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LLAMA BUTTER for tuba and tape
Dennis Bathory-Kitsz

1993

Commissioned by Mark A. Nelson

Timing references for tape, by sections:

I 00:00

00:25
02:25
02:40
03:20
03:50
05:20
05:30
II 05:35
06:15
06:30
07:50
08:00
08:35
10:00
10:40
12:10
III 12:25
13:20
14:05
14:30
14:50
15:20
15:35
Iv 16:05
17:25
17:40
17:50
18:30
18:45
20:35
21:15
21:35

23:00

Viols play harmonics in the A-flat series
Gentle tuba breathing begins

Viols begin key resolution from A-flat
Viols resolve long E-flat fifths together

‘Llamas enter quietly together and grow louder

Llama make a phase shift and departure

Part I viols fade begins

Chain clinks for approximately 10 seconds
New viol group in A-flat begins

Some llama snorting is heard here _
Chain clinks for approximately 20 seconds
Background voices become clearly audible
Llamas stereo separation left/right begins
Major llama snorting area here (40 seconds)
3-part speed change, phase reversal begins
Voice peaks, high voice sounds, then softens
Part II viols fade begins

New viol group in A-flat minorish fifths
Quasimelodic with F-flat, B-double-flat, etc.
Softer llamas with gentle snorts here

Dogs start barking, sounding like voices
Dogs end barking

Louder llamas and E-flat minor appear here
Part III viols fade begins

Reprise of part I ideas in A-flat harmonics
Phase shift backwards in llamas takes place
Last snorts and llama fade begins

Llamas vanish

Viols begin key resolution from A-flat
Resolution on E-flat long fifths

Rocking chords start to come together -
Fade begins, still on E-flat fifths '
Tape out

Tuba out

<i> Random trill
@) trit out
@ Throst gvoul

@ grovl ot



Llama Butter: Notes and Staging

‘Llama Butter is a semi-staged composition, with optional
choreography. First note: The performer must remember to tune
with the tape before beginningl

The tuba performer should be seated in a high-backed, large, -
heavy chair, and completely enrobed. The robes should be made of
rough cloth with perhaps patches of furs and other natural, dark
materials, and fall loosely, fully and completely to the floor.

If the tuba can be made of (or painted) a soft, non-reflective
metal -- a stealth tuba -- that would be ideal. Otherwise it
should be visually softened and darkened with cloth cloaking.

All lighting, except for subtle lighting from the wings, is done
from behind the performers, whose features remain in shadow
throughout. Behind the performer should be a semi-circular,
cloth-covered wall of animal masks and, if regulations permit, a
pair of flickering torches at the upper ends. Failing torches,
two large (or six small) high-voltage discharge globes placed
symmetrically will suffice; a dimmer is used with the discharge
globes. The torches are to be lit from behind or the side by an
assistant or acolyte, who is also a dancer. This is done as the
side lights rise and during the opening breathing. If the
torches are used, most artificial backllghtlng can be eliminated,
except for framlng the set.

If the music must be read (rather than memorized), then the music”
stand should be of wood, stylistically created like the chair,

and placed in an arc before the performer, with supports on the

far sides so the performer's robe is not obscured. Point lights
from above (not stand lights) should be focused carefully on the
music so there is as little light spill as possible.

The loudspeakers are installed as part of the performer's
backdrop, so the taped sound appears to envelop the live playing
and always be part of it.

The acolytes (from one to six) should also be dancers or
dancer-like, using the side space and the back (never in front of
the tuba player). Dance must be completely s1lent, though not
necessarily still, during quiet passages. It is subtle and
always subordinate to the sound and vision of the tuba player and
tape, and transparently reflects the extended passage of time.
The dancers must be as silent asholographic projections into the
space. It is important that all apparent motion be produced and
controlled by the sound, with the tuba performer as if held in
place by the ritual of sound, and the dancers as mechanical,
projected parts of the tuba and the taped sound field.

Torches are extinguished (again from behind or the side by the
dancer-acolyte), or globes dimmed, before the final breathing
ends. )



There is an alternative stage setting, to be used only in
situations where substantial heavy staging is impossible:

An art deco scene is created, with the same balance of objects in
the arrangement. The chair is a high-backed stick chair, and the
backdrop is in a simple flat shape with electroluminescent
(neon-looking, but dimmable) stripes on a semi-gloss grey or blue
panel. The tuba must also be lined with neon-style
electroluminescent (or fluorescent, if black lighting is
available) trim. The music stand is similar to the chair, but
with many open areas, again in deco style. Clothing is 1920's
soirée dress, with a hat required. Large plants replace the
masks behind the performer, and dancers are optional, but if
used, are arrayed in filmy, loose, nouveau-Greco dancing togas.
Side and framing lighting is used, but the brightest area must be
the panel stripes. '

The sequence of entrance, lighting, dance, etc., proceeds as with
the preferred set. :

* % *

Note: A four-track Fostex format recording of the tape portion
is available for live mixing, and a complete two-channel DAT is
available pre-mixed. '

* % %

Copyright (c¢) 1993 by Dennis Bathory-Kitsz (ASCAP). All rights
reserved.
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