Auburn University
Marching Band

Dear Prospective Drum Line Member,

Thank you for your interest in the 2016 Auburn
Drum Line! The Auburn University Marching Band
has a proud tradition of excellent performances and
great school spirit, and we are excited to have you become a part of that tradition.

The AUMB is looking for fine players who are
dedicated, responsible, and hard working. During
the course of the audition process we will ask you to
do things that may be new or may seem different
from the way you’ve learned them previously —
please be flexible and keep an open mind. You will
find that there are multiple ways to play, and many
of them can be considered “correct.” We simply ask
that you do your best to learn our way, so that we
can do things as a team. Many people ask what is
required to make the line - the answer is to have a
great attitude, work hard, and always do your best.

During the course of the first weekend you will play individually, with the section you’re
auditioning for, and with the line as a whole. We typically have more people audition
than we have instruments for. For this reason we ask that you have a first choice and a
second choice of instruments to audition on. We will do our best to honor first requests,
but the main priority is to place people where we can utilize their strengths.

Included in this packet are audition exercises and music. Please learn this music before
coming to camp; we will use it to teach technique, drumming concepts, etc. Regardless
of how easy or hard the music looks, you should emphasize accurate playing. This
means correct heights, correct pitches, accurate note placement, exact diddle
interpretation, steady tempo (practice with a metronome), sound quality, and consistency.
Also, those auditioning for snare, quads, bass, or cymbals must be ready to mark time
correctly to the exercises/music.

We’re glad you’re interested in the Auburn Drumline, and are looking forward to seeing
you at the audition!

Sincerely,

Dl #—

Dr. Rosener



Here’s a list, by instrument, of what you should expect to be ready for:

Snare
e Rudiments — you can play them in the context of exercises you already know, or
separately.
e Sight-reading.
e Prepare all the exercises and music in the snare packet marking time.

e Rudiments — you can play them in the context of exercises you already know, or
separately. You can play them on one drum, or around if you like.

e Sight-reading.

e Prepare all the exercises and music in the quad packet marking time.

e Rudiments.

e Sight-reading.

e Prepare all the exercises and music in the bass packet marking time. Learn the
part of the drum you’re auditioning for. Drum #1 (smallest) is above the staff, #2
is the note below that, etc. Notes on the middle line are unisons.

For the sections above:

A rudiment sheet is included later in this packet. Hybrid rudiments are part of what we do
and the list is ever-evolving. Some good online resources for studying hybrid rudiments
are found here:

http://vicfirth.com/hybrid-rudiments/
http://www.ninjadrummist.com/drum-rudiments/hybrid-rudiments/

Please try to focus on the more basic hybrids and the ones listed in the exercise packet.

Cymbals

e Sounds/plating techniques

e Sight-reading.

e Prepare all the exercises and music in the cymbal packet marking time. If you are
unfamiliar with cymbal technique or how to produce the sounds listed, try looking
at DCI and WGI videos online. Learn the rhythms (clapping works pretty well)
while marking time.

Keyboards
e Major and minor scales
e Sight-reading
e Prepare all the music in the keyboard
packet.



http://vicfirth.com/hybrid-rudiments/
http://www.ninjadrummist.com/drum-rudiments/hybrid-rudiments/

Schedule

Everyone planning to attend the audition in May should fill out the membership database
form on the AUMB website and request to join the AUDL 2016 auditions facebook

group.
The drum line auditions will take place according to the following schedule:

May 27 — May 29 audition camp (Goodwin Music Building Room #134 — band room)
Friday, May 27
12:00-12:30 check-in
12:30-1:00 introductory meeting
1:00-4:30 rehearsal
4:30-6:00 dinner
6:00-9:00 rehearsal
Saturday, May 28
9:00-12:00  rehearsal
12:00-1:30  lunch
1:30-4:30 rehearsal
4:30-6:00 dinner
6:00-9:00 rehearsal
Sunday, May 29
9:00-12:00  rehearsal
12:00-1:30  lunch
1:30-4:00 rehearsal
4:30 final announcements
5:00 end

August 4-5 final section auditions (Goodwin Music Building Room #134 — band room)
Tuesday, August 3
10:00-12:00 — snares
1:30-3:30 — quads
4:00-6:00 — basses
Wednesday, August 4
10:00-12:00 - front ensemble
2:00 - 4:00 — cymbals

August 5 - 15 Preseason Camp
Schedule posted on the
marching band web page.




Audition Fee
A one time, non refundable audition fee of $30 is due at check-in (12:00 on Friday).
Please make checks payable to AUMB (Auburn University Marching Band).

Food/Housing

Food and housing are not provided for the auditions — please plan accordingly. We can
usually accommodate some out-of-town people with in-town people: please contact Dr.
Rosener if you would like to pursue this option, and/or use the facebook group to meet
some new people and find a place to stay.

What to bring

Please plan to have the following at the audition camp:

Sticks/mallets

Practice pad

Metronome — for individual practice (optional)

3 ring binder with audition music, camp schedule, etc. in plastic sheet protectors
Audition fee - $30 (cash or check payable to AUMB)

Tennis shoes (no sandals — no exception)

Sunscreen

Hot weather clothes — we will be outside in the humidity most of the time
Money for food

Questions? Post your question in the audition group, or email Dr. Rosener at
rosendb@auburn.edu.



Bass Drums

Chauncey's Cakes

AU Drumline Exercises 2016

Doug Rosener
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AU Drumline Exercises 2016
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AU Drumline Exercises 2016
]-I’I plet Accent (also add diddles and flams on 1st, 2nd, 3rd partial)
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4 Triplet Rolls AU Drumline Exercises 2016
J.=140-180
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Auburn Drumline Grooves/Stand Jams

SJ#1

trad/Doug Rosener
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SJ.#6 - Odeto NT Grooves
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Huggada

Bass Drums

Jamie Logan

Landon Davis
Andrew Roop
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Huggada
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PERCUSSIVE ARTS SOCIETY INTERNATIONAL DRUM RUDIMENTS

All rudiments should be practiced: open (slow) to close (fast) to open (slow) and/or at an even moderate march tempo.

|. ROLL RUDIMENTS 10. Nine Stroke 9 - 9 -
A. Single Stroke Roll Rudiments Roll * f J ? J
1. Single Stroke ~ ~—
Roll * R R L L
o000 000oe0
RLRLRLRL 11. Ten Stroke 10 — 10 —
Roll *
2. Single Stroke 3 3 ? ﬁ v ? ﬁ y
Four J J . ” .
oo oo R RL R RL
RLRL RLRL L LR L LR
LRLR LRLR 12. Eleven Stroke 11 — 11 —
3. Single Stroke 6 Roll * ﬁ ? ﬁ
Seven J i Vi
N~—— ~— —
ooo000 R RL R RL
RLRLRLR L LR L LR
LRLRLRL
13. Thirteen 13 - 13 -
B. Multiple Bounce Roll Rudiments Stroke Roll * ﬂ ? ﬂ
4. Multiple
N~~————— — ~—— —
Bounce Roll Z R R L L
5. Tripe Stroke 3 3 3 3 14. Fifteen Stroke 15 _ 15 —

RRRLLLRRRLLL R LR L
. L RL R
C. Double Stroke Open Roll Rudiments
6. Double Stroke 15. Seventeen 17 = 17 =
Open Roll * f Stroke Roll f J f J
RRLLRRLL ~— ~—
R R L L
7. Five Stroke 5 — 5 —
Roll ﬂ ﬂ II. DIDDLE RUDIMENTS
~— ~— 16. Single = =
R R L L Paradiddle *
8. Six Stroke Roll coss00060
' =6 ==0_ = RLRRLRLL
7357 17, Double - -
—— — Paradiddle *
R LR L Frrrrrryryryryy.
L RL R RLRLRRLRLRLL
9. Seven Stroke 7 - 7 = 18. Triple _ _
Roll * % j % j Paradiddle
° 0000000000000
SN— SN—
R LR L RLRLRLRRLRLRLRLL
L RL R 19. Single > >
* These rudiments are also included in the original Standard 26 Paradiddle-diddle
American Drum Rudiments. 000000000000
RLRRLLRLRRLL
LRLLRRLRLLRR

SOCIETY 110 W. Washington Street, Suite A, Indianapolis, IN 46204
International Copyright Secured All Rights Reserved
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IIl. FLAM RUDIMENTS
20. Flam *
yd 2.

LR RL
21. Flam Accent * = =
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25. Single — _
Flammed Mill
J‘X‘ ® @ ‘J‘X‘ ® O @0
LR RLRRL LRL
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29. Inverted Flam = = = -
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30. Flam Drag
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IV. DRAG RUDIMENTS
31. Drag *
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For more information on becoming a Percussive Arts Society subscriber contact PAS at:
110 W. Washington Street, Suite A, Indianapolis, IN 46204 . E-mail: percarts@pas.org . Web site: www.pas.org
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Bass 101: A Comprehensive Guide to Bass Drumming in the Contemporary
Marching Medium
By: Chauncey Holder

Gone are the days of placing weaker players on bass drum. Arrangersat al levels
are displaying increasingly complex and innovative compositional styles. Consequently,
bass drummers are expected to have superb timing, mastery of tempo, rudimental skills
comparable to those of snare drummers, and the ability to understand and adjust to
ensembl e tendencies both within the bassline and within the ensemble. These demands
require the highest levels of musicianship.

This guide addresses many of the technical aspects of bass drumming and gives
some insights into the methods utilized by the highest caliber basslines. Intended for use
by musicians and instructors at the high school and college level, the guide consists of
five segments:

1. TheVisua Bassline

2. Approaching the Drum

3. Growing the Bass Ensemble

4. Characteristics of Top Basslines

5. Distinctiveness of the Bassline
Throughout each segment, the themes of relaxation and flow are emphasized. These two
are essentially one in the same, and little is possible in the world of bass drumming
without them.

Part |. The Visual Bassline
A. Posture

Correct posture is essential not only for the aesthetics, but also asaway to
mitigate the strain of a cumbersome instrument. Four keys to good posture are
relaxation, separation of body regions, “lifting up” or standing tall, and effective
use of the abs.

Relaxation from head to toe, especialy in the shouldersis central to good
posture. Deep breathing and stretching are helpful. Avoid unneeded muscle
tension at all cost asit inhibits technique and execution

Once relaxation is achieved, separation can be addressed. The “Hindu,” a
popular body separation exercise best addresses how to conceptualize body
separation. However, a description is beyond the scope of this guide. The point is
to learn to visualize the upper torso, lower torso, and the head as separate entities
functioning together.

To “lift up,” visualize a steel rod running through the center of the body.
The rod begins at the heels and exits through the center of the skull. Imagine a
string attached at the top of the rod that pulls you up onto the toes. Now relax and
come down from the toes and rest your weight on the balls of the feet. Resting the
body’ s weight on the toes rather than the heels servesto tilt the body slightly
forward. The result is a more aggressive and confident stance.



A strong abdomen is indispensable. Strong abs allow the player to easily
control the drum while marching, as well as acting as a shock absorber to remove
the bounce created from marching. Added body control from stronger abs will
also take pressure off of the lower back.

Once the four keys to correct posture have been addressed, remember to
keep the chin approximately 5 degrees above level, the shoulders back, and the
chest cavity expanded to polish the look.

B. Grip

The grip used for bass drum is similar to the matched grip for snares. That
is, it isfirm but relaxed and the right and left hands are symmetrical.

Drop both armsto your side and let them hang naturally. Place the shaft of
the mallet in the crevice between the beginning of the fingers and the pam. The
butt of the mallet should rest on the thickest part of the palm closest to the wrist
on the pinky side of the hand. The mallet should never be choked up on.

The pad of the thumb should be on the shaft, pointing toward the head of
the mallet. There should be NO GAP between the thumb and the pointer finger at
any time.

Once the shaft isin place and thumb and finger placements appropriate,
squeeze the shaft astightly as you can and then relax. The resulting feeling is how
tightly the mallet should be gripped: relaxed but firm.

Note how the weight of the mallet head naturally tugs the wrist. The angle
created from the “tug” of gravity is approximately 45 degrees. Thisis the default
angle to maintain in the set position. However, this angle will vary dlightly from
drum to drum, with a more acute angle used for smaller drums and a more obtuse
angle for larger drums.

C. Set Position

Bring the mallets up from your side, bending at the elbows. The forearms
should be parallel to the ground or within 5 degrees. This 5 degree variance is due
to the fact that bigger drums have a center-point below the parallel.

At this point it isimportant to set the drum to the player, and not the
player to the drum. To set the drum, raise or lower the drum viathe carrier until
the mallet head is close to the center of the head. Adjust the carrier to bring the
drum as close to the body as possible. The center of gravity is shifted closer to the
body, decreasing stress on the back. This shift also makes marching and playing
more natural.

While setting the drum, remember to maintain the aforementioned mallet
angles. To accomplish this, the player may need to “push” the elbows forward or
“pull” them back in relation to the drum.

Idedlly, the distance from the center of each player’s drum to the ground
should be similar. However, varying player heights will cause discrepancies. It is
important to exercise judgment in this situation. Setting the drum to the line
should be a secondary priority, and never at the expense of proper approach and
technique.



Oncethedrum is s¢t, it isimportant for the player to be able to locate the
center of the head without looking. Two techniques can be utilized. First,
memorize where the wrist or forearm touches the rim when the mallet head isin
the center. Locating a particular tension rod vis-avis the wrists is hel pful.
Additionally, when the mallet is in the center of the head, a warmer fuller tone is
produced from the stroke. Experiment playing in different zones and learn to
differentiate between them. Eventually, an “ear” for center will develop.

Part 1. How to Approach Playing the Drum

A. Types of Stroke

The two primary strokes for playing bass drum are the legato and staccato
strokes. The legato stroke is the most natural, requiring maximum relaxation and
facilitating the strongest fullest sound with the clearest articulation and tone. It is
the stroke most frequently used. A staccato stroke is utilized for maximum
impact. It ismore rigid and similar to a downstroke. All unisons require a staccato
approach, as well as in instances warranted by the compositional style.

B. Stroke Execution

There are two primary sources and one secondary source of movement in
executing the bass stroke. All strokes are initiated from the rotation of the forearm
and wrist. A crude analogy is the turning of a doorknob.

At this point in the stroke, the wrist should be in line with the forearm (i.e.
not bent relative to the forearm), with little or no lowering of the forearms. This
remains true for the entire rotation at lower playing levels.

The second source of movement is the forearm in relation to the drum.
There will be adight lateral movement (an inch or two) of the forearm away from
the drum. This movement, which pivots at the elbow (i.e. the elbow remains
stationary relative to the body) isinherent in the stroke and helps to create
velocity.

The secondary source of movement involves dropping the forearms from
the parallel set position. This movement toward the ground occurs simultaneously
with the other movements. But, it isonly utilized at heights above twelve inches.
This facilitates maximum audio-visual impact.

There has been some debate considering if the wrist should break during
the stroke. Many find that a slight break of the wrist in heights over nineinchesis
beneficial because it adds velocity to the stroke. Many use a bullwhip analogy to
visualize this concept. When the wrist breaks dlightly during the stroke, the mallet
head accelerates, generating more velocity into the head. Breaking the wrist is
also more ergonomic and gives the player greater range of motion.

Once the mechanics of the stroke are understood, it isimportant to
understand how these mechanics relate to the path of the mallet. From the
initiation until impact, the mallet travels along a single imaginary plane. The
natural motion of the player’s arm governs this path provided all mechanics arein
effect. The mallet follows a sweeping motion characterized by movement away
from the drumhead, down in elevation, and slightly to the rear of the player.



These motions occur very fluidly as to form one continuous motion. The degree
of each motion component is dictated by the height of stroke.

Mastery of stroke is a difficult and tedious process. Most players attempt
to develop it too quickly and do not take the time to slow the process for
evaluation. Begin slowly and use amirror. It is helpful to position yourself at a
45-degree angle in relation to the mirror to best see the path of the mallet. The
path the mallet follows away from the drum during the initiation of the stroke
should be identical to the mallet path during the execution of the stroke.

C. Height System

The height system for bassistypical of that for snares and tenors. Thereis
some overlap. Three inches corresponds to p and pp. Six inches corresponds to
mp. Nine inches corresponds to mf and f. Twelve inches corresponds to f and ff.
Any height over twelve inches corresponds to ff and fff.

Because it is difficult to see the mallets to adjust height and position, it is
find it helpful to think of a clock. The thumb is the hour hand of that clock. 12
0’ clock corresponds to the set position, 1 o’ clock to three inches, 2 0’ clock to six
inches, 2:30 to nine inches, 3 0’ clock to twelve inches, and 4-6 o’ clock to
anything over twelve inches.

D. Thingsto avoid

A common tendency isto overplay or “pound” the drum. This creates a
harsh sound that sticks out of the ensemble, and it is difficult for other playersin
the bass ensemble to match. Pounding typically is indicative of tight rigid playing
and is not conducive to flow.

Players sometimes have too much arm movement particularly in the
elbows. The elbows should remain close to the side of the player. Movement in
the elbows causes undue stress on the shoulders and creates too much of an angle
between the head and mallet. This combination makes rolls and 4’ s impossible at
fast tempi.

Part 111. Putting it All Together: Growing the Bass Ensemble
A. Fow iseverything.

Flow is a somewhat ambiguous concept. Flow is a state where everything
clicks. For the bass ensemble, it occurs when the line is cohesively displaying
mastery of individual parts, control of tempo, and musicality. The bass ensemble
must flow not only within itself, but also within the full battery and full ensemble.
Adjustments are few, but when they occur, they are fluid and unnoticeable to the
listener.

B. 4 Basic Components of Flow.

Flow begins with timing. A unified concept of time is essential to the
success of abasdline. It isimportant to frequently practice with a metronome, but
experiment setting it at half the tempo marking so the ensemble does not become
“metronome dependent.”



Unified time begins with unified feet. The feet must have an unwavering
pulse, and the player must be able to line his or her hands up with the feet and not
the opposite. When players get new parts, they should automatically learn them
with their feet. They should use them as a reference point and as atool to check
for rhythmic accuracy. Good feet are the bread and butter of the bassline.

THERE IS NO SUBSTITUE FOR KNOWING THE PART! Not only
must one know his or her part, but an understanding of how it fits with the rest of
the partsis essential to developing flow. One sign of not being comfortable
enough with the part is using another part to cue you own part. This creates a
stutter in the ensemble and disrupts flow.

The fourth key component to flow is the ability to smoothly switch meters
or “feels.” Today’s arrangers utilize duple, triple, 5/4, and 7/8 meters and switch
among them constantly. Once again, an unwavering pulse in the feet and using the
feet to help in checking accuracy is a must.

C. Tempo

There are three way to approach tempo: on top of the beat, on the beat, or
behind the beat. While snares often need to play behind the beat (as dowly as
possible without dragging) to compensate for a tendency to rush, the bass
ensemble amost always plays on top or in front of the beat. This adds momentum
and energy to the ensemble. Also, the nature of bigger drums makes dragging an
issue, so adopting this approach mitigates that factor.

It is important that students understand the distinction between rushing
and playing on top of the beat. This process takes time and is often dependent on
how well the student understands time in general.

D. Musicality

Musicality results from the incorporation of al the aforementioned topics,
and is also another component to flow. Musicality begins with uniformity. Once
the bass ensemble can “play” together, individual parts can be manipulated, to add
to the composition. These nuances come in the form of muffling, rim shots, and
varying dynamics. Muffling “dries’ the sound and is excellent in softer passages,
but also can be utilized for impact-oriented unisons. Rim shots are for certain
timbres and textures, and varying the dynamics from player to player easily
creates balanced crescendos and diminuendos.

Part V. Characteristics of Great Basslines

First and foremost, great bass ensembles have immaculate timing!

Great basslines also play check patterns well. Any run or phrase can be
broken down into its component parts. the check pattern. The check pattern isthe
underlying rhythm and can take the form of eighth notes, triplets, and
occasionaly 16™ notes. 16™ notes, septuplets, and 32™ notes al have an eighth
note base, while duple three' s have an eighth note triplet base. Split 32™ notes
have a 16™ note check pattern.

Great bass ensembles play check patternsin time, use them as a reference,
and as a foundation for more complex parts.



Great basslines play with great sound quality. Thisis facilitated by
approach, timing, and rhythmic accuracy. The question to ask is, “If someone
unfamiliar with the part listens to it, will he or she understand what the part is?’ If
they can, the lineis on the right path.

Great bass ensembles play great rolls. Rolls are more difficult on bass, but
add substance to the entire ensemble. Rolls are no longer the domain of smaller
drums either. Articulate, full-bodied rolls are expected on al size drums.
Practicing double beat exercises and long open/closed/open rolls on apillow isa
good way to develop roll quality. Strive to draw sound out of the drum by making
the second note of the double beat equal to the first in volume.

Part V. Bass Drums Have Unique Personalities

Each drum is different and possesses different issues to be addressed. This
warrants experimentation and minute variations in approach. For instance, rolls on
an 18 inch bass require different fingers and a different firmness of grip than aroll
on a 28 inch bass.

The range of sizesto use in the ensemble depends on severa variables.
Does the ensemble call for ahigh or low sound? How big are the players? How
large is the ensemble? All these factors determine the appropriate size. For mature
ensembles a four inch range between drums (16-32 inch) provides maximum
flexibility. But the average ensemble will only need an 18, 20, 24, 26, and 28 inch
drum. Large ensembles may use six drums, with a 32 inch bottom.

Tuning and muffling can aid in the overall sound of the line as well.
Generally, too much muffling and head tension produces a dry sound and exposes
errors. For alarge ensemble, or for less advanced players, less foam, and lower
tuning is desirable. Experimentation isimportant in order to find just the right
sound for a particular situation.

Conclusions:

It isimportant to realize that the marching medium is continually
evolving. Increasing demands are placed both on the individual and the
instrument. Undoubtedly, both individual achievement and technology will
continue to evolve with the medium. One only has to look the advent of the free-
floating snare drum and Kevlar heads for proof of the latter. Thus, it isimportant
to keep abreast of trends on both fronts.

The bass ensembl e has evolved with the rest of the medium. As such, it be
given due consideration. Consideration includes investments of talent, time, and
energy early in the process and the continual development of players throughout
the season. The dividends of such investments will be great for both individual
and ensemble.
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