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Resumen 
 
La proclamación de la cosmovisión andina de los Kallawayas por la 
UNESCO como “Obra Maestra del Patrimonio Oral e Intangible de la 
Humanidad” en 2003 definió el fin de una larga lucha por el 
reconocimiento nacional e internacional de los médicos kallawaya 
como médicos profesionales. A la vez, creó una plataforma ideal para 
reivindicar la cultura kallawaya como pueblo o nación indígena 
durante la reconstitución del estado plurinacional de Bolivia; un 
proceso que empezó a partir de la asamblea constituyente en 2006 y 
el exitoso voto del municipio de Charazani para optar por la 
autonomía indígena originaria campesina (AIOC) en diciembre de 
2009. En este contexto patrimonial, el artículo plantea discutir las 
repercusiones del patrimonio cultural inmaterial (PCI) y la 
reivindicación de la cultura kallawaya como nación indígena en la 
percepción y reproducción del Qantu, género musical emblemático 
de la región kallawaya. Paradójicamente, la UNESCO plenamente 
reconoció el Qantu como una “musicoterapia”, pero contribuyó, a la 
vez, a su desvinculación del sentido local de ser una expresión 
participativa y una práctica relacional del bienestar a niveles 
corporales-individuales y sociales-comunitarios. 

Abstract 
 
The UNESCO proclamation of the Andean Cosmovision of the 
Kallawaya, as a “Masterpiece of the Oral and Intangible Heritage of 
Humanity” in 2003, marked the end of a long struggle by Kallawaya 
healers for national and international recognition as professional 
healers. At the same time, it created an ideal platform from which to 
reclaim Kallawaya culture as an Indigenous nation during the 
constitution of the Plurinational State of Bolivia; a process, which 
began with the constitutional assembly in 2006 and Charazani’s 
successful vote in December 2009 to opt for their Indigenous 
Autonomy or Autonomía Indigena Originaria Campesina (AIOC). This 
article examines the repercussions of the 2003 UNESCO cultural 
intangible heritage proclamation and the reclaiming of Kallawaya 
culture as an Indigenous nation on the perceptions and practices of 
Qantu music, the emblematic panpipe style of the Kallawaya region. 
Paradoxically, UNESCO’s recognition of Qantu as “music therapy”, 
contributed to decontextualizing it from its local meaning as a 
participatory expression and relational practice of wellbeing at 
various corporal-individual and social-communitarian levels.  
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The Qantu and Music Therapy in the Kallawaya Heritage Context 
Sebastian Hachmeyer (Royal Holloway University of London) 

  
 

Introduction 

On 7th November 2003 UNESCO proclaimed the Andean cosmovision of the Kallawaya a 
“Masterpiece of the Oral and Intangible Heritage of Humanity”. A few weeks later, in early 
December, the proclamation was celebrated to the sounds of Qantu1 ensembles, the emblematic 
panpipe style of the Kallawaya region, with a formal tour by the Viceministry of Cultures through 
the municipal capitals of Charazani and Curva, both of which form part of Bautista Saavedra 
province. Eleven years after the proclamation - UNESCO having meanwhile inscribed the Andean 
Cosmovision of the Kallawaya on to the representative list of the cultural and intangible heritage of 
humanity in 2008 - I began my fieldwork with the Qantu musicians of Niñocorin. The community of 
Niñocorin belongs to ayllu2 Kaata and is situated half an hour’s walk north-east of the municipal 
capital of Charazani, at an altitude of about 3200m.This forms part of Bautista Saavedra province in 
the Northern part of La Paz department. Due to its dense sonorous texture of six registers or voices 
(kunka) and its harmony of parallel fourths, fifths and octaves, played using interlocking between 
pairs of instruments, Qantu ensembles are ideally comprised of a minimum of 25 musicians (only 
men), playing panpipes (qantuphukuna), drums (qantubumbu) and a metal triangle (ch’inisku) for 
percussion. Various studies have focused on Qantu music and examined, for example, sonorous, 
social and organizational aspects of the ensembles (Baumann 1985; Langevin 1992; 1990; Whitney 
Templeman 1994). Nevertheless, to date no study offers in depth analysis of its role in healing.  

On 16th November 2014, I accompanied Niñocorin’s Qantu ensemble to the patronal feast 
of the Virgen de los Remedios in the community of Chajaya, three hours walk from Niñocorin (Figure 
1-3). Very few of the players were young and the ensemble consisted of no more than 13 players, 
scarcely half an ensemble. The sun was setting, it began to get dark, and the musicians, wearing the 
typical local dress, had just completed the three days of playing for which they had been contracted. 
The Qantu ensemble’s “president” approached the feast sponsor (pasante)3 to request the 
remainder of the agreed fee, the first half – or so-called adelanto or advance - having already been 
received. The two started to argue vociferously as the pasante did not wish to pay the full fee, as 
the number of musicians was fewer than originally agreed. Finally, an agreement was reached and 
the pasante gave the musicians the remainder of the fee alongside three crates of Paceño beer. 
Later, and by now well after dark, we made our way to the main square of the town of Charazani, 
where the anniversary of the province’s foundation was still underway; a civil festivity of much 
regional importance. As the musicians entered the main square, the ensemble was announced as 
“the Qantu of Niñocorin, ancestral music of the cultural intangible heritage of humanity”. To 
applause and whistling from the audience, the musicians made their way around the square, 
displaying their well-known choreography, as they played. Couples started to dance, and the 
presentation culminated with further applause for the musicians, and more crates of Paceño beer. 

 

                                                        
1 I use the grammatical form, indicated by my host in Niñocorin. Other forms are Qhantus, Khantus or Kantu. 
2 Ayllu: Ancestral social, political, economic and ethical organisation of various Indigenous communities.  
3 The pasante, or preste, is the organizer and sponsor of the patronal feast. The preste always consists of a married 
couple. 
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Figure 1. 

 
Figure 2. 

 
Figure 3. 

 

Figures 1-3: Niñocorin’s Qantu ensemble during the feast of the “Virgen de 
los Remedios”, Chajaya November 2014 (Photos: Sebastian Hachmeyer) 
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The above description offers a very typical scene of how Qantu panpipe music is presented 
in the Kallawaya region today. On the one hand, it is linked to public performances during civil 
festivities, involving social prestige and display. During these public performances, including outside 
the Kallawaya region, it is quite common to hear Qantu music related to the heritage status of the 
Andean Cosmovision of the Kallawaya and to the ancestral label. On the other hand, Qantu music is 
associated with patronal feasts, involving contracts and monetary payments, where a non-
egalitarian relationship with the so-called vecinos and misti, people of Spanish descent, sometimes 
intervenes in some way or another in the musical practice. For example, for most of the year, 
Chajaya, is essentially a deserted community, as a large proportion of its inhabitants has migrated 
to the cities of La Paz or El Alto. My host in Niñocorin, the yachaj or wise man Feliciano Patty, told 
me that the majority of the pasantes nowadays are residentes or relatives from La Paz or El Alto. 
They only come to show off during the community’s main seasonal feasts, bringing invited guests 
with urban middle-class forms of appearance, behaviour, dress, talk, etc. Aldermann (2016) shows 
how vecinos and misti exert control over life in Kallawaya communities through a vertically 
organized system of “godparenthood” or compadrazgo, by which dominance is asserted through 
superior socio-economic status. I had the impression in Chajaya that the pasante asserted a sense 
of superiority through regularly demanding that the musicians play, leading them to feel “obliged 
to blow”, as some told me later. 

At first glance, the performance and associated meanings of Qantu music, in the Kallawaya 
region and beyond, would appear to have little direct relationship with traditional medicine. 
Nevertheless, in UNESCO’s 2003 proclamation Qantu is explicitly recognized as “music therapy”, and 
as such conspicuously associated with Kallawaya herbal medical tradition. For example, in the 2002 
application document, prepared by the Viceministry of Cultures, Qantu is identified as a music of 
“the Kallawaya”, who “not only employ plants, animals and minerals for healing, but also music 
therapy (called in their own language Kantus)” (Viceministery of Culture 2002, 42). This is an 
example of what Rösing (2008) has termed a “shrunken definition” of Kallawaya medicine in the 
heritage context, as it makes no mention to the spiritual and ritual dimensions of Kallawaya 
medicine.  

In this heritage context, I am interested in how Qantu panpipe music is seen to relate to 
traditional Kallawaya medicine, which might be divided into two specialist areas: herbal healing and 
spiritual/ritual healing.4 This article draws on ethnographic research undertaken in 2014-16 in the 
Kallawaya region, mainly the community of Niñocorin (Figure 4), and in the cities of La Paz, El Alto 
and Cochabamba, where many of Kallawaya healers now reside and work. UNESCO documents 
recognise Qantu as “music therapy”, but I will argue that, paradoxically, this heritage proclamation 
has contributed to the decontextualization of Qantu from its local meaning as a participatory 
expression and relational practice of wellbeing, at various corporal-individual and social-
communitarian levels. This heritage making has also fomented ideas of commercialization and 
professionalism in the context of the Kallawaya nation, where Qantu is used for purposes of cultural 
affirmation and display.5  

                                                        
4 According to Rösing (1996, 66f [my translation]), the Kallawaya is a “religious specialist to whom individuals (or 
families) as well as the community call upon for healing, whether curative or collective, using herbs and/or rituals; he 
or she is elected in some way or another, has spent a long time learning, and acts according to an extensive code of 
religious and ethical values”. 
5 A similar case is the music of the Chinese guqin: “In proclaiming the music of the Chinese guqin an ICH masterpiece, 
UNESCO ushered in a series of events which pushed aside the very tradition it wished to support, unwittingly helping to 
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Figure 4. Valley of Niñocorin (Photo: Sebastian Hachmeyer) 

 

Music Therapy in the context of herbal medicine? 

In many parts of the world, both in the past and today, music is attested healing powers. According 
to the general definition of the World Federation of Music Therapy (2011) we might say that “music 
therapy is the professional use of music and its elements as an intervention in medical, educational, 
and everyday environments with individuals, groups, families, or communities who seek to optimize 
their quality of life and improve their physical, social, communicative, emotional, intellectual, and 
spiritual health and wellbeing. Research, practice, education, and clinical training in music therapy 
are based on professional standards according to cultural, social, and political contexts”. A dominant 
image of Andean music in global contexts, especially with its stereotype instrument the panpipe, is 
often of sonorities that evoke tranquil or meditative mental states. Due to this supposed meditative 
character, it is common to hear recordings of panpipe music in European spa resorts that offer 
healing through thermal water and minerals. Nonetheless, a sharply contrasted image is found in 
the music played in rural communities in highland Bolivia, where wind instruments are typically 
blown strongly to produce strident sonorities which are likely to be perceived by the Western ear 
as “harsh” or “dissonant” (Stobart 2017; 2013). Music is related to festive occasions, which in the 
same way as the Qantu music I presented above, serves to break the overwhelming silence that 
                                                        
establish the music in a virtuosic, professional, presentational performance form […], which was contrary to the UNESCO 
proclamation's characterization of the music's heritage as an endangered, contemplative, amateur chamber music for 
the home” (Titon 2009, 127). 
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characterizes most of the rest of the year in this highland environment (Stobart 2002).  

Nonetheless, music and its healing powers are related to local understandings about 
territory, body and the flow of life energies. In the Andes, where traditional medicine is 
characterized by a long history and great variety, it is important to understand concepts of health 
and illness, as well as music making and its relation to healing practices, from this perspective. 
Within contemporary discourse regarding the idea of Qantu music as “curative”, it is necessary to 
differentiate between statements made by Kallawaya healers, primarily herbalists, and those made 
by musicians from communities like Niñocorin, where Qantu is played collectively. In an interview 
with the herbal specialist Walter Álvarez, originally from Kanlaya, in his consulting room in El Alto, 
he explained to me that  

music and dance, such as Qantu, are curative. If you are very weak, a smooth/gentle (suave) rhythm 
is needed, but if you have high blood pressure, with polyglobulia, the rhythm needs to be lively and 
energetic. You move and begin to sweat, and your joints don’t hurt [anymore]. Your breathing speeds 
up when you blow [panpipes] and dance; this all helps to prevent heart disease. 

In the modern context of music therapy, also influenced by biological and evolutionist 
approaches in musicology, we could argue that the above quotation refers to a specific type of 
musical entrainment. According to DeNora (2004), the musically entrained body and its processes 
unfold in relation to musical elements, aligning and regulating themselves in relation to music. 
Bodies might thus be said to organise and compose themselves musically. Musical entrainment can 
involve the regulation and/or modification of physical states, behaviours, temporal parameters like 
mood and emotion, as well as social roles (DeNora 2004; Clayton et al. 2004). But, how can we 
understand Álvarez’s affirmation against the background of Kallawaya herbal healing? 

While the use of the concept of “music therapy” might be significant in the modern context, 
it is misleading as regards Kallawaya practices. It suggests the image of a traditional healer, an 
herbalist in the UNESCO case, “applying” collective panpipe music - ideally played by 25 musicians - 
as a form of medical treatment, in the sense of the Greek meaning of therapeia. It is difficult to 
imagine a contemporary herbalist, many of whom are now sedentary and have adapted to the 
spaces of modern medicine and clinical contexts (“hospital”, “consulting room”, etc.), “applying” (in 
the same sense of “prescribing” medicinal infusions or pomades) collectively performed Qantu 
music. Hypothetically, it would be possible for healers to use recordings, but I have neither 
witnessed nor heard reports of Qantu music recordings used in this way. Nor was collective music 
an integral part of the practices of itinerant Kallawaya herbalists either, who travelled with a bag 
(kapachu) of medicinal herbs and often worked alone, or with a single disciple; usually a direct 
relative as lineage transmission dictated. The UNESCO heritage documents are the first official 
context in which the term “music therapy” appears in relation to Qantu.  

However, if we compare Bastien’s (1983; 1985) interpretations of the basis for Kallawaya 
herbal medicine and Álvarez’s explanation of “Kallawaya music therapy”, we find some interesting 
parallels. In his explanation of the Kallawaya humoral system6, Bastien (1983; 1985) argues that 
Kallawaya herbalists principally concern themselves with treating the circulation (concentration, 
distillation and elimination) of body fluids, such as blood. For this reason, they diagnose sickness 
through analysing the pulse. Depending on blood quality (warm=rapid flow, cold=slow flow, 
wet=thick, dry=thin), they prescribe mate or herbal infusions to regulate circulation. “Hot” herbs 

                                                        
6 Bastien (1986) explains that such a humoral system has existed in the Andes since before the Spanish conquest, while 
Fernández Juárez (1998, 25) argues that these categories of the “Hippocratic medicine” were introduced to the 
Indigenous and popular medicine in Latin-American following the Spanish conquest. 
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are seen to accelerate the circulation of body fluids, which in therapeutic terms would be classified 
as cardiotonic or cardiopulmonary, among others. “Cold” herbs are seen to have the opposite effect 
and to reduce the velocity of body fluid circulation, acting among other things as anti-
inflammatories and tranquilizers. Interpreting Álvarez’s statement against the background of 
Bastien’s (1983; 1985) account, it could be suggested that, instead of using medical herbs, bodily 
circulation processes could be governed and regulated by kinaesthetic aspects of Qantu music. In 
turn, this might be seen to result in desirable effects on the body (for example, serving as a 
cardiotonic, strengthening the cardiopulmonary system, etc.). In this context, it is notable that 
Álvarez referred to Qantu as “dance therapy”, instead of invoking the term “music therapy”. While 
understanding Qantu as “dance therapy” might be related to Kallawaya humoral understandings of 
body, the use of modern medical concepts, such as “music therapy”, have only quite recently been 
incorporated into the discourse of “professional” Kallawaya herbalists. This can be traced back to 
their involvement in the cultural politics surrounding the UNESCO application.  

The Kallawaya herbal specialist from Curva, Luis Walter Quispe, acknowledges that “today, 
we, the professionals in the cities, recently started to talk about a music therapy”, adding that, 
nevertheless, “our music has always been part of our living together in our communities, not only 
Qantu”. At a first glance, there seems to have been an adoption of a discourse relating to the 
modern and “professional” context in which Kallawaya herbalists have been involved since UNESCO 
recognition. This adaptation has not only involved the incorporation of notions like music therapy 
or dance therapy, but also other concepts from modern medicine, such as “polyglobulia”. I suggest 
that Kallawaya herbal specialists adopted these concepts in order to combat the sense of 
discrimination they had experienced in relation to modern medicine. These new concepts might 
also have facilitated greater mutual understanding with their new clientele, resulting from the 
UNESCO recognition, and their insertion into spaces of modern medicine. (We will return to this 
point again later).  

 

The healing aspects of Qantu and the relational practices of wellbeing 

Against this background, it is worth asking, on the one hand, how musicians themselves think about 
Qantu’s healing powers, and, on the other, how this relates to some of the other musical styles 
played in Kallawaya communities, as Quispe mentioned. Among musicians from Niñocorin’s Qantu 
ensemble, but also in the Kallawaya region more generally, you often hear it stated that the sound 
of Qantu panpipes can help alleviate melancholy and depression. Many people of the Kallawaya 
region independently told me that the sound of Qantu panpipes makes “grief vanish”. This contrasts 
with the common outsider stereotype that Andean music - especially when incorporating 
multiphonic sounds - is  sad and dissonant (Stobart 2017).7  Among other causes, depression and 
melancholy are often attributed to fright or “susto” (mancharisqa); these symptoms resulting from 
a temporary loss of spirit or ajayu.8 In such cases, Kallawaya ritual specialists call the ajayu back with 
ritual or healing words (jampiy rimaykuna) and make an offering to the owner of the place 
(lugarniyoq) where the ajayu was trapped and from which it must be returned. Collective music is 
                                                        
7 This aspect shows the necessity for “postcolonial ears” in musical interactions (Solomon 2012, 217). 
8 It is worth saying that one deals here with the small spirit or juch’uy ajayu, because if a person loses his or her big spirit 
or jatun ajayu he or she dies. Ajayu is an Aymara word, which is also used in the Kallawaya region, where also some 
Aymara communities, for instance Upinhuaya, in the North of Niñocorin, exist. Some of my collaborators also used the 
Quechua word qamas. According to Burman (2011), qamasa is only one part of ajayu indicating courage and strength. 
Langevin (1990) shows how the nomenclature of musical instruments mixes together the Quechua and Aymara 
languages. I would argue that the same also happens concerning ritual terminology.  
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not employed in these family healing sessions, which focus on the individual wellbeing of a person, 
whether suffering from mancharisqa or other pathologies.9 However, the healing words of the 
Kallawaya ritualists can sometimes take melodic and rhythmic forms, like sung ritual chants.  

In the oral tradition, one sometimes hears about a specific tuning ritual performed by local 
instrument makers with newly constructed panpipes or qantuphukuna (Langevin 1990). This 
involves bathing the instruments in rosemary water, as rosemary is said to contain properties for 
alleviating depression and melancholy. Through this ritual bath, the instruments are seen to 
incorporate and assume the rosemary’s properties. These relational practices between humans and 
non-humans are however becoming rare, as are many collective rituals related to the agrarian cycle 
(Rösing 2008). On several occasions, my host in Niñocorin, the yachaj Feliciano Patty (Figure 6), 
showed me calendars outlining the organization of musical and ritual practices according to the 
agricultural cycle. In former times, he explained, music had been seasonally understood in relation 
to agricultural production and collective rituals, as also evidenced in studies from other parts of rural 
Bolivia (Stobart 2006). Compared to individual healing rituals, collective ritual healing has a more 
preventive aspect related to maintaining the overall balance of life and the general wellbeing of the 
whole community. This includes, for example, asking for a good harvest or for protection from 
calamity. In the context of collective healing, the critical involvement of collective music is much 
more direct and, indeed, very important, although nothing is mentioned about it in official UNESCO 
documents. Elsewhere (Hachmeyer 2017a; 2017b), I have discussed how pinkillu duct flutes are 
played in a collective ritual called qallay (literally “beginning”), for calling the rain and anticipating 
the rainy season (paray pacha) during maize sowing (sara tarpuy) in November. At dawn, 
messengers (kachapuriq) take offerings to sacred water related places, for instance, lakes or springs, 
and bring something in return to the community for qallay, like flowers, herbs or water itself. The 
kachapuriq are received around midday with food and pinkillu music, and later, after the ritual act 
of commensality, the collective ritualist or watapurichiq (literally, “the one making the year walk”) 
prepares the main offering in the middle of the community with the ingredients brought by the 
kachapuriq.  

For understanding qallay music and dance, I wish to introduce the concept of “person-
mountain-body”, which I have developed building on the work of Joseph Bastien (1978). Here, I 
reinterpret his use of metaphorical language, characteristic of classical Andean anthropology, in the 
light of new theoretical tendencies in Andean scholarship concerning the relation between nature 
and culture, prioritizing ontological aspects (Hachmeyer 2017a; 2017b; Arnold 2017; Ochoa Gautier 
2016; De la Cadena 2015; Allen 2015; Cavalcanti-Schiel 2014; Kohn 2013). Bastien (1978) explains in 
this “mountain metaphor” how Kallawaya from ayllu Kaata “metaphorically” understand the 
physiology of their own bodies in relation to the mountain, on which they live. Such an 
understanding of the constant relational flow of life and of the living together between humans and 
non-humans, which draws on the help of metaphors, has recently been critiqued by Arnold (2017, 
27 [my translation]):  

Many examples of Andean ethnography already explain how to understand these constant flows, but 

                                                        
9 Individual healing of a ritual and spiritual kind is divided into two types (Rösing 1996): The yuraq mesa or white offering 
is used if the purpose is “for” or “favours” positive circumstances: health, wellbeing, good harvest, etc.; the yana mesa 
or black offering is used if the purpose is “back” or “against something”, its spectrum covers everything from rejection 
of bad thoughts to intentional harm against an enemy. Beside these Kallawaya concepts, Rösing (1996) introduces her 
own concept of grey healing, where she subsumes rituals of defence, cleansing and purification. The intentionality can 
be resumed by the word “outside”. Grey healing rituals are those for alleviating pain and sorrow (llaki wijch’uña) or also 
rituals of purification for protecting oneself against witchcraft. 
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the modality of describing them has been limited to date to the use of metaphors and other literary 
tropes […]. One disadvantage of these former modes of explanation is that they are limited to the 
domain of human language.  

Besides being limited to the domain of human language, the use of metaphors inevitably 
evokes the multiculturalist concept of an epistemological representation of the natural world. Based 
on the cosmological perspectivism of Viveiros de Castro (1998), Allen (2015) argues in her new 
perspective of Andean animism that we should not consider these ethnographic descriptions as 
metaphoric projections of the human imagination over nature, but treat them as ontological 
premises that privilege “viewpoint”, having a deictic function (for example, blood for humans is 
chicha for jaguars).  

Rereading Bastien’s (1978) work against this background, I propose that the body of the 
person and the body of the mountain are ontological equivalents. Alberti (2012) uses this concept 
to show how the practice and technique of moulding ceramic pots is ontologically equivalent to 
moulding human bodies. But this is not the idea of equivalence that I have in mind. Rather, 
equivalence between the person and the mountain could be understood in terms of physiological 
uniformity and correspondences. The fluids of the human body are governed by equivalent 
dynamics within the mountain. They flow back and forth between the body of the person and the 
mountain, as an inseparable unit, in which the person is bound to the mountain, as much as the 
mountain is bound to the person, through their bodies.  

The human body (ukhu), expressed through the unity of internal elements, and the mountain 
body, expressed through the unity of communities in the ayllus, has a distillation centre of body 
fluids. The integrity of the person-mountain-body, or “health” in other words, is a process in which 
centripetal and centrifugal forces unite fluids in order then to disperse them to the peripheries. 
Illness, not only of the person, but also of the mountain or the ayllu, are linked to improper 
circulation of fluids and the disintegration of internal elements. This also corresponds with the way 
that Kallawaya herbalists primarily treat the circulation of fluids like blood, as discussed above.10 
Needless to say, qallay music and dance also relate to the person-mountain-body and the idea of 
integral “health”. All participants (musicians, dancers, flag bearers) dance in a row, like a 
meandering river, crossing the whole main square up and down, until the musicians form a circle in 
the middle of the square. The dancers and flag bearers dance around the musicians, in a 
counterclockwise movement, followed by a clockwise movement (Figure 5). The recollection and 
burning of elements from all parts of the ayllu, as well as qallay music and dance are centripetal and 
centrifugal forces that concentrate and disperse body fluids (Bastien 1983; 1985). 

 

                                                        
10 It is interesting that in the Amazon, kinship is conceived as active assimilation through fluids (Conklin and Morgan 
1996; Vilaça 2002; see also Alberti 2012). In the case of the Andes, including the mountains of the Kallawaya region, it 
is said that some mountain peaks are grandfathers (machula/awicha), and the people living on the slopes are referred 
to as their grandchildren (allchhi/willka). For more details, see Arnold (1998). 
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Figure 5. Qallay dance in Niñocorin; Abbreviations: M=Musicians, D=Dancers; F=Flag bearers (Source: Hachmeyer 
2017a) 

 

Seasonality of Qantu and the participatory tradition 

Feliciano also associated the anatomy of pinkillu flutes, and the sound produced by them, with 
certain influences on wind patterns. The wind spirit, called ankari, is the messenger and servant of 
the lugarniyuq who takes the burned offerings to the sacred places, for instance snow-capped 
mountain peaks (apu). The mouthpiece of the duct flutes of paray pacha (rainy season), such as 
pinkillu flutes, resembles a block, which closes the upper part of the bamboo tube (directing air 
down a duct towards a sharp sounding edge). The sound produced is shrill and squeezed, and - in 
one sense or another - blocked. This suggests, by analogy, that it bans ankari in paray pacha, and 
closes the door of the wind (wayra punku) (Rösing 1996), so that water-carrying clouds are not 
dispersed.11 Ritual, agrarian and musical practices exist side by side and form a complex network of 
relational correspondences between human and non-human beings in the social, ethical and natural 
environment called pacha (cosmos, climate, time).  

Stobart (2000a) argues, in the context of a rural community in Northern Potosí, that although 
sound is a very important dimension of ritual healing, music itself is not directly used in clinical 

                                                        
11 “Para la región Kallawaya: el viento habita en el interior de la tierra y sopla por una puerta, la puerta del viento, que 
en el ritual de lluvia se debe cerrar para que el viento no siga soplando lejos las nubes de lluvia” (Rösing 1996, 537). See 
also Kistemann and Lauer (1990) about the importance of the wind system for the local climate from a geographical 
point of view. 
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contexts. He shows parallels between the use of sound in the transformation of the landscape 
through music and of the body through healing. It is this transformative force of musical sound 
during the agrarian cycle, which assures a good harvest, as well as individual-corporal and collective-
social wellbeing. As wind instruments (phukuna, that which is blown, from the verb phukuy, to blow) 
are always related to the lungs and respiration, they are also necessarily related to the flow of ajayu, 
which is understood as having communicative connections with protector and nurture spirits in 
pacha.12  

Now, it is worth asking, to what degree, Qantu music was part of such seasonal 
understandings of collective music in the Kallawaya context. The conditions, under which the Qantu 
panpipe style emerged in the Kallawaya region, have yet to be the subject of in-depth research. I 
have heard many versions of this history, with some being incoherent and contradictory. 
Nevertheless, they do suggest the possibility that the Qantu panpipe style originated at the 
beginning of the 20th century, during the times of latifundia. Local musical elements, derived from 
Tuaillu and Chiriwano panpipes, may have merged with foreign panpipes styles from the Lake 
Titicaca region, such as Jach’a Siku from Qullana or Sikuri from Conima.13 Although having been 
related to latifundia and patronal feasts from the beginning, it is probable that the Qantu’s seasonal 
character was maintained until recently, reflecting general understandings about the use of 
panpipes and former associated panpipe styles. 

Feliciano, for instance, is witness of such a seasonal meaning of Qantu music, and describes 
it as belonging to the phukuna of the dry season (ch’aki pacha). The dry season phukuna, such as 
the notch-end blown Qina or traverse flutes called Pifano, but also Qantu panpipes, do not have a 
block (to close the end of the tube and create a duct) like the pinkillu. In contrast to rainy season 
duct flutes, their sounds are more open, direct and unconstrained, attracting ankari in order to 
disperse the rainclouds at appropriate moments in the cycle of agrarian production. I have 
frequently heard people saying that “Qantu should not be played at just any time”, and that it was 
related in former times to the harvest season. Langevin (1992) cites Qantu musicians from Quiabaya, 
who still affirmed that playing Qantu before or during paray pacha prevents it from raining, which 
would mean a possible threat to agrarian production and later harvest.  

                                                        
12 In the Aymara context of the Titicaca lakeshore terrain I have heard that this communicative and connective function 
of musical sounds is called saqapa (literally meaning rattlesnake). Burman (2011) says that saqapa is an element of 
jach’a ajayu, beside janchi ajayu (corporal) and qamasa (courage, strength), expressing the power to maintain 
communication with a broader web of life, and to all ajayus in the cosmos, including protector spirits or ajayu uywiri. 
Schramm (1992) refers to leg rattles for dancing called saccapa made from hard-shelled fruits: “idiófono, saccapa (con 
respecto a este término Bertonio escribe: ‘Vna frutilla prolongada, a modo auellana de corteca muy dura, y suelen los 
indios seruirse della para cascaueles por el sonido que haze no con lo que tiene adentro sino encontrándose, o 
golpeando y no con otro’).” Among many amawt’as in La Paz, a small bell is currently used to “connect” (mayisthapiña) 
with the lost ajayu and call it back. According to my interpretation, this is a continuation of the saccapa mentioned by 
Schramm (1992). Chaumeil (2016) emphasizes the importance of acoustic codes in relations with spirits among the 
Yagua in Amazonia and argues that in shamanism the typical sound of the chacapa, which is used by shamans in healing 
session, has a particular soothing effect on spirits.  
13 It is worth mentioning that all panpipe style, the Tuaillus and Chiriwanos from the Kallawaya region, as well as the 
Jach’a Siku from Qullana, are based on parallel octaves played in three registers (Baumann 1985; Langevin 1992; Borras 
1995). In some testimonies I have heard that the Sikuri from Conima had an essential influence on the Qantu panpipe 
style, and that kinship relations with families from Peru’s Moho province existed. This invites speculation that elements 
of the Sikuri from Conima may have intervened in the fusion. Before changing to a “criollo” harmony composed of 
parallel minor and mayor thirds under the organization of the Indigenist landowner Natalio Calderón in April 1928, the 
Conimeño panpipe style was played with the same parallel fourths, fifths and octaves (Turino 1993) now found in the 
Qantu of Bautista Saavedra. According to Ginés Pastén (†2018), an elderly interlocutor from Charazani, Sikuris from 
Conima played at feasts in Charazani on various occasions in the early 20th century. 
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Figure 6. Yachaj Feliciano Patty (Photo: Sebastian Hachmeyer) 

 

In general, the structure of Qantu music reflects qualities that Turino (2008) has related to 
“participatory” forms of music making. The structure is repetitive and comprised of short sections 
(for instance, AAB1B2C1C2), the rhythm incorporates certain repeated structures, and the pulse is 
regular, besides stringendo tempo accelerations at the end of pieces. Individual virtuosity is 
downplayed, and the sonic texture very dense. All these characteristics allow for rapid learning 
during practical and collective playing.14 Social norms prioritize aesthetics, in which participation is 
given precedence over musical precision (Stobart 2006). Likewise, Turino (2008) argues that the 
etiquette of sociality has priority over sound quality. Therefore, an internal quality control in relation 
                                                        
14 Despite of some individual trials with their own instruments, musical learning used to be communitarian and 
participatory, tactile and kinaesthetic (Langevin 1990). Stobart (2000b) argues that playing an instrument alone, behind 
closed doors, could be considered an antisocial act and a motive for suspicion. Musical learning assumes a modality of 
informality and above all of embodiment. 
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to the musician’s level of musical knowledge or ability tends to be downplayed (Turino 1989). 
Despite the existence of differences in ability and experience, which may be recognized in private, 
ensembles tend to avoid clear differentiations in social status between experienced performers -for 
instance, the two guías (lead players/guides)- and all the others (Langevin 1990; Turino 1989). 
Rather, it is the job of the guías to “balance” or “equalize” the ensemble. Qantu, like many other 
forms of Andean panpipes, are played using interlocking technique between two players, playing 
paired instruments which play alternate pitches of the scale.  

Langevin (1990) describes how, before social feasts, less experienced youngsters 
incorporated themselves into the ensemble without significant controls on ability. The guías 
organized the ensemble so that less experienced pairs of players could play alongside a more 
experienced couple. Thus, they learned faster, and the ensemble automatically and magically 
balances itself, because the more experienced players “pull” their less experienced counterparts. 
This work of the guías is especially important when new musicians spontaneously integrate 
themselves into the ensembles during feasts, sometimes with their own instruments. Turino (1993) 
describes a case where a player brought an instrument with tuning which diverged from the rest of 
the ensemble, a situation that did not provoke any restrictions in participation. The ensemble must 
constantly manage imbalances in their performances regarding the sound, but this aspect was 
secondary to social participation.15  

Stobart (2006) relates social participation in musical practices to what he calls the 
“production of people”, where youngsters not only develop cognitive competences (a key aspect in 
contemporaneous music therapies as well), but also learn how particular styles, melodic forms, 
rhythmic emotions and corporal sensations relate to the environment, in which they live. It is a form 
of “cosmopraxis” (De Munter 2016), or continuous learning of life, based on relational practices of 
a co-participation through which humans learn to relate, not only to other humans, but also to other 
non-human living beings. Therefore, participation in musical practices is sometimes fundamental 
for the social balance of a community and the continuity of a functioning whole of closely related 
humans and non-humans. Drawing on Canessa (1998), Stobart (2006) approaches participation in 
musical practices in terms of the process through which unsocialized youngsters gradually become 
“complete persons” (runa) through their integration in intimate relations with all living beings in the 
ayllu.  

 

After the UNESCO proclamation 

But, how has the UNESCO proclamation contributed to the decontextualization of Qantu music from 
its local understandings of musical healing? Alongside denouncing a “shrunken definition” of 
Kallawaya medicine in the heritage context, Rösing (2008) has critiqued the lack of recognition of 
female Kallawaya healers, and the way that projects have emphasised urban Kallawaya 
organizations, while failing to include the participation of local inhabitants of the Kallawaya region. 
We now know that these circumstances can be attributed to a lack of local coordination in putting 

                                                        
15 Interestingly, this idea of balancing constant imbalances is useful for understanding cycles of life and the relation 
between health and sickness. Bastien (1978) explains that time is not a fixed point, but a cycle between two strokes 
always circulating between the body of the mountain. Like the oscillation of a pendulum, every stroke can only go so 
far, and then it starts back again. Life always oscillates between states of health and sickness, while the latter being 
necessary for the former and vice versa. In this sense, sickness is not always a misfortune, but a necessary complement 
of life, a challenge for always balancing the constant oscillation between health and sickness, and, ultimately, life and 
death, with the latter only being the start of the oscillation. 
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together the UNESCO application and in the execution of the first UNESCO supported projects.16 In 
the end, following various internal struggles - and immediately  before the UNESCO safeguarding 
project and the “Workshop of Knowledge Transmission from Kallawaya Elderly to Youngsters” in 
September and October 2015 - the local coordination of the project was changed. Although the 
workshops still assumed a formal-Western understanding of knowledge transmission, which is very 
alien to Kallawaya history and reality, I had the impression that the organizers responded reflexively 
to some of the criticisms. The Bolivian sociologist Ada Álvarez, the new local coordinator, explained 
to me in Curva, where the workshops took place, that 

we intend to show a balance between both specialties of Kallawaya medicine, and their synthesis. 
Moreover, local inhabitants of the Kallawaya region, who had not previously been considered, have 
been involved. And, also, women, which is very important for the balance of the sexes. Another factor 
is also the inclusion of the political part, and the participation of local authorities and social 
organizations, which also are Kallawayas in the sense of the Indigenous nation. 

 

 

 
Figure 7. Kallawaya women during the UNESCO workshop of knowledge transmission (Photo: 
Johnny Guerreros) 

 

This balanced emphasis of sexes and the synthesis of both medical specialties is also manifest 
in the workshop report (UNSCO 2017). An even more notable aspect is undoubtedly the 
involvement of political authorities and the relation with the process of reclaiming Kallawaya culture 
as an Indigenous nation. At the time of the UNESCO proclamation in 2003, there had remained a 
clear distinction between “Kallawaya”, in the restricted sense of traditional healers, and in the 
broader sense of the inhabitants of Bautista Saavedra province. Being Kallawaya had been 
understood as being part of a specific profession of specialist individuals involved in herbal and 

                                                        
16 See Alderman (2016, 117-122) and Loza (2004) for a more detailed explanation about the UNESCO application process.  
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spiritual healing, rather than as an identity, in the sense of an Indigenous people or nation.17 After 
the UNESCO proclamation in 2003, Kallawaya identity as a reference to a profession of traditional 
specialist healers underwent a process of cultural resurgence (revindicación). The Kallawaya 
herbalist from Curva, Jesús Gómez, who works in the “Departmental Health Service” in 
Cochabamba, identified the UNESCO proclamation as a turning point, and explained to me that 

one must make a cut, which is to say before the heritage [declaration] and after. Before this, I think, 
[there were people] who had been able to express Kallawaya medicine as part of their lives, as a real 
cultural expression, without being in fear or having shame, even of accusations of criminality. These 
were the people who had been practising Kallawaya medicine for the population and claiming 
recognition from medical college; those were the real depositaries of Kallawaya culture. Then, after 
the proclamation, people started to view the topic in a much more folkloric way. Obviously, according 
the cultural denomination, everybody is Kallawaya, but in the real practice of what is traditional 
medicine, of course they are not. There are lineages. Lineage is undeniable. […] Hence, there are two 
characteristics, ‘culture’ which is common to all of us, the lifestyle, agriculture, cosmovision. But, the 
topic of Kallawaya medicine is more precise, it’s more of an elite. 

The UNESCO application emerged as part of a struggle among traditional healers for their 
profession to be officially recognised as scientifically legitimate (Llanos and Spedding 2009; Loza 
2004). But, by the same token, it also had a fundamental impact on the self-identification of the 
local population in the entire Kallawaya region. In fact, the UNESCO proclamation in 2003 generated 
an ideal space for reformulating identity, because it promoted a collective consciousness, which 
culminated in its participation in the constitutional assembly in 2006/07 as an Indigenous nation. 
The Kallawaya, now as a political nation, presented themselves - perhaps employing aspects of 
“strategic essentialism” (Spivak 1987)18- as a legitimate political actor during the reconstitution of 
the Plurinational State of Bolivia. In December 2009, ten months after the new constitution came 
into force, the municipality of Charazani successfully voted for Indigenous Autonomy.19 

In this context of “ethnogenesis”, Alderman (2016, 122) argues that “the recognition of 
Kallawaya cultural identity [by UNESCO] was important for promoting Kallawaya self-esteem and 
self-consciousness as a people”. UNESCO recognized, with major emphasis, those communities with 
elite status as “ayllus exclusively dedicated to traditional medicine” (Viceministry of Cultures 2002, 
11). But it also recognized other communities as “Kallawaya ayllus” in a broader cultural sense, as 
argued by Gómez above. The proclamation implies that Kallawaya culture has something specific, 

                                                        
17 In the 2001 national census, the local population in Bautista Saavedra province mainly self-identified as Quechua or 
Aymara (INE 2001). Llanos and Spedding (2009, 402) –writing before the before the 2012 census- argue that people 
firstly self-identified as Quechuas and then by profession, given that being Kallawaya related more a specific profession 
than to an identity relevant to all contexts of life among the inhabitants of the region. But then, in the 2012 census, the 
majority of the population self-identified as Kallawaya in the political sense of a nation within the Plurinational State of 
Bolivia (INE 2012). 
18 For the author, it is a critique and political tactic of a particular group, based on a shared identity in public space, with 
the interest of showing unity during struggles for recognition and egalitarian rights.  
19 Bolivia’s 2009 constitution (CPE, Spanish abbreviation) declares the Autonomía Indígena Originaria Campesina (AIOC) 
as a recognition of the “self-government as an exercise of free determination of the nations and rural native Indigenous 
peoples, the population of which shares territory, culture, history, languages, and their own juridical, political, social 
and economic organization or institutions.” (Article 289, CPE). See also article 2 of the CPE: “Given the pre-colonial 
existence of nations and rural native Indigenous peoples and their ancestral control of their territories, their free 
determination, consisting of the right to autonomy, self-government, their culture, recognition of their institutions, and 
the consolidation of their territorial entities, is guaranteed within the framework of the unity of the State, in accordance 
with this Constitution and the law”. The definition of “Indigenous nation” can be found in article 30: “A nation and rural 
native Indigenous people consists of every human collective that shares a cultural identity, language, historic tradition, 
institutions, territory and world view, whose existence predates the Spanish colonial invasion”. 
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and therefore the emphasis on traditional medicine, whilst at the same time uniting this with wider 
characteristics of a syncretized Andean cosmovision.  

Moreover, Alderman (2016, 122) suggests that “the candidature was part of a deliberate 
effort to manage the Kallawaya ethnic image, changing the discourse concerning what it meant to 
be Kallawaya, and thereby combat oppression which the Kallawaya felt as a group”. Following this 
idea of Alderman (2016), I would argue that the process of heritage making of the Andean 
Cosmovision of the Kallawaya has come to be perceived as an important means to decolonize 
Kallawaya society. This may be understood in the sense of producing local expectations regarding 
the dismantling of asymmetric power relations, for example between originarios and misti/vecinos, 
and the removal of other historically persistent inequalities.  

After the UNESCO proclamation, the working conditions of some Kallawaya healers started 
to change as well. New Kallawaya organisations were founded and many Kallawaya healers 
benefitted from what can be called “heritage commercialisation”. Some Kallawaya healers, like 
Gómez, gained access to the spaces of modern medicine. Today, various laws exist which stress the 
equal status of ancestral traditional medicine in Bolivia, even if laws on papers do not always 
correspond with reality.  

Nonetheless, while such developments are perceived as positive, they also have conflictive 
aspects. Today’s Kallawaya healers are in a situation which urges them to emphasise the “real” 
expression of Kallawaya identity, the traditional medicine, in the context of the resurgence 
(revindicación) of Kallawaya culture as an Indigenous people or nation. Rösing (2008) has pointed 
out some cases of shifting ethics among Kallawaya healers caused by monetary payments and the 
maximization of individual benefits in contexts outside everyday life, for instance, tourism. As I have 
shown, Kallawaya medicine and its meaning emerges in an intimate relationship with the physical 
and spiritual environment, pacha. Against this background, it is worth asking in more detail: under 
which ontological premises do today’s Kallawaya healers work? And, to what degree is their 
adaptation to modern spaces “only” discursively manifested through language, for example to 
facilitate wider understanding, as I have suggested above?20 

 

Commercialisation and professionalism of Qantu in a resurgent context 

Qantu music plays an essential role in this resurgent context. Thanks to the famous and, for the 
Kallawaya region nowadays emblematic musical panpipe style (and other representative cultural 
elements), the “imagined community” (Anderson 1983) of what is now called Kallawaya nation has 
been constructed, with the respective homogenous image in public presentations. Thereby, Gómez 
told me that “Qantu is now much more used in occasions of resurgence (revindicación), during 
public presentation of what is the Kallawaya nation”. The Qantu appears in the context of the 
Kallawaya nation as a music of representation and cultural resurgence. It’s more: in the above-
mentioned UNESCO workshops, both locals and coordinators emphasized its commercial potential 
and contribution for local development (as an additional source of income). This dynamic 
surrounding the “cultural object” undermines healing aspects in an indirect sense. The Qantu ceases 
to exist as an “ancestral” music in the sense of a participatory and relational expression of a living 
together with other human and non-human living beings in pacha, where, for instance, ancestors 
are embodied in certain mountain peaks (machula, awicha, apu). Instead, it transforms into an 
“ancestral” music in the sense of UNESCO propagated cultural rights. 

                                                        
20 See De la Cadena (2015) for an example in Cuzco. 
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In such a context, the term “ancestral” plays an important role in reclaiming authorship as a 
cultural element belonging to the Kallawaya nation. Additionally, it legitimizes its commercialization 
as part of a complex of cultural rights, which only are applied in terms of the past and the continuity 
of actual Indigenous actors in a sense of descendance and genealogy (Llanos and Spedding 2009).21 
Regarding the reclaiming of Qantu’s authorship, Gómez explains that 

obviously, the heritage proclamation has been transcendental as regards promotion, especially of 
our musical expressions, Qantu above all. We have been able to disseminate it a great deal since the 
proclamation, which helped us to claim authorship, because there have been other groups, who have 
imitated it, wanting to be the authors of that music themselves. 

Just as in the context of traditional medicine, worries have been raised about biopiracy and 
the unauthorized and uncompensated use of Kallawaya medical knowledge in foreign contexts 
(Callahan 2011), in the Qantu context concerns have been raised about musical piracy and the 
unauthorized and uncompensated use of musical elements in foreign contexts. For that reason, the 
municipal government of Charazani approved a new law in 2016 for the protection of “ancestral” 
music, which declares Qantu and other musical styles played in the Kallawaya region as collective 
intellectual property of the Kallawaya nation. Thus, the involvement of authorship questions is but 
another clue in the process, by which cultural practices can transform into alienable objects within 
a political economy of culture, where the potential exchange value of the performance assumes 
priority over any other use value (Bigenho 2002).  

The final goal is to achieve local development, the commercialisation of cultural goods and 
additional economic incomes, among others, through communitarian tourism. The president of 
Niñocorin’s Qantu ensemble collaborated during my fieldwork with national travel agencies, 
offering participation in Kallawaya rituals involving music. Similarly, Mújica (2014a) has observed a 
“cultural-development coupling” within UNESCO conceptions, where from the outset economic 
aspects and tourism have been linked to the concept of cultural intangible heritage (see also 
Bigenho et al. 2015; Kutukdjian and Corbett 2010; McKercher and duCros 2002). 

Significantly, these aspects of commercialisation align with demands and claims for the 
official recognition of Qantu players as “professional musicians”. During the akhulliku -the collective 
act of coca leave chewing I used as an Andean type of focus group- with musicians of Niñocorin’s 
Qantu ensemble, we had the following discussion, which I reproduce in part:  

SH: How, getting a recognition, of what kind? 

Mario: Some type of official recognition, maybe by the Ministry of Culture. Like the healers also have, 
and now they work and earn well. 

Ponciano: Yes, they refer to the brass band musicians, or those of other orchestras that play here, as 
professionals, but not to us. Well, we also are professional musicians, of autochthonous [rural 
Indigenous] music. 

SH: You mean, there is discrimination? How come? 

Feliciano: Maybe, because they can read music notation, and learn more formally. But it would be 
good to have a recognition, because this difference in status exists, between professional music and 

                                                        
21 Ingold (2000) argues that the genealogical model, so ubiquitous in modern thought and fundamental to definitions 
such as “Indigenous peoples” in international documents of the ONU and ILO, presents a history of people in a very 
particular form of genealogical connections and descendance, which unfold without taking into consideration the actual 
relations of these people with human and non-human elements of their territory, for instance, mountain peaks being 
considered “ancestors”. 
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autochthonous music.  

The claim to be recognized as professional musicians is based on the experiences of the 
recognition of Kallawaya healers in the heritage context. Besides expectations of receiving greater 
economic rewards, as some Kallawaya healers have done, the musicians also discussed 
discriminations related to the public perception of brass band musicians as “professionals”; a very 
similar context to that of Kallawaya healers before the UNESCO proclamation. Like the Kallawaya 
healers, who have introduced terms from modern medicine into their discourse, the Qantu 
musicians, in a similar strategy, seem to wish to transform their social norms by adopting a 
supposedly more “professional” aspect to making music.  

 

To the detriment of social participation 

I would like to return to the patronal feast of Chajaya and the anniversary of the province in 
Charazani. During the feast in Chajaya, I had wanted to ask the president of Niñocorin’s Qantu 
ensemble whether I could play with them during the patronal feast. In the end I couldn’t participate 
because the pasante kept wanting to involve me in drinking and dancing. Later on, while walking 
along the narrow mountain path from Chajaya to Charazani, I had a conversation with the president 
concerning my participation during the anniversary celebration in Charazani. - “I’ve been wanting 
to ask you, if I could join the ensemble to play with you. But I haven’t had the opportunity. Would it 
be possible to play with you now in the main square in Charazani?”, I asked. The president did not 
hesitate and responded: - “I don’t think so, because we don’t know whether you can play or not. 
You don’t know our tunes either. You would have to practice first.” - “Ok, I understand. Perhaps I 
could come to the rehearsals?” The president laughed, and answered: - “We don’t rehearse, we go 
straight there and play, and usually we present ourselves as a group”.  

At first, I assumed that this way of evaluating the quality of the potential new member, 
perhaps, was a special case related to my identity as a foreign researcher. But when I talked to other 
youngsters in Niñocorin and the Kallawaya region in general, they shared similar experiences with 
me. It seems that groups nowadays tend to be less open to integrating potential new members. For 
me, this reflects new social norms minimizing social participation. 

To begin with: The president -a centralized power in one person, similar to the structure of 
the brass band (see Mújica 2014b)- is responsible for the majority of organizational affairs, such as 
negotiating contracts and the incorporation of new musicians, who - of course - have to be paid 
after the performance. The integration of potential new members depends on the evaluation of 
ability, knowledge and experience, which raises questions about how such skills are acquired. Few 
youngsters live in the community of Niñocorin, because many migrate in search of better higher 
education and job opportunities. And they do not have much interest in autochthonous music 
either, which some blame on the introduction of new technology (radio, television, mobile phones, 
etc.), in turn reducing participation in social activities like feasts with collective music (Bold 2016). 
Therefore, few young people tend to be available for joining the group, sometimes making it 
necessary to exchange musicians between neighbouring communities to achieve the requisite 
number of players for a full ensemble or half ensemble. 

One of my host’s sons explained to me that he had stopped playing with Niñocorin’s Qantu 
ensemble. Apparently, the more experienced players demanded great perfection so as not to “mess 
up the sound”. This highlights the importance now given to sound. Here we encounter a new context 
of musical production, expressed through commercial or mercantilist values, which imposes a 
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system which seeks the expectation of perfection in order to give a competitive advantage and 
justify demand (Mamani 2005). As a result, and contrasting the participatory tradition which 
prioritises social relations (discussed above), in order to be permitted to join the ensemble the new 
potential member must first practice individually to reach an advanced level. Accordingly, the 
experienced and knowledgeable musician acquires superior status compared to the beginner, who 
takes a while to become fully recognized within the ensemble. This is the case, for instance, with 
the apprentice Leonel, who told me that he practices a lot in order to memorize the tunes and to 
be able to present himself with the ensemble during local feasts. I have never witnessed the 
spontaneous incorporation of a musician during on-going performances. The main participatory 
element is dance. 

This leads us to consider the playing of Qantu in different contexts, involving different types 
of audiences. In the case of contracted performances, such as patronal feasts, expectations of the 
contract holder and his/her guests exist regarding the “professionalism” of the musicians. These 
may be fundamentally different, for example, in festivities focused around Kallawaya cultural 
resurgence, like the anniversary of the province, where the organizers and participants may have 
other motives to get together. These differences in expectations also apply for touristic 
performances and other cases of non-Indigenous audiences.  

Until recently, the communities in the Kallawaya region maintained local wind instrument 
making traditions, where so-called maestros o khuchuq took great care of their measuring sticks 
made of small bamboo or wood fibres. These measuring sticks were marked with the desired size 
relations for cutting each panpipe tube of an ensemble (Langevin 1990, 1992). The resulting tunings 
of different panpipe “voices” usually deviate from equal temperament in unpredictable ways, which 
produces pulsations or acoustic beats. This complex sound patterning of the whole ensemble has 
been identified as a pre-Columbian multiphonic aesthetic and remains to this day a characteristic of 
Andean wind ensembles (Stobart 2006, 215; Gérard 2015). Thus, wind instruments, for instance 
qantuphukuna, which are played in unison, or in parallel fours, fifths and octaves, are intentionally 
made with slightly unequal pitches (Gérard 2015).22 Many musicians perceive these multiphonic 
sound structures of the whole ensemble as giving “taste” to the sound of the ensemble, and may 
reject a set of instruments tuned together in equal temperament using an electronic pitch meter as 
lacking “flavour” (Stobart 2006, 193). In Niñocorin, I got to know only one elderly maker who rarely 
makes new qantuphukuna nowadays. He explained to me that many Qantu ensemble in the 
Kallawaya region would buy new panpipes from Walata Grande makers in La Paz or El Alto. The 
highland community of Walata Grande is a specialized centre for making Andean Indigenous wind 
instruments (Gutiérrez and Gutiérrez 2009). The musicians justify it, saying that the wind 
instruments “are well tuned and better in quality”. Some Walata Grande makers adopted new 
technologies for tuning their panpipes, like a chromatic tuner, allowing them to individually tune 
every tube according to a standardized (A440 Hz) Western equal temperament.  

 

                                                        
22 “Las orquestas nativas están compuestas por conjuntos de flautas (tropas), generalmente de diferentes tamaños, 
acompañados por instrumentos de percusión como bombos, cajas, tambores, platillos, etc. La ejecución es colectiva y 
no individual. Las flautas tocan una sola melodía en paralelo, en cuasi unísono, octavas, cuartas, quintas, etc. El detalle 
reside en que intencionalmente no se igualan exactamente las alturas entre instrumentos de una misma ‘voz’ lo que 
provoca un notorio batimiento que densifica o ‘enturbia’ la percepción sonora global” (Gérard 2015, 44). 
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Figure 8. Analysis of qantuphukuna made in Walata Grande and Niñocorin 

 

 

This change in instrument making practices and players’ attitudes to instrument selection, 
has resulted in a difference in the sound of new ensembles. Accordingly, standardised tuning in 
equal temperament has resulted in eliminating multiphonic aesthetics, such as beats and pulsations 
(see the exemplified analysis of a qantuphukuna made in Walata Grande and Niñocorin; Figure 8). I 
found it striking that instead of rejecting panpipes tuned in equal temperament, as used to happen 
in other contexts (cf. Stobart 2006, 193), some Qantu musicians explicitly search for them because 
of their “professional” tunings.23 

Moreover, there is a tendency in communities of the Kallawaya region to specialise, and 
hence, “professionalise”, through playing only one musical style. In turn, this style becomes played 
all year round and for any social event, regardless of calendrical conventions relating to particular 
music genres.24 These dynamics may be understood as adaptations to justify the claim of being fully 

                                                        
23 I would say that this dominant perception of the equally tempered scale a “professional scale” is a case of what Bithell 
(2003) has called the colonization of the mind and the musical ear (see also Solomon 2012). 
24 It is common sense that the best groups of Pifano in the Kallawaya region come from Charazani and Chulina, the best 
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recognized as “professional” musicians. These claims draw directly or indirectly on the ways that 
supposed musical “professionalism” is connected with, for instance, more formal modes of learning, 
“professional” tunings, or specialisation in playing a single musical style. Finally, it is no surprise that 
the Qantu, as a representative practice in the Kallawaya heritage context, now tends to adopt a 
more “presentational” style of performance. According to Turino (2008), this refers to a situation 
and set of values, in which the musicians, prepare and perform music for another group, the 
audience, which does not directly participate in the musical activity.  

 

Conclusions 

In this article, I have analysed some of the repercussions of the UNESCO proclamation of the Andean 
Cosmovision of the Kallawaya on the perception and reproduction of Qantu music. We have seen 
how Qantu panpipe music transformed into a presentational style of expression in the context of 
Kallawaya cultural resurgence as an Indigenous nation, triggered by the UNESCO proclamation in 
2003. I would argue that the Qantu panpipe style underwent this transformation precisely because 
it is the most famous musical genre of the Kallawaya region; it represents Kallawaya identity from 
the nation’s point of view, but not so much from the healers’ point of view. Although it is difficult 
to define an exact starting point for its shift in social significance, the evidence presented here 
suggests that the UNESCO proclamation contributed to the genre’s decontextualization. At the same 
time this may be seen to have fomented the commercialization of Qantu as a cultural object and its 
professionalism in relation to discrimination experienced by Qantu musicians in the local context. 
In this context, it is notable that Qantu musicians based their claims for recognition as professional 
musicians on the experiences of Kallawaya healers in the heritage context.  

Although the commercialisation of Qantu is a very controversial topic, it is worth 
emphasising its “decolonising” potential in the sense of a disarticulation of local asymmetric 
relationships between originarios and vecinos/misti. In this context, we might ask if - and how - 
heritage could serve as a practical tool for exercising autonomous control over cultural expressions 
like Qantu, thus articulating originarios’ economic independence from vecinos/misti. Nevertheless, 
in many cases, the economic aspect and the commercialisation of Qantu as a cultural object has 
caused much social instability and distrust in Niñocorin, where according to tradition social norms 
of a communitarian life and economy are expected.  

To conclude, we could say that the Qantu panpipe style as a relational expression of 
corporal-individual and social-communitarian wellbeing, transformed into a) a cultural object with 
potential for local development and additional sources of income, and b) into a discourse of “music 
therapy” appropriated by Kallawaya herbalists in urban contexts and spaces of modern medicine. It 
might seem that for UNESCO the continuity of cultural practice in the present is quantitatively and 
paradigmatically more important than the quality of its social significance. 

 
 

 

  
                                                        
group of Montonero comes from Amarete, the best group of Qina Chatre comes from Cañizaya, and the best group of 
Qantu comes from Niñocorin or Quiabaya. This would be the contrary to what Buechler (1980) showed in the 
community of Irpa Chico, where the inhabitants play 12 different musical instruments and genres during the year, each 
related to a calendrical activity, period and feast.  



 22 TRANS 21-22 (2018) ISSN: 1697-0101  

BIBLIOGRAPHY  

Alberti, Benjamin. 2012. “Cut, Pinch and Pierce. Image as Practice among the Early Formative La Candelaria, 
First Millennium AD, Northwest Argentina”. In Encountering Imagery. Materialities, Perceptions, Relations, 
ed. Ing-Marie Back Danielsson, Frederik Fahlander and Ylva Sjöstrand, 13-89. Stockholm: Studies in 
Archaeology 57.  

Alderman, Jonathan. 2016. “The Path to Ethnogenesis and Autonomy: Kallawaya-consciousness in 
Plurinational Bolivia”. PhD Thesis, St. Andrews University. 

Allen, Catherine. 2015. “The Whole World is Watching. New Perspectives on Andean Animism”. In The 
Archaeology of Wak’as. Explorations of the Sacred in the Pre-Colombian Andes, ed. Tamara L. Bray, 23-46. 
Colorado: University Press of Colorado. 

Anderson, Benedict. 1983. Imagined Communities: Reflections on the Origin and Spread of Nationalism. 
London and New York: Verso.  

Arnold, Denise. 2017. “Hacia una antropología de la vida en los Andes”. In El desarrollo y lo sagrado. 
Resignificaciones, interpretaciones y propuestas en la cosmopraxis, ed. Heydi Tatiana Galarza Mendoza, 11-
40. La Paz: ISEAT. 

_______(ed.). 1998. Gente de carne y hueso: Tramas de parentesco en los Andes. La Paz: CIASE e ILCA. 

Bastien, Joseph. 1986. “Etnofisiología andina. Evidencia lingüística, metafórica, etiológica y 
etnofarmacológica para conceptos andinos sobre el cuerpo”. Arinsana 1: 5-24. 

_______. 1985. “Qollahuaya-Andean Body Concepts: A Topographical-Hydraulic Model of Physiology”. 
American Anthropologist 87(3): 595-611 

_______. 1983. “Pharmacopeia of Qollahuaya Andeans”. Journal of Ethnopharmacology 8 (1983): 97-111.  

_______.1978. Mountain of the Condor. Metaphor and Ritual in an Andean Ayllu. New York: West 
Publication. 

Baumann, Max Peter. 1985. “The Kantu Ensemble of the Kallawaya at Charazani (Bolivia)”. Yearbook for 
Traditional Music 17: 146-166.  

Bigenho, Michelle. 2002. Sounding Indigenous. Authenticity in Bolivian Music Performance. New York: 
Palgrave Macmillan.  

Bigenho, Michelle; Cordero, Juan Carlos; Mújica, Richard; Rozo, Bernardo and Henry Stobart. 2015. “La 
propiedad intelectual y las ambigüedades del dominio público: casos de la producción musical y la 
patrimonialización” In Lo público en la pluralidad. Ensayos desde Bolivia y América Latina, ed. Gonzalo Rojas 
Ortuste, 131-161. La Paz: Editores Plurales.  

Bithell, Caroline. 2003. “Shared Imaginations: Celtic and Corsican Encounters in the Soundscape of the Soul”. 
In Celtic Modern: Music at the Global Fringe, ed. Martin Stokes and Philip Vilas Bohlman, 27-72. Lanham, MD: 
The Scarecrow Press, Inc. 

Bold, Rosalyn. 2016. “Landscapes of Alterity. Climate Change in Contemporary Bolivia”. PhD Thesis, 
Manchester University. 

Bonfil Batalla, Guillermo. 1988. “La teoría del control cultural en el estudio de procesos étnicos”. Anuario 
Antropológico 86: 13-52. 

Borras, Gérard. 1995. “Les Aérophones Traditionnels Aymaras dans le Département de La Paz (Bolivie)”. PhD 
Thesis, University of Toulouse.  

Buechler, Hans. 1980. The Masked Media. Aymara Fiestas and Social Interaction in the Bolivian Highlands. 
The Hague: Mouton Publishers. 

Burman, Anders. 2011. Descolonización Aymara: Ritualidad y política (2006-2010). La Paz: Plural Editores. 



The Qantu and Music Therapy       23 

Callahan, Mollie. 2011. “Signs of the time: Kallawaya Medial Expertise and Social Reproduction in 21st Century 
Bolivia”. PhD Thesis, University of Michigan. 

Canessa, Andrew. 1998. “Procreation, Personhood and Ethnic Difference in Highland Bolivia”. Ethnos 62(2): 
227-47. 

Cavalcanti-Schiel, Ricardo. 2014. “Como construir y sobrepasar fronteras etnográficas. Entre los Andes y 
Amazonía, por ejemplo”. Chungara, Revista de Antropología Chilena 46(3): 453-465. 

Chaumeil, Jean-Pierre. 2016. “Speaking Tubes: The Sonorous Language of Yagua Flutes”. In Burst of Breath. 
Indigenous Ritual Wind Instruments in Lowland South America, eds. Jonathan D. Hill and Jean-Pierre 
Chaumeil, 49-68. Lincoln and London: University of Nebraska Press. 

Clayton, Martin; Sager, Rebecca and Udo Will. 2004. “In Time with the Music. The Concept of Entrainment 
and its significance for ethnomusicology”. ESEM CounterPoint, Vol.1, 2004. 

Conklin, Beth and Lynn Morgan. 1996. “Babies, Bodies, and the Production of Personhood in North America 
and Native Amazonian”. Ethos 24(4): 657-694. 

De la Cadena, Marisol. 2015. Earth Beings. Ecologies of Practice across Andean Worlds. Durham and London: 
Duke University Press.  

De Munter, Koen. 2016. “Ontología relacional y cosmopraxis, desde los Andes. Visitar y conmemorar entre 
familias aymara”. Chungara Revista de Antropología Chilena 48(4): 629-644.  

DeNora, Tia. 2004. Music in Everyday Life. London: Cambridge University Press. 

Fernández Juárez, Gerardo. 1998. Los Kallawayas. Medicina indígena en los Andes bolivianos. Cuenca: 
Ediciones de la Universidad de Castilla-La Mancha.  

Gutiérrez, Ramiro and Edwin Gutiérrez. 2009. Música, danza y ritual. Una aproximación a la cultura musical 
de los Andes, Tarija y el chaco boliviano. La Paz: Fautapo. 

Descola, Phillipe. 2012. Mas allá de naturaleza y cultura. Buenos Aires: Amorrortu Editores. 

Gérard, Arnaud. 2015. “Tara: La estética del sonido pulsante – una síntesis”. In Mundo Florido. 
Arqueomusicología de las Américas. Vol. 4, ed. Matthias Stöckli and Mark Howell, 43-64. Berlin: Ekho Verlag. 

Hachmeyer, Sebastian. 2017a. “Atrayendo y Deteniendo Ankari. Cambio Musical y Climático en la Región 
Kallawaya en el Norte de Bolivia”. Master Thesis, Lund University. 

_______. 2017b. “Music, Climate, and Therapy in Kallawaya Cosmology (Part I): Sonorous Meshwork, Musical 
Performativity, and the Transformation of Pacha”. Ecomusicology Review (5). 

Halbmayer, Ernst. 2012. “Amerindian Mereology. Animism, Analogy, and the Multiverse”. Indiana 29 (2012): 
103-125. 

Holbraad, Martin and Morten A. Pedersen. 2017. The Ontological Turn: An Anthropological Exposition. 
London: Cambridge University Press.  

Ingold, Tim. 2000. The Perception of the Environment. Essays on Livelihood, Dwelling and Skills. London and 
New York: Routledge. 

Kistemann, Thomas and Wilhem Lauer. 1990. “Lokale Windsysteme in der Charazani-Talung (Bolivien) (Local 
Wind Systems in the Charazani Valley (BoliviaI)“. Erdkunde 44(1): 46-59 

Kohn, Eduardo. 2013. How Forests Think. Toward an Anthropology Beyond the Human. Berkeley, Los Angeles, 
London: University of California Press. 

Kutukdjian, Georges and John Corbett. 2010. Invertir en la diversidad cultural y el diálogo intercultural. 
Informe Mundial de la UNESCO. Paris 07: UNESCO.   

Langevin, André. 1992. “Las zamponas del conjunto de kantu y el debate sobre la función de la segunda hilera 



 24 TRANS 21-22 (2018) ISSN: 1697-0101  

de tubos: Datos etnográficos y análisis semiótico”. Revista Andina 10(2): 405-440. 

_______. 1990. “La organización musical y social del conjunto de kantu en la comunidad de Quiabaya 
(provincia de Bautista Saavedra), Bolivia”. Revista Andina 8(1): 115-137. 

Llanos, David and Alison Spedding. 2009. “Los valles interandinos del Norte. Charazani y las identidades en la 
región kallawaya”. In ¿Indígenas u obreros? La construcción política de identidades en el Altiplano boliviano, 
ed. Denise Arnold, 397-428. La Paz: Fundación UNIR-Bolivia. 

Loza, Carmen Beatriz. 2004. Kallawaya: Reconocimiento mundial a una ciencia en los Andes. La Paz: 
Viceministerio de Cultura. 

McKercher, Bob and Hilary duCros. 2002. Cultural Tourism. The Partnership Between Tourism and Cultural 
Heritage Management. New York: Haworth Press. 

Mamani, Edwin. 2005. “La continuidad dinámica y práctica de la música instrumental andina en los artesonas 
de Walata residentes en la ciudad de El Alto”. Textos Antropológicos (15)1: 51-77. 

Mújica, Richard. 2017. “Patrimonialización de la música-danza de la sikuriada: Tensiones entre patrimonial 
cultural inmaterial, propiedad y desigualdad en localidades del altiplano boliviano”. In Nuevas tendencias: 
Desigualdades persistentes en América Latina, ed. Fabiana Espíndola, 13-60. Buenos Aires: CLACSO.  

_______. 2014a. “Cultura, desarrollo y patrimonialización. Acercamiento a la vinculación entre desarrollo y 
patrimonio cultural en Bolivia”. Paper presented at the II. Congreso Plurinacional de Antropología, La Paz, 
Bolivia, September 22-25, 2014.   

_______. 2014b. “Quina Quina y bandas en la fiesta de San Pedro y San Pablo: Dinámicas musicales y 
culturales en la localidad de Tiwanaku”. Bachelor Thesis, University Mayor de San Andres, La Paz.  

Ochoa Gautier, Ana Maria. 2016. “Acoustic Multinaturalism, the Value of Nature, and the Nature of Music in 
Ecomusicology.” Boundary 2 (43)1: 107-141. (https://doi.org/10.1215/01903659-3340661 ) 

Rösing, Ina. 2008. Der Anden-Alltag. Im Schatten der UNESCO-Weltkulturerbe-Ernennung der Kallawaya-
Kultur. Gnas: Weishaupt-Verlag. 

_______. 1996. Rituales para llamar la lluvia. La Paz and Cochabamba: Los amigos del libro. 

Schramm, Raimund. 1992. “Ist’apxam! – Escuchen! Tradiciones musical y oral aymaras”. In La cosmovisión 
aymara, eds. Hans van den Berg and Norbert Schiffers, 309-349. La Paz: UCB/Hisbol.  

Solomon, Thomas. 2012. “Where is the Postcolonial Ethnomusicology?”. In Ethnomusicology in East Africa: 
Perspectives from Uganda and beyond, eds. Sylvia Nannyonga-Tamusuza and Thomas Solomon, 216-249. 
Kampala: Fountain Publishers.  

Spivak, Gayatri. 1987. Other Worlds. Essay in Cultural Politics. Routledge: New York and London. 

Stobart. Henry. 2017. “Dancing in the Fields: Imagined Landscapes and Virtual Locality in Indigenous Andean 
Music Videos”. TRANS 20 (2016). (https://www.sibetrans.com/trans/public/docs/07d-trans-2016-hs2.pdf) 

_______. 2013. “Staging Sound: Acoustic Reflections on Inca Music, Architecture and Performance Spaces”. 
In Flower World: Music Archaeology of the Americas. Vol 2., eds. Matthias Stöckli and Arnd Atje Both, 11-35. 
Berlin: Ekho Verlag. 

_______. 2006. Music and the Poetics of Production in the Bolivian Andes. Hants and Burlington: Ashgate  

_______. 2002. “Sensational Sacrifices. Feasting the Senses in the Andes”. In Music, Sensation and Sensuality, 
ed. Linda Austern. New York: Routledge.  

_______. 2000a. “Bodies of Sound and Landscapes of Music: A View from the Bolivian Andes”. In Musical 
Healing in Cultural Contexts, ed. Penelope Gouk, 26-45. London: Routledge. 

_______. 2000b. “Bolivia (música indígena andina)”. In Diccionario de la música española e 
híspanoamericana, ed., Emilio Casares, José López-Calo, Ismael Fernández de la Cuesta and María Luz 



The Qantu and Music Therapy       25 

González Peña. Madrid: Sociedad General de Autores y Editores. 

Titon, Jeff Todd. 2009. “Music and Sustainability: An Ecological Viewpoint”. The World of Music 51(1): 119-
137. 

Turino, Thomas. 2008. Music as Social Life: The Politics of Participation. Chicago and London: The University 
of Chicago Press.  

_______. 1993. “The History of a Peruvian Panpipe Style and the Politics of Interpretation”. In 
Ethnomusicology and Modern History, ed. Stephen Blum, Philip Vilas Bohlman and Daniel Neuman, 121-138. 

_______. 1989. “The Coherence of Social Style and Musical Creation among the Aymara in Southern Peru”. 
Ethnomusicology 33(1): 1-30. 

UNESCO. 2017. Tejiendo los saberes kallawayas. Aproximaciones a la historia y medicina kallawaya. Quito: 
Ecuador.  

Viceministerio de Culturas. 2002. Cosmovisión andina de la cultura kallawaya. Candidatura de la República 
de Bolivia para su proclamación como Obra Maestra del Patrimonio Oral e Intangible de la Humanidad. La 
Paz: Ministerio de Educación, Cultura y Deportes, Viceministerio de Culturas. 

Vilaça, Aparecida. 2002. “Making Kin Out of Others in Amazonia”. The Journal of the Royal Anthropological 
Institute 8: 347-365. 

Viveiros de Castro, Eduardo. 1998. “Cosmological Deixis and Amerindian Perspectivism”. The Journal of the 
Royal Anthropological Institute 4(2): 469-488. 

Whitney Templeman, Robert. 1994. “We answer each other. Musical Practice and Competition among Kantus 
Panpipe Ensembles in Bolivia’s Charazani Valley”. Master Thesis, University of Illinois at Urbana-Champaign. 

Web Page Sources: 

Constitución Política del Estado Plurinacional de Bolivia 
(http://www.ftierra.org/index.php/component/attachments/download/6) 

Instituto Nacional de Estadísticas. Censo Nacional de Población y Vivienda 2012. 
(http://datos.ine.gob.bo/binbol/RpWebEngine.exe/Portal?LANG=ESP) 

Instituto Nacional de Estadísticas. Censo Nacional de Población y Vivienda 2001. 
(http://datos.ine.gob.bo/binbol/RpWebEngine.exe/Portal?LANG=ESP) 

World Federation of Music Therapy (2011). President presents: Announcing WFMT's NEW Definition of Music 
Therapy. (http://www.wfmt.info/WFMT/President_presents..._files/President%20presents...5-2011.pdf) 

 
 
Sebastian Hachmeyer is a doctoral researcher at Royal Holloway University of London in the departments of 
Music and Geography. His academic formation is in environmental anthropology and sociology, as well as 
human ecology. He worked in the Kallawaya region of Bolivia between 2014 and 2016 on various topics 
related to music, climate, Kallawaya healing, ecology and environment. He is a researcher of the Centro de 
Culturas Originarias Kawsay in Cochabamba, and a member of the La Paz-based Ayllu Pacha Ajayu, practising 
the meaning of spirituality and healing in Indigenous music. His current PhD research takes an 
ecomusicological perspective and focuses on Indigenous flute making on the Bolivian highlands and the 
sustainable use of the native woody bamboos used in their construction. 
 

 
 

 

 



 26 TRANS 21-22 (2018) ISSN: 1697-0101  

Cita recomendada 

Hachmeyer, Sebastian. 2018. “The Qantu and Music Therapy in the Kallawaya Heritage Context”. TRANS-Revista Transcultural de 
Música/Transcultural Music Review 21-22 [Fecha de consulta: dd/mm/aa] 

 

Esta obra está sujeta a la licencia de Reconocimiento-NoComercial-SinObraDerivada 4.0 España de Creative Commons. Puede copiarla, distribuirla y 
comunicarla públicamente siempre que cite su autor y la revista que lo publica (TRANS-Revista Transcultural de Música), agregando la dirección URL y/o un 
enlace a este sitio: www.sibetrans.com/trans. No la utilice para fines comerciales y no haga con ella obra derivada. La licencia completa se puede consultar 
en http://creativecommons.org/choose/?lang=es_ES 

 


