of the pastora.  In a short ‘interview’ I conducted with the participants just after this first singing episode, he (already slightly� drunk) explained the role and place of the pastora in the following terms:





Extract 3:  the patrón talking of the place of the pastora





Patrón:


 y aquí mi ee compadre Germán Naupari [.] 


ee ee y la pastora [.] 


va a haber una contadera, 


donde que ponen a entregarnos los animales, 


conforme que en el pajonal 


donde que habíaa, consumido, 


había visto ese sitio, 


pero sufriendo la pastora [.] 


tal vez, tal vez di agua, y calor, y frío, [.]  


su buenos sacrificios, 


[weilo/huelgo?] consigue, 


por este día, que es onomástico de los animales


�
Patrón:


and my eh compadre here, Germán Ñaupari [.] 


eh eh and the pastora [.]


there’s going to be a reckoning,


where they set about handing us over the animals, according to how in the pasture


where they had, consumed,


[She] had seen that place,


only with great suffering, the pastora, [.]


maybe, maybe from rain, or heat, or cold, [.]


her noble sacrifices,


she finds rest,


for this day, which is the birthday of the animals�
�
In Chávez’ speech, a notion of place (pajonal, sitio) is directly linked with the suffering of the pastora, which is then described in terms of sacrifice, akin to the ideology of motherhood.  But over and above that, the phrase ‘había visto ese sitio’ (‘she had seen that place’) conveys a sense of awe towards place, linked to features of the landscape�rain, heat, cold.  The sense that this day provides a respite (huelga) for her is confirmed by an interchange subsequent to this extract, where I asked if the fiesta is then for the pastora, for what she has suffered, and was told, ‘es una recompensa’ (‘it’s a recompense’).





	So far, one might say, there is consensus between pastora and patrón, indeed among all the participants, on the script of the fiesta and the roles of the principal actors.  Both the herdswoman’s song and the owner’s talk draw on set formulas, ones which will be familiar to anyone who has walked the Andes or listened to the music and poetry of the Peruvian sierra.  Notably, the herdswoman’s sung couplets seem strung together from formulaic Quechua phrases.  Individual lines and couplets do not always seem to follow on from each other in sense, adding to the impression of a collage brought together in performance from a stock of such phrases.








‘Vengeance is sweet’





The pastora herself gave another slant to this set script, however, and one that was unexpected to me, in the conversation that ensued in the interlude after this opening song.  The women were sitting on the ground chewing coca and drinking, while the men stood around drinking, welcomed another arrival, and made preparations to lasso the little bull who was going to be ‘marked’.  Apparently quite suddenly, the pastora declaimed in a raised voice, ‘la venganza es dulce’ (‘vengeance is sweet’).  A few moments later she repeated the declaration and initiated an apparent dispute with her companion, María, whom she addressed as pastoramasi, —‘fellow herdswoman’:





Extract 4: the pastora talks of vengeance with her fellow herdswoman








Pastora  Aa ya.  [[declamando]] La venganza es dulce, ahora sí.  [.]  Ya.  La venganza es dulce, como hoy día yo también a tu cuntra voy ser ahura sí pastora// {masi}�



Pastora  Ah ya  [[declaiming]]  Vengeance is sweet, let’s see now  [.]  Right.  Vengeance is sweet, 


like today I’m going to be against you now, yes, you’ll see, my fellow// pastora�
�



María  // {Claro}, con derecho, // 


{porque aquá, aquá, aquá ha traido el chicha}





Pastora  //Cuntra, {cuntra de tí voyser ahura sí, [yo y tí].  Mi chicha}[ ?]





Lila  [Look out, mum] don’t spill it





Otra  Qamlla //no hay nada


 �



María  // Of course, you’ve every right, // 


{because here, here, here [you]’ve brought chicha}





Pastora //Against, {against you I’m going to be now, you’ll see, [you and me.]  My chicha}[  ?  ]





Lila, my daughter:  [Look out, mum] don’t spill it





Another woman   [For/from] You // there’s nothing�
�
María  //No.  Eses para mi toro, nomás, no para tí.  Así // hay para [tí] nomás





Pastora  // Pero yo no cumpro puis aquá sino 


//el patrona pue la patrona cumpra





María  //Así [comosellama] deee de patrona no, pastora no


�
María //No.  That’s just for my bull, not for you.  You think // that’s all for [you]





Pastora // But I’m not supposed to be buying here.  //It’s the mistress, the mistress who’s supposed to buy





María  //So [what d’you call it] from the mistress, no? no, pastora?�
�



The interweaving and at times, parallel, talk of the two pastoras prefigures the form that their singing will shortly take.  Below, this same extract is written out in parallel voices, so as to make the form of speaking ‘in canon’ more visually accessible:














Pastora	Aa ya.  [[declamando]] La venganza es dulce, ahora sí.  [. ]    Ya.  La venganza es dulce, 





	como hoy día yo también a tu cuntra voy ser ahura sí pastora// {masi}


María	 					          		// {Claro}con derecho,//         


Pastora   										       //Cuntra, 





María	{porque aquá, aquá, aquá ha traido el chicha


Pastora	{cuntra de tí voyser ahura sí, [yo y tí], mi chicha}[ ?]


Lila  					                        [Look out, mum] don’t spill it





Otra  	Qamlla //no hay nada


María                      //No.  Eses para mi toro, nomás, no para tí.  Así // hay para [tí] nomás


Pastora 							   // Pero yo no cumpro puis aquá sino 	//{el patrona pue la patrona cumpra}


María	//{Así [comosellama] deee de} patrona no, pastora no








At the end of this interchange, the two herdswomen are indeed, going ‘against’ each other, as they banter about the provision of chicha (maize beer) to both animals and herdswomen by the sponsors of the fiesta.  They position themselves as opponents.  





	A little later, while the men are now preparing to lasso the bull, the pastora again returns to her theme of ‘vengeance’.  This time, there is more consensus between her and her fellow pastora:





Extract 5: the two herdswomen agree on the sweetness of vengeance








Pastora  Yo no quiero que me insulta.  Yo no quiero que me insulta.  Pero [[declamando]] la venganza es dulssse





María  Siempre dulce





Pastora  siempre //dulce





María [[voz alta]]  //Pero yo cuándo puis, cuándo // tee engañado�



Pastora  I don’t want to be insulted.  I don’t want 


to be insulted.  But [[declaiming]] vengeance 


is sweet





María  Always sweet





Pastora  Always //sweet





María [[raised voice]] //But when have I, when 


have I deceived you?�
�



Pastora // Cua- cuando el quince ría atrás, nuestra // harranza





María  // [Cuándo te he] engañado


�



Pastora //  Whe- when, a fortnight ago, our //


cattle-marking





María  // [When have I deceived you?


�
�






Here the two herdswomen agree that vengeance is sweet.  Their spoken chorussing of ‘always sweet’ prefigues the way in which the pair will sing in alliance against the patrón once the animal-marking is over.  In addition, the interweaving of their voices around this phrase anticipates the canonic form that their singing will take.  The public voicing by the pastora of ‘yo no quiero que me insulta’ (‘I don’t want to be insulted’ or ‘I don’t want him to insult me’) demonstrates a more specific knowledge of what is to come.  This theme of mutual insults or exchange of strong words had also figured in her explanation to me of what her songs were about, in reply to a question of mine just before the above talk between the women:





Extract 6:  the pastora explains her songs to me





Pastora:


Pastoraqama palanqa patronqaqta.  


Patronqañata palanqa pastoraqaqta: 


yatralqa, mana yatralqa, mana atrapalamqachu.  





Pastoraqama palanqa, pastor criatran tukllapanta:  





maiquenmi kirinsin, maymi parajen, 





imata mikun wákaqa, imata munan wákaqa, 





imanaypam líndispa sipách icha apurayllapáq.  





Chaytam cántamqa pastoraqa.  


Chaypitam mañata rispondinqa patronqa:


yatralqam mana yatralqa, 


aunque cierto arrindikunqapis [.]  





Chaiñashmi chay, señorita.�
Pastora:


The pastora will speak(insultingly) to the owner.


And the owner will speak (insultingly) to the pastora: 


Did she know, or didn’t she? Is she going to deceive him?


The pastora will speak of all the young she has cared for:


what wounds they have had, where has been their grazing place,


what things does the cow eat, what things does the cow like,


with what, maybe, she hurries along her beauty, her daughter.


That is what the pastora will sing.


And to that the owner will reply with cunning,


Did she know, or didn’t she know?


Even though for certain he will be making deals for himself.  [.]


That’s it, that’s what it is, señorita.�
�



The verb palay is used for talking, but in strong, insulting ways.  Both of these two occasions when the pastora spoke of insults occurred before the patrón had in fact entered the singing, and before any accusations had been made, either in speech or in song.  This indicates once again the semi-scripted nature of the whole ceremonial encounter.  








The dispute begins





	During the marking of the two cattle and a sheep the pastora sang almost without interruption, addressing her singing to the animals, and accompanying herself on her tinya thoughout.  The ceremony involved sewing coloured ribbons in the ears of the animals, placing the wallqa, also known as sargash, around their necks, making them drink chicha, and, in the case of the sheep, collecting blood from the marking of the ear in a plateful of coca leaves, which was then buried in the land.  All of these actions were performed by one of the other women present, while the men assisted by holding down the animal and cutting its ear for the sewing.





	As soon as this was all over, however, and after a mere four lines of sung despedida (farewell) from the pastora, Maria, the ‘fellow herdswoman’ launched forth in song, insulting the patrón.  She was immediately joined by the pastora singing in canon with her, and hurling increasingly angry accusations at the patrón.  The two women kept in canon with each other throughout the long period of singing that ensued, but sang different words and slightly different melodies.  Chávez, the patrón, reacted initially by countering their song with declaimed, drunken speech, but as they refused to stop singing, he was soon ‘forced’ to join in, singing insults back and ‘across’ them musically.  Extract 7 shows this initial lining up of the two women and the entry of the patrón into the sung proceedings.  





Extract 7: the two herdswomen begin to insult the patrón and he joins in


Key


voice of the pastora singing:  normal font


voice of her fellow herdwoman, María, singing in counterpoint: italic font


VOICE OF THE PATRÓN, DECLAIMING IN DRUNKEN SPEECH: BOLD FONT, UPPER-CASE


voice of the patrón, singing against the women: bold font, lower-case





Qamllañasu patroncito	           Fisti 


		Qamñash paqchunway 





pulika  ?      ?    pa  ?


azindarpayqa	      Qamñash paqchunway 





Ñoqallaqa    ?   ?    ?    ?


	ganapashiqqa        Fisti    ?      [risas]





asindarshiqqa	 Qamñash paqchunri


[[LAMANDO]] TRISTE PASTORA,





 asinda maytay


PARECE TE HE COMPRADO HACIENDA


�



And you, mister Owner	  	There you go 


		There you are, completely drunk,





walking into the fiesta [?]


thinking you’re the great cattle-owner,   There you are, drunk,





While I   [    ?      ?    ]


thinking you’ve made so much money.  In the fiesta[[laughter]]





thinking you’re the great cattle-owner,   There you are, drunk,


[[CALLING]]  SAD HERDSWOMAN!





 where’s the cattle-herd, then?


IT SEEMS LIKE I BOUGHT YOU A HERD OF CATTLE!


�
�
[[tono de canción cantada a un animal]]


[Niña lisa] niña lisa


	[Engañapami] arrendalayki


			     PARA CONTAR DE UN CARNERO DURANTE UN AÑO [.]





[[sigue cantando tono de ‘niña lisa’]]


	 [Engañopami] arrendallalliq


			LO QUE TU GANAS


�
[[tune of one of the songs to the animals]]


My smooth-haired daughter, my smooth daughter,


	   		[Deceiving] you made a deal


			           TO RECKON THECOST OF 


ONE SHEEP THROUGHOUT ONE YEAR [.]





[[continues to sing melody of song to the animal]]


	 		[Deceiving me] you made a deal


				   WITH WHAT YOU EARN,


�
�
[[entra cacho tocando el tema]]


	           Yanjalla Yanjalla ya 


LO QUE TU GANAS PASTORA [.]





              [arr       en       da      ]llawiq


AQUÍ NO SACO NADA





[   ?         ?	?	      engañakunkiq]


¿DONDE ESTÁN LOS VEINTE VACUNOS?


�
[[the horns come in playing the melody]]


		Lies!         all           lies!


WITH WHAT YOU EARN, HERDSWOMAN [.]





                you 	did 	a 	[deal]


I END UP WITH NOTHING!





[   ?         ?		           you deceived me]


SO WHERE ARE THE TWENTY HEAD OF CATTLE?


�
�
[Turullanamay]  arrendalunkiq


[[empezando a cantar]]    Conchawad’ra





?    ?	 arrendalunkiq


la pastorita	   Conchawad’ra pastorita





Ipallapami  arrendaq ninkiq


  Contadera punkullatru





            Ennngañapami paqodirtiwayq


Traluptinqa waqakunki           Chayllapitaq


�
[The little bull]  you sold off


[[breaking into song]]   Conspirator!





?   ?    		you sold off


is the little herdswoman	Conspirator is the herdswoman!





After all, you say   that you sold it


   For the reckoning at my doorway





      Deceiving me so go fuck yourself!!


You arrive in tears              That’s why


�
�
     Mikullaykiman tayta patronllaq


asikunmi             Chayllapitaq danzakunmi


�
    As for your food, mister Owner


I’m just laughing      That’s why I’m just dancing!


�
�
Yanjalla Yanjalla ya kaykulla  [     ?    ]


[guapidos] 		    [guapidos]


		       ?   ?     alanki





Yanjalla Yanjalla ya kay   ?    ?


			[guapidos]


			?     ?        asu patroncito ,   Conchawad’ra patroncito  [[pastora sigue cantando]]�
Lies, all lies it was [     ?    ]


[[whooping]]		[[whooping[]


		  ?      ?      ?





Lies, all lies it was     ?        ?


			[[whooping[]					?           ?          ?


mister Owner,              Conspirator, mister Owner  


[[the pastora goes on singing]]�
�



The singing continued in this form in long episodes, apart from two occasions when the patrón broke into speech and pleaded with the women to stop singing and talk.  There was also one long interval when I was able to ask questions as to what it was all about.  The answers to my questions contain audible continuations of the accusations to the other party.








Obligations and deceptions





	Inasmuch as I now understand what the accusations were, though clearly not what had actually happened, they went as follows.  The herdswomen accused the patrón of having sold a cow and a bull, and of having bought himself ‘cuatro ojota’ (‘four eyes’) —a pair of dark glasses— and a ‘sombrero kubuyta’ (‘cowboy hat’).� In addition, the pastora herself accused him very angrily of having brought her inedible food to eat —sakra akshu, which was translated for me into Spanish as papa agusanado —wormy potatoes.  She showed equal emotion towards the end of the singing when she accused him of having lost the ‘lazadera’ (lasso) which she had bought him.  This lasso should apparently have been used to lasso the pastora herself at the end of the ceremony, when they danced together, twirling round and round in drunken circles.





	The accusations made by the patrón in song appear to be more formulaic: The use of the ‘old’-sounding Spanish words, conchaguadera (from conchabada – ‘conspirator’) and contadera (‘reckoning session’) in phrases that he repeated frenquently, reinforces this impression. (see above, Extract 7)  At times in the singing he accused the pastora of having sold a cow and a bull, echoing back her accusation of him.  In speech he argued that the pastora had said that a cow had ‘got lost’, but that she only arrived at his door to tell him this two weeks after the event; then three months later another one had ‘got lost’.  When don Julio took out his clarinet, played a mournful rendition of ‘Happy Birthday’, followed by an even more mournful huayno, and then started crying, Chávez explained that as don Julio worked in the mine, he had no idea what was going on, and he did not even bring food to the herdswomen.  He, the patrón, had at least brought his wormy potatoes.





	This series of accusations and counter-accusations between pastora and patrón seems to make reference to the proper roles of men and women towards each other, and perhaps to symbolic husband and wife roles.  In her spoken elaboration of the ‘wormy pototoes’ accusation to me (see Extract 8b), the pastora complained about the dirty coca that the patrón had provided.  Now coca is generally used as symbol of the ‘aumento’ or increase of the herds which is handed over to the owner on these reckoning occasions.  The increase is prayed for in the following year, specifically by burying coca leaves with the blood that falls from the animals’ ears.  But the coca leaves must be ‘coca quinto’,� meaning the ‘choice coca’.  In other Santiago ceremonies that same year, I participated in a ritual where each guest was given a little pile of coca from which we were expected to ‘choose’ the healthy leaves, throwing away any damaged ones.  The sound leaves were then counted for the hosts of the fiesta, representing the increase that they would receive from their flocks in the coming year.  The accusation that the patrón had provided dirty (literally ‘ground’, ‘powdery’) coca, then, indicates that the pastora considers he is not fulfilling his part of the arrangement whereby he should sustain her with food and coca so that she can give him the increase from his flocks.





Extract 8:  the pastora’s accusation of the patrón





a] in song





Pastora cantando:





Sakra akshu milkapaman


Sakra oqata milkapaman


Palidolla milkapamankiq


Lusidolla milkapaman�
Pastora singing:





Wormy potatoes for food


Wormy oqa for a food bundle


Palid is your bundle of food


What a splendid food bundle!�
�
Sakra akshullaykiwanwaq


Palidolla qhepipamankiq


Kaymi kaymi milkapaykiq


Kaymi kaymi milkapaykiq�
With your wormy potatoes


Your pale shawl-ful of food


Here, here is your food!


Here, here is your food!�
�
Sakra akshullaykitaqa


Allqollayki mikuykulla


[[cacho se junta a su tono]]


Allqollayki mikuykulla


Ñoqallachu mikuykullaq�
Your wormy potatoes


Only fit for your dog, this food


[[the horn joins in with her tune]]


Only fit for your dog, this food


Not for me this food�
�
Sakra akshullaykita


Sakra akshullaykitaq


Validolla    [kay milkapaymunki]


Sakra akshullaykit�
Your wormy potatoes


Your wormy potatoes


It’s worthless, this food of yours


Your wormy potatoes�
�



b]  in speech








Barbara  Manam, manam valinchu!





Pastora  Manam valinchu!  Ese se llama sakra papa.





Barbara  Sakra papa maimanta apa-  apamunku?


�



Barbara  They’re no, no good!





Pastora  They’re no good!  That’s called wormy potatoes.








Barbara  And wormy potatoes, from where do they bri-  bring them?�
�
Pastora Kay patronmi ñoqata qoman


millkapapaq sakra akshuta. 


Mana chay sakra akshu mikunam kanchu sino,


kurpu ushiasham chay akshuqa.  


Imatamña mikushaq?  jalamtachus mikushaq?


icha kurpuqapa ee imantamña mikushaq?


�
Pastora   This patrón gives to me


for my food portion wormy potatoes.  


These wormy potaotes are not fit for eating, on the contrary,


the worms have completely eaten away those potaotes.  


So whatever am I supposed to eat?  Shall I eat maize?  


or maybe worms?  eeh,  whatever am I supposed to eat?


�
�
Chaychu chaytachu.  Patronqa qumanman,?


mikunapaq milkapata limpiu akshuta, 


limpiu oqata, limpiu chuñota, qumanman


mikunapaq; chayta mikuman satisfechowan.  


No! Sakra akshuta!  


�
That’s the way it is.  The patrón should give to me to eat, 


for my food portion, clean potatoes, 


clean oqa, clean chuño, he should give me to eat. 


If I ate that I would be satisfied.  


But no! Wormy potatoes!�
�
Kanan kayta ve, kay kuka ñuchkukat 


kanan ñuqam imanaypaq traqtrashaq. 


Chay kuka ñuchkukata manam ñuq traqtraqchu,


chaywan [kwintan]chu sakra akshupaq�
Now see this, this coca is all ground up, 


now how on earth am I going to chew that? 


This powdery coca is not fit for me to chew; 


and with this, does he think he can [settle the account] for the wormy potatoes? �
�


















Landscape as scenic backdrop





	In this dispute, references to landscape are a backdrop, part of the defence used by those accused of deception.  The pastora on several occasions brings back in the image of the pastora walking the high mountains; she accuses the patron of being ‘limeño’ and sleeping on a good bed, while she must sleep on ichu (equivalent to English ‘sleeping on straw’).  This is like a reminder that the whole structure of the ceremony should be as ‘recompense’ to her, a strategy that if successful will obviously detract from the accusations that she has sold two cattle.





	In turn the patrón sings of the ‘yana lanla’, the place of flat black stone by the river where he claims that the black bull was ‘lost’.  His specification of the accusation in a locality adds weight, but is never answered as such.  He talks of arriving to his pasturing place ‘happy and content’ on his horse, while the pastora sings angrily of him lording it around on his giwa, —‘yegua’, or mare— like an hacendado (landowner).





	The pastora derives much strength for her position by locating herself in the traditional relationship of landscape and suffering.  In response to her taking the high ground in this way, the patrón can only seem weak, ineffectual and deceiving.  In this way, the pastora uses the participants’ adherence to this script as bargaining tools in her haggling with the patrón. 





	There is a sense in which the whole of the encounter as I have reproduced it here is staged, and, while following an implicit script, even improvisation is part of the expectation of the performance.  Only once did my tape-recorder catch a glimpse of a more ‘backstage’ interchange, when the front was dropped for a moment (Goffman 1967).  This was during the interlude in the sung dispute, and the pastora seemed to draw back from her role of anger, perhaps fearful that she will cause real offence:





Extract 9:  the pastora and patrón talking ‘backstage’





Pastora[?]  [  ?  ]  tratrakuy tayta patrón   [.]  kanan ama risintikulunki, [siono mami]





Patrón  [Siempre resientes?]  Tremenda correa que tengo así?  Señora lamistad!


�
Pastora[?]  [    ? ] chew coca, mister owner [ .]  Do not be angry now, [isn’t that right, missus]





Patrón  [Are you still angry?]  And this enormous tolerance that I  possess?  [[to me]]Señora, to friendship! �
�
Pastora  Compadre,  [si no te ?   ] limatapis,  pero qammm, ñoqat [despreshun]





Patrón  [pes por eso siono, mama?]


�
Pastora  Compadre [if you don’t ?  ] to Lima as well[?], but youuu, [have been disrespectful] to me





Patrón  [but that’s it, isn’t it, missus?]


�
�



Clearly the participants were aware that this was a performance, but one that involved a release of tensions which would still have to be negotiated after the fiesta was over.  At the very end of the singing and proceedings, there was a verbal hint that the pastora was really angry: as she repeated her increasingly accusatory questioning to Chávez about the lasso and why he hadn’t lassoed her, he broke drunkenly into a sexually explicit verse in Spanish, then said, ‘No te amargues’ (Don’t be angry) and to someone else, ‘La otra está bien amarga’ (‘That woman is really angry’).








Poverty and drought





	The year 1983 was notorious as one of drought, and in August it still had not rained.  It is possible that the references to poor quality food and to cattle being sold, despite their clearly formulaic nature at times, did correspond to exceptional economic circumstances in which crops had failed, pastures were dry, and livestock were being sold off.  Once again, it is impossible to distinguish the background script from variations caused by circumstances.  In the ‘interview’ at the beginning of the proceedings, Chávez gave an account of the Santiago fiesta which located it in a triad of fiestas — ‘San Juan, Santiago, y octavo’ (St. John, St. James, and the eighth).  St. John is of course the festival of the winter solstice in the Andes on 24th June, and in the Mantaro valley as elsewhere is celebrated with bonfires on which the old clothes are burned.  As Chávez explained it, with the clear assent of the other participants, the three fiestas are representations of poverty and the attempt to get out of it: 





Extract 10:  the patrón explains the cycle of poverty and fiestas





Patrón 	San Fan, Santiago, y octavo


Barbara	Zanfan, qué cosa es?


Patrón 	El veindecuadro de junio, que tuvo, 


	tal vez, veindecuadro de junio, 


	donde que llegó la pobreza [.] 


	donde queee, realmente [.] sufríamos, 


	dela costumbre deste ambito rotosamente, [.]  deesta SanFan llega rotoso [.] 


	esa época, pobre, 


	donde queen nosotros enauguramos y festejemos hasta la, 


	hasta el mes de octava [.]�
Patrón	Snjon, Santiago and the eighth


Barbara	Snjon, what’s that?


Patrón	Twennyfourth of June, that had, 


	maybe, twennyfourth of June,


	when poverty arrived [.]


	whennnn, we were really [.] suffering,


	in the way of these parts raggedly,


	[.] from this Saint John in rags [.]


	that poor time of year,


	when, innnn which we inaugurate and celebrate until the, 


	until the month of ‘the eighth’  [.]�
�



and, a little later:





Patrón:	


de San Fuan, e lo quemamos, 


al pobre ropa, 


queemos sido trapientos, señora [.]  


y volvimos a nuevamente a adquirirlos, 


como para la pastora, como parael patrón [.]


porque somos pobres, 


y debemos de luchar siendo pobres,


con, unos pequeños ganaderos que tenemos�
Patrón:	


of St. John, ee we burn it, 


the poor clothes, 


that we have been in rags, señora [.]


and we start all over again to acquire them,


both for the pastora, and for the patrón [.]


because we are poor, 


and we have to struggle, being poor, 


with, the few small cattle that we have�
�



My interpretation of these lines is that Chávez is saying that their precarious economic situation leaves them no choice but to celebrate these fiestas and so secure relief from poverty through the increase of the cattle, small though it may be.  Celebration of Santiago means the acquisition of new clothing, and this outlay will please Tayta Shanti and ensure the increase that is needed.  Clearly the dark glasses and cowboy hat represented a signal failure of this obligation to clothe the pastora for the coming year.











Gender, music, conflict





	In this context, the emotional shouts for joy of one of the male participants towards the end of the proceedings are significant.  In the context of the pastora shouting agnrily for her lasso, he exclaimed, perhaps in part explaining something to me:





Extract 11: one of the men welcomes the female principle of fertility





Ese es más cosechas, más cosechas! 


cuando a las hembras ya las tumbas 


es más cosechas, lindo es!�
That’s more harvests, more harvests! 


when you tumble the females to the ground 


that’s more harvests, it’s beautiful!�
�



I am not sure whether this refers to female animals (which would be a bit strange, as the proceedings with the animals were over by this stage), or to the tumbling of the pastora herself, which might be indicated by her cries of ‘why didn’t you lasso me’.  I certainly did not see her on the ground on this occasion.  However, a few days later in a different Santiago fiesta, I witnessed a ceremony known as the ‘marriage of the bull’ when the woman of the house was laid face down along a tumbled bull, amid much shrieking and laughter.





	This association of women and female animals with the vital cycle of fertility of the land is clearly a core meaning of the performance I have been analysing (Arnold 1997).  The centrality of women in the fiesta is evident, not least in the role of the pastora as musician, both in her vocal and her improvisational skills, and in her command of the drum.  Instances of women playing instruments in the Andes, or indeed in any other cultures of Latin America, are rare.  The pastora also conducts the other musicians, in this case the young men playing the wind instruments.  Apart from this leading musical role, she also orchestrates the proceedings with the animals, calling out instructions and guiding the other participants.  Her role in the fiesta is clearly reflective of her role in relation to the herding and care of domestic animals in general.





	The spoken extracts I have quoted show that men and women had different interpetations even of the traditional ‘script’ of the fiesta.  For the men, it was a ‘recompense’ for the woman’s suffering, and could be conceptualised as a consensual exchange; but for the women, it was ‘vengeance’ –an acting out of a relationship they experienced as one of conflict.  The women’s interpretation is reinforced by their explanation of the songs as about mutual insulting, and their anticipation of the duel of insults before it actually began  The social circumstances,—men away doing wage-labour, and women left in charge of the holdings,—provided ample opportunity for the elaboration of the structure of conflict that was already present in the script.





	There could be little doubt who won that day.  Both in terms of their musical prowess, and of their manipulation of the elements of the ‘actual’ dispute, the women came out on top.  Signs of defeat came when the patrón tried to get them to stop singing by calling out, ‘Ya no cantes, pastora’ (Stop singing, now, pastora!) and ‘Papel, papel vamos hablar’ (Paper, let’s talk paper!)  But the women kept on singing, incorporating references to paper and pencil into their singing, as well as to ‘Ratash’, (presumably the bull who had been sold).





	What I witnessed and recorded that day cannot have been unique, given its formulaic and scripted nature.  Yet I have not been able to find any other descriptions of such a duel of insults in a ‘reckoning session’ played out in music.�  In the other fiestas at which I was present that year in the Mantaro valley, the singing was performed by paid musicians, who came mainly from the community of Masmachiqche, and could be hired at a particular square in Huancayo.  The part of the pastora was generally taken by a teenage girl, drumming the tinya and singing in a very high-pitched voice with lips half-closed so that the words were inaudible.  She was accompanied by an older man on the violin.





	Some years later, in 1997, I saw a Santiago parade around the main square in Huancayo.  Troupes put together by market-stall-holders and other communities danced behind the saxophone-clarinet orquestas so popular in the area.  In one of the troupes, a man in traditional poncho de nogal� danced along with the other dancers, playing the tinya.  Such a travesty of gender roles is vengeance indeed, and perhaps typical of urban representations of rural culture.  The incident made me think that what I witnessed that day in Acolla had some historical importance.  Both what I have called the ‘script’ and its performance are indicative of gender roles rather different from those usually documented in Andean societies.  The important place of women both as musicians and as vocal performers on this occasion urge further research into Andean animal-marking ceremonies to see if this script is found elsewhere, and with what variations.
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�Compare Dransart’s description of llama-marking ceremonies in northern Chile, as having ‘an almost liturgical character, although no sacred text exists’ (1997,  p. 85).


� Tayta is the Quechua form of polite address to an adult man –‘father’ or ‘sir’, while Shanti is the affectionate abbreviation of Santiago.


� It is now 17 years since this recording was made.  Since making an initial draft of the transcription myself, I was defeated by the difficulty in making sense of much of the language from my inadequate base in Ireland.  This difficulty pertains to both the Quechua and Spanish, and indeed Quechuol, involved in the event.  In recent years I have worked again on the transcription and translation of the text.  In August of 1997 I was able to spend two weeks in Huancayo, working in his spare time with Jesús Lindo, a native speaker of Huanca, who, along with his superb artwork, transcribes interviews for the journal Minka.  Since then I have reworked the tapes myself with slightly better audio equipment.  However, despite our best efforts, many puzzles still remain in the text. 


�  This is my transcription of what I heard.  However, the root must be a regional variation of waki, which has been translated as ‘pareja que se asocia para formar una compañía o sociedad para trabajo agrícola’ (partner who joins up to form a company or society for agricultural work) (Academia Mayor 1995)


�  In the Quechua of Huancayo, known as Huanca, the ‘r’ of other areas becomes ‘l’.  Hence limalima is equivalent to rimarima elsewhere, from rimay, to speak.


� I have translated taytaas ‘Father’, following its basic meaning in Quechua, and with the upper-case ‘F’ indicating the use of ‘father’ as a term of respectful address, such as is used still for Roman Catholic priests in the Irish context.


�  The transcription and translation of this line is uncertain.  While Jesús Lindo thought it might refer to names of animals here, the same words recur later on (see below, Extract 8a) where the pastora is criticising the inadequate food given to her by the patrón.


� My use of ‘slightly’ here is culturally specific.  In most modernised, western contexts that I know, a person using the kind of drunken speech that Chávez does here would be excluded from the company (thrown out, sent home, put to bed).  In the Andes and other traditional contexts, the drunken performance is both more expected and more tolerated.


�  Chávez was wearing dark glasses that day, but I am not sure whether the hat he was wearing (which looked quite old) was the one they were referring to.


� The use of the word ‘quinto’ (literally, ‘one fifth’) to mean ‘choice’ must presumably derive from the colonial taxation system.  Jesús Lindo explained its present-day use to me as referring to ‘la coca de Huanta que es mejor con hojas más dobles y oscuras, de color verde olivo’ (the coca from Huanta, which is better, with leaves that are more two-sided and dark, olive-green in colour). 


�  Arnold and Yapita (1997) have provided a detailed description of a verbal dispute over the inheritance of animals in Qaqachaka, Bolivia, but the singing there is not a part of the conflict.  Mamani’s description of the animal marking ceremonies of Parinacota, Chile provides a good account of the reckoning session there which has several parallels with that described here.  ‘During the ceremony, the deities which are the protectors of livestock are highly venerated, but at the same time they are also exposed to the possibility of being reprimanded by the tamani, the owners of the particular herd which is to be marked and decorated.  On such an occasion, and only then, the livestock proprietors are able to request “reports” regarding the work that has been carried out by both categories of awatiri (i.e. both human and divine ‘shepherds’ – BB).  Music, dance, and drama, which serve as the elements of communication, accompany the requests for information, the responses, and the reprimands.  If the livestock protectors or herders have failed to provide adequate care and control of the animals, the tamani may protest.  In case of loss or diminution in the number of animals, for whatever reason, the tamani may oblige the deities to replace the lost animals.’  (1990, p. 3)  Mamani also says of the music, that ‘the voices of women predominate in these choruses, tending to obscure the singing of the males’ (ibid. p. 4)


�  This is the name I know for the brown-striped ponchos worn throughout the Andes, usually by fairly well-to-do campesinos, but also by townspeople in the area.  The name comes from the traditional use of walnut in dying the wool different shades of brown.
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