Appendix 1: ukhu pacha Mapping process

1) List of fundamentals

i‘: ;_’I‘Zs”ume”ts'1 6items, | 345 475 347.847 351.204 357.167 368.823 445.934)

(259.411 290.118 297.204 299.007 301.917 327.495 328.472 332.795 337.22 339.478

------- » sum of elements

2) List of intervalic values _ _
(15 items) (1 decimal) &
further 16th item.

-» ((30.7711.8292561.04.344233.054345911.777.1) (186.6)

3) Triplication of last
element, re-scaled
values, (1—186.6) to
(1—559.8).
Ascending order.

(1.07.110.4 15.2 15.8 18.6 25.6 26.3 33.3 37.4 45.8 79.4 181.6 219.2) (559.8)

4) Original order and (219.245.87.1 15.2181.6 1.0 25.6 26.3 10.4 15.8 33.3 18.6 37.4 79.4 559.8)
concatenation of
elements in list.

5) Values < 50 grouped. ,
Duration of sections, in seconds[ ' (21 9.21 68.09 181.56 63.27 67.7 116.83 5598) '

(219.21) (68.09) ! (181.56) (63.27) (67.7) (116.83) (559.8)

3:38 mins 1:07 mins | 3:01 mins 1:03 mins 1:07 mins 1:56 mins 9:18 mins

Section 1 Section 2 Section 3 Section 4 Section 5 Section 6 Section 7
—— d T T T T T

I — I I I > >

0:00 3:38 !4:46 7:47 8:50 9:57 11:54 21:12
| 2nd part

| Macro-form: 1st part

Recycle of used l
time partition. v *

6) Division of last section
recycling material above.

(249-245.87.115.2181.6 1.0 25.6 26.3 10.4 15.8 33.3 18.6 37.4 79.4 659-8)

(45.8) (7.1) (15.2) (181.6) (1.0) (25.6) (26.3) (10.4)

46 secs 7 secs 15 secs 3 mins 1 sec 26 secs 26 secs 10 secs

Section 7.1 Section 7.2 | Section 7.3 | Section 7.4 | Section 7.5 | Section 7.6 | Section 7.7 | Section 7.8
R e e e e e e ——————

(15.8) (33.3) (18.6) (37.4) (79.4) (62.1)

16 secs 33 secs 19 secs 37 secs 1:19 mins 1:02 mins

Section 7.9 | Section 7.10 | Section 7.11 | Section 7.12 | Section 7.13 | Section 7.14
R e e e e ————

| | | | | | | | | | | | |

— 1 1 1 1 1 T 1 1 1 1 1 —>

11:54 12:40 12:47 13:02 16:03 16:04 16129 16555 17:06 17:22 17:55 18:13 18:51 20:10 21:12



| A 4
i£—| Appendix 2 Form definition of the piece.

Definition of the form in section durations:

1) 0:00 - 3:38
2) 3:38 - 4:46
1)[(301.917 368.823 332.795 339.478 337.220 357.167 342.475 351.224 259.411 297.204 299.007 290.118 347.847 328.472 327.495 445.934) 3) 4:46 - 7:47
4 4) 7:47 - 8:50
1 100 5) 8:50 - 9:57
T 5 6) 9:57 - 11:54
+ — ‘ o 7) 11:54 - 21:12
i c © [ ) S & ‘= . . . . .
2) em® 3 ‘ 4) @ Final part of the piece divided in the
ity ) % % i | 5 om-scale °m"-°°22 following way (using the last subdivisions an
SOI't;|ISt x->dx om-’abs om-r9und list-min reduce:tree C without being re-grouped):
- = = C
\_‘ 3 ‘ 7.1) 11:54 - 12:40
—® c 7.2) 12:40 - 12:47
, SE @ 7.3) 12:47 - 13:02
| . ¢ o e A 7.4) 13:02 - 16:03
Proceedings: 5) % om-round 7.5) 16:03 - 16:04
p . - -
1) The average results of the fundamental analysis om-s'cale ;g; iggg ] :g;g
performed one each of the recorded fututus are gathered, i 7:8) 16:55 - 17:06
' selecting only those fundamentals of the base sounds 7.9) 17:06 - 17:22
, (this means that it has not been included the performed X o L L o 7.10) 17:22 - 17:55
| 8ves, timbal variations made by mouthpiece inclusion, 7.11) 17:55 - 18:13
| etc). Given the case there are several samples of the 7.12) 18:13 - 18:51
: same specimen (with eventual subtle differences), the 7.13) 18:51 - 20:10
| fundamental with lower values will be petered (see 7.14) 20:10 - 21:12
numbers file named 'fundamentals'). 6
| = (1314321)
, 2) Once this filter is applied, the resultant list is sorted out |_|“l "
(lowest to highest in frequencies). LISP I—
| nt‘:‘ & © C C (9 (&
| 3) Furthermore, an intervalic analysis is performed 60
through the frequency list. L‘ 6) .
| [
e omloop
4) Then, a reduction of the data is into integers is @ b ® 1
[
| performed. omy/ 03
o _ ¢ 0 (12345) N
5) The resultant list is re-scaled taking as max-value the C > = flat
total (sum) of the constituent members of the list -> Note: |-| —‘ - e € C
~ Given that the number acquired was somehow small for th ¢ o 6 6 t®, d o — 286
necessity (186), it got multiplied by 3 (558 as the top . . ! . ‘ @ ot % LISP h
| number of the scale). x posh-matc last | 467
l dx-:x om-rgund '|"_| reduce-tree T e
6) Given the uneven nature of the resulting data, the very c t F—I
small numbers are grouped in sublists and then reduced 7) €l -
i . 1) e e -
(addition of its compoents) -> See OMLoop. - o
The followed criteria was to select the numbers smaller 60 3 60 ”a_t C 6 60
than 50. e e _l‘- d—*‘" "’l_l [# C [#
| The list on the 2nd input of the OMLoop represents those % 1 — F LR
numbers mentioned before. educe-trae @ LISP ¢ ¢ LISP %
© © C G - om// nt:1 @ nt'i’I
7) Given the significant extension of the last section Scheme of the duration of the ¢o omy/ Wy — ' OT/({
(compared with the others), the decision of maintaining sections of the piece o _ s ® 33 o
this magnitude was kept but by further appliance of an plece. Duration in Minutes and x-append " 4
- inner division of the number by using the same formal Seconds of the whole Onset of each :.. dx->x c 60
partition obtained before. work. section (left " = s
| output in mins and Decomposition of the last section Lisp
| * right is in fragments using the proportions | nth om//
seconds). obtaind before. o ¢ ¢®
ProcesoTExto LISP

length
(&



: Length proportions

Y Axis

9.5

7.5

6.5

4.5

3.5

2.

e}

15

0.5

-0.5

First part, the calling, Outside, Natural Soundscape.

Second part, transfiguration, back to "mother sea", Inside the galleries.

1) 0:00 - 3:38
2) 3:38 - 4:46
L 3) 4:46 - 7:47
4) 7:47 - 8:50
5) 8:50 - 9:57
+  6)9:57-11:54

7)11:54 - 21:12

7.1) 11:54 - 12:40
+ 7.2) 12:40 - 12:47
7.3) 12:47 - 13:02
7.4) 13:02 - 16:03
r 7.5 16:03 - 16:04
7.6) 16:04 - 16:29
7.7)16:29 - 16:55
+  7.8)16:55 - 17:06
7.9)17:06 - 17:22
7.10) 17:22 - 17:55
r 7.11)17:55-18:13
7.12) 18:13 - 18:51
7.13) 18:51 - 20:10
+ 7.14)20:10 - 21:12

First section

{  Definition of the form in section durations:

Appendix 3:

L Final part of the piece divided in the following way (using the last subdivisions and without being re-grouped):

Main arch form of the p

ukhu pacha sketch form.

Seventh section

9:18

——> Horn "hand slaps" (distant). + Falling debris.

iece (eketrnal

Recapitulation & development of first material to achieve internal arch form.

e —

—

Developed horns (use of "Tartini" difference tones (See B. Truax)) + underground water.
> Shaman's transfiguration and further demonstration of power.
Presentation of rhythmic material (fututo's hand slap developed). Main Climax.

\

3:01

—> Entering the galleries; Intro of reverbed space. Change of timbre of horn. A 2nd divine presence (feline). Fututo slap.

——> Falling debris + horn slaps + water drippings + God's voice (bass). Intro of water + River's waves sounds.

Development of Rhythmic fututo-slap and partial recapitulation
—> .
of first gestures (developed as well).

Responsorial segment of fututos (in blocks) + God's voice (feline).
Further developent of rhythmic sections (fututo's slaps) transforming
into a textural based sound gesture. Stream water sounds and wind.

Final arrival to MOTHER SEA.
Final 'chorale’ of horns.

Exit, end of journey

6:30 /7:30

Arriving: Horns closer.
Water: River (close) & interacted

with the sound of horns and drums.

Ceremonial drums strikes
confirming arrival to temple.

The river's water flow is
harmonised by the call
of the horns - Answer of
the water.

Arrival: the gathering of the pilgrims.
Recapitulation and further development

of material of first section, generating

internal arch structure (end of fist part).

X Axis

TIME

* ®
v T Third section
3:38 ! ? +$ Golden Mean Section of the Wofk
I ' ' 3:00 ' ; . .
Textural based, presentation of external soundscape. ! ' ' [DT _‘s' LEEQT;‘ gié”’r(‘;e I‘Lfth?AWOfk;l? (25 ie;;
| Development of first gestures and presentation N N Rain: goes to the background and ' EI i Ie 13\’ ) 0(6 olden Mean) = 786.
of the horns in the distance representing "the calling”. ' further development. ! qgals 13 mins, 06 secs. 21
Wind, footsteps, nature and other other sounds draw : : Horns: developed texturally (grain). ' N 9
| an acoustic image of the scape. 1 1 Footstep sounds re-stated 1 . . 1
' Second section ! and further developed. ! ) ¢ Sixth section i I_. - [
' Fifth section 156 0:07 0:15 Main climax I 1
1:07 ! : . 0:16
[ ! Fourth section|  1:07 0:25
s . .
Water: rain (developed). 001 0:11 . 102
L Horns: further calling. 1:03 0:18
Prevalence of textural
over pitched material. 0:46
| : 0:38
0:26 033 P20
—o——0 H
0:30 1:30 2:30 3:30 4:30 5:30 8:30 9:30 10:30 13:30 14:30 15:30 16:30 17:30 18:30 19:30 20:30 21.5

Second main recapitulation and closure in external arch form.



Pole/Pillar 1: da.

Plant: Tobacco (where the ambil is dried).
Colour: Black (obscurity and absence of
light ) -> Tobacco-people=Huitoto.
Represents the "Older Son" -> Meniza
Buinaima. Inauguration dance of the

Maloca.

coca cooking stove

Vital Powers |
The powers
of the tobacco
and the yucca
plant as
primary food
source. They
constitute the
odd and the
| multiple. _|

Mambeadero

ambil cooking stove

Pole/Pillar 3: daamani.
Plant: yucca (jaigabi: dense drink derived
from the yucca + fruits).
Colour: yellow.
Youngest son, Yuai Buinaima -> Dance of
the fruits.

Western entrance

Appendix 4
Maloca Symbolic Structure

N

Ritual space

R

Maguarés

Domestic space

Oy

Pole/Pillar 2: ména.
Plant: Coca -> Transformation of the
coca leaf into jibie (in order to chew
the coca (mambear)).
Leaf of knowledge: Power of
knowledge of the chaman.
Colour: Green.

Represents the middle son -> Zikida
Buinaima: Hunting dance.

Q@dueljus uislse3]

“Powers of |
knowledge
Knowledge

powers
given by
the coca
and the
action
power of
the yage-
anaconda.
Power of
the right
side: Even

_ orPair. _

Pole/Pillar 4: a:marie.
Place where the light is announced.

S Power of Sun: Power of Shaman performance.
unasi: anaconda's yage.

Colour: red -> power and shamanic strength.
Ancestral being -> Dance of the anaconda.




Notes to APPENDIX 4:

The centre stands for the sacred, ritual space framed by the square delimited by the four pillars. The paired complementarity
opposition principle discussed is marked at the opposite sides of the scheme: The vital powers of primary food (yucca and
tobacco), standing for the odd numbers, pillars 1 and 3, are opposed to those related to the knowledge (given by the coca and

yagé), symbolizing the even numbers, pillars 2 and 4.

Both entrances are aligned with the course of the sun from East to West; the West entrance marks the location where the
preparation of the entheogenic plants take place: The ambil or tobacco paste, essential for the first dance, prepared on the
stove of the left, while that on the right is used for toasting the coca leaf. At the centre, the mambeadero marks ‘the most sacred
place of the maloca, locus of coca preparation and consumption during the nightly sessions’. (URBINA, 2010:56). For those few

with the special privilege to own a pair of maguarés, a special place within the maloca is dedicated to harbour it.

Sources:

- TAGLIANI (1992)

- TORRES (1998)

- URBINA (2010).

- YEPEZ (1981), (1982).



4 minutes

+

DA (1)

Tape solo section

MENA (2)

Rattler 2 + Tape + Electronics.

APPENDIX 5

General form outline.

LA HISTORIA DE NOSOTROS, I: MENIZA BUINAIMA, for percussionist, live electronics and fixed audio media (8.0 multichannel system).

First quintuple group: digits 1 to 5.

DAAMANI (3)

Tape + Electronics

A:MARIE (4)

Rattlers 1&3 + Tape + Electronics.

HUBE ONOI (5)

Tape solo section

g @ L g ®
Presentation of main elements:
General presentation of the sound-world of the piece. o 1) Sound of shakers processed (water like) 1) Further ritual chant (multiple layers in counterpoint). 1) Door, announcing last speaker (and section).
The sound of smashing doors symbolising the intrusive, the colonising " v - ) X )L . indi W he d d £ th
presence of Western World 2) Further calling of the Maguaré. 2) Further development of maguaré playing (stable). ) Last testlmonyf(lr1 |?n) - We are the Zscen ants of the
. i i i - indi . reat massacre of the famous siringa.... 2.
L (malocas do not have originally doors in the European sense). 3) (min 9) First testimony - Caucho/massacre (indian) 2. 3) Agrophone developed 9 £ voi L
i i i 4) Maguaré dance + ritual indian singing. 4) Siringa re-stated and further developed. 3) Further development of voice.
Acoustic construction of the closed space & community. . - ! : 4) Maguaré + ritual chants (develped)
1) Voice (whisper) - Beginning of the 'bringing of the maguaré' 1. 5) (ml.n 10:30) SE{COn»d testimony: ) Closing tdor end) -
Voice is whispered since it represents fear and confinement. Weeping woman (indian) - about ancestors / massacre 2. .
2) Maguaré (bass percussion). 6) (mm» 11) Third testimony (Indlé.ll"l) - Siringa 2.. )
3) Rattlers filtered and developed. 7) Cutting down the tree (both, siringa and native population).
4) (min 2), Building of Wall representing confinement. . . Co ] . . .
Ritual chant of indians if been performed inside the wall. 1) Further con.text.ual 59undscape increasing fear and sorrow mood. !’\andom cluster of.rhy(hm|c CI’.ICkEtS in counterpoint with
2) Words of taita (in huitoto language), speaking about the massacres 2. instrumental and live electronics parts.
Instrument section 1 Instrument section 2
T + + + -+
Tremolo 1, Feeding buffer2. Tremolo 2, Feeding buffer3. Rhythmic 4 against 5 cyclic developmental pattern (instrs. 1&3)
+——————————J ++ ++ +——————t—————t—t—————t—t
Presentation of first group ofEinstrumentaI gestures, Prime material for live electronics rhytmic counterpoint |
feeding bufferl in LE. :
\4 V' EFT based filtering + delay lines, randomly spacialized V Rhythmic fluctuating ostinato (4 against 5) - Sources tremolo 1&2.
r . * *
Further counterpoint of same figures with slight developments in Change of buffer sources (and gestures, therefore). Harmonization, pitch shifting (low, deep) and spacialization of gesture 1.
live electronics part (continuous, fixed texture). Pitch shifting development (continuous, fixed texture). Further development in low registers.
First instance of live electronics source movement (clock and anti-clock Pitch shift (high) and end of live electronics part (acting as formal concatenation).
wise movement, various independent speeds).
. . . . . . . . . . . . . . . . . . A
0 1 2 3 4 5 6 7 9 10 11 12 13 14 15 16 17 18 19 20

Boletin del Museo del Oro, No. 46. January 2000. Bogota, Colombia. <http://www.banrep.gov.co/museo/boletin>.

1. Text from Urbina, Fernando and others. The metamorphosis of Yiida Buinaima. Versions of the uitotos and muinanes about the mythic origin and the making of the maguaré.

2. Excerpts from the documentary entitled Contravia: La Chorrera, el genocidio del oro blanco" by the TV series Contravia, Morris Producciones.



Y Axis

10

Sound sources:

1) Bongoes.

2) Marimba.

3) Tam-Tam.

4) Voice (reciters).

5) Huitoto Music & Irish Music

4 minutes

1
enépene 6noimo da (6)

APPENDIX 6
LA HISTORIA DE NOSOTROS, II: ZIKIDA BUINAIMA, for fixed audio media (8.0 multichannel).
General form outline

Second quintuple group: digits 6 to 10.

240 secs / 6 £~

40 secs each

Wind - Bad omen (Huitoto mythology)

Forest soundscape intermingled with
sounds derived from bongos.

| | | | |

5

nagini 6noi (10)

2 3 4
enépene 6noimo ména (7) enépene 6noimo dadmani (8) enépene 6noimo a:marie (._9)
240 secs | 7 & . 240 secs | 8 & 240 secs / 947

34.29 secs each 30 secs each 26.7 segs each

Reciter text 1: J. E. Rivera: Voragine. Soundworld collapse between Amazons and Ireland.

Bongo + Tam-tam derived
material.

Reciter text 2: R. Casement: Amazon Journal.

Metallic sounds: Bowed tam tam.
Crossfade between Amazon soundscape

(forest + Indian chants) and the Irish Pub,
symbolising the 'Casement's entrance' into
scene - Rivera leaves scenario.

1 1 T T 1 *
6.1 6.2 63 6.4 6.5 6.6 7.1

I I I I I I 9
72 73 74 75 7.6 7.7 etc..

Metal (tam-tam bowed sounds into bongo's gliss skin)
2nd Juxtaposition of Irish and Amerindian soundscapes.

>
240 secs / 10
24 secs each

Irish lament tune.
Return of the opening wind sound and closure of the piece.

Time Axis (minutes)

X axis (time) = 20 minutes total; 5 equal internal divisions.
4 minutes (240 secs) each section
0 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 17 18 19 20



1071

Appendix 7

Zikida Buinaima, 2nd section (mins 4:00 to 8:00) (7th digit)

ol
Al Bl A2 B2 A3 B3 A4
sl
2.1 2.2 2.3 2.4 2.5 2.6 2.7
4:00 134 5:08 5:42 6:17 i51 7:25 8:0
7 :0Q
Rivera. text 1 Rivera, text 2 Rivera, text 3
. . Solo voice + Choir Choir
Solo voice + Choir
ol
Tam-tam:metal gliss Tam-tam:metal gliss
R
N
Wind + bongos (+). ——__
doo T N M > borigos (perc) (+).
ssssssssss <5
~~~~~~ /
~~~~~ /
~~~~~ /
~~~~~~ /
~~~~~ /
T B S B S R S e ,'
TTT=> Wind + bongos (-). ! 1
e " \\\\\g /”’/ Thea
2rTextural density (>) Textural density Textural density (<) Textural density (<)
Ny A
— T ——— \\\\ ’,/’ —————————————————————— >
1t N"\s‘\ _____ . . /”” . .
Bridging material from:lst to 2fit~sections. Bridging material from 2nd to 3rd sections.
\\\\\A ////
2‘6 2‘7 2‘8 2‘9 3‘0 3‘1 3‘2 3‘3 3‘4 3‘5 3‘6 3‘7 3‘8 3‘9 4‘0 4‘1 4‘2 4‘3 4‘4 4‘5 4‘6 4‘7 4‘8
TIME Axis (secondsx10)

0 s
24 25


JORGE GARCIA
Appendix 7

JORGE GARCIA


JORGE GARCIA


JORGE GARCIA


JORGE GARCIA



Y Axis

APPENDIX 8

LA HISTORIA DE NOSOTROS, lIl: YUAI BUINAIMA, for percussion and fixed audio media (8.0 multichannel system).

Percussion set:

1) Marimba

2) 3 temple blocks

3) 2 bongos (small diameter)

4) 2 toms (one of them a floor tom if possible)
5) 1 Bass drum

6) 1 large tam tam

General form outline

Third quintuple group: digits 11 to 15.

1 2 3 4 5
eibamo da (11) eibamo ména (12) eibamo daamani (13) eibamo a:marié (14) hibe eiba (15)
Bongos solo section Marimba Drums All (but marimba) Tam-tam, tpl.b., and Bs. dr.
WIND MAGUARE The DANCE Crescendo... Tranquillo

17

18

19

20

8 9 10 11 12 13 14 15

X Time Axis (minutes).

16



Appendix 9

.
Yuai Buinaima, 1st section (mins 1-4).
Position and duration of events
___________ > Done (¥)/ not done (X) See OpenMusic/huitoto/YuaiBuinaima, yuail for definition of calculations.
6l

Gegture E
1 400 x 149 V 2:11V 233 Y 2:55 v 3:16 X 3:38 v 4:00
1ls ° ® ° ® °® L °

L > 1 L, i—)s T—)4 '|—>11 L, Lss

Gesture D

:00 1:40 v 2:00 V' 2:20V 2140 ¥ 3:00 X 3:20 V 3:40 v 4:00

L, s Low s L L Lo

12 4

Gesdture C
0:00 x 0:55 V' 1:14 V 132 x 1:51 2:09 X 2:28 Y 2:46 V| 3:05 V' 323V 3:42 X 4:00
13 3m = - a = B = = » - - a
L5 Lss Lss Lsa Lss L Lss L. Lssce Lss Lso
Gesture B
0400 051y 1:09 v 1:26 V| 143 2:00 v 217 234V 251V 3:09 X 3:26 X 3:43 X 4:00
14 X * * * * * * * * * * * * *
L)4 I—)G I—)4 |—-)3 I—)9(+6) I—)e |_)5 |_)3 |—)9 I—)G L—)9 I—)G |—>4
Gest
0094/ 0:16 , 032, 0:48 / 1:04 1:20 V' 1:36 X 1:52 X 2:08 v 2:24 2:40 ¥/ 2:56 v 3:12 X 3:28 | v 3:44 V 4:00
15 1 * L * * L g * & * * 4 * L 2 & & *
\—)s I—)5(+10) |—>4 |__>3 |—)s |_)5 |_>4 |_)3 L.)g |_)5 l—)s I_)8 |_)5 |_>4 |_)3
% ) 2 3 4 5 6 7 8 5 10 1 12 13 14 15 16 17 18 15 20 21 22 23 24

X Time Axis (secs X10)


JORGE GARCIA
Appendix 9

JORGE GARCIA



Y Axis

Appendix 10

151
Yuai Buinaima, 2nd section (mins 4:00 to 8:00) (12th digit).
14t
See OpenMusic, huitoto/yuaibuinamia

131

(4:20 4:40 5:00 5:20 5:40 6:00 6:20 6:40 7:00 7:20 7:40 8:00)
12t
117

0:20 0:40 1:00 1:20 1:40 2:00 2::20 2:40 3:00 3:20 3:40 4:00

1 2 3 4 5 6 7 8 9 10 11 12
10 & & < & & o o < < & & <
ol
86»:00 0:12 0:;3 0:44 1:00 1:09 1:35 1:46 2:02 2:16 2:32 2:44 2:58 3:.12 3:18 3:_28 3:42 3:48 3:55
AL Bl €| B2 | | B3 E B3 B4 E iBp4 C B5; C! B5 B3 E B6 . B9 BLE B70{ B9

7 —————¢ + —————— ——— g —— ———— 4 ¢ 4 0
1 416 o130 0:53 1:07  1:16 1:39 1:53 2:12 2:23 2:30  2:48 3:07  3:16 3:21 3:37 3:44  3.53
st
4t Time-line of the original corabiki recording with proper divisions and element presentation re-scaled to fit the 4:00 minute duration of secton.
3t
M,
i
00 ; 1:) 1‘5 2‘0 2‘5 3‘0 3; 4‘0 4‘5 5‘0 5‘5 6‘0 6‘5 7:) 7‘5 8‘0 8‘5 9‘0 9; 1(;0 165 1{0 115 1£o 12‘5 1;0 1?:5 1:10 14;5 1;0 1;5 1é0 1&5 1;0 1;5 150 155 15;0 15;5 260 2(;5 210 215 22‘0 2;5 22;0 2;5 2:&0

X Axis


JORGE GARCIA
Appendix 10


Y Axis

Appendix 11

107
Yudi Buinaima, 3rd section (mins 8:00 to 12:00) (8th digit, originally 13th).
. See OpenMusic, huitoto/zikidabuinaima3
N Bongos, tom-toms and bass dr. Tam-tam
8 8 8 8 Homorhythmic accelerando to interiorise
: 6 7 9 10 new tempo.
77 Generation of steady pulse. J -60
l J =54 I II III VI
: 12:00
6! 3.1 3.2 3.3 3.4 3.5 3.6 3.7 3.8
8:(00 8:30 9:00 8/6 9:30 8/6 10:00 8/6 10:30 8/6 11:00 11:30
8/7 8/7 8/7
8/9 8/9
5T 8/10
Development of material
4l
Division of section into 8 equidistant parts (30 secs each).
Taking the current tempo (54) as a reference, there is 9 beats every 10 secs (meaning 3X9= 27 each 30 secs).
Each division represents the construction of an arithmetic series taking as step from one element to the other the resulting division.
3t
Example: 8/6 = 1.3. An arithmetic series from @ to 26 (27 total) is constructed with steps of 1.3 between its components. This yields the first result:
0.0 1.3 2.7 4.0 5.3 6.7 8.0 9.3 10.7 12.0 13.3 14.7 16.0 17.3 18.7 20.0 21.3 22.7 24.0 25.3
2t
The re-interpretation of this data works as follows: Integer number means beat number, decimal means emphasis on a specific subdivision (on the specified beat).
Therefore, x.y means that on the x beat, everything has to be polarised towards the y subdivision. Likewise, the number specifies the type of subdivision to use:
Beat divided in 3 (triplets): 0 - 0.33 - 0.66
! Beat divided in 4 (16th notes): 0 0.25 0.5 0.75
Beat divided in 5 (quintuplets): 0 0.2 0.4 0.6 0.8
0.1 was codified as an appoggiatura over the second 16th note of the beat; likewise, 0.9 was codified but emphasising the on-beat of the next beat through an appoggiatura.
0 | | | | | | | | | | | | | | | | | | | | | | | |
48 49 50 51 52 53 54 55 56 57 58 59 60 61 62 63 64 65 66 67 68 69 70 71 72

X Time Axis (secs x10)
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O 6 6

YUAI3rdSection

L2304

Note: Originally from
ZikidaBuinaima, 3rd section.

27 is the number of
pulses found (from

tape) in each 30 secs

(Here is 26 since

starts on 0 and not in

1)

Unit---> |8

%
—

0 26 4/5
F

arithm-ser

C

|

C

C

=

om-round

-

]

L=

(67910) <-- Dividends

<-- Constructs an arithmetic series from 0 to 26
taking the 3rd variable as increment step.

<-- Approximation in order to leave only one decimal
per number.

(0.01.32.74.05.36.78.09.310.712.0 13.3 14.7 16.0 17.3 18.7 20.0 21.3 22.7 24.0 25.3)

C

C

ﬁ(0.0 1.12.33.44.65.76.98.09.110.311.412.6 13.7 14.916.0 17.1 18.3 19.4 20.6 21.7 22.9 24.0 25.1)

=

C

Appendix 12

<-- First sequence (8/6)

<-- Second sequence (8/7)

(0.00.91.82.73.64.45.36.27.18.08.99.810.711.6 12.413.3 14.2 15.1 16.016.9 17.8 18.7 19.6 20.4 21.3 22.2 23.1 24.0 24.9 25.8)

C

C

<-- Third sequence (8/9)

(0.00.81.62.43.24.04.85.66.47.28.08.89.610.411.212.012.813.6 14.415.216.016.817.6 18.419.2 20.0 20.8 21.6 22.4 23.2 24.0 24.8 25.6)| | <-- Fourth sequence (8/10)

C



A dix 13
[ 7. . . . .
Yuai Buinaima, 4th section (mins 12-16).
Instrumental form definition - Position and duration of events.
See OpenMusic/huitoto/YuaiBuinaima, yuai3 for definition of calculations.
0300 : . : 1:00 . . . . . 2:44 3:12 3:18 3:28 3:42 3:48 3:55
o a TR < UPn m "M ;s g% b2 13y g 146y o 202 p3  gZl8c g5 2:32p3 B3 E 86 2:58 C  p3 p7EBS E B9 D3 BLE. B7 D4 BO
\ &{16 L lese | \ e:53 1:07  1:16 1:39 1:53 2:12 2:23 2:39  2:48 3:07  3:16 3:21 3:37 3:44 3:53 4:00
\ \ \ \ \
\ Voo \ \ \
\ Vo \ \ \ + resonant
\\ \ \\ ‘\ \‘ \\ etc..
\ \\ \ ‘\ \ \‘ 3:11
Ta"l‘lt- g-00 \ \ ol \ Y oooas 1:05 1:27 1:49 211 2:33 2:55 3:16 3:38 4:00
5 v ! + ® A ® L4 L ® L ® L L °
\ [ \ \ \
I—)11 \\ \‘L\\—)7‘\\ \\ |_)5\\\ |_)4 |_)11 L—)7 I—)GE I—>4B/7 |7>11 B9 I—)7‘/E I—)G 94
\ \ \ X
\ \ \ \
\ Lo \ \ \
\ [ \ \ \
| Vo \ \ \
Bs. Dr. :00 | 0:24 \ Vo 04d, | 100 1:20 1:40 2:00 2:20 2:40 3:00 \ 3:20 3:40 4:00
12 4 | A} \ \‘ A \‘ \\ A A A A A A A A A A
| \
| \ \ \ B7
b st L e ) bew L Ls.gs  Lsic  Lswc  Lsipg  LssD3) L5 L
| ! \ \ \ \ v v 9 v v
| 1 \ \ \ \
I [ \ \ \ \
| 1 \ \ \ \
| | \ \ \ \ 2:47
Toms g00 o1 | \ 0:3) ‘\ 055 1:14 1:32 1:51 2:09 2:28 2:46 3:05 3:23 3:42 4:00
13 3m ,' = 'l v I‘\ \ -t | ] = o o R = = ! ]
| \ \ \ *
L > ! L.t \ LYo \ |—>\6 LssE Ls>s D3 L>¢B3 Lss D3 Ls.E L>oB1 Lss Lso
I \ \\ \ \ v v v v v
i \ z \ \
| \ \ \ \
| \ \ \ \
| \ \ \ \
Bongs ofoo /o7 0% Y bs1 Y 109 1:26 2:00 217 234 251 3:09 3:26 343 400
14 2 ’, e *\\ ................................................................................... T S I — ST, WO S— " "R, VIO Vo ST RS . % e > e * %
\
>4 1 Lso |—?6 D1 E—>\ + C Ls;Dl LyeD2  Lssc  Lsss 3B6  Lsof Lss Lso L Lss
| VY \ \ v v v X
1 \ v
| \ \
I \ \
/ \ \
tpl.bl  ojo0 |4 0:16 \ 0:32 \Y 0:48 \44 1:04 1:20 1:36 1:52 2:08 2:24 2:40 2:56 3:12 3:28 3:44 4:00
15 1 + * \ g L 2 L 4 L 4 L 4 2 72 * 2 g . g L 2 * L g L 4
I_)j A |_>3 B1 Ly, 5: Lys;B2 Lss B3 Lss P?/?: LssE Lss:B5 Lssps Lss Lss Lss Lss Ly Lss
v v v v
v * solo tpl.bl.
V' Done. - resonant
X Not done.
0 | I I I I I I I I I I I I I I I I I I I I I I |
0 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 17 18 19 20 21 22
X Time Axis (secs X10)
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OO0 O Ayuai4rthsection

L 304

(? (((34)(111)))) | Bl Original, no repetitions. (8000 5000 9000 6000 3000 7000 11000) Appendix 14
C L
[ ——
[ (9
. <-- Stretching factor, in
ll[ hAaA '} this case 5 seconds.
[ 9 [
[#
e ©
mypatch
[
)
()
— i
flat
[ |67
__O
L “IN “IN " “ S
C (9 [9) L] (9 [ J
Jl Ji Quantization process, avoiding irregular groups of
No quantized Lt 5, 6 and 7 in order to avoid unnecesary notation
omgquantify complexity in the result.
C C
om-round
[
O O O VOICE 3
Quantized VOICE Selection: CHORD
J—GO e 66 6 e e 6
Y 2 2 2
% 2 I~ i | b J —
C [# [# c C [ .
<-- direct < list of
Duration: 7000 ms output, no durations to

~ antify
quantization. ‘ quantiry.

* midic ¢ |:| Zoom Staff E output 2

chord 3 Font size Approx n

mypatch 3




Appendix 15

-
CONVENTION .- L . .
Event onset. Event stops. Yuai Buinaima, 5th section (mins 16-20).
A A Position and duration of events.
0:22 v 0544 See OpenMusic/huitoto/YuaiBuinaima, yuail for definition of calculations.
° L—) 7 I—) 5
v v
Silence Silence
Gegture E
g-00 Vo022 v 0:44 X 1:05 X 1:27 Y 1:49 v 2:11 X 2:33 \ 2:55 v 3:16 v 3:38 X 4:00
115 ° ° ® . ° ° . ° 3 ° °
\—)11 |%7 I—)S I—)4 I—)ll l__)7 I—)G I—)4 I—)ll I_)7 I—)G
Gesture D
:00 x 020 v 040 X 1:00 voo1:20 v 140 v 2:00 X 2:20 v 2:40 v 3:00 X 3:20 v 340 v 400
12 4 A A A A A A A & e A A A
\97 l—)s l_)4 I—)lo I_)7 l—)S l_)4 l_)lo l_)7 I%S l_)4 I_)m
Gesjture C
0:00 X 0:18 Vo037 v 055 v 114 Vo132 X 151 v 2.9 Vo228 X 246 X 305 X 323 v 342 4:00
13 3m = m = ] u - o = ] ) - - ' ]
\—>5 |—>4 I—)9 |—>6 |—>5 |—>4 |—>9 L—)G |—->5 |—>4 I—)9(+Q I—)G |—)9
Gesture B
0{00 v o017 v 034 v os1 v 1:09 X 126 v o143 v 200 X 217 Vo2:34 v o251 v 3:09 vy 326 v 343 v 400
14 » * b o e e 2 A e e o e e e *
\—)4 I—)9 I—)G I—)4 l—-)s I_)9(+Q I—)G l_)s |_)3 I_)g I_)G L_)g I—)G |94
Gesfure A
0:00 v 0:16 v 032 v 048 X 104 v 1:20 v o136 v 152 Yy 2:08 v o224 v 240 v 256 Vo312 Vo328 v 344 v 400
15 1 * L 4 * * \ g * * * * * * 2 & * *
\—>8 |—>5(+1\? |—>4 |——>3 |—>8 I—)S |—>4 |—>3 |——>8 |—)5 l—)s I—)s |_)5 |_}4 |_>3
v Done
X Not done
o ! | | | | | | | | | | | | | | | | | | | | | | |
0 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 17 18 19 20 21 22 23 24

X Time Axis (secs X10)
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Y Axis

10

1
enépene eibamo da (16)

LA HISTORIA DE NOSOTROS, IV: NOINO BUINAIMA, for fixed audio media (8.0 multichannel

APPENDIX 16

General form outline.

Fourth quintuple group: digits 16 to 20.

2
enépene eibamo ména (17)

3
enépene eibamo dadmani (18)

enépene eibamo a:marie (19)

4

system).

5
nagini eiba (20)

First part of text: Second part of text: Third part of text: Fourth Part of text Fifth part of text
El padre sentado en el silencio Adn no se inventaba el trueno Con quién puede hablar el dios? Se inventé la palabra y el eco respondié Fué asi como los hombres nos formamos.
maduraba silencios ni el murmull | vien ntre | Entonces vio su sombra, (el eco que es la sombra del sonido) Por eso nos sentamos frente al padre
el rugido del tigre, el grito de las dquilas, estaba alli, sentada - Ya tengo companero!- y cuando en el ritual la voz eleva
La Maloca and the Rite. ni la voz como espina del zancudo. exclamé el Padre. repetifhos sus Gtimal palabras
Maguaré + yadico. i i i i —_ UA[ = .
Ch'|2| Zl Wind and tree leaf + whisper Wind and tree leaf + whisper PALABRA - UAI - ECO Children — Alarum
laren — arum i A H , i
c M qathered Rain  Thunder The chants Maguaré + yadico. Maguaré + yadico.
ommunity gathere Voice of the elders (the spirits) Firisai Children
The listening of the stories bocca chiussa (mmmm).
1 2 3 5 6 7 9 10 11 12 13 14 15 16 17 18 19 20





