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Independent Scholarship Project—Daily Drill Book 

Last spring semester, I took Brass Methods I with Dr. Cavitt.  As a percussionist, I was 

curious with how to teach the various articulations and note lengths to beginner instrumentalists.  

During her office hours, Dr. Cavitt showed me the note lengths page of a daily drill book that she 

had created when teaching public school.  I was immediately intrigued by the book and thought it 

would be a great resource for myself as a young band director.  At that point, I knew I wanted to 

recreate the book for myself, but I wanted to wait until I was more knowledgeable of all of the 

instruments and middle school pedagogy.  Once I got into band methods and saw the opportunity 

for an independent project, I decided to use this subject.   

My goal is to recreate Dr. Cavitt’s resource book to use with my students as a middle school 

band director.  Therefore, all of the material is directed towards middle school students, particularly 

the first band, but I can modify to fit the second or third band.  My book is heavily based on Dr. 

Cavitt’s version, with just a few differences outside of the fact that it is typed and put into finale.  I 

will eventually have enough copies for each student to check out their own book, but for this 

project, I have only provided the trumpet book and the director’s score.  All of the other books are 

in PDF form on the attached flash drive.  This is because what I have compiled is as close to a final 

draft as I can get, but is definitely not the final version.  It is my hope that you (Dr. Simmons and 

Dr. Cavitt) are able to provide me with any necessary feedback so I can make appropriate edits 

before printing out everything.  As you can see, my independent project is more than just an 

assignment for class.  It is something that I very much want to use in my future career.   

I would like to take the opportunity to go through each page of the book and explain my 

reasoning for including that page and making any edits (from Dr. Cavitt’s version) if applicable.  

Each of the books have many pages in common, but they also each have instrument specific pages.  

All of the books, however, are numbered the same.  This means each book has Scale-Tacular on 

page 6 and Marking Shorthand on page 12, etc.  The score, although it has more pages, is numbered 

to match the students’ books, meaning Warm Ups, which is page 2-3 is still labeled as page 2 and 3 

in the score even though it technically extends past page 3.   

Cover Page 

 I decided to include a cover page to make the books look more official.  I want the students 

to see the book as a real book, not just a compilation of papers, so they will take better care of it 

(hopefully).  Each instrument has its instrument name on the cover page.  The instrument name will 

also be written on the outside of the folder along with an instrument number for each.   

Book Check Out Log 

  I plan to check the books out to each of the students as if they were textbooks, so I created a 

log similar to ones found in textbooks.  The students will write their name, student ID (assuming the 

school has these), and the date checked out, and they will initial that they are responsible for the 
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book.  At the end of the year, students will put the date checked in before turning in the books.  I 

will also keep records of my own on which student has which book so each can be accounted for 

throughout the year.  I want the students to check out the books so each student is held responsible 

for their book and how they treat it.  I want the books to last a long time, so I need students to take 

good care of them.  

Page 1—Fundamentals and Breathing Rules 

 I started off the book with a quick reminder of the fundamentals and breathing rules for all 

instrumentalists.  These serve as a go-to reminder of basic skills required to play an instrument that 

can be referenced by the director when students need to be prompted.   

 I got the fundamentals section from page 1 of Dr. Cavitt’s book.  I added a few verbs (Face 

is still instead of Face still) just for personal preference.  I changed section 4 all together to reflect 

Eddie Green’s five components of playing position, because this is what I would have taught my 

students in beginner band.   

 The breathing rules came from page 25 of Dr. Cavitt’s book, but I reordered them to match 

the breathing rules in Dr. Cavitt’s Beginner Theory packet.  In the theory packet, the breathing rules 

are written down as they come up.  I decided to use this order over the order in the daily drill book, 

because I think it has a sense of priority to it.  In example, I think the most important rule of 

breathing is to breathe through your mouth (how it is in the theory packet) and not to breathe after 

the longest notes (how it is in the daily drill book) although that is also important.  I also added a 

couple of bullets under rules 4 and 10 to help provide specific examples for the students.   

Page 2 and 3—Warm Ups 

 These warm ups were drawn from the three pages of warm ups in Dr. Cavitt’s book, pages 

1, 3, and 4.  I decided to consolidate these pages, because each of the pages were already pretty 

similar to each other.   

 Set 1 consists of harmonic slurs for the brass and fingering combinations for the 

woodwinds.  The woodwinds are playing the same notes as the brass, but it is obviously not a 

harmonic slur for them, so they are practicing moving all of their fingers at once.  Most of the band, 

with the exception of the french horns and tenor saxophones, are beginning on concert B-flat.  This 

is to allow the trumpets, trombones, euphoniums, and tubas to begin with open valves and descend 

chromatically through the valve combinations.  The french horns and tenor saxophones begin on a 

concert F.  I wanted the french horns to be able to begin on their C so they can continue to use that 

pitch as a home base for their pitch accuracy.  The tenor saxophones are on the same concert pitch 

to give the french horns someone to listen to and because I think the range is better in this key for 

this instrument. 
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 Set 2 consists of harmonic slurs for the brass and technical exercises for the woodwinds.  

The french horns are again starting on a different pitch than the rest of the brass to better facilitate 

their harmonic series.  The woodwinds are playing scalar passages that descend chromatically.  I 

think these passages will take some time to master.  However, they will eventually be a good warm 

up tool, because they incorporate many different fingerings and keys.  

 Set 3 is primarily for the flutes and double reeds, although the other instruments are 

developing skills as well.  The flutes and double reeds are working on octave slurs to develop their 

airstreams and embouchures.  I considered adding in the saxophones on the octave slur part and 

having them practice slurring octaves without the register key so they could develop the skill of 

voicing.  I am not sure, though, if I should leave that skill to be tackled solely during sectionals.   

Everyone else is slurring a combination of Set 1 and Set 2.  Tenor saxophones and french horns are 

again in a separate key to facilitate range and harmonic series. 

 Matching Intensity is F around the room (or trading fours).  I decided to call it this, because 

that is the primary goal of the exercise.   

 Style is to be used in conjunction with Note Lengths on page 5.  All instruments are playing 

a concert F.  The director would call out different note lengths to be applied to the quarter notes or 

eighth notes.  I would split the exercise and work on quarter notes and eighth notes separately. 

 Even-ness develops consistency of tonguing and faster articulation when played at quicker 

tempos.  Everyone is playing a concert B-flat scale.  One thing to note, besides that the sixteenth 

notes are even, is the quarter note should be held full value each measure.  

 I included the tuning notes on the warm up page, because this is point where I would be 

ready to tune individuals.  All of the instruments, with the exception of the tuba, should be warmed 

up by now.  These notes would not be played in full ensemble; I would go around the room hearing 

each student and adjusting accordingly.   

 Intervals is a Remington exercise.  I placed it after tuning, because I didn’t want the students 

to train their ear to hear out of tune intervals or make unnecessary adjustments to compensate for an 

out of tune instrument.  Everyone begins on a concert F and descends a fifth.  The focus of this 

exercise is tuning.   I would practice with equal temperament, unless I had an advanced enough 

group that could handle just intonation on this exercise.   

Page 4—Three Note Chorales 

 These chorales are from Kathy Johnson and Gary Garner.  They are simple three note 

chorales, as the title suggests.  I would use these to introduce and develop just intonation.  I may go 

back and include the pitch adjustments for each note, so the students can have it as a visual 

reference on top of listening for it.  I transposed the chorales to the six major band keys, F, B-flat, 

E-flat, A-flat, C, and G.   
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Page 5—Note Lengths 

 As previously stated, the note lengths page is to be used in conjunction with the style 

exercise on Warm Ups.  Each term has a relative marking and note shape.  The note shapes will be 

particularly advantageous to the visual learners in my classes.  I took the page directly from page 2 of  

Dr. Cavitt’s book with the addition of a notations for marcato and forte piano.  The forte piano is a 

little misleading, because you don’t typically see that marking on quarter notes, but I wanted to 

match the format of the other terms.  I may go back and change the forte piano to a whole note, 

since that is how I would use it in practice. 

Page 6—Scale-Tacular 

 Scale-Tacular is simply a scale page with a little more exciting name.  The scales cover the 6 

major band keys, F, B-flat, E-flat, A-flat, C, and G.  The trumpets have the option, to be determined 

by the director, to play either the lower octave or the higher octave.  This is the only instrument I 

put that option on, although I am sure other instruments could benefit from it as well. 

Page 7—Rhythm and Note Values 

 Page 7 begins the rhythm section of the book.  This page consists of two different versions 

of note values.  Most students should know this from beginner band, but it is good to include for 

those students that need a little reminder.   

Page 8 and 9—Basic Rhythms 

 These rhythms from Marion West are basic variations of four different time signatures.  

There are two aspects of these pages that I wanted to preserve from Dr. Cavitt’s book.  First, all of 

the beats line up vertically.  This is important for the students that need to visually see the spatial 

relationships between different rhythms.  It allows the students to see that all of the down beats line 

up down the sheet.  In Dr. Cavitt’s book, there is a pencil line down each beat to further align them, 

and I am considering adding this line to match.  Second, the first column of each page relates to the 

second column of the respective pages, meaning that measures 1 and 10 both have the note value 

that gets one beat in that that time signature.  This is important, because it shows the similarities in 

rhythm with different meters.  I would use these rhythms to count and play.   

Page 10 and 11—Berryman Rhythms 

 These rhythms from Joe Berryman are more difficult than Marion West’s and probably more 

difficult than some of the concert music the students will be working on.  These rhythms must be 

counted and played with full value and normal articulation.  This is to ensure that each note is given 

its actual written value.  I would mainly work on counting and clapping these rhythms.  Then I 

would do some playing of the rhythms on a unison concert pitch.  I might, if the students are 

capable, have them play some of the first rhythms on a scale as we did in Band Methods.   
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 You might notice that I didn’t include any other rhythm pages in this book.  I wanted to 

include many of the pages from Ed Sueta’s Rhythmic Vocabulary, book 1, but there were so many 

pages that it got to the point that I didn’t feel comfortable, for copyright purposes, including all of 

them.  I will however, have the Rhythmic Vocabulary charts on either Powerpoint or transparencies, 

whichever my classroom accommodates for, to work on rhythm.  These charts will be the bulk of 

my rhythmic exercises. 

Page 12—Marking Shorthand 

 This page was taken directly from page 17 of Dr. Cavitt’s book.  I simply tried to make the 

page look a little nicer and fit into the format of the rest of my book.  The page includes 

appropriates markings for the students to use in their music and a description of the marking.  This 

is mainly a reference page for students to remember what their markings mean or to see what 

marking they should put.  The director can have students refer to the page when making markings in 

their music.  

Page 13—Psychology of the Beat 

 Psychology of the Beat comes from Marion West on page 25 of Dr. Cavitt’s book.  I 

reworded some things and rearranged the examples, hopefully for the better.  This page explains the 

concepts of strong beats, weak beats, and agogic accents.  In Dr. Cavitt’s book, this page was 

combined with the Breathing Rules.  I liked this, because it gave an immediate definition of strong 

and weak beats when the rules said to breathe after the strong beat.  I had trouble making the two fit 

on one page without being overly cluttered, however, and I liked the breathing rules towards the 

front, so I separated the two.   

Page 14 and 15—Musical Terms 

 This is a glossary of common terms for students to use as a quick reference when their 

music has any unfamiliar terms.  The chart at the bottom of page 15 shows the relationships 

between the various tempo terms.   

Page 16—Sight Reading Tips 

 This is the one page that is quite different from the counterpart in Dr. Cavitt’s book  while 

still fairly similar.  Page 19 in Dr. Cavitt’s book was very detailed on sight reading procedures, but I 

couldn’t see students actually reading it all or remembering it.  I wanted to find a simpler sight 

reading procedure, so I looked online and came across the STARS system from Standard of Excellence.  

STARS is an acronym for five quick things to look for and focus on when reading a piece for the 

first time: Sharps or Flats, Time Signature, Accidentals, Rhythms, and Signs.  I thought this method 

would be easy to reference and pinpoint a particular aspect of sight reading.  The additional tips at 

the bottom are drawn from page 19 of Dr. Cavitt’s book.  These are additional points that didn’t 

quite fit in to the acronym but are equally important.   
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Page 17—Jurrens Tuning Page 

 I chose to include only one of the tuning pages from James Jurrens Tuning the Band and 

Raising Pitch Consciousness for each of the instruments, instead of all of them.  This is because I think 

the Jagow pages thoroughly cover the other pages from the Jurrens book.  I chose to keep some of 

the Jurrens book, though, because I like the basic intonation information that applies to the entire 

instrument, such as tendencies of decrescendos and crescendos.  I edited the pages to fit the 

information that I wanted my students to go by, and I have included the edits here: 

 Flute—covered up the lower octave tuning notes in favor of the upper octave; starred 

information about dynamics 

 Oboe—covered up section that said it is okay to adjust the amount the reed goes into the 

instrument; starred information about dynamics 

 Clarinet—changed the tuning notes entirely; starred information about dynamics 

 Bass Clarinet—changed the tuning notes entirely; starred information about dynamics 

 Alto/Tenor/Bari Saxophones—changed the tuning notes entirely; starred information about 

dynamics 

 Bassoon—starred information about choosing the correct bocal and reed; starred 

information about dynamics 

 Trumpet—covered up second version of tuning notes; covered up information about soft 

tonguing; starred importance of centering; edited generalizations about valve combinations 

to what would be familiar to my students; starred information about dynamics 

 French Horn—starred information about the right hand; starred importance of centering; 

edited generalizations about valve combinations to what would be familiar to my students; 

starred information about dynamics 

 Trombone—starred importance of centering; starred information about dynamics 

 Euphonium—covered up second version of tuning notes; covered up information about 

approaching tuning notes from below; starred importance of centering; edited 

generalizations about valve combinations to what would be familiar to my students; starred 

information about dynamics 

 Tuba—edited title to say Tuba; starred importance of centering; edited generalizations about 

valve combinations to what would be familiar to my students; starred information about 

dynamics 

Page 18 to the end—Jagow Tuning Pages 

 Each instrument book also includes the tuning pages from Shelley Jagow’s Tuning for Wind 

Instruments.  Eventually, I will download the legal copies of these pages for the books, but for now, I 

scanned copies from my copy of Tuning for Wind Instruments.  One day in class, Dr. Cavitt suggested 

that we take the Jagow and Jurrens books to our private lessons teachers and have them edit the 
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books to what they find to be most accurate.  I decided to use the wonderful resources I have right 

now and contacted each of the instrumental professors here at Texas State to look at the books for 

me.  Not all were able to get the edits done for me, and some said the books were already very 

comprehensive.  A few however, had some edits, so I have included them here.  I will continue to 

work with the professors to get the edits, or you can provide me with any necessary edits that you 

have noticed, before I make the final versions of the books.  Because these pages have to be in 

color, they are the only ones that I will have to have printed somewhere else.  Here are the edits: 

 Oboe—Add “focus airstream up by raising head and moving the oboe bell slightly in 

towards your body” above the low octave notes; shade in half holes from C-sharp5 to E-flat5; 

add “thumb” above “Back OK” on oboe diagram; add “half hole” under C-sharp5 to E-flat5, 

“thumb octave key” under E5 to G-sharp5, and “side octave key” under A5 to C6; shade in E 

key on D6; arrows and X on E6 and F6 designating which fingering to use 

 Clarinet—Arrows on G4, G-sharp4, A4, and A-sharp4 designating which fingering to use 

 French Horn—Remove stopped horn information; arrow on D5 designating which fingering 

to use 

 

As I stated initially, my goal was to recreate Dr. Cavitt’s daily drill book for myself as a resource.  

A lot of the material is completely the same, just typed in a different font.  The few differences there 

are, I made with my best judgment.  However, I admit that I am much less experienced than you are, 

so would really appreciate any critiques and changes you have.  I have all of the files, although I only 

provided you with the final PDFs, so I can and most definitely will go back and change whatever 

you think needs to be changed.   

 Thank you! 

 


