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Introductions

This packet is only a part of the Gateway 2007 Quad Packet. It is intended to whet your
appetite before you come to audition. You can benefit in the extreme from some of the
advice here, but to get the full packet, you'll have to audition and see for yourself!
Please read on...

General Philosophy

The Gateway Quad Line is the middle voice of the battery ensemble. We utilize many
different implements and several different approaches to provide the contribution that is
asked of us at any time. | have refined this technical program over many years through
the DCI and WGI arenas.

You should know at the onset that nothing but your maximum effort will be accepted.
Similarly, we make a commitment to you as your techs that we will be “on my game” at
maximum level. You need to understand that playing tenors at the WGI Percussion
Independent World level is physically, mentally, and emotionally difficult to a degree you
almost assuredly do not yet understand. Significant physical training is required to meet
the physical demands of this tenor program. Quads are not light, and individuals must
be able to carry them for full rehearsal weekends while playing and moving at their
maximum potential. The normal use of all major muscle groups and joints in the body is
a necessity to succeed in this percussion ensemble. A very strong mental capacity is
also a must. “Mind over matter” is a very real phenomenon, and if a person wills or
wants something to happen long enough and consistently, it will happen.

These high demands are scary and real, but if you simply prepare diligently in the off-
season and give your honest best at all times, you will become something incredible: a
member of the Gateway family.

Drumming in the indoor idiom is an interesting animal, and the activity reinvents itself
often. A few of the lessons you will learn at the outset can be simply summarized. First,
learning and playing well are a system of evaluations and adjustments that never end.
You and | are both constantly evaluating how you did what. If | give you a correction,
you must actively strive to not make the same error again. For instance, if | comment
that you are too far outside of your playing zone on drum four, you should attempt to
overcorrect and play too close to the rim. This at least is indicative of an active learning
process . The worst thing you can do when you are told to do something in a different
way is to change nothing, and if you watch many drumlines rehearse, that is exactly
what they do: staff members run around and tell students to do things which they do not
really try to do.

When we work together in this system of evaluations and adjustments, you will see small
increments of immediate improvement. That’s the easy part...the hard part is to remain
consistent. If you master the aforementioned playing zone problem one weekend, and
at the next rehearsal you start doing it again, you have cheated yourself out of greatness
you've already earned (and the quad line doesn't get better). This may seem simple, but
if you think about what | have told you, you will see how helpful the thought process can
be.
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If we work together to fix something, be consistent...leave it fixed. Similarly, if you
played bars 9-12 clean one repetition, why in the world would you change something the
next time you play those bars? My motto: fix it, and leave it fixed.

This leads back to my discussion on effort. If you are not rehearsing at your maximum
potential, you will be inconsistent and forget lessons already learned. This could be due
to stress, fatigue, problems at home, or many other things. This winter you will learn to
push these concerns from your mind and focus on the tasks at hand, which will also be
an incredible skill for your schooling and future career. It is impossible to play well
without this skill, in fact. You must put the same energy into playing and marching every
repetition, especially when you're tired or it hurts.

2007 Gateway Quadline (and those other guys)
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A Few Thoughts on Quad Technigue

2005 Gateway Quadline

First of all, we have a “default” technique that we use most of the time. However, you
will probably be called to play with many different styles, as the show requires. We want
players that understand and can implement various techniques, have a good
understanding of listening and pulse, and have an arsenal of difficult rudiments to call
upon for difficult moments of the show.

DEFAULT APPROACH

We approach the drum in an aggressive manner. We want to play through the drum. By
this | mean that we want to play with a lot of velocity while still remaining relaxed.
Imagine a drumhead 2 inches below the real one, and try to hit that lower one. Notice
this does not inherently demand tension. We focus on volume, which is a product of the
weight of a stroke, and height, which can be independent of that stroke weight. | can
play louder at 4 inches than many can play at 7 inches. Therefore we seek to match
heights, but we do so with sensitivity to stroke weight and therefore volume. Then we
match heights without sacrificing volume.

Many teachers refer to the rebound stroke used in 16 on a hand (or 8s, or whatever you
call it) as a legato stoke. Many teachers also refer to the way we stop the upward return
of the stick (such as in a tap-accent exercise) as a staccato stroke. We want to get
away from these ideas for one simple reason: the idea of a staccato stroke by definition
entails an excessive amount of tension. These are things that | have picked up from
some very great men | have taught with in the DCI and WGI activity, and it seems to
have come from Tom Float (and to me by some of his students and his students’
students | have taught with). My twist on the idea is this...we want the sticks and the
drums to resonate freely, as they were designed to do, so we want to minimize the “bad
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tension.” If you stand in a doorway and push out with your arms against the walls, you
are flexing muscles without a range of motion. This is an isometric contraction.
However, in order to swing a bat, you contract muscles and they are allowed to move.
This is called an isotonic contraction. We want to minimize the isometric

contractions , which are responsible for many of the wrist and finger injuries drummers
experience. This is commonly and perhaps erroneously referred to as “tension.”

This is a difficult concept, and we will discuss it in depth at auditions and during the
winter. Suffice to say that we will not “stop” the stick close to the head by using
isometric contractions (clapping the fingers to squeeze the stick to the palm). You
should think of every stroke as a rebound stroke. Some just rebound higher or lower
than others, and some just start higher and lower than others. The spirit of this is all
borrowed from L.H. Stevens’ Methods of Movement. Here are the three types of strokes
we will use:

A. Strokes that start at a given height and end at  the same height (3 inches to 24)
The player makes the initial effort to throw the stick toward the head with the drum
naturally rebounding the stick back to the upstroke position. The key to playing this
stroke is not restricting the rebound of the stick. The motion of the stick should never
stop — it is always moving either toward or away from the drumhead. All fingers should
remain on the stick at all times, but one should not hold the stick against the palm
inhibiting the rebound. The arms, hands, and fingers remain relaxed, naturally moving
with the motion of the stick. These will be further delineated into a full stroke (24 inches)
and a tap stroke (3 inches).

B. A stroke that starts higher and ends lower

The player again makes the initial effort, but a split second after the stick impacts the
drum, the player squeezes the stick slightly, thus constricting the rebound. Itis
important to release this tension immediately! If the player uses just a little bit of
pressure with the back two fingers, it will be enough to stop the stick down in most
cases.

C. A stroke that starts lower and ends higher

The player deliberately places the stroke from a lower height (often 3 inches) and then
pulls up with the wrist to provide a higher height for the next stroke. There is usually not
enough rebound to get this stroke up where it needs to be after impact, so the wrist will
be used to get the job done.

Here are some examples of these strokes on a graph of time versus stick height.



This probably won't make a lot of sense if you are reading this for the first time, but we
will utilize the concepts here for every note we play this season. We will discuss this
concept in great detail, but for now just remember that fluid motion is the intended goal.
You can police your own technique quite a bit by just looking for either fluidity or times
where the stick stops or your stroke has a “hitch” or pause.

In addition, there are some key points that apply to all of these strokes. Every stroke will
initiate from a wrist turn with the bead of the stick moving first. Even when playing 24", a
wrist turn will lift the bead before the arm rise follows. This wrist turn is essential in every
stroke played. However, do not restrict your arms and try to use only wrist. As your wrist
turns, your arm should naturally move. Use all three muscle groups — arms, wrists, and
fingers — to your advantage to produce every stroke. The arm, wrist, and finger muscles
must all be present to allow you to execute any type of stroke at any time with ease.

During a clinic | taught with Thom Hannum and Chris Sakowski in 2006, Thom had the
group play an exercise to work out the differences between these strokes. We did right
hand only, one full stroke, one down stroke, one tap, and one upstroke. Then repeat,
and also try it with the left hand. Then we played alternating sticking to put the two
things together (full, full, down, down, tap tap, up, up). This seems easy, but try it! It is
hard to get perfect if you haven't done it before!

ARM MOVEMENT

We allow the arm to move in a natural manner. Some teachers want your elbow at a
certain position. We seek to minimize unnecessary tension, so we allow the elbow to
move. You cannot, however, try to “make” the arm move...it must move in reaction to
wrist turn and forearm use. Think Newton...every action has an equal and opposite
reaction. We simply seek to allow that to happen as reasonable.

VOLUME CONTROL / APPROPRIATE STICK HEIGHTS

We will use a height system that will allow us to match heights to volume levels. We will
try to refer to these heights in terms of a volume, not inches, but you need to know what
inch level we mean when we say “forte,” etc.

Snare and Quad heights:

pp (pianissimo): 1inch (are you playing?)

p (piano): 3 inches (standard inner-beat height)

mp (mezzo piano): 6 inches (some roll body or higher inner beats call for this)

mf (mezzo forte): 8 inches (low accent height, some roll heights)

f (forte): 12 inches (standard accent height and a loud roll height)

ff (fortissimo): 16 inches (loud accents, unison passages)

fffv (fortississimo VERTICAL): 20 inches  (this is vertical stick heights)

fffa (fortississimo ARM): 20 inches plus 4" of arm (sticks do not go past vertical)
fffe (fortississimo EXTEND): 20 inches plus extens  ion of the arm (visual volume)




Quad Specifics

MATCHED GRIP

STICKS IN

When you are not playing, the sticks will be brought in to this position. Notice that the
thumb is behind the mallet and the mallet head or “bead” is lined up with the end of the
other mallet. This will be the same for both hands, and will be the same no matter what
implement we use until you are told otherwise.

PRINCIPLES OF MOVEMENT

Regarding movement around the drums: “we play many drums the way we play one
drum.” You'll be hearing this a lot. You can improve yourself anytime you see a
difference (any difference) in the way you approach the drum on the move from when
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you play the same passage on one drum. Attack these differences, because they allow
more room for error and complicate your life as a tenor drummer.

When playing sweeps, one must understand that movement around the drums does not
change the technique in the hands. The arms are used merely as a transportation
device for the wrists. The technique used on one drum is applied to all drums, with the
arms simply moving the hands and wrists to the correct playing area. This is another
one of those “make or break” techniques that must be understood or learned to be a
member of the quad line.

WRIST TURN CONSISTENCY

One of the things quad drummers do not usually do very well is consistent wrist turn
while moving between drums. Here is how you should turn your wrists...straight up and
down:

And here is an example of what many quad drummers do in context:

This is a BAD IDEA. Turning our wrists out or over forces us to learn an infinite number
of techniques. Instead, we should play around the drums as we would on one drum.
You would never turn your wrists out like this on drum 2, why would you ever do it during
an around passage?



LISTENING RESPONSIBILITIES

The listening situation within a tenor ensemble is crucial. The listening duties are
assigned throughout the line and each individual has their own responsibilities. In an arc
situation, the pulse comes from the snare line and each section listens in to the center to
play together as an ensemble. In the “arc,” the player closest to the snare line has the
responsibility to listen to the end snare player next to them and play with them with a
guality of sound and pulse that matches the rest of the ensemble. The other players in
the tenor line listen to the player next to them towards the snares, down the line. In
certain drill sets on the field, this will change and will be addressed accordingly.

PLAYING ZONES
Below is a diagram of the regular playing zones of the drums.

Each circle is the point of impact of each mallet. I've given an L for left and an R for right
to notate the stick positions on drum 3 and drum 4. We want to impact the head on one
concentric circle, like a timpanist. We want to off center, approximately 1.5 inches from
the rim, or 1 inch from the bearing edge. This area produces the most resonant sound
and is ideal for projection and tone. The six-inch drums are played just off of center as
well. These are the zones for playing on more than two notes or just a single note on
one drum.

Here are some photos of the playing areas on the drums:

When playing sweep or scrape patterns, the sweep playing zones are as follows:
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These zones are in the same concentric circle as the regular zones. If the drums are
tuned correctly, these zones should produce exactly the same tone as the regular zones.
They also help us limit the amount of work we have to do to play sweeps...clearing the
dreaded rim! When you play a sweep pattern with sweep zones, you literally have to
relearn the pattern. It's like adding another 6 drums to the set. However, you'll find that
after an initially confusing period you will gain muscle memory in the same way you do in
the regular zones. If you are doing your job, when we change heads you will have scuff
marks in these areas and these only, no extra scuff marks from errant sweeps, etc.:

I have seen this done, and it can be done, but only if you are committed to learning
these zones and always put forth the effort to play in them. You'll literally have clean
heads except for these areas.

CROSS OVERS

One of the reasons people enjoy quad drumming is the “cross over.” You will be called
upon to play notes that require your hands to intersect. The important part is knowing
where to cross them.

For instance, if you are crossing between to drums that are adjacent (right next) to each
other, you will do a “stick cross.” That is, the sticks will intersect each other at or in front
of the fulcrum. If you need to cross over to two drums that are not next to each other,
you will perform an “arm cross.” Your arms will intersect and your wrists will be clear of
each other to turn up. Here are some examples:
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“STICK CROSS”

"ARM CROSS”

SKANKS (MUFFLED SHOTS)
One of the many fun things to play on quads is the “skank.” This is a rim shot that is
muffled immediately or after a brief period of resonance. The key is to muffle the drum

uniformly and effectively. Use three fingers to press hard into the CENTER of the head,
and hold the fulcrum firm while doing so:



-12 -

IN CONCLUSION

2006 Gateway Quadline

If you're ready to learn more, I'll see you at the Gateway auditions. Learn the splits
provided in the packet and watch the website for more. At camp you will learn about
zone placements, wrist angles, rebound quality, and many other things. Don’t be afraid
to come try out; great moments are born of great opportunity, and that's what you have
at Gateway Percussion! Contact me at kent@gatewayindoor.org with any questions! --
Kent Lineberry

2006 Gateway Quadline



