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ABSTRACT 
 

 
 The history of the introduction and integration of Orff and Kodály methods of 

music education into the pre-service and continuing education of Oregon music educators 

was documented through interviews and correspondence with individuals who played 

active roles in this process. Pioneers of the American Orff and Kodály movements 

including Katinka Dániel and Grace Nash were among the interviewees. Additional 

subjects were university professors, teachers in Orff and Kodály certification programs, 

members of the Oregon Music Educators Association Board of Control, representatives 

of the music industry, members of the Portland Orff Schulwerk Association, Lane Orff 

Schulwerk Association, and the Southern Washington and Oregon Kodály Educators.  

Information gathered through the interview process was triangulated through consultation 

with issues of the Oregon Music Educator, the professional journal published by the 

Oregon Music Educators Association and by comparing data presented by multiple 

interviewees. Confirmation of data was also accomplished through consultation with 

national and international music educators’ journals and dissertations on related subjects.  

 The Orff and Kodály methods were each considered separately. After presentation 

of biographical information on the founder and a short history of each method’s 

development, the Oregon specific data were presented. The history of each method in the 

state of Oregon was traced from its introduction (Orff in 1956 and Kodály in 1964) 
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through 2005. The contributions of conference workshops, Orff and Kodály certification 

programs, college methods courses, professional organizations, university summer 

courses, and workshops sponsored by the music industry were examined.  

 Twenty-seven individuals were interviewed for this research. Transcripts of 

fourteen recorded interviews are included in the appendices. An additional thirty-six 

individuals contributed information via correspondence and informal interviews. 

 The oral history record of past events has preserved eyewitness accounts of 

historically significant events in the history of music education in the state of Oregon. 
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CHAPTER I 

 
INTRODUCTION 

 
 

  With its roots in the singing schools of the nineteenth century, American public 

school music education has undergone many changes since1838 when Lowell Mason 

convinced the School Committee in Boston, Massachusetts to include music as a 

curricular subject.1 Over the decades, music educators have developed textbooks, charts, 

and other materials as they followed various pedagogical approaches and educational 

philosophies. The Manual of the Boston Academy of Music (1834), Vocal Music Readers 

(1861), The Song Garden (1864), First Steps in Music (1866), The National Music 

Course (1870), The Normal Music Course (1883), The Natural Music Course (1895), The 

New Educational Music Course (1906), The Universal Music Series (1920), and The 

World of Music (1920s) each had its own approach to vocal music instruction. These 

approaches were at times substantially different, and on occasion, controversies over 

which was the better method of teaching music arose within the music education 

profession.2  

 The training of music educators has also evolved over years. “The earliest 

American music teachers were the products of the singing schools.” Later summer 

schools and normal schools provided training for music teachers.3  A leader in the field of 

teacher training was Julia Ettie Crane who  

                                                 
1 Edward Bailey Birge, History of Public School Music in the United States (Bryn Mawr, PA: Oliver Ditson 
Company1928), 52. 
 
2 Michael L. Mark and Charles L. Gary, A History of American Music Education (New York: Schirmer 
Books, 1992),126, 168, 169, 170, 174, 180, 186, 187, 188, 192.  
 
3 Mark, History, 191-193. 
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opened Potsdam (New York) Musical Institute in 1884…she offered  
her music students actual teaching experience in a model classroom.   
Her curriculum for the public school offered a compromise in the  
“rote-note” disagreement as she instructed her students to develop  
listening skills and music memory in the younger children and to  
delay sight reading until the grammar grades.4 
 

Teacher training programs developed until American music educators in the public 

schools are now expected to earn at least a bachelor’s degree prior to beginning their 

careers. Each state sets its own standards for initial teacher licensure and continuing 

education requirements for certificate renewal.5 

 In the process of developing methods and philosophies of education, American 

educators were at times influenced by the work and philosophies of educators from other 

countries. Of note in this realm were Rousseau, Pestalozzi, and Froebel.6  American 

music educators continued to synthesize the philosophies and methodologies of 

individuals from around the globe as they sought to provide quality music education for 

their students. Livingston notes: 

 There is a striking similarity between Lowell Mason (1817-1892) sailing 
 to Europe for Pestalozzian enlightenment as the nineteenth century 
 neared its mid-point, and the American music educators who traveled 
 to Europe to study and import the instructional approaches of such 
 European music educators as Dalcroze, Kodály, and Orff, beginning 
 near the middle of the twentieth century.7 

 

                                                                                                                                                 
 
4 Mark, History, 192. 
 
5  MENC: The National Association for Music Education, State Licenses, 7 July 2005 
<http://www.menc.org/information/infoserv/certification.htm#licenses>. 
 
6 Mark, History, 194. 
 
7 Carolyn Livingston, “Theme and Variations: European Imports to American Music Education in the 
Nineteenth and Twentieth Centuries,” The Quarterly Journal of Music Teaching and Learning 3, no. 3 
(November 3, 1992): 31. 
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This study will examine two of these European approaches, those developed by 

Carl Orff in Germany and Zoltán Kodály in Hungary and the ways through which they 

became integral parts of American music education as exemplified by their inclusion in 

Oregon music educator preparation. 

That these methods are significant in American music education and worthy of 

study can be demonstrated by the professional organizations devoted to each 

methodology, teacher training courses offered for each method, the inclusion of Orff and 

Kodály inspired educators as authors in commonly adopted music series textbooks, 

inclusion of Orff and Kodály philosophies and techniques in overview of methods texts 

for music educators, and textbooks for educators devoted entirely to one of these 

methods. Each of these factors is herewith examined.  

The American Orff-Schulwerk Association (AOSA) was founded in 1968 and is 

the largest such Orff organization in the world.8 There are currently (2005) one hundred-

twelve chapters of the American Orff- Schulwerk Association9 with 6515 members.10 

The official publication of the AOSA is The Orff Echo.  In 2004 sixty-two institutions 

offered Orff training for teachers11 this number increased to sixty-eight in 2005.12   

                                                 
8 Mary E. Shamrock, Orff Schulwerk: Brief History, Description, and Issues in Global Dispersal 
(Cleveland, OH: American Orff-Schulwerk Association, 1995), 27. 
 
9  American Orff-Schulwerk Association: AOSA, ASOA Local Chapters, 5 July 2004, 
<http://www.aosa.org/chapter/default.asp>. 
 
10 American Orff-Schulwerk Association: AOSA,  AOSA Directory,  7 July 2005 
< http://www.aosa.org/member/login.asp.>. 
 
11  American Orff-Schulwerk Association: AOSA, Institutions Offering AOSA Approved Orff Schulwerk 
Teacher Training Courses April, 2004, 7 July 2004,< http://www.aosa.org/Forms/2004summerlist.pdf>. 
 
12 American Orff-Schulwerk Association: AOSA, Institutions Offering AOSA Approved Orff Schulwerk 
Teacher Training Courses April, 2005, 24 June 2005, <http://www.aosa.org/forms/2005Summerlist.pdf >. 
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There are currently thirty-five state and regional chapters of the Organization of 

American Kodály Educators (OAKE).13  On 1 June 2005, OAKE had 1767 members. The 

membership was broken down into the following categories: active - 1428; corresponding 

– 5; lifetime – 23; retired – 88; student – 116; institutional – 34; library – 56; sustaining – 

17.  The Kodály Envoy is the official publication of the Organization of American Kodály 

Educators. Thirty-One American institutions offered Kodály training in the summer of 

2004, 14 this number increased to thirty-five in the summer of 2005.15  

 The absorption of these methodologies into the fabric of American music 

education can be seen in their influence upon the four recently published elementary 

music textbook series: Share the Music (1995) published by Macmillian/McGraw-Hill 

School Publishing Company; Spotlight on Music (2004) published by 

Macmillian/McGraw-Hill; Silver-Burdett Making Music (2006) published by Pearson 

Education Inc; and Music Expressions™ published by Alfred Publishing Co., Inc. 

 Lauren Colin, Music Expressions Administrative Coordinator for Alfred 

Publishing Co., Inc., responded to a query concerning the incorporation of Orff and 

Kodály methods in the series. Her reply was received via email on 19 July 2005 and 

reads:  

Music Expressions™ is a curriculum designed for elementary general  
music that reflects a combination of effective pedagogical strategies.  
These strategies are based on the active music making approaches and 
foundations of Emile Jacques-Dalcroze, Edwin Gordon, Zoltán Kodály,  
and Carl Orff (Schulwerk) and the movement theory of Rudolf von  

                                                 
13 OAKE: Organization of American Kodály Educators, OAKE Chapters, 5 July 2004, 
<http://www.oake.org/chapters/index.html#Anchor-Eastern-47857>. 
 
14  OAKE: Organization of American Kodály Educators, Kodaly Training, 5 July 2004, 
<http://www.oake.org/training/index.html> (5 July, 2004). 
 
15 OAKE: Organization of American Kodály Educators, OKAE Summer 2005,  24 June 2005, 
<http://www.oake.org/php/summerprograms.php>. 



         5

Laban. They were used to shape and influence the design of instructional 
strategies, vocal development, use of instruments and movement, and  
music literacy component within the curriculum.  Other strategies  
represent those commonly considered among American music educators  
as universal “best practices.” The result is a curriculum with an eclectic 
approach—one that mirrors the practices of many effective elementary  
music educators.16 

 

 Short vita information indicating Orff or Kodály specialties was provided by 

Macmillian/McGraw-Hill for each of the authors and coordinating authors of the Share 

the Music series. Marilyn Copeland Davidson, Dr. René Boyer-White, Margaret 

Campbell-DuGard, Doug Goodkin, Carol King, and Nancy L.T. Miller have all been 

involved with Orff  Schulwerk teaching. Ivy Rawlins has connections to the Kodály 

philosophy.17 The most recent music series by Macmillan/McGraw-Hill, Spotlight on 

Music, was not available for review, but the McGraw-Hill Companies’ web page;  

< http://www.mhschool.com/music/2005/teacher/index.html>, provided some 

information regarding the curriculum. No specific mention of Kodály inspired 

educational practices was found on the web page; however, there was a section devoted 

to Orff lesson plans. This area of the web page contained teaching suggestions and lesson 

plans for using Orff instruments and Orff inspired teaching techniques. Figure 1.1 on the 

following page is one of the featured lesson plans obtained on the McGraw-Hill 

Company’s web page on 7 August 2005. 

 

                                                 
16 Lauren Colin, email to author, 19 July 2005. 
 
17 Judy Bond and others, Share the Music (New York: Macmillian/McGraw-Hill Publishing Company, 
1995), vi & vii. 
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Figure 1.1 
Spotlight on Music Orff Lesson Plan18 

 

                                                 
18 The McGraw-Hill Companies, Spotlight on Music, 7 August 2005, 
<http://www.mhschool.com/music/2005/teacher/teachingideas/orff_orchestration/grade1/Gr1_O5_LittleBla
ck.pdf>. 
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 The Silver-Burdett Making Music series does not provide vita for its authors, but 

information regarding their area of specialization can be found in other sources. Authors 

Jill Trinka and Susan Brumfield have each served as Academic Director of the Portland 

State University Kodály Certification program,19 and thus may be seen as the Kodály 

experts on the creative staff for the publication. Other Kodály experts with the series 

included Rita Klinger, Rochelle Mann, and Maryellen Juda. Representing the Orff 

philosophy are Konnie Saliba, Judith Thomas, and Mary E. Shamrock. Each of these 

educators is a past president of the American Orff-Schulwerk Association (AOSA); 

Saliba and Shamrock were recipients of the AOSA’s Distinguished Service Award.20 

Each textbook series includes Orff arrangements and pitch and rhythm indices of a type 

useful to Kodály inspired educators.  

The impact of Orff and Kodály methodologies can also be seen by examining 

representative samples of textbooks used in teacher preparation. One of the standard texts 

for elementary music methods courses in the 1960s and 1970s was Music in the 

Elementary School by Nye and Nye. The second edition of this book, published in 1964 

had no mention of the Orff or Kodály methods. By 1970 when the third edition was 

printed, both methods were mentioned. The continued interest in the methods is shown 

by the references to each of them in the fifth edition of Music in the Elementary School 

published in 1985.21 Other textbooks that discuss the Orff and Kodály methods include 

Choksy and others’ Teaching Music in the Twenty-First Century, Carder’s The Eclectic 
                                                 
19 David Jimerson, interview by author, 21 December 2004, Portland, OR, Southwest Collections/Special 
Collections Library, Texas Tech University, Lubbock, TX, digital voice recording K-002 
. 
20 Heidi Sue Weisert-Peatow, “Leadership in the American Orff-Schulwerk Association 1968-1998: A 
Delphi Study” (Ed.D. diss., Seattle University, 2002), 80 –  81. 
 
21  Robert Evans Nye and Vernice Trousdale Nye, Music in the Elementary School, 2nd ed.  
(Englewood Cliffs, N.J.: Prentice-Hall, Inc., 1964). 
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Curriculum in American Music Education, and Music in Childhood from Preschool 

through the Elementary Grades by Campbell and Scott-Kassner. 22 Each of these 

provides music educators with an overview of the Orff and Kodály methodologies. 

Teaching Music in the Twentieth Century provides extensive descriptions of the 

Dalcroze, Orff, Kodály, and Comprehensive Musicianship methods; compares their 

fundamental philosophies; provides curricular examples; as well as briefly tracing the 

history of their development. 

In addition to music education textbooks that include brief discussions of the Orff 

and Kodály philosophies, there are several books dedicated to each individual method. 

Prominent among the Kodály texts are four by Lois Choksy, The Kodály Context, The 

Kodály Method, The Kodály Method I, and The Kodály Method II: Folksong to 

Masterwork. 23 Some of the texts focusing on the Orff Schulwerk approach include; 

Warner’s Orff-Schulwerk: Applications for the Classroom, Keller’s Introduction to Music 

for Children, Keetman’s Elementaria, Saliba’s Accent on Orff: An Introductory 

Approach, and Discovering Orff by Frazee and Kreuter.  24    

                                                 
22 Lois Choksy and others, Teaching Music in the Twentieth Century (Englewood Cliffs NJ: Prentice-Hall, 
1986); Lois Choksy and others, Teaching Music in the Twenty-First Century, 2nd ed. (Upper Saddle River, 
NJ: Prentice hall, 2001); Polly Carder, ed. The Eclectic Curriculum in American Music Education, revised 
ed. (Reston, VA: Music Educators National Conference, 1990); Patricia Shehan Campbell and Carol Scott-
Kassner, Music In Childhood from Preschool through the Elementary Grades (New York: Schirmer Books, 
1995.  
 
23 Lois Choksy, The Kodály Context,(Englewood Cliffs, NJ: Prentice-Hall., 1981); Lois Choksy, The 
Kodály Method, 2d ed., (Englewood Cliffs, NJ: Prentice Hall, 1988); Lois Choksy, The Kodály Method I, 
3d ed., (Upper Saddle River, NJ: Prentice Hall, 1999); Lois Choksy, The Kodály Method II: Folksong to 
Masterwork (Upper Saddle River, NJ: Prentice Hall, 1999). 
 
24 Brigitte Warner, Orff-Schulwerk: Applications for the Classroom (Englewood Cliffs, NJ: Prentice-Hall, 
1991); Wilhelm Keller, Introduction to Music for Children , trans. Susan Kennedy (New York: Schott, 
1963); Gunild Keetman, Elementaria, trans. Margaret Murray (London: Schott, 1974); Konnie K. Saliba, 
Accent on Orff: An Introductory Approach (Englewood Cliffs, NJ: Prentice-Hall, 1991); Jane Frazee and 
Kent Kreuter, Discovering Orff (New York: Schott, 1987). 
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These factors: professional organizations devoted to each methodology (AOSA 

and OAKE); teacher training courses offered for each method in several states each 

summer; the inclusion of Orff and Kodály inspired educators as authors to commonly 

adopted music series textbooks; inclusion of Orff and Kodály philosophies and 

techniques in overview of methods texts for music educators; and textbooks for educators 

devoted entirely to one of these methods, provide evidence that the Orff and Kodály 

methods have had significant impact upon music education in the United States. Because 

these methods had a wide ranging effect upon the music education of American children, 

it is worthwhile for music educators to examine their roles in American education. 

 

Purpose and Justification 

 The purpose of the current research is to trace the history of the inclusion of Orff 

and Kodály methodologies in music educator preparation in the State of Oregon.  

Heller and Wilson provide justification for historical research on four grounds. 

(1) to satisfy interest of curiosity, (2) to provide a complete and 
accurate record of the past, (3) to establish a basis for understanding 
the present and planning for the future, and (4) to narrate deeds 
worthy of emulation.25 
 

 
Gottschalk provides a similar compilation of reasons for studying history. 
 

..an idle curiosity about the past of one’s family or one’s locality, the  
urge to explain to oneself the origins of one’s culture, a patriotic  
interest in one’s country’s origins, the desire to understand the social  
background and intellectual atmosphere or to chercher la femme  
(or l’homme), of a great writer, artist, scientist, or leader whose  
work has aroused wonder or admiration, the hope that by understanding  
the past development of a current problem one may better understand  
its present implications, a search for “the lessons of history” that  

                                                 
25 George N. Heller and Bruce D. Wilson, “Historical Research,” Handbook of Research on Music 
Teaching and Learning, Richard Colwell, ed., (New York: Schirmer Books, 1992), 103. 
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will help contemporary man to solve his present problems, the  
wish to find in historical literature effective illustrations for or  
checks upon an argument or a generalization, an absorption with some 
 period of the past for its own sake, and a quest for a learned and genteel  
occupation.26 
 

 Historians have applied these principles to music education. Edward Bailey Birge 

recorded the development of music education during the nineteenth and early twentieth 

century. Other historians continued his work and chronicled the significant events and 

philosophies of the succeeding decades. Contemporary authors Mark and Gary in their A 

History of American Music Education published in 1999 and Keene in A History of Music 

Education published in 1982 are examples of later day music education historians. 

 Birge’s words from the preface to his History of Public School Music in the 

United States, first published in 1928 expressed a sense of urgency: 

It is the purpose of this book to attempt to rescue from oblivion  
certain aspects of public school music which are fast becoming  
legendary.  Available records of more than half of its history are few  
in number. Many of these exist only in the memories of people who  
were children in the middle periods of the nineteenth century.  For  
these reasons the present volume endeavors to describe merely  
the main trend of the evolution of public school music, and to  
account as far as possible for the direction this evolution has taken.27 

 

A similar sense of urgency may be appropriate in the early twenty-first century with 

regard to tracing the history of the Orff and Kodály movements in the United States. 

When these philosophies were first brought to American music educators, both Orff and 

Kodály were alive and active in the field. Orff and his associate Gunild Keetman spent 

                                                 
26 Louis Gottschalk, Understanding History a Primer of Historical Method (New York: Alfred A. Knoff, 
Inc., 1951), 172. 

27 E.B. Birge, History of Public School Music in the United States (Reston, VA: Music Educators National 
Conference, 1966), preface.                                                                                                                                                 
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time in Toronto at the Royal Conservatory’s teacher-training workshop in 1962 attended 

by numerous American music educators.28 Kodály participated in a conference on music 

education in 1966 in Santa Barbara, California.29 Kodály’s death in 1967 and Orff’s in 

1982 brought an end to the first person transmission of philosophy. Their work was 

carried on by their students, who are now aging.  Some who were involved with these 

pedagogues during the early development of the methods have passed away; notably, 

Gunild Keetman (1904-1990) who collaborated with Orff and Jenö Ádám (1896-1982) 

who worked closely with Kodály.  

 The importance of collecting first person data from those involved in the first 

years of the Orff and Kodály movements in a timely manner was illustrated in the work 

of Mary Alice Hein, S.N.J.M. who traveled to Hungary in a Fulbright Exchange Program 

in 1986 to collect oral histories from former students and colleagues of Zoltán Kodály. 

The most senior category of interviewees was that of Kodály’s composition students at 

the Liszt Academy in the years 1921-1925. The number of living former students from 

that era had dwindled by 1986; “Only three of the students…were still living in 1986...”30  

Fortunately Hein’s project was completed in that year. She later reported: “the sense of 

urgency that I had in conducting this research was not unfounded for both Bárdos and 

Kerényi died a few months after the interviews…Rajeczky died two years later.”31 

                                                 
28 Patricia W. Hughes, “Evolution of Orff-Schulwerk (1955 – 1969),” The Bulletin of Historical Research 
in Music Education 14, no. 2 (July 1993), 83. 
 
29 Thomas S. Kite, “The Organization of American Kodály Educators: Its History and Impact on American 
Music Education” (Ph.D. diss., University of Houston, 1985), 46-49. 
 
30 Mary Alice Hein S.N.J.M., ed., The Legacy of Zoltán Kodály: An Oral History Perspective (Budapest: 
International Kodály Society, 1992), 18. 
 
31 Ibid. 
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 A similar situation can be seen with in the Kodály and Orff movements in the 

United States. Mary Helen Richards, who was influential in bringing Kodály’s ideas to 

American music educators, passed away in 1998.  Other pioneers, such as Katinka Dániel 

and Grace Nash, have reached their eighth and ninth decades of life. As time passes, 

music educators will no longer have the benefit of communicating with these and other  

individuals who worked directly with Orff or Kodály.  

  Following Hein’s example, this project will involve the collection and 

preservation of oral histories from individuals who were eye witnesses and active 

participants in the introduction of the Orff and Kodály methodologies in music educator 

preparation. Two of Heller and Wilson’s justifications for historical study:  “to provide a 

complete and accurate record of the past” and “to establish a basis for understanding the 

present and planning for the future”32 will guide the research. Understanding how these 

methods became so fully integrated into American music education may help future 

educators as they develop programs or methodologies that will benefit students. 

 Tracing the history of these movements in the entire United States is beyond the 

scope of any one project; therefore, the current study will examine the inclusion of Orff 

and Kodály methodologies only in the state of Oregon. 

The state of Oregon, which represents a diverse population of students and 

educators will serve as a sample of how these methods have been included in teacher 

preparation. The 2002 estimated population of Oregon was 3,521,515.33 Information 

regarding population of Oregon cities was obtained from the Population research Center 

                                                 
32 Heller and Wilson, “Historical Research,” 103. 
 
33 U.S. Census Bureau, Oregon QuickFacts., July 1 2004, 
<http://quickfacts.census.gov/qfd/states/41000.htms>. 
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of the College of Urban and Public Affairs at Portland State University via the Internet. 

The largest cities in Oregon are on the western side of the Cascade Mountain Range and 

include Portland (550,560), Eugene (144,640), Salem (143,700), Gresham (94,250), 

Beaverton (79,350), Hillsboro (79,940), and Medford (69,220). Bend with a population 

of 65,210 is the largest city east of the Cascade Mountains.34 In addition to large cities, 

Oregon residents make their homes in small towns such as Lonerock in eastern Oregon 

with a population of 20, Brookings on the southern Oregon coast with a population of 

6,050, Sisters (1,490) in central Oregon, and Westfir (330) in the Willamette Valley. 35  

No one state can mirror the whole United States, but Oregon has many things in common 

with the rest of the country as can be seen in the following chart from the U.S. Census 

Bureau. This chart appears as Figure 1.2 and encompasses pages 14 and 15 of the current 

document. The chart was obtained from the U.S. Census Bureau web page on 9 July 2005 

and compares data from Oregon with data from the United States as a whole.  

 

 

 

 

 

 

 

                                                 
34 Population Research Center: College of Urban and Public Affairs: Portland State University, 2004 
Oregon Population Report, 7 August 2005, 
<https://stage.www.pdx.edu/media/p/r/prc_2004_Population_Report.pdf>. 
  
35 Ibid. 
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People Quick Facts Oregon USA 

 
Population, 2003 estimate  
Population, percent change, April 1, 2000 to July 1, 2003  
Population, 2000  
Population, percent change, 1990 to 2000  
Persons under 5yearsold, percent, 2000  
Persons under 18yearsold, percent, 2000  
Persons 65yearsold and over, percent, 2000  
Female persons, percent, 2000  
 
White persons, percent, 2000 (a) 
Black or African American persons, percent, 2000 (a) 
American Indian and Alaska Native persons, percent, 2000 
(a) 
Asian persons, percent, 2000 (a) 
Native Hawaiian and Other Pacific Islander, percent, 2000 (a) 
Persons reporting some other race, percent, 2000 (a) 
Persons reporting two or more races, percent, 2000  
White persons, not of Hispanic/Latino origin, percent, 2000  
Persons of Hispanic or Latino origin, percent, 2000 (b) 
 
Living in same house in 1995 and 2000', pct age 5+, 2000  
Foreign born persons, percent, 2000  
Language other than English spoken at home, pct age 5+, 
2000  
High school graduates, percent of persons age 25+, 2000  
Bachelor's degree or higher, pct of persons age 25+, 2000  
Persons with a disability, age 5+, 2000  
Mean travel time to work (minutes), workers age 16+, 2000  
Housing units, 2002  
Homeownership rate, 2000  
Housing units in multi-unit structures, percent, 2000  
Median value of owner-occupied housing units, 2000  
 
Households, 2000  
Persons per household, 2000  
Median household income, 1999  
Per capita money income, 1999  
Persons below poverty, percent, 1999   

 
3,559,596 
4.0% 
3,421,399 
20.4% 
6.5% 
24.7% 
12.8% 
50.4% 
 
86.6% 
1.6% 
1.3% 
 
3.0% 
0.2% 
4.2% 
3.1% 
83.5% 
8.0% 
 
46.8% 
8.5% 
12.1% 
 
85.1% 
25.1% 
593,301 

22.2 
1,495,582 
64.3% 
23.1% 
$152,100 
 
1,333,723 

2.51 
$40,916 
$20,940 
11.6%  

 
290,809,777 
3.3% 
281,421,906 
13.1% 
6.8% 
25.7% 
12.4% 
50.9% 
 
75.1% 
12.3% 
0.9% 
 
3.6% 
0.1% 
5.5% 
2.4% 
69.1% 
12.5% 
 
54.1% 
11.1% 
17.9% 
 
80.4% 
24.4% 
49,746,248 

25.5
119,302,132 
66.2% 
26.4% 
$119,600 
 
105,480,101 

2.59
$41,994 
$21,587 
12.4%  
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People Quick Facts Oregon USA 

Business QuickFacts 
Private nonfarm establishments with paid employees, 
2001  
Private nonfarm employment, 2001  
Private nonfarm employment, percent change 2000-2001  
Nonemployer establishments, 2000  
Manufacturers shipments, 1997 ($1000)  
Retail sales, 1997 ($1000)  
Retail sales per capita, 1997  
Minority-owned firms, percent of total, 1997  
Women-owned firms, percent of total, 1997  
Housing units authorized by building permits, 2002  
Federal funds and grants, 2002 ($1000)  
 
Geography QuickFacts 
Land area, 2000 (square miles)  
Persons per square mile, 2000  
FIPS Code   

 
101,003 
 
1,364,924 
0.7% 
212,165 
47,665,990 
33,396,849 
$10,297 
6.2% 
27.6% 
22,186 
19,839,214 
 
 
95,997 

35.6 
41  

 
7,095,302 
 
115,061,184 
0.9% 
16,529,955 
3,842,061,405 
2,460,886,012 
$9,190 
14.6% 
26.0% 
1,747,678 
1,901,247,889 
 
 
3,537,438 

79.6

   

 

(a) Includes persons reporting only one race. 
(b) Hispanics may be of any race, so also are included in applicable race categories. 
FN: Footnote on this item for this area in place of data 
NA: Not available        
D: Suppressed to avoid disclosure of confidential information 
X: Not applicable        
S: Suppressed; does not meet publication standards 
Z: Value greater than zero but less than half unit of measure shown 
F: Fewer than 100 firms       
Source: US Census Bureau State & County QuickFacts 
 

 
Figure 1.2 

U.S. Census Bureau “Oregon Quickfacts” 36 

Politically, the urban areas of Oregon tend be more somewhat liberal, while the 

rural areas are more politically conservative.37 The location of population centers and 

rural areas may be seen on the map in Figure 1.3 on the following page. 

                                                 
36U.S. Census Bureau, Oregon Quick Facts,  9 July 2005, 
 < http://quickfacts.census.gov/qfd/states/41000.html>. 
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Figure 1.3 
Oregon Census Urban/Rural Map38 

 
 The western portion of the state has a mild climate and traditionally depended 

upon farming, fishing, and timber industries, while a large portion of the eastern side of 

                                                                                                                                                 
37 “washingtonpost.com,” 9 July 2005, < http://www.washingtonpost.com/wp-
srv/elections/2004/or/prescounties/>. 
 
38 Oregon Health & Science University: Office of Rural Health, Census Urban/Rural, 9 July 2005, 
<http://www.ohsu.edu/oregonruralhealth/census%20urban-rural.pdf>. 
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the state is high desert primarily dependent upon the ranching industry.39 In recent years, 

high tech businesses have become of significance in the Oregon economy.40 The urban 

centers of the state tend to be politically liberal, while rural areas are generally more 

conservative. This was evidenced by the 2004 Presidential elections in which John Kerry 

defeated George Bush in urban Multnomah and Lane counties while George Bush was 

the winner in rural Josephine and Klamath counties.41 

In 2004 there were 1,393 music educators members of the Oregon Music 

Educators Association.42  Many of these music educators received their training in 

Oregon’s public and private university systems.  The Oregon State System of Higher 

Education includes Eastern Oregon University in LaGrande; Southern Oregon University 

in Ashland; Western Oregon University in Monmouth; Oregon State University in 

Corvallis; Portland State University in Portland; and the University of Oregon in Eugene. 

There are numerous small colleges in the state including Corban College in Salem; 

Linfield College in McMinnville; George Fox University in Newberg; Lewis & Clark 

College in Portland; Willamette University in Salem; Warner Pacific College in Portland; 

University of Portland in Portland; and Pacific University in Forest Grove that offer 

                                                 
39 Western Regional Climate Center, Historical Climate Information: Climate of Oregon, 7 August 2005, 
<http://www.wrcc.dri.edu/narratives/OREGON.htm>. 
 
40 Oregon Employment Department, Regional Information Center, 9 July 2005, 
< http://www.qualityinfo.org/olmisj/OlmisZine?zineid=00000010>. 
 
41 washingtonpost.com, Oregon Presidential Results by County, 9 July 2005  
< http://www.washingtonpost.com/wp-srv/elections/2004/or/prescounties/>.  
 
42 Oregon Music Education Association, Oregon Music Educator Directory, 1 July 2004, 
.<http://www.oregonmusic.org/members/directory/>. 
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programs leading to certification to teach elementary music program.43 This diversity will 

allow for comparisons between various styles of teacher preparation programs that may 

reflect such programs in other states. While each geo-political region of the United States 

is unique, the state of Oregon is diverse and may serve as a sample of ways in which Orff 

and Kodály methods came to be included in music educator preparation. 

 

Limitations 

This study will focus on methods of teaching used in elementary general music 

classrooms. While there are numerous methodologies developed for the general music 

classroom, this study will examine only those developed by Carl Orff and Zoltán Kodály.  

Although Oregon music educators are afforded the opportunity to study Orff and Kodály 

methodology at institutions outside of the state, only those programs offered within the 

state of Oregon will be considered for this study.  

 The study will be further limited to consideration of programs devoted solely to 

either Orff or Kodály methodology. As was demonstrated in the brief discussion of the 

inclusion of Orff and Kodály philosophies in music education textbooks, these methods 

have been integrated into the main body of teaching techniques available to music 

educators. According to Debbie Glaze, Coordinator of Music Education at Portland State 

University, an elementary music methods course is required of students applying for an 

Oregon State Teaching Certificate with a music endorsement. 44 That this type of 

                                                 
43 State of Oregon Teacher Standards and Practices Commission, 2005-2006 Oregon Approved Teacher 
Education Program Information, 7 July 2005,  
<http://www.tspc.state.or.us/faqs.asp?op=3&id=0#answer10>. 
 
44 Debbie Glaze, interview by author, 21 February 2005, Portland, OR, tape recording K-004, Southwest 
Collections/Special Collections Library, Texas Tech University, Lubbock, TX. 
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methods course is offered on a regular basis was confirmed by representatives of Eastern 

Oregon University, Western Oregon University, Oregon State University, Portland State 

University, University of Oregon, Southern Oregon University, Linfield College, Pacific 

University, Corban College, and the University of Portland. Each of these courses does 

(2005) include the philosophies and methods of Carl Orff and Zoltán Kodály and is 

required of all music education majors.45 Lewis and Clark College offers only a 

secondary music education program, but a required course, “Historical Trends and 

Current Developments in Music Education” includes the study of Orff and Kodály 

methodologies.46  This evidences that pre-service music educators are introduced to the 

Orff and Kodály methods, but does not provide a rich field for research. Therefore, this 

study will focus on opportunities afforded Oregon music educators for in-depth study of 

either method. 

 

The questions 

The questions guiding the research include: 

1. How and when was the Orff method of music education introduced into the state 

of Oregon? 

2. How and when was the Kodály method of music education introduced into the 

state of Oregon? 

                                                 
45 Teun B. Fetz, email to author, 2005; Tom Bergeron, interview by author, 20 February 2005, via 
telephone, tape recording O-003, Southwest Collections/Special Collections Library, Texas Tech 
University, Lubbock, TX.; Tina Bull, email to author, 19 January 2005; Debbie Glaze, interview by author; 
Randal Moore, interview by author, 16 January 2005, Eugene, OR, tape recording B-001, Southwest 
Collections/Special Collections Library, Texas Tech University, Lubbock, TX.; Fredna Grimland, email to 
author, 20 January 2005; Frosty Lay, email to author 20 January 2005; Michael Burch-Pesses, email to 
author 20 January 2005; George Harashbarger, email to author, 21 January 2005;Virginia Cross, email to 
author 14 July 2005; Regina Pirruccello, email to author, 27 July 2005. 
 
46 David Becker, email to author 18 January 2005. 
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3. Who were the individuals who brought the Orff method to Oregon music 

educators? 

4. Who were the individuals who brought the Kodály method to Oregon music 

educators? 

5. What individuals and organizations influenced the spread of the Orff method 

within the state? 

6. What individuals and organizations influenced the spread of the Kodály method 

within the state? 

7. Is the use of these methods continuing to grow, or have they become static? 

8. Will Orff and Kodály methodologies continue to influence music education in the 

state of Oregon in the future? 

 

Methodology  
 
 Tracing the history of the inclusion of the Orff and Kodály methodologies in 

Oregon music educator preparation was accomplished through the use of three methods: 

the collection of oral histories; examination of primary written sources; consultation with 

secondary print sources. Data were triangulated by comparing information provided by 

multiple primary or secondary sources according to procedures outlined by Bresler and 

Stake.47 

Primary Sources 

 Primary sources for the current research included: oral histories collected via 

interviews conducted by the author; original issues of the Oregon Music Educator, the 

                                                 
47 Liora Bresler and Robert E. Stake, “Qualitative Research Methodology in Music Education,” in 
Handbook of Research on Music Teaching and Learning , ed. Richard Colwell (New York: Schirmer 
Books, 1992), 79. 
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journal of the Oregon Music Educators Association; flyers produced by university 

programs; and flyers produced by the Portland Orff-Schulwerk Association or the 

Southern Washington Kodály Educators.  

 

Oral Sources 

 Due to the nature of oral history research, no action by the Human Subjects 

Review Board was necessary for this study. According to information obtained from the 

Internet at the direction of the Texas Tech Research Services office on 28 June 2004:  

     The U.S. Office for Human Research Protection (OHRP), part  
of the Department of Health and Human Services (HHS), working  
in conjunction with the American Historical Association and the  
Oral History Association, has determined that oral history interviewing 
projects in general do not involve the type of research defined by 
HHS regulations and are therefore excluded from Institutional Review 
Board oversight.48 

 

 Interviewees were first contacted by letter or e-mail. Those interviewees who 

currently reside within Oregon were interviewed in person when feasible. Those residing 

out of state were interviewed over the telephone. Interviews were recorded on audio tape 

using a Radio Shack CTR-123 tape recorder or an Olympus VN-240PC digital voice 

recorder and were subsequently transcribed and preserved as written scripts using the 

word processing program, Microsoft Word.  Telephone interviews were recorded using a 

Radio Shack 43-1237 telephone adaptor.  The interviews (audio recordings and scripts) 

of those who granted their consent will be housed in the Southwest Collection/ Special 

Collections Library at Texas Tech University in Lubbock, Texas.  Following accepted 

                                                 
48 Oral History Association, Oral History Excluded From IRB Review, 28 June 2004. 
< http://www.dickinson.edu/organizations/oha/org_irb.html>. 
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practice in oral history, these sound recordings have not been edited, unless specifically 

requested by the informant. Howarth explains: 

 Once a professional interview has been recorded then that should be  
 regarded as a unique priceless original from which other recordings or  
 copies can be made for a wide variety of purposes.  Whether it is by 
 economical targeted questioning, cutting tape physically with a razor 
 blade or electronic editing on a computer screen, any copy editing, whether 
 to produce extracts for publication, selections for use in reminiscence work 
 or sound bites for broadcasting, means the recording is no longer true 
 primary source oral history and must be treated with appropriate suspicion.49 
 
In an effort to create written transcripts that could easily be read, some extraneous 

verbalizations, such as umm, were not included in the written scripts. This follows 

procedures described by Prögler in “Choices in Editing Oral History: The Distillation of 

Dr. Hiller.”50 

 Each interviewee was given the opportunity to review the transcription of the 

interview and to make corrections or deletions as he or she saw fit. The wishes of the 

interviewees in regard to these deletions have been honored and the transcripts appear in 

the appendices of this document.   

 Questions, techniques, and procedures for interviews were developed following 

guidelines of the American Oral History Association. Guidance in this matter was 

obtained at the “Introduction to Oral History” workshop with instructors Clark Hansen 

and Donna Sinclair, conducted by the Oral History Association in Portland, Oregon on 29 

September 2004. Additional direction in the methodology of oral history collection was 

found in Howarth’s Oral History a Handbook, Phelps’ A Guide to Research in Music 

Education, Heller and Wilson in Handbook of Research on Music Teaching and Learning 

                                                 
49 Ken Howarth, Oral History a Handbook (Gloucestershier, UK: Sutton Publishing, 1998), 10.  
 
50 J.A. Prögler, “Choices in Editing Oral History: The Distillation of Dr. Hiller,” The Oral History Review 
19:1 (Spring-Fall 1992), 1-16. 



         23

(ed. Colwell) and A Field Notebook for Oral History published by the Idaho Oral History 

Center.51 

 

The Interview Process 

 Data collected from the Oregon Music Educator were used to compile a list of 

potential interviewees for the current project. Individuals were selected for inclusion on 

this list because of their roles as university faculty, state officers in the Oregon Music 

Education Association, Orff or Kodály clinicians, members of the Portland Orff 

Schulwerk Association (POSA) or Southern Washington Kodály Educators (SWOKE), or 

State of Oregon Department of Education representatives. Included on the original list 

were Katinka Dániel, Grace Nash, Mary Helen Richards, Wilma Sheridan, Randall 

Moore, Delbert Aebischer, and David Jimerson. 

 Each interviewee was asked to provide salient facts regarding personal dates, 

educational background, and the role played in Oregon music education.  Open ended 

questions were asked and interviewees were encouraged to provide information that they 

believed to be significant.  This often suggested new avenues for inquiry or provided 

names of additional informants.  Because each interviewee played a unique role in the 

inclusion of Orff or Kodály methodologies in Oregon music educator preparation, a 

standard set of interview questions was not appropriate. 

 

Initial Interviewee Profiles 

                                                 
51 Howarth, Oral History; Roger P. Phelps, A Guide to Research in Music Education, 2d ed., (Metuchen, 
NJ: The Scarecrow Press, 1980; George N. Heller and Bruce D. Wilson, “Historical Research,” in 
Handbook of Research on Music Teaching and Learning, Richard Colwell, ed., (New York: Schirmer 
Books, 1992; Stacy Ericson, revised by Troy Reeves, A Field Notebook For Oral History, 4th ed. (Boise, 
ID: Idaho Oral History Center, Idaho State Historical Society, 2001). 
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 Katinka Dániel was and continues (2005) to be a leader in the field of Kodály 

inspired music education. A native of Hungary, Dr. Dániel immigrated to the United 

States in 1960 and began presenting teaching workshops and classes about the Kodály 

philosophy of music education in California that year.52 She presented three workshop 

“sessions on the application of methods of Zoltán Kodály”53 at the University of Oregon 

in 1964. Dániel’s stature as a significant music educator has been confirmed by the two 

recently written dissertations detailing her life and professional activities.54 Dr. Dániel 

graciously consented to an interview that was conducted via telephone on 2 February 

2005. In order to provide the most accurate information, the author traveled to Santa 

Barbara, California on 18 August 2005 to interview Dániel in person.    

 Grace Nash was introduced to the education processes of Carl Orff in Toronto in 

1960. 55 She later became a clinician presenting workshops on the Orff process and later a 

synthesized version of her own development. She presented workshops in Oregon during 

the 1970s as evidenced by the article, “Grace Nash Will Offer Clinics at OMEA 

Convention.”56 Articles by Nash appearing in Clavier and the Music Educators Journal 

                                                 
52 Katinka Dániel, interview by author 2 February 2005, digital voice recording K-003, Southwest 
Collections/Special Collections Library, Texas Tech University, Lubbock, TX.   
 
53 “The University of Oregon School of Music Presents the Thirteenth Annual Conference on Music 
Education,” Oregon Music Educator 15, no. 4 (November-December 1963):17. 
 
54 Jeri W. Bonnin, “Katinka Daniel: Her Life and Her Contributions to Kodály Pedagogy in the United 
States” (Ph.D. diss., University of Oklahoma, 2003); Janice René Ferrell , “A Case Study of Characteristics 
and Means of Person-to-Person Influence in American Kodály Music Education: Katinka Scipiades 
Dániel” (Ph.D., diss., University of North Texas, 2003). 
 
55 Sue Orrell, “The Work of Grace C. Nash in Music Education in the United States, 1960-1990, and Her 
Influence Upon Members of the American Orff-Schulwerk Association in the States of Arizona and 
Colorado (Ed.D. diss., University of Houston, 1995), 34. 
 
56 “Grace Nash Will Offer Clinics at OMEA Convention,” Oregon Music Educator (February-March 
1970): 9. 
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as well as the recent dissertation, “The Work of Grace C. Nash in Music Education in the 

United states, 1960-1990, and Her Influence upon Members of the American Orff-

Schulwerk Association in the States of Arizona and Colorado”57 reiterated her 

significance as a music educator. Mrs. Nash was interviewed via telephone on 19 

February 2005.  

 Mary Helen Richards developed an American adaptation of the Kodály method of 

music education, Threshold to Music, published in 1964.58 She presented workshops in 

Oregon during the 1960s and 70s. 59 Mrs. Richards is no longer living, but Randal A. 

McChesney Executive Director, Richards Institute of Education and Research provided 

salient information regarding her activities via e-mail.  

 Wilma Sheridan was OMEA General Music-Humanities Chair (1972-74), 

Professor of Music Education (beginning as part time Lecturer in 1958 and becoming full 

Professor in 1977) and Dean of the School of Fine and Performing Arts at Portland State 

University (1983 – 1990).60 Sheridan was a founding member of the Portland Orff 

Schulwerk Association and the first professor to include Orff and Kodály pedagogy in 

                                                 
57 Grace C. Nash, “Orff Schulwerk in the Classroom,” Music Educators Journal 50, no.5 (April-May 
1964): 92&93; Grace Nash, “Kodály and Orff,” Clavier 7, no. 6 (September 1968): 16-18; Sue Orrell, “The 
Work of Grace C. Nash in Music Education 1960-1990, and Her Influence Upon Members of the American 
Orff-Schulwerk Association in the States of Arizona and Colorado” (Ed.D. diss. University of Houston, 
1995).  
 
58 Mary Helen Richards, Threshold to Music (Palo Alto, CA: Fearon Publishers, 1964). 
  
59 “University of Oregon School Of Music presents The Fourteenth Annual Conference on Music 
Education,” Oregon Music Educator 14, no.5 (November-December 1964): 8. 
 
60 Wilma Sheridan, email to author, 27 July 2005. 
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music education courses at Portland State University.61 Dr. Sheridan provided 

information via email correspondence. 

 Randall Moore is the current (2005) OMEA Research Chair and was Professor of 

Music Education at the University of Oregon (U of O) from 1974-2004. Dr. Moore 

studied with Mary Helen Richards in California and was a student at the Kodály Institute 

in 1970 and 1971. He taught undergraduate courses in Kodály methodology at the 

University of Oregon and was involved with the U of O’s Orff program.62 

 Delmer W. Aebischer was State Music Consultant for the Oregon State 

Department of Education (1969-1995). He organized several Grace Nash workshop tours 

of the state. As State Music Consultant for twenty-six years, he witnessed the 

introduction and growth of the Orff and Kodály methods in the state. Dr. Aebischer was 

interviewed via telephone (February19, 2005). 

 David Jimerson was Professor of Music Education at Portland State University 

from 1974 to 2004. He was the first Administrative Director of the Portland State Kodály 

Certification Program. Jimerson was interviewed 21 December 2004 in his office at 

Portland State University.  

 Additional subjects for interviews were suggested by the initial interviewees, web 

pages, publications by the Portland Orff Schulwerk Association (POSA), and the 

Southern Washington Kodály Educators (SWOKE). 

 

 

                                                 
61 Peggy McDonnell and Nedra Schnoor, interview by author, 8 October 2004, Beaverton, OR, digital voice 
recording O-001, Southwest Collections/Special Collections Library, Texas Tech University, Lubbock, TX: 
Wilma Sheridan, email to author, 4 May 2004. 
 
62  Randall Moore, interview by author, 16 January 2005. 
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Additional Interviewee Profiles 

 Jill Trinka was the first Academic Director of the Portland State University 

Kodály Certification Program. She also taught the Introduction to Kodály course that was 

offered at PSU prior to the establishment of the Certification Program.  Dr. Trinka was 

instrumental in the organization of the Southern Washington Oregon Kodály Educators. 

Additionally she presented Kodály based workshops at the 2001 Oregon Music Educators 

Conference.63  Trinka was succeeded in the leadership role at Portland State by Susan 

Brumfield of Texas Tech University.  Dr. Trinka was interviewed via telephone 

(February 23, 2005). 

 Susan Brumfield is the current Academic Program Director of the PSU Kodály 

Certification Program. She was on the PSU Kodály faculty as instructor of pedagogy 

prior to assuming the role of Director in 2001. She also presented a clinic for Oregon 

Music Educators Association District 4 fall in-service.64 Dr. Brumfield was interviewed 

via telephone on March 4, 2005 and in person on 10 August 2005 at Portland State 

University. 

 Debbie Glaze succeeded David Jimerson as Administrative Director of the 

Portland State University Kodály Certification Program in 2004. She is currently (2005) 

Associate Professor of Music Education at Portland State University.65 Ms. Glaze was 

interviewed in her office at Portland State 21 February 2005. 

                                                 
63 Jill Trinka, interview by author, 23 February 2005, via telephone, tape recording K-005, Southwest 
Collections/Special Collections Library, Texas Tech University, Lubbock, TX. 
 
64 Susan Brumfield, interview by author, 4 March 2005, via telephone, tape recording K-006, Southwest 
Collections/Special Collections Library, Texas Tech University, Lubbock, TX. 
 
65Debbie Glaze, interview by author, 21 February 2005.  
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 Jennifer Boss was a founding member of the Southern Washington and Oregon 

Kodály Educators (SWOKE) and its first secretary/treasurer.66 She was suggested as a 

possible interviewee by current SWOKE President Kris VanAuken.  Ms. Boss was 

interviewed at her Portland, Oregon home 23 October 2004. 

 Nedra Schnoor and Peggy McDonnell were interviewed with regard to their roles 

as founding members of the Portland Orff Schulwerk Association. Schnoor was 

suggested as a subject by Wilma Sheridan and Peggy McDonnell was contacted as a 

result of a POSA flyer advertising the “Orff 101” workshop in September of 2005. 

McDonnell and Schnoor were interviewed in Beaverton, Oregon October 8, 2004.  In 

addition to providing information related to Orff activities in the Portland metropolitan 

area, Schnoor and McDonnell revealed the brief existence of the Lane Orff Association. 

Follow up discussions with Randall Moore of the University of Oregon and Toni Skelton 

(2004-2006 OMEA Elementary Honor Choir Chair) directed the researcher to additional 

resources for information about that organization. McDonnell and Schnoor continue to be 

active members of POSA (2005).67  

 Schnoor and McDonnell emphasized the importance of support from the music 

industry and suggested Mary Lott of ABA Music and Sylvia Perry of Peripole-Bergerault 

as additional sources of pertinent information. Mary Lott provided information regarding 

her involvement in the music industry and Orff movement via email. 

                                                 
66Jennifer Boss, interview by author, 23 October 2004, Portland, OR, digital voice recording K-001, 
Southwest Collections/Special Collections Library, Texas Tech University, Lubbock, TX. 
 
67 Peggy McDonnell and Nedra Schnoor, interview by author, 8 October 2004, Beaverton, OR, digital voice 
recording, O-001, Southwest Collections/Special Collections Library, Texas Tech University, Lubbock, 
TX. 
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 Debi Noel was interviewed regarding her membership in the no longer active 

Lane Orff Schulwerk Association and as the recorder and movement instructor in the 

University of Oregon’s summer Orff training program.68 Ms. Noel was interviewed in 

Eugene, Oregon on 8 July 2005. 

 Sylvia Perry was interviewed at the offices of Peripole-Bergerault in Salem, 

Oregon on 20 July 2005. Mrs. Perry provided information regarding her experiences in 

the music industry. This interview was not recorded at the request of the interviewee, but 

notes were taken and the information reported in this document has been verified with 

Mrs. Perry. 

 Tom Bergeron is the current (2005) Chairman of the Music Department at 

Western Oregon University (formerly Oregon College of Education). Contact with Dr. 

Bergeron was initiated due to the reference by Stone69 to an Orff study conducted at 

Oregon College of Education in 1968. Dr. Bergeron was interviewed via telephone 20 

February, 2005 and provided information regarding current Orff Schulwerk instruction at 

Western Oregon University.70  

 

Print Sources 

 The initial phase of research involved the examination of past and current issues 

of the Oregon Music Educator, the journal of the Oregon Music Educators Association 

                                                 
68 Debi Noel, interview by author, 8 July 2005, Eugene, OR, digital voice recording, O-004, Southwest 
Collections/Special Collections Library, Texas Tech University, Lubbock, TX. 
 
69 Margaret L Stone, “Kodály and Orff Music Teaching Techniques: History and Present Practice” (Ph.D. 
diss., Kent State University, 1971). 
 
70 Tom Bergeron, interview by author, 20 February 2005, via telephone, tape recording O-003, Southwest 
Collections/Special Collections Library, Texas Tech University, Lubbock, TX. 
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(OMEA).  The date for beginning the journal examination was selected with reference to 

an early Orff clinician, Grace Nash, who presented workshops in Oregon. Nash presented 

numerous Orff workshops in Oregon during the 1970s71. The date of her discovery of the 

Orff process appeared to be a possible starting date for researching articles in the Oregon 

Music Educator. Cole’s “Grace Nash Nine Decades of Graceful Teaching”72 provided 

data that Grace Nash had been introduced to Orff teaching techniques in Toronto in 

1960.Seeking to find the earliest mention of Orff or Kodály teaching in the state, the 

author chose to begin examination of the journals several years prior to Nash’s 

introduction to Orff.  

 Journals from 1954 and 1955 were examined with no mention of Orff or Kodály 

methodologies being found. The earliest reference to either method, “Nye to Demonstrate 

Orff-Designed Instruments,” 73 occurred in the 1956 September-October issue of the 

Oregon Music Educator. All issues of the Oregon Music Educator from 1954 through 

2005 were examined for articles or advertisements pertaining to Orff or Kodály 

methodologies. Copies of a number of these are included within the text of this report. 

These provide primary evidence as to the accuracy of dates and events. 

 Elizabeth Snyder, current director of the Portland State University Haystack 

summer program allowed the author to examine original flyers from that program. Flyers 

produced by the Portland Orff-Schulwerk Association and Southern Washington Oregon 

                                                 
71 Wilma Sheridan, to author, 4 May 2004. 
 
72 Judith Cole, “Grace Nash Nine Decades of Graceful Teaching,” Teaching Music 7, no. 6 (June 2000): 46. 
 
73 “Nye to Demonstrate Orff-Designed Instruments”, Oregon Music Educator 7, no. 1 (September-October 
1956): 27. 
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Kodály Educators were sent to the author by those organizations. When appropriate for 

verification of data, these were copied and excerpts are included in the body of the text. 

 

Digital Sources 

 The Internet was a valuable tool in accessing information regarding the inclusion 

of Orff and Kodály methodologies in Oregon music educator preparation. Web pages 

maintained by colleges and universities in the State of Oregon were consulted to discern 

which institutions offered music educator preparation. These web pages also provided 

contact information for music faculty in those programs. The on-line Directory for the 

Oregon Music Educators Association was accessed for contact information for currently 

active music educators. Web pages maintained by the Organization of American Kodály 

Educators (OAKE) and the American Orff-Schulwerk Association (AOSA) provided 

background information on individuals and further avenues for research. 

 E-mail communications served an important role in the collection of data for this 

project. Some significant music educators were more comfortable with this format, or 

were not available for verbal interviews. Information regarding programs at the 

University of Portland was provided by Professor of Music Dr. Roger Doyle via e-mail. 

Paul Domby, instructor of the University of Portland’s Introduction to Kodály course also 

communicated via email. 

 Information regarding the inclusion of Orff and Kodály pedagogy in Elementary 

Music Methods courses at Oregon colleges and universities without major programs for 

either method were provided by the following:  Dr. Teun B. Fetz of Eastern Oregon 

University, Dr. Fredna Grimland of Southern Oregon University, Dr. David Becker of 
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Lewis & Clark College, Ms. Frosty Lay of Linfield College, Dr. Tina Bull at Oregon 

State University, and Dr. George Harshbarger at Pacific University. These individuals 

were contacted as a result of information gleaned from their institutions’ web pages. 

 

Secondary Sources 

 Research conducted by other scholars and presented either as dissertations or 

articles in journals was of value for this study. These secondary sources served to verify 

information collected from other sources or suggested further areas to research. 

 

Definition  of Terms 

 

Method 

 The author recognizes that the term “method” is not universally accepted by Orff 

or Kodály inspired educators. Orff-Schulwerk is the term often used to describe teaching 

inspired by Carl Orff. This is apparent in the name of the professional organization, 

American Orff-Schulwerk Association, dedicated to his style of music education. Orff 

inspired teachers sometimes refer to their work as the “Orff process.” Dr. Wilma 

Sheridan, retired music education professor at Portland State University recalled Grace 

Nash’s point of view on the matter: “Grace Nash (Orff inspired clinician) would correct 

you if you referred to the "Orff method".  She insisted that it was a "process", not a 

"method".”74 

   Hungarian music educators who worked with Kodály and Ádám did not always 

refer to what they were doing as the “Kodály method.”  
                                                 
74 Wilma Sheridan, to author, 4 May 2004.   
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This was illustrated by Jean Sinor in the Music Educators Journal:  

 There is a story told about a retired Hungarian music teacher who   
 had seen a long and distinguished career in school music. A young  
 friend of hers was visiting one day and, over espresso and pastries,  
 was relating her past experiences as a visiting teacher in Kodaly workshops 
 around the world. The older teacher listened with interest to the tales  
 of warm welcomes, tearful farewells, and lost luggage and then said,  
 “You know, I really have always meant to ask one of you young folks,  
 just what is this Kodály method, anyway? 
 
 The touching irony of this retired teacher’s question is that in the course 
 of her thirty-five years of bringing the joy of music to hundreds of young 
 ears, minds, and hearts, she had not only been practicing the Kodaly 
 method, she had been developing it. What the rest of the world calls 
 the Kodaly method is merely the effort in Hungary inspired by Zoltán 
 Kodály to open to children the beauty available to them through the 
 greatest music.75 
 

Hungarian trained music educator Katinka Dániel indicated that Mary Helen Richards 

was the individual responsible for labeling the system of music education developed in 

Hungary as the Kodály method. 

 Before Mary Helen Richards, nobody had ever heard about Hungarian 
 music education or the so-called Kodály method.  But Mary Helen 
 Richards, since she only met Kodály and he gave her music education 
 materials, she thought Kodály made the method and she is the one who 
 named it the “Kodály Method.”76 
 
Because American music educators commonly use the term “method” to describe a way 

of teaching, that term will be used in this report to refer to the processes of teaching  

music that were guided by Carl Orff and Zoltán Kodály.  

 

 

                                                 
75 Jean Sinor, “The Ideas of Kodály in America,” Music Educators Journal 83, no. 5 (1997): 37. 
 
76 Katinka Dániel, interview by author, 2 February 2005. 
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Music Educator Preparation 

 For the purposes of this study, music educator preparation will be defined broadly 

to include: undergraduate course work leading to certification as a music educator; 

graduate course work in music education; and workshops or clinics related to music 

education. In the state of Oregon, teachers are required to participate in continuing 

education events after they receive their initial certification. Because the Portland Orff 

Schulwerk Association and the Southern Washington and Oregon Kodály Educators offer 

workshops that are applicable to the continuing education program, these organization 

may be seen as a participants in Oregon music educator preparation. The Oregon Teacher 

Standards and Practices Commission (TSPC) oversees teacher licensing and requires 

each licensed music educator to have an officially approved plan for on-going 

professional development. Figure 1.4 provides information regarding regulations for pre-

service training, initial licensure, continuing licenses, and career educator status in the 

state of Oregon. This information was available from the Oregon Teacher Standards and 

Practices Commission website on 12 July 2005. 

 
THE FOUR-TIER LICENSURE DESIGN 

The Initial License authorizes an educator to work with a specific authorization level and 
recognizes that the educator has met the competencies to be licensed.  In order to meet the 
requirements for the first Continuing License during the first 3-6yearsof teaching, the educator 
gains greater depth and breadth I knowledge, skills, and competencies in all areas of the 
Standards, Continuing License holders renew every five years by demonstrating successful 
experience and successful completion of a CPD Plan. 
  
Pre-Service Preparation   Initial License   Continuing 

License 
  Career 

Educator 
Approved 
Teacher 
Education 
Programs 
4, 5 & 

  
 

  
  

College 
Recommendation 
and Licensure 
Tests 

  
 

  
  

        
Out-of-
State 

  
 

TSPC Evaluation 
and Licensure 
Tests 

  
 

Characteristics
  
• •          Four 

Authorizations 
Early Childhood  
(3yearsto Gr. 4) 
Elementary (Gr. 3-8) 
Middle Level ( Gr. 5-
10) 

  
  
  
  
  
  
  

 

Characteristics 
  
• •          Four 

Authorizations 
Early Childhood  
(3yearsto Gr. 4) 
Elementary (Gr. 3-8) 
Middle Level ( Gr. 5-
10) 

  
  
  
  
  
  
  

 

Characteristics
  

• •          Valid for 5 
years 

• •          Renewal 
Contingent upon: 
successful 
completion of 
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Alternative 
Entry 
Business, 
Industry 
Military 

  
 

TSPC 
Evaluation, 
Licensure Tests 
and CPD Plan 

  
 

High School (Gr. 7-
12) 
  
• •          New 

Teacher Support 
  
• •          Valid for 3 

years, renewable 
once 

High School (Gr. 7-
12) 
• •          Three 

years of 
successful 
teaching 
experience 

• •          Masters 
Degree 

• •          
Completion of an 
approved  
Continuing 
License Program 
of NBPTS 
Certification 

CPD or NBPTS 
Certificate. 

• •          
Curriculum, 
building, and 
community 
leadership. 

• •          District, 
state, national 
professional 
recognition. 

• •          Assist all 
students to meet 
high standards. 

  
Initial License 

An Initial License allows an educator to 
work with one or maybe two age groups of 
students by gaining an authorization as 
either a general or special educator. 
• •          Provision is made for entry into 

profession from a variety of 
backgrounds. 

• •          Licenses are issued for four 
authorization levels. 

• •          Teaching specialties or 
endorsements are indicated on the 
license. 

• •          The Initial License is valid for 
three years and can be renewed only 
once. 

• •          The district is expected to 
provide mentoring to the beginning 
teacher. 

• •          The educator completes 
requirements for a Continuing License 
while holding a valid Initial License 

Continuing License 
Research and experience for the first 
Continuing License, educators must 
hold a Masters degree, complete an 
approved program, or gain NBPTS 
certification to demonstrate advanced 
professional competencies. 
• •          To qualify for the first 

Continuing License, educators 
must hold a Masters degree, 
complete an approved program, or 
gain NBPTS certification to 
demonstrate advanced 
professional competencies. 

• •          All educators with an initial 
license will be required to 
demonstrate advanced 
professional competencies. 

• •          Verify three years of one-half 
time or more teaching experience 
in Oregon schools. 

Career Educator 
Once educators obtain the first 
Continuing License, they 
become Career Educators.  
The Career Educator engages 
in the practice of life-long 
learning.  This license must be 
renewed every five years 
throughout  the career. 
• •          Renewal of the 

Continuing License is 
based on successful 
teaching experience and 
completion of a CPD Plan. 

• •          An educator who 
gains a national Board for 
Professional Teaching 
Standards Certificate 
meets the renewal 
requirements. 

• •          Integrate 
competencies to enhance 
learning for all students. 

 
Continuing Professional 
Development Plans 

--CPD PHASE-IN SCHEDULE-- 

Renewal 
Year 

CPD Units 
Required 

License Type 

2002 25 Basic, Standard & 
Continuing 

2003 50 Basic, Standard & 
Continuing 

2004 75 Basic, Standard & 
Continuing 

2005 75 
100 

Basic 
Standard & Continuing 

• •         Educators holding Basic, 
Standard or Continuing Licenses 
must complete a CPD Plan in order to 
renew the license. 

• •         Educators who hold Initial 
Licenses are not required to complete 
CPD Plans 

• •         TSPC has identified six domains 
of professional competencies on which 
to focus CPD Plans 

• •         Educators will choose one of the 
two options for CPD Plans-individual 
or  district. 

  
  
  
  
  
  

2006 75 
125 

Basic 
Standard & Continuing 

 
 

Figure 1.4 
Oregon Teachers Standards and Practices Commission Licensure Design 77 

                                                 
77 Teacher  Standards and Practices Commission, Teacher Licensure for 21st Century Schools, 12 July 2005 
< http://www.tspc.state.or.us/pub.asp?id=15>.  
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Educators attending workshops sponsored by organizations such as the Portland Orff 

Schulwerk Association and the Southern Washington and Oregon Kodály Educators 

receive certificates entitling them to Professional Development Unit (PDU) credit. Figure 

1.5 is a PDU certificate issued for attendance at a workshop hosted by the Southern 

Washington and Oregon Kodály Educators. 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

 

 

Figure 1.5 
Southern Washington and Oregon Kodály Educators  

Professional Development Certificate78 
 

 

                                                 
78 “Make and Take Manipulatives.” Southern Washington and Oregon Kodály Educators, Professional 
Development Certificate.  
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Levels Training 

 Both the American Orff-Schulwerk Association and the Organization of 

American Kodály Educators endorse programs of teacher education. These programs, 

generally offered as two week summer workshops, offer in depth training in each 

methodology. The classes are typically affiliated with a college or university and 

participants may elect to receive undergraduate or graduate credit for the courses. The 

programs are designed to present intense training for teachers with different skill levels. 

There are three levels of Orff training and three or four (depending upon the 

configuration of the program) levels of Kodály training.79 These courses are often 

referred to as levels training. AOSA’s goals statement reads: “the intent of training 

courses is to prepare students to use the materials and procedures that are part of the Orff 

Schulwerk instructional model in public and private school classrooms and other 

educational setting.”80  

 

Orff Schulwerk 

 According to Shamrock, since 1988 the use of the hyphenated Orff-Schulwerk is 

to be used only by Schott, Inc. and its affiliates and in the official title of the American 

                                                 
79 American Orff-Schulwerk Association, Institutions Offering AOSA Approved Orff Schulwerk Teacher 
Training Courses, April 2005, 24 June 2005 < http://www.aosa.org/forms/2005Summerlist.pdf>; 
Organization of American Kodály Educators, Institutions Offering Kodály Courses and Workshops, 11 July 
2005 < http://www.oake.org/php/summerprograms.php>. 
 
80 Arvida Steen and others, Guidelines for Orff Schulwerk Teacher Training Courses: Levels I, II, III, 
revised ed. (Cleveland, OH: American Orff-Schulwerk Association, 1997), ii. 
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Orff-Schulwerk Association. All other uses of the term are to be non-hyphenated, as in 

Orff Schulwerk courses.81 

 

Authentication 

 Every effort has been taken to authenticate the information presented in this 

document. When sources presented conflicting data and neither could be authenticated by 

a third source, both were presented as being of equal validity. It must be remembered that 

many interviewees were being asked to recall events that occurred thirty or forty years 

ago and it may be expected that exact times and dates will not be recalled with 100% 

accuracy. Minor discrepancies will not invalidate the report and future research may be 

able to resolve any such issues. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
                                                 
81 Mary Shamrock, Orff Schulwerk: Brief History (Cleveland, OH: American Orff-Schulwerk Association, 
1995), foreword. 
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CHAPTER II 
 
 

Review of Related Literature 

 Numerous studies have focused upon the educational work of Carl Orff and 

Zoltán Kodály, but no project has involved tracing the history of both methods in one 

state.  Examination of research indicates that historical studies generally are conducted 

less frequently than experimental or descriptive studies. Sanders analyzed the 

dissertations found in Zoltán Kodály: A Guide to Research by Houlahan and Tacka and 

discovered “that only 11.9% are historical studies while 52.5% are descriptive and 35.6% 

are experimental.”82 Looking at a broader sample of research, Yarbrough found that in 

the first thirty-one years of publication, the Journal of Research in Education, 17% of the 

published studies were historical in nature, 3.6% philosophical, 32.1% experimental, 

40.6% descriptive, .6% behavioral, and 6.1% fell into the category of other. Thus, 

confirming that historical research is less often addressed than descriptive or 

experimental modes of inquiry. The current study will be limited to an historical 

perspective. 

 The Review of Related Literature is divided into two sections: section one 

examines dissertations related to the history of the Orff and Kodály movements in the 

United States; section two presents information regarding journal articles of an historical 

nature. While a wide variety of studies have examined both Orff and Kodály 

methodologies, this review of literature will focus on those of an historical nature, or that 

have relevance to music education in the state of Oregon. Those dissertations pertaining  

                                                 
82 Paul D. Sanders, “Historical Research on the Kodály Approach in the United States,” Kodály Envoy 26, 
no. 4  (Summer 2000): 13. 
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to the Orff method will be presented first; those presenting information on the Kodály 

method, second; and those related to both methods will be documented in a third section. 

 

Dissertations 

 The Orff and Kodály philosophies of music education were brought from Europe 

to the United States during the 1950s and 1960s. The first dissertations dealing with these 

methodologies were written in the early 1970s. 

 

Dissertations Discussing Orff Methodology 

 First Search accessed on 11 July 2005 indicated that Rees Garn Olson’s 1964 

dissertation, “A Comparison of Two Pedagogical Approaches Adapted to the Acquisition 

of Melodic Sensitivity in Sixth Grade Children: The Orff Method and the Traditional 

Method” was the earliest dissertation related to Orff methodology published in the United 

States.83  

 Of more interest to the present study was “Orff Schulwerk in North America, 

1955-1969 (United States, Canada)” by Patricia M. Osterby, This provided a 

comprehensive report on the subject. Interviews collected from charter members of the 

American Orff Schulwerk Association and other influential Orff inspired educators were 

                                                 
83 First Search Dissertation Abstracts Online List of Records, Orff, 11 July 2005, 
<http://newfirstsearch.oclc.org/WebZ/FSHome?next=html/home.html:bad=html/home.html:sessionid=sp02
sw05-58920-ec3wx13z-6wek7a:entitypagenum=7:0;> Rees Garn Olson, “A Comparison of Two 
Pedagogical Approaches Adapted to the Acquisition of Melodic Sensitivity in Sixth Grade Children: The 
Orff Method and the Traditional Method” (Ph.D. diss., Indiana University, 1964). 
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an integral part of the project. The use of oral history to trace the history of the Orff 

movement provides a precedent for the current project.84 

 Segments of Mary Shamrock’s 1988 dissertation, “Applications and Adaptations 

of Orff Schulwerk in Japan, Taiwan, and Thailand,” were reorganized into a new 

publication, Orff Schulwerk: Brief History, Description and Issues in International 

Dispersal. This provided a concise history of the development of the Schulwerk in 

Germany as well as descriptions of its dispersal to other countries and continents.85 

 De Lois Wimmer’s 1993 dissertation, “The Organization of the American Orff 

Schulwerk Association From 1968-1980 and Its Influence Upon Music Education in 

America” included biographical information on Carl Orff; his childhood, education, 

compositions, work with the Güntherschule, and development of the Schulwerk. The 

remainder of the project chronicled the history of the AOSA. Oregon’s chapter of AOSA, 

the Portland Orff-Schulwerk Association (POSA), is mentioned in the minutes of 1974 

AOSA annual business meeting which are included in the Wimmer work.86  

 “The Work of Grace C. Nash in Music Education in the United States, 1960-1990, 

and Her Influence Upon Members of the American Orff-Schulwerk Association in the 

States of Arizona and Colorado” completed in 1995 by Sue Orrell documented the work 

of one specific music educator. Grace C. Nash was an early American proponent of Orff 

Schulwerk and later developed a synthesized educational philosophy based upon ideas of 

Orff, Kodály, Laban, and Weikart. Workshops presented by Nash in the State of Oregon 
                                                 
84 Patricia M. Osterby, “Orff Schulwerk in North America, 1955-1969” (Ed.D. diss., University of Illinois, 
1988).  
 
85 Mary E. Shamrock, Orff Schulwerk: Brief History, Description, and Issues in Global Dispersal 
(Cleveland, OH: American Orff-Schulwerk Association, 1995).  
 
86  De Lois Wimmer, “The Organization of the American Orff Schulwerk Association From 1968-1980 and 
Its Influence Upon Music Education in America” (Ed.D diss., University of Houston, 1993), 125. 
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were referred to in Orrell’s work. This dissertation provided biographical information on 

Grace Nash, including catalogues of her publications and information regarding her 

participation in Orff workshops and training programs. Additionally the discussion of 

Phyllis Weikart is pertinent to the current study as Ms. Weikart will present a workshop 

in Oregon in January of 2006.87 

 The 2002 dissertation by Heidi Sue Weisert-Peatow, “Leadership in the American 

Orff-Schulwerk Association 1968-1998: A Delphi Study” presented the history of the 

American Orff-Schulwerk Association (AOSA) with an emphasis on the leaders of the 

organization. Considered in this category were past presidents of AOSA and recipients of 

AOSA’s Distinguished Service Awards. Nine AOSA leaders who have presented clinics 

in Oregon were discussed by Weisert-Peatow they were: Grace Nash (Distinguished 

Service Award, 1989), Barbara Grenoble (Distinguished Service Award, 1990), Jane 

Frazee (Distinguished Service Award, 1992, and AOSA President 1976-77), Konnie K. 

Saliba (Distinguished Service Award, 1994 and AOSA President, 1974-75), Arvida Steen 

Distinguished Service Award, 1997 and AOSA President, 1980-81), Nancy E. Ferguson 

(AOSA President, 1977-78), Millie Burnett (AOSA President, 1981-82), Janice Rapley 

(AOSA President, 1983-84),  and Judith A. Thomas (AOSA President 1984-85).88 

 

 

 

                                                 
87 Sue Orrell, “The Work of Grace C. Nash in Music Education in the United States, 1960-1990, and Her 
Influence Upon Members of the American Orff-Schulwerk Association in the States of Arizona and 
Colorado” (Ed.D. diss., University of Houston, 1995), 41 – 42.  
 
88 Heidi Sue Weisert-Peatow, “Leadership in the American Orff-Schulwerk Association 1968-1998: A 
Delphi Study” (Ed.D. diss., Seattle University, 2002), 80 – 81. 
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Dissertations Discussing Kodály Methodology 

 Sister Lorna Zemke’s doctoral dissertation; “The Kodály Method and a 

Comparison of the Effects of a Kodály-Adapted Music Instruction Sequence and a More 

Typical Sequence on Auditory Musical Achievement in Fourth-Grade Students,” 

completed in 1972 is perhaps the earliest  project focused solely on the Kodály concept of 

music education. According to Zemke; “I was told, though I have never verified it, that 

this dissertation was the first in English completed totally on Kodaly and his music 

system.”89 An internet search using FirstSearch: Dissertation Abstracts On-Line 

conducted on May 26, 2005 revealed no dissertations dedicated exclusively to Kodály 

music education prior to Zemke’s.90   

 While the Zemke project was not primarily historical in nature; it did provide 

brief background information on Kodály, music education in Hungary, Hungarian music 

educator Katinka Dániel, and other significant events in the Kodály movement. The 1966 

music education conference at Stanford University in which Kodály participated, and the 

1970 international Kodály Seminar in Kecskemét, Hungary were included. These events 

are significant to the current study as Katinka Dániel presented the first Kodály based 

workshop in the State of Oregon and Norman Weeks who was a Kodály clinician in 

Oregon attended the Stanford University event.  

                                                 
89 MusicStaff Teacher Lounge Article 26 , An Interview with Sister Lorna Zemke: Master Kodaly Educator; 
26 May 2005, <http://www.musicstaff.com/lounge/article26.asp>, 3.  
 
90FirstSearch: Dissertation Abstracts On Line, Kodály,  26 May,2005, 
<http://newfirstsearch.oclc.org/WebZ/FSFETCH?fetchtype=searchresults:next=html/records.html:bad=erro
r/badfetch.html:resultset=1:format=BI:recno=1:numrecs=10:sessionid=sp02sw13-44293-e97ar94e-
qpufuc:entitypagenum=55:0>. 
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 Portions of Zemke’s work were extracted and organized into a new publication, 

The Kodály Concept…its History, Philosophy, and Development first published in 1977. 

Zemke explained: 

 The material contained in this book is a section extracted from a  
 doctoral dissertation on the Kodály Concept written by the author. 
 Since the appearance of the dissertation, requests for copies of this 
 material have been numerous, resulting in the present publication.91 
 
The entire bibliography of the original work (which was included in the excerpted 

publication) provided a comprehensive list of sources related to Kodály inspired music 

education that were available in 1972. 

 The focus of the 1973 dissertation by Arpad A. Darázs, “A Study of the Zoltán 

Kodály Approach to Music Reading and Its Application to the High School selective 

Choral Organization” provided an example of Kodály’s philosophy in action. In addition 

to the application portion of the work, an extensive historical background of the Kodály 

method was provided.92 This study is of particular interest as Darázs had trained in 

Hungary before escaping during the uprising against the Communists93 and thus was able 

to present a first-person interpretation of the original work by Kodály and other 

Hungarians. 

 Marvin Albert McDaniel’s 1974 dissertation, “A Comparison of Music 

Achievement Test Scores of Fourth-Grade Students Taught by Two Different 

Methods…Kodály (Threshold to Music) and Traditional (Making Music Your Own) is 

                                                 
91 Sister Lorna Zemke, The Kodály Concept…its History, Philosophy, and Development, (Champaign, IL: 
Mark Foster, 1977), vii. 
 
92 Arpad A. Darázs, “A Study of the Zoltán Kodály Approach to Music Reading and Its Application to the 
High School Selective Choral Organization” (Ed.D. diss., Teachers College, Columbia University, 1973), 
47 – 135. 
 
93 Ruth G. Frost, “Orff and Kodály: New Teaching Methods,” Music Journal 20, no. 2 (February 1962): 67. 
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related to the present project in that Threshold to Music author, Mary Helen Richards 

presented several workshops in Oregon.94 The inclusion of Richards’ publications in the 

McDaniel study indicated that Oregon music educators were receiving training from 

nationally a recognized clinician.95  

 K. Bernard Schade provided a limited amount historical background on the 

Kodály method in his 1976 dissertation, “An Analysis of the Melodic Characteristics of 

Pentatonic Music in Selected American Folk Song Collections and Recommendations for 

their Use with the Kodály Approach.” No specific mention is made of events in Oregon, 

but both Mary Helen Richards and Katinka Dániel were discussed.96 These two educators 

had impact upon the inclusion of the Kodály method in Oregon. 

 Sara B. Bidner’s “A Folk Song Approach to Music reading for Upper Elementary 

Levels Based on the Kodály Method” was a project to collect and analyze folk tunes to be 

used with the Kodály sequence of teaching in the upper elementary grades. It contained 

biographical information on Kodály and a short history of the development of his 

philosophy in Hungary. The chapter dealing with the spread of the Kodály method to the 

United States includes the work of Mary Helen Richards and Katinka Dániel. “Dániel 

                                                 
94 Randal Moore, interview by author, 16 January 2005;  Wilma Sheridan, email to author, 4 May 2004; 
Katinka Dániel, interview author 2 February 2005, interview K-003. 
 
95 Marvin Albert McDaniel, “A Comparison of Music Achievement Test Scores of Fourth 
Grade Students Taught By Two Different Methods…Kodály (Threshold to Music) and Traditional (Making 
Music Your Own)  (Ph.D. diss., Louisiana State University and Agricultural and Mechanical College, 
1974). 
 
96 K. Bernard Schade, “ An Analysis of the Melodic Characteristics of Pentatonic Music in Selected 
American Folk Song Collections and Recommendations for their Use with the Kodály Approach” ( Ed.D. 
diss., University of Oklahoma, 1976). 
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gave the first Kodály workshop in the United States in 1963, first at the University of 

California at Los Angeles, and then at the University of Oregon.”97   

 Thomas S. Kite documented the introduction of Kodály philosophies into 

American music education and the founding of the Organization of American Kodály 

Educators in his 1985 dissertation, “The Organization of American Kodály Educators: Its 

History and Impact on American Music Education.” Relevant to the current project were 

references to the work of Mary Helen Richards in the 1960s; the 1966 Santa Barbara, 

California conference with Kodály; the 1967 work in Hungary by Denise Bacon and 

Betsy McLaughlin; the Kodály program at Holy Names College; the founding of the 

Kodály Musical training Institute; as well as the main focus of the work, the Organization 

of American Kodály Educators.98 Each of the individuals mentioned had a connection to 

Oregon music educators as a clinician presenting workshops in the state, as a leader of 

courses attended by Oregon music educators, or as a program to which Oregon music 

educators were invited. Details of these events will be provided in the body of the current 

study. 

 Jeri W. Bonnin’s 2003 dissertation, “Katinka Dániel: Her Life and Her 

Contributions to Kodály Pedagogy in the United States” provided biographical details of 

Dániel’s life including her workshop presentation at the 1964 music education conference 

in Eugene, Oregon. 99  Interviews with Dániel herself provided much of the information 

for this dissertation, while other information was obtained through colleague and student 
                                                 
97 Sara B. Bidner, “A Folk Song Approach to Music Reading for Upper Elementary Levels Based Upon the 
Kodály Method”( Ph.D. diss., Louisiana State University, 1978). 
 
98 Thomas S. Kite, “The Organization of American Kodály Educators: Its History and Impact on American 
Music Education” (Ph.D. diss., University of Houston, 1985), 46-49. 
 
99 Jeri W. Bonnin, “Katinka Daniel: Her Life and Her Contributions to Kodály Pedagogy in the United 
States” (Ph.D. diss., University of Oklahoma, 2003), 50. 
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questionnaires. Like other similar works, this included historical background on the 

development of Kodály’s philosophies in Hungary and the work of Jenö Ádám. It 

chronicled Dániel’s life in Hungary, education, teaching career, marriage, years of 

separation caused by the iron curtain, immigration to the United States, her role in 

bringing the Kodály concept of music education to American music educators, and her 

publications. The inclusion of an oral history component in this dissertation validates the 

use of that methodology as a useful tool in researching the history of music education. 

 Dániel was also the focus of Janice René Ferrell’s dissertation “A Case Study of 

Characteristics and Means of Person-to-Person Influence in American Kodály Music 

Education: Katinka Scipiades Dániel” (2003). In addition to the main portion of the 

study, Ferrell included biographical information on Dániel and noted her workshop 

presentation in Oregon.100 

 

Dissertations Discussing Both Orff and Kodály Philosophies 

 Margaret L. Stone’s 1971 dissertation, “Kodály and Orff Music Training 

Techniques, History and Present Practice,” was  

 concerned with (1) the Kodaly music method in Hungary, (2) the Orff-Schulwerk 
 approach in Germany and Austria, and (3) the development and use of these 
 in the United States. This study makes available a comprehensive analysis 
 of the Orff and Kodaly techniques and materials for use by music teachers, 
 college music instructors, administrators and elementary teachers.101 
 

                                                 
100 Ferrell, “A Case Study of Characteristics and Means of Person-to-Person Influence in American Kodály 
Music Education: Katinka Scipiades Dániel,” 27. 
 
101 Margaret l. Stone, “Kodaly and Orff Music Training Techniques; History and Present Practice”(Ph.D. 
diss., Kent State University, 1971), 1. 
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Stone’s work included a report about a study that was conducted in 1968 at Oregon 

College of Education (currently Western Oregon University). Robert B. Glasgow and 

Dale G. Hamreus addressed “the feasibility of adapting Orff-Schulwerk techniques for 

use in American elementary schools.”102 The mention of the Glasgow study in the Stone 

dissertation led to the acquisition of the original report, which will be discussed in the 

body of the current work. 

Articles  

 As this dissertation will trace two strands of thought in music education; those of 

Carl Orff and Zoltán Kodály, the review of articles will reflect those strands with each 

being considered separately. Articles related to the Orff process will be considered first; 

those related to Kodály’s philosophy will be considered second; articles containing 

references to both methods will be discussed as a third category. 

 Early articles appearing in music education journals were concerned primarily 

with defining, explaining, defending, or criticizing the Orff process. As a natural 

introduction to those articles, many authors included some historical background on Carl 

Orff, the Orff-Schulwerk in Germany, and often an explanation of how this philosophy 

was introduced to American music educators. As time progressed, quantitative studies 

examining aspects of the Orff approach were conducted and their results disseminated to 

music educators through professional journals. More recently, retrospective articles have 

appeared in publications. These commemorated anniversaries of professional 

organizations, celebrated centenaries of prominent individuals in a movement, or served 

as memorial tributes to leaders. The current review of related literature will be limited to 

those articles with historical components or related to the Orff process in the state of 
                                                 
102 Ibid., 36. 
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Oregon. Two categories of publications were considered for this review; those created for 

the total music education profession and those targeting music educators interested 

specifically in the Orff-Schulwerk and related issues.  

 

Articles Discussing Orff Methodology 

 An early article about Carl Orff and the Schulwerk by Breuer appeared in the 

Music Journal in 1957.103 In 1964 Thresher explained Orff’s philosophy, provided 

information regarding American versions of the Orff texts, and offered criticisms of the 

Orff methodology and philosophy.104  Providing the information regarding the English 

versions of Orff texts is related to the current study as it provides a historical perspective 

on the availability of these for Oregon music educators. 

 Arnold Walter translated Carl Orff’s “The Schulwerk – Its Origin and Aims” for 

the Music Educators Journal in 1963. Here in Orff’s own words was the description of 

the history and development of the Schulwerk. Walter also recorded some of the ways 

through which the Schulwerk was brought to Canada and the United States.105 

 Grace Nash discussed Orff’s methodology in the April-May 1964 Music 

Educators Journal. This article provided dates and background information that were of 

assistance in understanding how Oregon music educators’ use of the Orff process 

compared to that in other regions of the country. Nash reported: 

 “the Orff Music for Children was introduced in the Middlefork School, 
                                                 
103 Robert Breuer, “The Magic World of Carl Orff,” Music Journal 15, no. 3 (March 1957): 56-60. 
 
104 Janice M. Thresher, “The Contributions of Carl Orff to Elementary Music Education,” Music Educators 
Journal 50, no. 3 (January 1964): 43-48. 
 
105 Carl Orff, “The Schulwerk – Its Origins and Aims,” trans. Arnold Walter, Music Educators Journal 49, 
no. 5 (April-May 1963): 69. 
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 Northfield, Illinois, in 1960 on an experimental basis; elective after school 
 classes for two or three groups of children.  Then in 1962 it was adopted as 
 the regular music curriculum for first, second, and third grades in the pilot 
 program of music education being carried on in conjunction with the Music 
 Center of the North Shore, Winnetka, Illinois, schools where Herbert Zipper is  
 director.106 
 
Nash strongly supported the Orff method and espoused its value for children; “The Orff 

method assures development, musical growth, and individual progress for each child. No  

child remains static.”107 This article was of significance for the present study as it 

presented background on the qualifications of Grace Nash who was instrumental in 

introducing the Orff process to Oregon music educators and provided an insight into the 

philosophy of music education that she brought to Oregon. 

  Hamm presented historical background relating to the situation of music 

education in Germany in the first quarter of the twentieth century continuing through the 

development of the Orff process and indicating that the Orff method was of interest to 

American music educators. This article was of particular interest to the current study as it 

mentioned the work of German music educator Cesar Bresgen who spent time at the 

University of Oregon in 1962.108  

 In 1986, Shamrock provided concise historical background of the Orff Schulwerk, 

components of Orff teaching, the American Orff Schulwerk Association, the spread of 

Orff’s ideas to other countries, and teacher training in the United States.109 This article 

                                                 
106  Nash, “The Orff Schulwerk in the Classroom,” Music Educators Journal, 50, no. 5 (April-May 1964): 
92. 
 
107 Nash, “Orff Schulwerk in the Classroom,” 93. 
 
108 Paul L. Frank, “Orff and Bresgen as Music Educators,” Music Educators Journal 50. no.4 (February-
March 1964): 62.  
 
109 Mary Shamrock, “Orff Schulwerk: An Integrated Foundation,” Music Educators Journal 72, no.6 
(February 1986): 51-55. 
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was reprinted in the Music Educators Journal in 1997.110 Hughes concentrated her 

reporting on the early history of the Orff-Schulwerk in North America. This made 

available important background information as to how Orff workshops came to be 

presented in Toronto from whence Grace Nash obtained her inspiration that was then 

transported to Oregon music educators. This journal article was a distillation of Patricia 

Osterby’s dissertation, “Orff Schulwerk in North America (1955-69).” 

 A retrospective on the work of Grace Nash was presented in the article, “Grace 

Nash Nine Decades of Graceful Teaching” by Judith Cole. Cole provided biographical 

details of Nash as a person and as an educator. She documented Nash’s introduction to 

Orff Schulwerk, her decision to develop her own synthesized method of teaching. Cole 

discussed the philosophies of Laben, Kodály, and Weikart that were used by Nash in her 

synthesized method. The discussion of Phyllis Weikart is of interest to the current study 

as Weikart  is scheduled to  present workshops at the January 2006 Oregon Music 

Educators Conference in Eugene, Oregon.111 

 The Orff Echo is the quarterly journal published by the American Orff-Schulwerk 

Association. At times articles appearing in The Orff Echo address historical topics. A 

case in point was the spring 2005 issue that was devoted to articles commemorating the 

centenary of Gunild Keetman. The personal reminiscences of AOSA members provided a 

model for the current study.112  Several articles of significance to the current study were 

                                                                                                                                                 
 
110 Mary Shamrock, “Orff Schulwerk: An Integrated Foundation,” Music Educators Journal 83, no.6 (May 
1997): 41-44. 
 
111 Judith Cole, “Grace Nash Nine Decades of Graceful Teaching,” Teaching Music 7, no.6 (June 2000): 46 
– 47. 
 
112 The Orff Echo 37, no.3 (Spring 2005). 
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found in two AOSA publications, Orff Re-Echoes Book I and Orff Re-Echoes Book II.113 

Editor of these compilations, Isabel McNeill Carley explained the purpose of them in her 

preface to Orff Re-Echoes Book I. 

      Since there is still little solid material on the Orff approach readily 
 available in English, there seemed a real need for a collection of serious 
 articles of permanent value.  In response to this need, the National 
 Board of the American Orff Schulwerk Association authorized the  
 Editorial Committee to put together a book of reprints from the first 
 eight years of the Orff Echo and the official Supplements.114 
 
 
As indicated by Carley,  the articles appearing in the Orff Re-Echoes I and II first 

appeared in the Orff Echo or its supplements, however, the Orff Re-Echoes volumes do 

not include original publication dates, therefore, these articles will be cited as found in 

the Re-Echoes volumes.  

 Carl Orff’s own “Orff-Schulwerk: Past & Future” reprinted in Orff Re-Echoes 

Book I provided a concise history of the movement in the founders own words. His oft 

quoted “I should like to describe Schulwerk as a wild flower” 115 statement appeared 

 in this article: 

 I should like to describe Schulwerk as a wild flower.  I am a  
passionate gardener so this description seems to me a very suitable one.   
As in Nature plants establish themselves where they are needed and  
where the conditions are favourable [sic], so Schulwerk has grown from  
ideas that were rife at the time and that found their favourable conditions  
in my work.  Schulwerk did not develop from any preconsidered [sic] plan – 
I could never have imagined such a far-reaching pone – but it came from a  
need that I was able to recognize as such. It is an experience of long standing  

                                                 
113 Isabel McNeill Carley, ed. Orff Re-Echoes Book I , 2d ed., reprint (Cleveland, OH: American Orff-
Schulwerk Association, 2004);  Isabel McNeill Carley, ed. Orff Re-Echoes Book II  (Lakemont, GA: 
American Orff-Schulwerk Association, 2004). 
 
114 Carley, Orff Re-Echoes I, v. 
 
115 Carl Orff, “Orff-Schulwerk: Past & Future,” in Orff Re-Echoes Book I, 2d ed., reprint ed. Isabel McNeill 
Carley, ed.  (Cleveland, OH: American Orff-Schulwerk Association, 2004), 3.  
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that wild flowers always prosper, where carefully planned, cultivated plants  
often produce disappointing results.116 
 

 This article provided accurate background information regarding the development of the 

Orff Schulwerk.  

 Other articles in this volume were related to the current study in that they 

discussed the development of the method in Germany. Gerheuser provided information 

regarding the contributions of Gunild Keetman to the Orff Schulwerk while Orff 

explained how the Orff xylophone came into being.117 

 A second volume of Orff Re-Echoes was published in 1984. This included “the 

best articles from Volumes IX – XV of the Orff Echo.”118 Gunild Keetman recalled the 

activities at the Güntherschule in the years after World War I and the destruction of the 

building in 1945. This article provided first person descriptions of course work and ways 

in which the program developed.119 As a first person report of significant events in the 

development of Orff Schulwerk, it provided a model for the current study.  

 A detailed history of the use of the recorder and xylophone in the Orff process 

was provided by Orff himself in “How the Orff-Instruments Came into Being.” This 

                                                 
116 Ibid., 3. 
 
117 Friedrum Gerheuser, “Gunild Keetman’s Contribution to the Schulwerk,” in Orff Re-Echoes Book I, 2d 
ed., reprint ,ed. Isabel McNeill Carley, ed.  (Cleveland, OH: American Orff-Schulwerk Association, 2004), 
10-12; Carl Orff, “How the Orff Xylophone Was Born,” in Orff Re-Echoes Book I, 2d ed., reprint ed. Isabel 
McNeill Carley, ed.  (Cleveland, OH: American Orff-Schulwerk Association, 2004), 13. 
 
118 Isabel McNeill Carley, ed. Orff Re-Echoes Book II , (Lakemont, GA: American Orff-Schulwerk 
Association, 1985), v. 
 
119 Gunild Keetman, “Reminiscences of the Güntherschule,” in Orff Re-Echoes Book II, Isabel McNeill 
Carley, ed. (Lakemont, GA: American Orff-Schulwerk Association, 1985), 3-7. 
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translated and condensed article provided details not found in other sources.120  An 

historically significant event was the 1962 University of Toronto Summer School. A 

speech made by Orff at that event was reprinted in Orff Re-Echoes Book II with this 

statement by editor, Isabel McNeill Carley: 

 Last summer, I came across this speech which Orff gave at the  
 famous University of Toronto Summer School in 1962.  As far  
 as I know, it has never been published before...This demonstration  
 provided me, and most of my fellow-participants, our very first 
 exposure to the magic of the Orff approach.121 
 
 
Doreen Hall’s “Music for Children,” Past, Present, Future” provided background 

information concerning the development of the Orff Schulwerk on the North American 

continent. Of particular interest to the present project were references to the development 

of teacher education programs focused upon the Orff approach.122  Segments of an 

interview with Carl Orff were presented by Jane Frazee in “Notes From a Visit with Carl 

Orff: January 19, 1977.” The interview format allowed Orff to respond to questions and 

to define the Schulwerk in his own terms.123 

 Carl Orff died in 1982 at the age of 86. Orff Re-Echoes Book II reprinted 

memorial tributes to Orff by Norman Goldberg, Sister Christine Weber, and Joachim 

                                                 
120 Carl Orff, “How the Orff-Instruments Came into Being,” trans. and condensed by Margaret Murray, in 
Orff Re-Echoes Book II, Isabel McNeill Carley, ed. (Lakemont, GA: American Orff-Schulwerk 
Association, 1985), 8 – 10. 
 
121 Carl Orff, “Demonstration with Recordings: University of Toronto, July 1962,” in Orff Re-Echoes Book 
II, Isabel McNeill Carley, ed. (Lakemont, GA: American Orff-Schulwerk Association, 1985), 11-14. 
 
122 Doreen Hall, “Music For Children,” Past, Present, Future,” in Orff Re-Echoes Book II, Isabel McNeill 
Carley, ed. (Lakemont, GA: American Orff-Schulwerk Association, 1985), 15-17. 
 
123 Jane Frazee, “Notes From a Visit with Carl Orff: January 19, 1977,” in Orff Re-Echoes Book II, Isabel 
McNeill Carley, ed. (Lakemont, GA: American Orff-Schulwerk Association, 1985), 18-19. 
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Matthesius.124 Sister Christine Weber was from Portland, Oregon and was a founding 

member of the Portland Orff-Schulwerk Association. 

 

Articles Discussing Kodály Methodology  

 Articles related to Kodály inspired music education were found in formats similar 

to those related to the Orff process. Many explained, defined, or defended the Kodály 

philosophy. As a natural introduction to those articles, many authors included some 

historical background on Zoltán Kodály, the origins of his work with children in 

Hungary, and means through which these ideas were brought to the United States. As 

time progressed, quantitative studies examining aspects of the Kodály concept were 

conducted and their results disseminated to music educators through professional 

journals. More recently, retrospective articles have appeared in publications. These may 

commemorate anniversaries of professional organizations, celebrate centenaries of 

prominent individuals in the movement, or serve as memorial tributes to leaders. The 

current review of related literature will be limited to those articles with historical 

components or related to the Kodály method in the State of Oregon. 

 An early article on the Kodály method was written by Mary Helen Richards in 

1963. 125 This appeared in the June-July issue of the Music Educators Journal and thus 

would have been available to music educators in Oregon six months prior to Richards’ 

appearance at a conference in Eugene, Oregon. Articles providing background 
                                                 
124 Norman Goldberg, “In Memoriam,” in Orff Re-Echoes Book II, Isabel McNeill Carley, ed. (Lakemont, 
GA: American Orff-Schulwerk Association, 1985), 20-21; Sister Christine Weber, “In Memoriam: Carl 
Orff,” in Orff Re-Echoes Book II, Isabel McNeill Carley, ed. (Lakemont, GA: American Orff-Schulwerk 
Association, 1985), 21; Joachim Matthesius, “In Memoriam, Carl Orff,” Orff Re-Echoes Book II, Isabel 
McNeill Carley, ed. (Lakemont, GA: American Orff-Schulwerk Association, 1985), 22. 
 
125 Mary Helen Richards, “The Legacy from Kodály,” Music Educators Journal 49, no.6 (June-July 1963): 
27-30. 
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information on Kodály’s life, his work with music education, and the educational system 

in Hungary include those by Böszörmenyi-Nagy, Kokas, Forrai, McLaughlin-Moll, 

Legany, and Sinor.126 These provide relevant background material to assist in 

understanding the method currently under study. Understanding of the means through 

which Kodály’s techniques spread through out other parts of the United States and other 

countries helped to place the Oregon process in historical context.  

 Eyre was primarily concerned with Kodály’s involvement with the International 

Society for Music Education (ISME). The 1964 ISME conference in Budapest played a 

role in the international dissemination of Kodály’s ideas. László Eösze was quoted: 

 As I look back at the whole international spread of Kodály’s educational 
 philosophy, it seems to me that the 1964 ISME conference was the turning 
 point.  The fact that it was held in Budapest and that there were many  
 papers and children’s class demonstrations was an important factor in the 
 recognition by other music educators of the value of Kodály’s ideas.127 
 
 Tacka and Houlahan’s overview of political and educational climate in the United 

States during the years in which the educational philosophy and technique of Zoltán 

Kodály were being introduced to America 128 was helpful in placing the Oregon events in 

a broader context. 

                                                 
126Bela Böszörmenyi-Nagy, “The Kodály Legacy,” Clavier 7, no. 6 (September 1968): 16 & 17; Klara 
Kokas, “Kodály’s Concept of Music Education,” Council for Research in Music Education Bulletin 22 
(Fall 1970): 49-56; Katalin Forrai, “The Practical Realization of Kodály’s Concepts of Music Education,” 
Musart 22, no. 5 (1970): 18, 44-48; Elizabeth McLaughlin-Moll, “ The Significance of the Kodály 
Conception in America,” Musart 23, no. 3 (January 1971): 8&9; Dezso Legany,  “Kodály’s World of 
Music in His Childhood and Early Years,” Studia Musicologica Academiae Scientiarum Hungaricae 22 
(1980): 333-323; Jean Sinor,” Music Educators Journal 83, no. 5 (1997): 37 “The Ideas of Kodály in 
America,”, 32-37 and Music Educators Journal 83, no. 5 (March 1997), 37-43.  
 
127 Kim Eyre, “Principal Themes: Kodály’s Contribution to ISME: Music Belongs to Everyone,” Canadian 
Music Educator 45:2 (Winter 2003): 35-36. 
 
128 Philip Tacka and Micheál Houlahan, “A Historical Perspective for the Introduction of the Kodály 
Concept in the United States,” Studia Musicologica Academiae Scientiarum Hungaricae 32 (1990): 263-
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  An article by Russell-Smith published in 1967 defined the basic components and 

educational philosophy of Zoltán Kodály, included some historical background, and 

explained the curricular sequence.129 The following year Dániel documented her 

presentation at the University of Oregon in an article published in Clavier. In this she 

explained the Kodály method and included photographs of her students at the San Roque 

Elementary Schools in Santa Barbara, California.130 

 The Kodály Envoy and the International Kodály Society Bulletin are dedicated to 

information regarding the Kodály philosophy of music education. The Kodaly Envoy is 

published by the Organization of American Kodály Educators (OAKE). The Envoy has 

existed since 1974131 and at times has published retrospective articles that recall 

significant events in the life of Zoltán Kodály, the work of other Kodály inspired 

pedagogues, music education in Hungary, or the history of the Kodály movement in the 

United States. Numerous articles and reports from the Kodály Envoy were of value for 

the present study. 

 The International Kodály Society Bulletin is published by the International 

Kodály Society and includes articles and research reports on Kodály inspired teaching 

from around the world. At times, these may focus on activities of Kodály educators or 

programs in the United States. Some were found to be relevant to the current study. 

 No articles were found to describe Kodály teacher training in Oregon. One article 

specifically detailing the inclusion of Kodály methodology in northwest music educator 

                                                 
129 Geoffry Russell-Smith, “Introducing Kodály Principles into Elementary Teaching,” Music Educators 
Journal 54, no.3 (November 1967): 43 – 45. 
 
130 Katinka Dániel, “The Kodály Method,” Clavier 7, no. 6 (September 1968): 20 – 21. 
 
131 The Kodály Envoy 1, no. 1 (March 1974).  
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training “Kodály Music Development in Pacific Northwest” by Shirley Linscott and 

Norman Weeks132 was discovered. This article was concerned with the inclusion of 

Kodály inspired music education in the Seattle, Washington public schools, but is of 

import to the present study as one of the authors, Norman Weeks, presented Kodály 

workshops at the Portland State University summer program held at Cannon Beach, 

Oregon.  

  The Summer 2005 issue of the Kodály Envoy listed OAKE endorsed certification 

programs in Tempe, Arizona; Provo, Utah; Fresno, California; Columbus, Ohio; Fort 

Collins, Colorado; Oakland, California; North Hollywood, California; Lake Charles, 

Louisiana; Lincoln, Nebraska; Boston, Massachusetts; New York, New York; Plano, 

Texas; Portland, Oregon; Manitowoc, Wisconsin; San Marcos, Texas; West Hartford, 

Connecticut; Denton, Texas; Norman, Oklahoma; St. Paul, Minnesota; Chattanooga, 

Tennessee; and  Princeton, New Jersey.133 This verifies the national acceptance of the 

Portland State University Kodály Certification Program and places it in context with 

other programs across the country. 

 Retrospective articles appearing in the Kodály Envoy or International Kodály 

Society Bulletin include those by Strong, Bacon (1982),Bergonzi, Zemke (1995), Hein, 

Bacon (1998), Choksy, Bacon (2001), Hickey, Zemke(2002), and Ringer.134 Each of 

                                                 
132 Shirley Linscott and Norman Weeks, “Kodály Music Development in Pacific Northwest,” Kodály Envoy 
1, no. 3 (1975): 6-8. 
 
133 “OAKE-Endorsed Certification Programs,” Kodály Envoy 31, no. 4 (Summer 2005): 49. 
 
134 Alan Strong, “Kodály in America: 1966,” Kodály Envoy 18, no. 1 (Summer 1991): 4-8;  Denise Bacon, 
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         59

these provided information and insights into the Kodály movement in the United States, 

and included a connection to educators who have influenced music education in the state 

of Oregon. These connections will be made in the body of this dissertation. 

 Hickey was the only author referring specifically to the presence of Kodály 

inspired music education in Oregon. Referring to Hungarian music educator Katinka 

Dániel, she reported: “At the 1964 Northwestern MENC Music Conference in Eugene, 

Oregon, she demonstrated Kodály’s 333 Elementary Exercises.”135 

 Miller discussed reasons for the quick acceptance of the Kodály pedagogical 

sequence by American music educators. He placed the Kodály movement within the 

context of educational reform of the early 1960s and looked at Kodály inspired teaching 

in comparison to the music education typically offered to American children in the 

1950s.136 

  Zemke recounted that she traveled to Hungary in 1972 with Norman Weeks, Sr. 

Mary Alice Hein, Denise Bacon, and Lois Choksy.137 Norman Weeks presented Kodály 

workshops for the Portland State University summer program at Cannon Beach, Oregon.

 Related to the oral history method used for this study, that of oral history, was 

                                                                                                                                                 
23, no.4 (Summer 1997): 10-13; Denise Bacon, “The Impact of the Kodály Philosophy on American 
Education,” Kodály Envoy 24. no.4 (Summer 1998): 6&7; Lois Choksy, “The Kodály Movement: Past, 
Present & Future,” Kodály Envoy 26. no.3 (Spring 2000): 5-7; Denise Bacon, “History in the Making…A 
Musical Revolution,” Kodály Envoy 28, no.1 (Fall 2001): 9-12; Katherine Hickey, “OAKE Lifetime 
Achievement Award 2001: Katinka Scipiades Dániel and the Kodály Movement,” Kodaly Envoy 28, no.1 
(Fall 2001): 6 – 8; Lorna Zemke, “Kodály Music Education: Reminiscences and Challenges,” Kodály 
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Hein’s “The Kodály School - An Oral History Perspective.”138 This report on her 

research in Hungary on a Fulbright Research Grant provided insights into the type of 

information that can be gleaned through the oral history process.  

 Mary Helen Richards was memorialized by Sr. Mary Alice Hein in The Kodály 

Envoy in 1999. This brief memorial tribute mentions Richards’ contributions to the 

Kodály movement in the United States.139 

 Ringer shared personal reflections on Kodály teaching methods and the spread of 

the Kodály philosophy in the United States. This reflective article presented a first person 

view of Kodály himself140 and is somewhat similar to the oral history methodology 

employed in the present study. 

 

Articles Discussing Both Orff and Kodály Methodologies 

 Some authors elected to present discussion of Orff and Kodály methodologies in 

the same article. Frost discussed both methods in 1962. Her article included a photograph 

of Orff instruments, reports on the Orff and Kodály programs at the Third Street School 

in New York City, and a description of the fundamental points of each method.141 This 

helps to place the Oregon activities in chronological perspective with what was occurring 

in other parts of the country.  
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 Bacon (1969) reported on her study of Orff and Kodály teaching processes in 

Europe. She summarized her impressions of the methods and their potential for American 

music educators: 

 The Kodály and Orff concepts could create a musical revolution in this 
 country that would lead to a musically literate child and eventually to a 
 national audience for good music.  I believe we should not throw out 
 everything and start over again; we have much that is good that we should 
 keep; but, we must keep open minds and try to use the best of many methods 
 for whatever they can offer us.142 
 
Bacon is connected to music education through Randall Moore, Professor of Music 

Education at the University of Oregon for thirty years who studied with her in 1970 and 

71.143 

 Livingston placed Orff and Kodály in the context of other educational 

philosophies imported from Europe. She discussed the impact of Pestalozzi, Dalcroze, 

Kodály, and Orff; their impact upon American education; and how American educators 

changed and adapted those methods to fit into the American culture.144 

 The review of literature reveals that the methods of music education developed by 

Carl Orff and Zoltán Kodály have been deemed of significant importance to warrant 

study. The discovery that historical research about these methods has been published 

indicates that maintaining an historical record of their profession is of importance to 

music educators. While numerous studies have focused on the Orff and Kodály methods, 

and some of those are historical in nature, none has traced the history of both methods in 

one specific state. The current study will fill a gap in the research and provide insight into 
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the processes through which new ideas are introduced and subsequently adopted by 

music educators. 
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Chapter III 
 

The Orff Process 
 

Carl Orff Biographical Information 
 
 
 Carl Orff was born in Munich Germany on July 10, 1895 and died in the same 

city on March 29, 1982. In the ensuing years he made his mark on the world as a 

composer and music educator. Orff was born into a family that enjoyed music; he began 

to study the piano, cello, and organ at the age of five. He attended the 

Ludwigsgymnasium from 1905 to 1907, the Wittelsbacher Gymnasium from 1907 to 

1912, and the Munich Academy of Music from 1912 to 1914. He was drafted into the 

Germany military during the final stages of World War I, was wounded at the front, and 

subsequently released from active duty. After his active military service; Orff accepted 

positions as conductor at the Mannheim National and Darmstadt Court Theaters and 

studied composition with Heinrich Kaminski.145  

 Orff is perhaps most well known as a composer. His works include Eliland, ein 

Sang vom Chiemsee (1911), Tanzende Faune (1914), Des Turmes Auferstehung (1920), 

Antigonae (1941-49), Die Bernauerin (1944-6), Oedipus der Tyrann (1951-8), 

Prometheus desmotes (1963-7), and De temporum fine comoedia (1970-71). Audiences in 

the United States most likely have the greatest familiarity with his Carmina Burana 

(1936).146 Carmina Burana, premiered in 1937, is a dramatic vocal work for chorus, 
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         64

soloists, and orchestra based on 13th century Latin and German poems. 147 The popularity 

of the work may be seen in the fact that an online search using the search engine Google 

conducted on 9 August 2005 revealed approximately 8,980 entries for the topic “Carmina 

Burana performances in United States 2004.” 148 

 

The Güntherschule 

 In the years following World War I, Orff became interested in the work of Mary 

Wigman, founder of the modern-dance movement in Germany.149  The founders of this 

new dance form “were interested in a more elemental and organic form growing from the 

body’s natural movement, rather than contrived elements combined with separately 

conceived music.” 150 Orff’s involvement with dance and movement continued and 

expanded in 1924 when he joined Dorothee Günther, an artist and writer,151 to found the 

Güntherschule in Munich for a student population of female teenagers and adults.152 The 

Güntherschule was “an educational centre for gymnastics, rhythmic movement, music 

and dance; it was within these surroundings that he developed his concept of elementare 

Musik, a synthesis of gesture, poetic language and music that was later to fertilize his 
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personal musical style and from which his Schulwerk would eventually evolve.”153Over 

the next six years at the Güntherschule, Orff developed his ideas using improvisation and 

creation as central elements of his activities. He described this endeavor: “here I saw a 

possibility of working out a new kind of rhythmical education, and of realizing my ideas 

about a reciprocal interpenetration of movement and music education.”154 

 Percussion instruments such as rattles and drums were used as part of the creative 

activities at the Güntherschule, but the ensemble lacked a melody instrument.  In 1926, 

while Orff was searching for the appropriate instrument, he was contacted by two 

Swedish sisters who worked with puppet theatre. They wished to discuss the possibility 

of using an ensemble similar to that at the Güntherschule with their puppet shows. Orff 

and the sisters met twice. Upon their second meeting the sisters talked of their travels, 

discussed gamelan orchestras. [The gamelan is an instrumental ensemble from Indonesia,  

“composed of sets of tuned bronze gongs, gong-chimes, metallophones, drums, one or 

more flute, bowed and plucked string instruments, and sometimes singer” (the web 

site<http://www.seasite.niu.edu/Indonesian/BudayaBangsa/Gamelan/Main_Page/main_p

age.htm#Introduction > provides audio examples of gamelan music from Bali and 

Java)].155 The sisters indicated that “they felt that the xylophone was particularly 

appropriate for the puppet theatre … and promised him [Orff] that they would try to 

procure for him a Gamelan xylophone.”156 Some weeks later Orff did indeed receive a 

package containing a large African xylophone with the message, “Greetings from Africa. 
                                                 
153 Alberto Fascine, “Orff, Carl,” The New Grove Dictionary of Music and Musicians, 558. 
  
154 Carl Orff, “Orff-Schulwerk: Past & Future,” 3. 
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Lycka till!” (Swedish for “Good Luck”).”157 The impact of this new instrument on Carl 

Orff was significant. “This African xylophone not only initiated a new state in his 

education work but also provided an important point of departure for all his subsequent 

compositions.”158 However pleasing the sound of the African xylophone, this was not an 

instrument easily reproduced in Germany in the 1920s. Consequently, Orff was advised 

against attempting to have xylophones built and turned instead to the recorder as 

suggested by, Curt Sachs, the director of the State Collection of Musical Instruments and 

respected music historian.159  

 While waiting for the recorders to arrive, Orff received a second type xylophone 

as a gift. This new xylophone was of a simpler design and made a significant impact 

upon Orff’s work.  In a speech given at the inauguration of the new Studio 49 [producers 

of “Orff instruments”] factory Orff recalled that momentous event. 

 I was sent, through friends, a Kaffir piano [xylophone type instrument],  
 which was found in the port of Hamburg, where a sailor had brought  
 it from Cameroon.  It was indeed an extremely simple affair; 
 a small, square wooden box, with German lettering on it “100 plank  
 nails”- the sort of box one sees lying about on every building-site. Twelve  
 tuned palisander staves were attached to the open side of the box with string.   
 A primitive hammer, with a head bound in cloth, belonged to the instrument.  
 The timbre of this instrument was surprisingly good, however, and thus the 
 unsurpassably simple model had been found.160 
  
This xylophone (Kaffir piano) from Cameroon became the model for the next instrument 

in Orff’s ensemble.  

                                                 
 
157 Carl Orff, “How the Orff-Instruments Came into Being,” 8. 
 
158 Ibid., 8. 
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 German harpsichord builder, Karl Maendler, was called upon to recreate the 

Kaffir piano. Maendler built the first instrument for Orff’s ensemble in 1925.  

Maendler used Brazilian rosewood for these trough-type xylophones.   
The rosewood bars were suspended on a shapely wooden frame  
that curved the far ranges of the row of bars upward.” ...Orff desired  
the xylophone bars to be arranged in one row, unlike the notes of a 
piano keyboard, so that a chromatic glissando could be played. The  
chromatic glissando of these instruments is well recognized in some  
of Orff’s major compositions that utilized the instrumentarium;  
Antigonae and Oedipus featured glissando passages...161  
  

The first Maendler-built xylophone was referred to as an alto-xylophone. It was soon 

followed by a soprano xylophone, then a chromatic tenor xylophone, and a bass 

xylophone. The bars of the first Maendler xylophones were attached by a system of laces 

that was later replaced by a design using a system of nails on the sound box.162 

 In addition to adding significant instruments to the Güntherschule ensemble, the 

mid 1920s brought two significant individuals to the school. In 1926, young adults, 

Gunild Keetman and Maja Lex, enrolled as students in the Güntherschule. Lex and 

Keetman eventually remained at the Güntherschule as faculty members made significant 

contributions to the work of Carl Orff and the Güntherschule. “Lex founded the 

Güntherschule Dance Group in 1930, and Keetman formed and directed the dance 

orchestra.”163 Keetman also made important contributions to the development of the Orff 

Schulwerk as co-author with Carl Orff of Music for Children; as a educator of both 

                                                 
 
161 Vivian Velásquez, “Tuned Idiophones in the Music Education of Children: The History of Orff 
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children and teachers; and in particular with her recorder work.164 When the recorders 

arrived at the Güntherschule: 

  Keetman derived the fingerings of the instruments (since no fingering  
 charts were available), and discovered the recorder’s potential in the  
 work. In percussion instruments sounds dissipates quickly, but with  
 the use of the recorder, sustained notes were  possible.…As Sachs  
 had predicted,  the recorder worked naturally with the school’s  
 existing percussion instruments and movement. Within weeks,   
 Keetman began teaching recorder to the students at the school.165 
 
With the Maendler built xylophones and the recorders, Orff’s instrumental ensemble was 

nearly complete. Ultimately the musicians also used spinet, portative organ, 

metallophones, glockenspiels, timpani, cellos, viola da gambas, guitars, and lutes as well 

as a variety of un-pitched percussion to create their elemental music.166 

 The work at the Güntherschule resulted in the publication in 1930 of the  

first edition of Schulwerk called Rhythmic-Melodic Exercises.  Further  
books followed in quick succession: Exercises for Percussion and Hand  
Drums; Exercises for Timpani; Exercises for Barred Percussion Instruments;  
Exercises for Recorders; and Dances and Instrumental Pieces for Different 
Instruments.167 
 

 In 1936, music and movement from the Güntherschule was featured at the 

opening ceremonies of the Summer XI Olympics held in Berlin Germany. The staging of 

this event utilized the talents of several members of the Güntherschule faculty.  

 The design, costumes and choreography for the tableaus were  
by Dorothee Günther, with Lola Harding-Irmer staging rehearsals with  
schoolgirls from Berlin.  Orff wrote four pieces of music. Keetman took  
charge of rehearsing and directing the musicians.168 
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Orff’s activities at the Güntherschule were curtailed as Europe was engulfed in World 

War II. In July of 1944, the Nazi party “confiscated the building for its own use. In 

January 1945 the school was bombed and burned, destroying forever the materials, 

equipment, and documentation that had been assembled.” 169  

 The work at the Güntherschule prior to World War II had been primarily with 

adults; after the war, Orff was encouraged to follow a different path. In 1948, the 

discovery of a recording from the Güntherschule days by an official of Bavarian Radio, 

Dr. Panofsky, brought Orff’s work to the attention of the radio network. Orff received a 

call asking; “Could you write us some music on these lines? Music that children might be 

able to play by themselves? We think that it would appeal to them. Three or four 

broadcasts perhaps?”170  

 As Orff contemplated the idea, he came to the conclusion that singing and speech 

should become part of the process. “Movement, singing, and playing became a unity. I 

would not have undertaken to write some “children’s pieces” for the radio in addition to 

the work I was already doing, but the idea of a new musical education suitable for 

children fascinated me.”171 The broadcasts were created with children between the ages 

of eight and twelve, using what instruments could be salvaged from the destroyed 

Güntherschule. These broadcasts, begun in the autumn of 1948, lasted for five years and 
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“laid the groundwork for five basic volumes which appeared between 1950 and 1954. 

Their title- Music for Children.”172  A later development involved television productions 

of the Orff Schulwerk in process with Gunild Keetman featured as the instructor. “The 

focus of each film is the text, Orff Schulwerk: Musik fur Children, Volume I.”173 

 Due to the fact that the majority of instruments had been destroyed when the 

Güntherschule was bombed; Orff had to find a way to reproduce them. He recounted: 

at this point Klaus Becker, a young instrument maker who had worked  
under Karl Maendler, stepped into the breach and made the first pitched  
percussion instruments as best he could with the materials that were then  
available.  The very next year, as the difficulties of obtaining the best 
 materials lessened, he was able to start his musical instrument factory,  
Studio 49.  And here, in collaboration with me, he has continued the  
development of instruments.174 
 

 The instruments produced by Studio 49 and similar corporations that followed 

have come to be known as the Orff instrumentarium. These instruments have become the 

recognized hallmark of Orff inspired music education, and although many un-tuned 

percussion instruments are used in the Orff process, the barred percussion instruments are 

most frequently referred to as “Orff instruments”. 

 The radio and later television broadcasts of the Orff Schulwerk being used with 

children were successful and by 1953 “courses in Orff Schulwerk were offered at the 

Mozarteum for its own students and for interested outsiders.”175 
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The Orff Approach 

 The work with elemental music and movement begun by Carl Orff  and Dorothee 

Günther at the Güntherschule and further developed with Gunild Keetman in the Music 

for Children I volumes (five in all) provided the foundation for what is known as the Orff 

approach to music education. In the work with elemental style by Orff and Günther  

music and dance were broken down into their simplest component parts  
and these parts were mastered through performance…It was important to  
Orff and Günther from the very start that the students physically  
experience beat, meter, tempo, and rhythm, that they express these  
elements in dance and through instruments, doing rather than learning 
 about.176 
 

Orff inspired music educators refer to their work as the Orff process or Orff approach, 

and avoid the term method. Gillespie in Choksy and others Teaching Music in the 

Twenty-First Century emphasized this: “the word process is paramount in Orff-

Schulwerk, and the keys to the Orff process are exploration and experience.”177 

 The components of what is often referred to as Orff Schulwerk or simply the Schulwerk 

are: 

(1) exploration – discovery of the possibilities available in both sound 
and movement; (2) imitation – developing basic skills in rhythmic speech 
and body percussion, in rhythmic and free movement through space, and in 
singing, and in playing instruments – nonpitched percussion, the special  
Orff pitched percussion, and the recorder as melody instrument; (3) 
 improvisation – extending the skill with these components to the point  
where each individual can initiate new patterns and combinations as  
well as contribute to group activity based on this ability; (4) creation –  
combining material from any or all of the previous phases into original  
small forms such as rondos, theme and variations, and mini-suites; and  
of special significance, transforming literary material into miniature  
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         72

“theater pieces’ through whatever components seem appropriate…178 
 

Orff inspired teaching is process oriented, with teachers guiding “the students to reach 

short or long term goals. In a larger perspective, the Schulwerk is considered a process 

rather than a product-oriented methodology.”179 As was stated in the introduction to this 

study, although Orff inspired teachers often use the term process to describe their 

teaching, the term method will also be used in the present document. 

 The American Orff-Schulwerk Association defines Orff Schulwerk thusly: 

Orff Schulwerk is a way to teach and learn music. It is based on things  
children like to do: sing, chant rhymes, clap, dance, and keep a beat on  
anything near at hand. These instincts are directed into learning music by  
hearing and making music first, then reading and writing it later. This is  
the same way we all learned our language… 
 The special Orff melody instruments include wooden xylophones  
and metal glockenspiels that offer good sound immediately. Played together  
as in a small orchestra, their use helps children become sensitive listeners  
and considerate participants.  
 The title "Schulwerk" is an indication of the educational process  
taking place: Schulwerk is schooling (in music) through working, that  
is through being active and creative.180 
 

The American Orff-Schulwerk Association will be discussed in more detail later in this 

document. 

 

International Awareness of  Orff Schulwerk 

 Czech musicologist and lawyer, Arnold Walter, played a significant role in the 

propagation of Orff’s philosophy of music education beyond the borders of Germany. 
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Living in Germany prior to World War II, Walter observed the work of Orff and Günther 

and was instrumental in organizing a conference for music educators in Prague in 1936. 

Hitler’s rise to power and subsequent years of war interrupted Walter’s work of 

promoting international sharing of innovations in music education. Walter escaped from 

Nazi Germany and eventually established his home in Canada in 1937. Returning to 

Germany in 1951, he met with Carl Orff, and at that time suggested that the Schulwerk be 

adapted for use in North America.181 

 Music educators from around the globe were introduced to the Schulwerk during 

the International Society for Music Education (ISME) conferences in 1953 and 1955. 

Schulwerk sessions were featured at subsequent ISME conferences through 1964.  The 

MENC (the National Organization for Music Education) conference held in St. Louis, 

Missouri in 1956 featured a session on the Schulwerk with German music educator Egon 

Kraus demonstrating “model Schulwerk pieces with American children from the St. 

Louis area with instrument provided by Sonor.”182  

 Arnold Walter who was teaching at the Toronto Conservatory of Music was 

instrumental in bringing Orff Schulwerk training to North American music educators. 

Hughes [the article by Patricia W. Hughes published in The Bulletin of Historical 

Research in Music Education was an adaptation of  Patricia M. Osterby’s dissertation, 

“Orff Schulwerk in North America (1955-1969)”] details the communication between 

Orff and Walter as plans were made for the introduction of the Schulwerk to North 

America. According to Osterby, Orff wrote to Walter: “Your plan with the Schulwerk I 
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find absolutely excellent, and I am sure it can be realized.”183 In 1954 Walter arranged for 

a scholarship that allowed his former student, Doreen Hall, to study with Orff in 

Salzburg. Walter was confident that the Schulwerk could be successfully introduced into 

American music education. He wrote to Orff: 

 In Canada, the Royal Conservatory has a very big influence.   
In the States I hope to interest the MENC, a substantial organization  
of music teachers.  I also think to include the Schulwerk in the plan  
for the ISME.  I am working on this with Kestenberg.  Of course, a  
publication in the English language should go hand in hand with an  
American teachers’ seminar.184 
 

In 1955 Hall began teaching courses in Orff’s method at the RCMT (Royal Conservatory 

of Music in Toronto), thus bringing Orff training to the North American continent.185 In 

1956 Hall’s English adaptation of the first volume of Music for Children was published, 

giving American music educators access to this work.186 

 A regularized plan for disseminating information on the Schulwerk to music 

educators was developed in Germany in the 1960s beginning with the establishment of 

the “Orff Schulwerk Information Center and Seminar” at the Mozarteum in 1960. “The 

Orff Institute was officially opened in October 1963. Dr. Hermann Regner was appointed 

director, with Barbara Haselbach in charge of the movement department.”187  The Orff 

Institute provides training in the Orff process to educators from around the world. In its 
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first twenty-three years of existence, the Orff Institute had students from forty-eight 

different countries. 

 

Introduction of the Orff Schulwerk in the United States 

 The work of Doreen Hall in Toronto was significant in bringing Orff Schulwerk 

to the United States. Hall had begun to present teacher training sessions for elementary 

classroom teachers in Toronto in 1957; however the program did not gain “international 

attention until the summer of 1962, when Orff, Keetman, and others from the Institute in 

Salzburg spent a weekend visiting the Conservatory’s teacher-training workshop.”188  In 

an article, “The Evolution of Orff-Schulwerk in North America (1955-1969),” appearing 

in July 1993 issue of The Bulletin of Historical Research in Music Education; Hughes 

indicated that 1961 was the first summer during which American educators traveled to 

Toronto to study with Hall [the Patricia Hughes article is based upon the dissertation by 

Patricia Osterby, “Orff-Schulwerk in North America 1955-1969”].189Notable among the 

Americans present in Toronto was Grace Nash whose contributions will be discussed 

later in this document.  

 The Schulwerk was used in conservatories in Germany. This was a very different 

situation than American public schools where all children, regardless of interest or ability 

participated in same music education classes. In order for it to be used successfully by the 

American public school systems, adaptations were needed. The importance of this factor 

was confirmed by music educator and co-founder of Peripole-Bergerault, Inc., Sylvia 
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Perry. Perry has been active in the music industry since 1945, well before the 

introduction of Orff Schulwerk into the United States. She stated that the Schulwerk did 

not really “take off” in America until it was integrated into the public schools.190  The 

adaptation process was aided during the 1960s by federally funded studies that assessed 

the feasibility and benefits of Orff inspired music education for American children. One 

such project was conducted at Bellflower, California from January 1966 to June 1968.191 

Hughes indicated that “its primary contribution consisted of the adaptation of the 

Schulwerk principles to a culturally diverse American public school population.”192  

Another federally funded project was conducted in Oregon and will be discussed in 

relation to Oregon College of Education. 

   

Orff Schulwerk in Oregon 

 When tracing the inclusion of the Orff method in Oregon music educator 

preparation, one must follow several different strands. These include: Orff courses 

offered by universities; Orff workshops featured on in-service days; Orff workshops 

offered at Oregon Music Educators and Northwest MENC conferences; Orff inspired 

workshops sponsored by the Oregon Department of Education; and activities organized 

by the Portland Orff Schulwerk Association or its parent group, the American Orff-

Schulwerk Association. At times, activities in the various strands occurred concurrently; 

however each strand will be examined and presented as a chronological whole.  

                                                 
190 Sylvia Perry,  Salem, OR, interview by author, 30 July 2005,  via telephone (not recorded).  
 
191 Martha Maybury Wampler, ed. Orff-Schulwerk: Design For Creativity (Bellflower, CA: Creative 
Practices Council, Inc., n.d) front piece. 
 
192 Patricia W. Hughes, “The Evolution of Orff-Schulwerk in North America,” 84. 
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 The Oregon Music Educator is published by the Oregon Music Educators 

Association (OMEA) several times a year(now produced quarterly, but previously more 

frequently) and served as a primary source for the current research. The Oregon Music 

Educator includes reports on activities in music education in the state of Oregon, 

announcements of faculty appointments at Oregon colleges and universities, columns 

written by OMEA area chairs, reprints of articles that previously appeared in other 

journals, advertisements for courses and workshops offered by colleges and universities, 

and conference programs for OMEA and Northwest MENC conferences. In general, most 

activity regarding music education in the state of Oregon is reported in the Oregon Music 

Educator. OMEA also maintains a web page that provides information on similar topics. 

The OMEA web page can be accessed (2005) at <http://www.oregonmusic.org>. 

 

The University of Oregon 

 The first reference to any component of music education relating to Carl Orff in 

the state of Oregon was found in the January – February 1956 issue of the Oregon Music 

Educator. This item was a report by University of Oregon Professor of Music, Edmund 

Cykler regarding the first General Assembly of the International Society for Music 

Education (ISME). As was noted earlier; the ISME conferences first brought information 

about the Schulwerk to an international attention. Cykler reported: 

The second session was held in the afternoon and Mr. Rudolf Barthel,  
director of the Volksmusikschule of Berlin-Neukoln, who was taking  
part in the workshop of the German Institute for New Music and Music  
Education told us of the work of the Volksmusikschule (Peoples’ Music  
School) of Germany, particularly the one in Berlin-Neukoln where he 
was director….In many instances the Orff method is used, and in all  
instances considerable attention is paid to the inclusion of rhythms and  
harmonies of a modern idiom… 
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     Saturday afternoon a group of children ranging from seven to thirteen  
years of age from the small town of Messkirch in Southern Baden gave a 
demonstration of studies in ensemble playing.  Instruments used were recorders, 
zithers, and percussion-rhythm instruments.  Again a work of the early 18th  
century was used and then examples of the Orff-Schulwerk and others  
of contemporary style. The Orff-Schoolworks [sic] used emphasized  
creative improvisation of harmonic and rhythm accompaniment figures  
by the youngsters. 193 
 

There are two significant points to be gleaned from this article. First, it provides evidence 

that at least one professor in the School of Music at the University of Oregon (U of O) 

was aware of work in music education being done by Carl Orff and second, it indicates 

that Oregon music educators who read the Oregon Music Educator had the opportunity to 

know of the music education activities occurring in Germany.  

 Edmund Cykler (d. 1988) was a professor in the University of Oregon’s School of 

Music and Dance from 1947 – 1972. He was the founding director of the University of 

Oregon’s Center for International Music Education at Oldenburg, Germany (1963 – 

1967).194 An interview with Cykler appeared in Osterby’s dissertation, “Orff-Schulwerk 

in North America 1955-1969.”  Cykler discussed his activities on the MENC Committee 

on Music in International Relations, his year at Innsbruck on a Fulbright, and the 

International Society for Music Education (ISME). He informed Osterby that he had been 

introduced to the Schulwerk at the 1955 ISME meeting at Lindau and recalled his first 

impressions of the Schulwerk: “I thought it was a marvelous innovation. I found out from 

Kraus [Egon Kraus] that it had been written back in the 1930s, and that things were shut 

                                                 
193 Edmund Cykler, “The First General Assembly of the ISME,” Oregon Music Educator 7, no.3 (January–
February 1956): 8 
 
194 University of Oregon School of Music and Dance, Edmund A. Cykler, 7 August 2005, 
<http://music.uoregon.edu/About/bios/cyklere.html>. 
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down because of the war.”195  Cykler played a role in the presentation of the Schulwerk at 

the 1956 MENC conference in St. Louis. He reported: “I was in Europe during that 

conference and prior to it, so I helped Egon translate some of his material.”196 It was at 

the St. Louis conference that Cykler acquired a set of Orff instruments. He informed: 

“The Sonor people sent the instrument over, and because they didn’t want to send them 

all back to Europe, I acquired them for the University of Oregon.  Egon suggested that I 

make them an offer.”197  Osterby’s interview with Cykler provided significant 

information regarding the introduction of the Schulwerk to the University of Oregon [the 

only university in the state with a school of music]. The interview confirmed the very 

early presence of Orff instruments in Oregon, Dr. Cykler’s exposure to the Schulwerk at 

the ISME conference, and his relationship with Egon Kraus. Although Cykler had been 

introduced to the Orff process in Germany, he reported that the instruments were viewed 

as a curiosity when they arrived in Oregon. He stated: “There was some immediate use, 

rather governed by curiosity.  There was no real grasp of the fundamental philosophy of 

Orff’s concept of creativity. I think this was possibly true everywhere for some time.”198 

 The University of Oregon’s Orff instruments were introduced to Oregon music 

teachers in the September-October 1956 issue of the Oregon Music Educator that 

included an article announcing clinic sessions that were to be presented at the fall 

conference (no further definition of fall conference was provided).  Dr. Robert Nye of the 

University of Oregon and co-author with Vernice Trousdale Nye of Music in the 

                                                 
195 Osterby, “Orff-Schulwerk in North America,” 282. 
 
196 Ibid., 283. 
 
197 Ibid., 283. 
 
198 Ibid., 284. 
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Elementary School: An Activities Approach to Music Methods and Materials was 

scheduled as the clinician at the conference. The description of Nye’s session presented 

significant information on the Orff method and is quoted in full here to allow for a more 

complete understanding of what was available to Oregon music educators in 1956. 

During the latter portion of the session, Dr. Nye will give a demonstration  
and discuss a somewhat different approach to the development of  
creativeness in music.  This approach is advocated by Carl Orff who  
has made contributions of increasing interest over the world with his  
Operas and with “Music for Children.”  Orff’s starting point is rhythm,  
being regarded as the most basic of all elements.  It is not taught  
mechanically or mathematically, but grows out of speech patterns of  
children.  For the child, as for primitive man, speaking and singing,  
music and movement, are an indivisible entity.  Simple intervals are  
used at first and gradually – adding additional notes –  the complete pentatonic  
scale is employed. This beginning eliminates chromaticism, harmonic  
problems, etc., and enables the child to easily find a mode of expression  
of his own, without having to cope with the problems of non-pentatonic  
music.  Various keyboard instruments are employed to facilitate this  
creative activity which will be demonstrated and will be on display at  
the conference.  Dr. Nye is interested in bringing this information to  
music educators for their information and evaluation.199 
 

This one article, which was accompanied by a photo of Nye with Orff instruments, 

provided Oregon music educators with basic information regarding the Orff philosophy 

of music education. That the article reported on a conference session indicates that not 

only were Oregon music educators able to read about the Orff process, but they were also 

afforded the opportunity to see the process demonstrated and discussed at the conference. 

This activity in Oregon occurred only one year after Doreen Hall’s year of study in 

Germany (1954-55),200 a year after the second ISME conference that included sessions 

regarding the Orff process, and five years prior to the participation of Americans in the 

                                                 
199 “Nye to Demonstrate Orff-Designed Instruments,” Oregon Music Educator 8, no. 1 (September-October 
1956):27. 
 
200 Mary E. Shamrock, Orff Schulwerk: Brief History, 27 
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Toronto Orff courses (1961). It may thus be seen that Oregon music educators were 

among the first in the nation to be apprised of the work of Carl Orff. The photograph with 

Dr. Nye and the Orff instruments that appeared in the Oregon Music Educator is included 

as Figure 3.1. 

 

Figure 3.1 
Robert Nye and Orff instruments as published in the Oregon Music Educator201 

 

 Randall Moore (retired Professor of Music Education at the University of Oregon) 

entered the University of Oregon as a freshman in 1959. He discussed Nye’s Orff 

                                                 
201 “Nye to Demonstrate Orff-Designed Instrument,” Oregon Music Educator 8, no.1 (September—October 
1956):27. 
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instruments in an interview conducted in Eugene, Oregon on 16 January 2005. Moore 

reported that “apparently the first Orff instruments west of the Mississippi were at the 

University of Oregon.”202  Nye was certainly the first to demonstrate Orff instruments to 

broad spectrum of Oregon music educators, but another source, Peggy McDonnell (a 

founding member of the Portland Orff Schulwerk Association) reported that Catlin Gable 

School in Portland, Oregon acquired the first Orff instruments in the state. McDonnell, 

currently music teacher at Catlin Gable School, reported that former Catlin Gable music 

teacher, Nell Givler, had traveled to Salzburg in 1954 and brought Orff instruments back 

to Portland with her. Due to the fact that she had not studied the Orff process, Givler 

simply taught her students to play from the Music for Children volumes.203  

 According to Randall Moore, Robert Nye discovered the Orff instruments at a 

conference.  Moore recounted his understanding of the sequence of events leading to the 

presence of the instruments at the University of Oregon. Nye 

thought they were really neat, really important. In order to be  
current, he needed to have them at the university. So however  
he purchased them, they came to be there… I believe they were  
Studio 49. They had metal legs and a wood body, the typical wood  
body, but the early forms were metal legged. I remember they were 
fascinating to me.204 
 

Moore’s statement does not coincide with that made by Edmund Cykler. It may be that 

by the time Moore entered the University of Oregon in 1959, a second set of Orff 

instruments had been acquired by Robert Nye, or that Nye’s demonstration set was in 

                                                 
202 Randall Moore, interview by author 16 January 2005, digital voice recording,B-001, Southwest 
Collections/ Special Collections Library, Texas Tech University, Lubbock, TX. 
 
203 Peggy McDonnell and Nedra Schnoor, interview by author, 8 October, 2004, Beaverton, Oregon, digital 
voice recording O-001, Southwest Collections/Special Collections Library, Texas Tech University, 
Lubbock, TX. 
 
204 Randall Moore, interview by author, 16 January 2005. 
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actuality the set purchased by Cykler at the St. Louis conference. In either instance, the 

evidence suggests that undergraduate students at the University of Oregon during the 

latter part of the 1950s and early 1960s were able to see and hear instruments from the 

Orff instrumentarium. This was before Americans began to travel to Toronto in 1961 to 

receive training in Orff Schulwerk.205 These factors indicate that Oregon music educators 

were early recipients of information regarding Carl Orff’s philosophy of music education. 

 Professors at the University of Oregon continued to present information about the 

music education activities in Germany. The January – February 1957 issue of the Oregon 

Music Educator carried an announcement of the Sixth Annual Conference on Music 

Education that was sponsored by the University of Oregon’s School of Music. One of the 

features of the conference was a panel discussion, “The Concept of Creativity and Music 

Education.” Members of the panel were: “Jack Burgner, UO representing art education; 

Jean Cook, Petersborough, England, representing creative dance; Dr. Edmund Cykler, 

UO, representing German creative theories of music education,”206  Although not stated, 

it would seem logical to surmise that the creative theories from Germany were those of 

Carl Orff, particularly since Cykler had reported on the ISME conferences where the Orff 

method had made its international debut.207   Osterby questioned Cykler regarding his 

presentations on “Comparative Music Education.” 

 PO: When you spoke on the subject of “Comparative Music  
Education”, did you speak of the stress placed on creativity in European  
music education, and in the Schulwerk specifically? 

                                                 
205 Patricia W. Hughes, “The Evolution of Orff-Schulwerk in North America,” 84. 
 
206 “Sixth Annual Conference on Music Education: School of Music, University of Oregon: January 25-26, 
1957,” Oregon Music Educator  8,no. 3 (January-February 1957): 9. 
 
207 Edmund Cykler, “The First General Assembly of the ISME,” Oregon Music Educator 7, no.3 (January-
February 1956): 8 
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 ED: Yes, definitely.208 
 
This would appear to confirm that the Schulwerk was most likely included in Cykler’s 

presentation at the Oregon conference. 

 The January Music Education Conferences referred to in the 1957 article were a 

regular feature of the music education world in Oregon for several years. Moore 

discussed these conferences: “University of Oregon had their January conference, the last 

weekend of January for nearly 20 years. They had a conference on the odd years when 

OMEA didn’t have theirs… Anyway we had several established Orff clinicians come 

in…”209 Moore’s remarks allude to additional Orff workshops presented at the University 

of Oregon. He did not elaborate on this matter. 

 The 1959 U of O January Conference once more featured Edmund Cykler with an 

“illustrated lecture: Music Education in Europe.”210 Again, it may be that this lecture 

covered Orff Schulwerk, but no source was able to confirm that hypothesis. The final 

1959 issue of the Oregon Music Educator contained an article by Robert Nye who was at 

the time Chairman of College Affairs for OMEA. His column “College Department” 

discussed the make up of pedagogical literature used in elementary music education. 

The Orff influence has led many to question whether we may be over- 
emphasizing diatonic and harmonic idioms in the music teaching of young  
children.  Musicologists sometimes give examples of music of primitive  
cultures or from certain folk sources as evidence that music education  
might be stressing these idioms too soon.  An examination of 250 early  
American songs from George Pullen Jackson’s Spiritual Folk Songs of  
Early America [publisher’s bold] discloses that 23 percent use the full  

                                                 
208 Osterby, “Orff-Schulwerk in North America,” 286. 
 
209 Randall Moore, interview by author, 16 January 2005. 
 
210 “Eighth Annual Conference on Music Education: January 23-24, 1959, a Public Service Rendered by 
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seven-tone scale, 44 percent are six-tone songs (hexatonic), 23 percent are  
five-tone (pentatonic), and seven songs use fewer than five tones and are within 
the range of a fifth.211 

 

The exacting information presented in this article suggests that Nye had more than a 

superficial understanding of the Orff process and that Oregon music educators who read 

their journal were afforded the opportunity to consider a basic element of Orff’s 

philosophy. Nye’s knowledge and respect for the Orff method was reflected in his 

published works. In Nye and Nye’s 1964, 2nd edition [1st edition was published in 1957] 

of Music in the Elementary School: An Activities Approach to Music Methods and 

Material, the music education philosophy of Carl Orff was not mentioned. However, the 

1970 third edition devoted three pages to the Orff process. This included description of 

the basic elements, short musical examples, references to sources for further study, and 

sources from which to purchase instruments. 212 

 During the summer of 1962, the University of Oregon hosted German clinicians 

for a group of music education workshops. Dr. Egon Kraus of Cologne, Germany 

directed three workshops, while German composer Cesar Bresgen directed one. “The 

three workshops directed by Dr. Kraus were on three levels: the elementary school 

workshop in comparative Music Education; the junior high school workshop in the 

General Music Class; and the high school, a survey of Choral Literature.  Mr. Bresgen’s 

workshop was concerned with ‘improvisation as a tool in the music class.’”213 The 

                                                 
211 Robert Nye, “College Department,” Oregon Music Educator 11, no. 2 (November-December 1959):13. 
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workshops were not billed as “Orff” workshops, but it was mentioned that “this method 

is based somewhat on the Carl Orff method.”214 As noted previously, Kraus presented 

sessions on the Orff approach at the 1956 MENC Convention in St. Louis, therefore his 

credentials as an Orff specialist were stellar. 

 The workshop led by Cesar Bresgen had elements in common with what is now 

known as the Orff method. The content of the Bresgen workshop was explained:  

it dealt primarily with improvisation and instruments, and less with a  
method or technique as such.  In Mr. Bresgen’s class we worked with  
many melody instruments: recorder, metalaphones [sic], glockenspiels,  
tympani, etc. We learned first how to work out a simple ostinato and then  
to add the other instruments one by one.  We improvised original melodies  
and rhythms mainly in the pentatonic scale and the old church modes.215  

 
These workshops described in the September-October issue of the Oregon Music 

Educator, were again referenced in the November-December issue.  The second article 

provided a more complete description of the program. The workshops were part of the 

first International Summer Institute of Music Education that began on 2 July 1962 and 

concluded on 26 July 1962. According the Oregon Music Educator, “over one hundred 

students from all over the United States and Canada”216 attended the workshops. 

 The International Summer Institute for Music Education was part of the 

University of Oregon’s Summer Academy of Contemporary Arts. This summer program 

brought “distinguished artists and lectures dealing specifically with the creative arts”217 to 
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the campus. In addition to music; dance, poetry, design, and drama were included in the 

program. 

 The presence of Cesar Bresgen at the University of Oregon was confirmed by 

Carl Guttman in an article, “Music Education in Germany,” appearing in the March-April 

1964 issue of the Oregon Music Educator. Guttman, an Oregon music educator, had 

spent a year in Germany at the University of Oregon’s German Center for Music 

Education. During his year at the Center, Guttman toured Europe, attending concerts and 

festivals, and observing music teachers in action. He reported:  

We of course visited Mozart’s birthplace, the Mozarteum and also had  
two very special sessions with Dr. Cesar Bresgen, one of the professors  
at the Mozarteum.  Some of you may have heard him lecture at the U of O.  
recently while a guest of our country.  He demonstrated to us the use of the  
Karl [sic] Orff approach to improvisation and then explained about his use of this 
approach in music therapy work that he was carrying on at a sanitorium[sic]  
in nearby Grossegemain. Also included at Salzburg was a visit to the new  
campus of the Karl [sic] Orff institute. The buildings were to be completed yet 
this year and the staff was anxiously waiting for their much belated and needed  
facilities. 218  
 
 

 In 1964, Oregon’s Orff connection was mentioned by Paul L. Frank in an article 

appearing in the Music Educators Journal. Frank discussed the reform of music 

education in Germany after World War I, the philosophy of Carl Orff, and Orff’s 

teaching techniques. He also considered qualities necessary for a strong teacher using the 

Orff approach and indicated the Cesar Bresgen was such a teacher. The article stated: 

It was at the Congress of the International society for Music Education in  
Vienna in the summer of 1961 that Mr. Bresgen came to the attention of  
American Music educators. During the summer of 1962 he was a visiting  
professor at the University of Oregon in Eugene and at Potsdam, New York;  
he conducted workshops with much success.219 
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This national reference to Bresgen as an exemplar music educator confirms that Oregon 

music educators were afforded the opportunity to work with highly qualified clinicians. 

It appears significant that Oregon music educators had the opportunity to study the Orff 

method in Germany and had a German Orff expert on the campus in Eugene in 1962, the 

year that Carl Orff made his appearance at the Royal Conservatory of Music in Toronto. 

Oregon music educators thus had the opportunity to study with an expert Orff educator 

early in the history of the Orff movement in the United States. 

 The program at the University of Oregon referred to by Guttman was an on-going 

program in which students spent one year studying music education in Europe. An 

article, “U of O German Center Set for Third Year” appearing in the December 1966 – 

January 1967 issue of the Oregon Music Educator indicated that students in the program 

spent their junior or senior year in Germany and that Dr. Edmund Cykler directed the 

program. If 1967 were to be the third year of the program, then it may be concluded that 

the program was initiated in 1964. In the Guttman article the publisher prefaced 

Guttman’s remarks with the statement: “This year he has been with Dr. Edmund Cykler 

at the University of Oregon’s German Center for Music Education in Germany.”220 This 

statement leads one to believe that Guttman was reporting as he was actually in Germany, 

therefore, it appears that he was one of the original group of in the program. 

           Randall Moore participated in the program. He recalled: “I went to school first 

year of my master’s degree in ’66-’67 in Germany with Ed Cykler which was the first full 
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year of the U of O’s program, study abroad. There we studied comparative music 

education, comparative arts.”221 Moore’s experience was similar to Guttman’s; he 

traveled to numerous countries in Western Europe attending concerts and festivals and 

observing music teaching at different levels. While there, he “went to the Orff Institute at 

Salzburg. We had some sessions with those people. I saw some Orff teaching done.”   

 Osterby’s interview with Dr. Edmund Cykler included discussion of Cykler’s 

trips to Europe with students. Cykler reported: 

 I took groups over during the summer of 1958 for the Vienna  
ISME conference and again in 1961 for the one in Copenhagen.  Later  
for the whole school year of 1963-1964, I took a group over and lived in 
Oldenburg.  We went to Salzburg and took in the Orff Institute, and  
visited Cesar Bresgan individually.  Subsequently, I got other groups  
from our Oregon International Center for Music Education to visit  
there too.  I traveled with one more group during the 1966-1967 year,  
and after that my colleagues took over.222 
 

The biographical information concerning Edmund A. Cykler on the University of 

Oregon’s School of Music and Dance web page confirms that he was the Founding 

Director of the UO Center for International Music Education in Oldenburg, Germany 

from 1963 through 1967.223  Cykler indicated in the Osterby interview that “over 250 

people visited the Orff Institute through our program at Oregon.”224  

 The program was publicized in the Oregon Music Educator. An advertisement 

appearing in the October-November 1969 issue listed the dates for the up-coming 

program as September 1970 to July 1971. According to that advertisement, students 
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received forty-five hours of graduate or senior credit and Garry M. Martin was listed as 

the Director of the German Center.225 

 In 1972, a student in the University of Oregon’s German Center, Jane T. Jones 

reported on her experiences in an article in the Oregon Music Educator. This article was 

published in installments, with the first being dedicated to her Kodály experience in 

Hungary (to be discussed in Chapter IV of this document) and the second presenting 

information about her time at the Orff Institute. She wrote: 

The ten days at the institute were very busy ones, attending classes from  
8:30 in the morning until 5:00 or 5:30 in the afternoon.  Dean of the Institute  
for this workshop was Margaret Murray from London. One came away with  
the feeling that ten days was just a beginning, and wouldn’t it be great to stay  
for the course that lasts the entire year!226 

 

 The University of Oregon School of Music was contacted on 19 July 2005 for 

information regarding the tenure of this program. The author was referred to Dr. Royce 

Saltzman, Professor Emeritus at the U of O. Dr. Saltzman responded in a phone message. 

I just know that Ed Cykler, Edmund Cykler, started the program in cooperation 
 with Egon Krauss at Oldenburg Germany. I think Robert Hurwitz is one of  
the last ones to have the center. I just don’t know when the center began, but  
you’re right, it was some time in the 60s. My time, it was just one year, was  
1968-69, but I was the first person after Edmund Cykler had it for a number  
of years. 227 

 

Although the exact date of the cessation of the program has not been discovered, Dr. 

Cykler reported to Osterby that “once the exchange rate went from bad to worse it was 

hard to get enrollments, so we abandoned the program.”228 
                                                 
225 “German Center for International Music Education in Ludwigsburg, Germany,” Oregon Music Educator 
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 In addition to the program in Germany, the University of Oregon has been 

involved with Orff education as the sponsor of Orff-inspired summer workshops. Randall 

Moore recalled: “When I got to Oregon [as a professor] about ’75, from ’75 up to about 

2004 we had an Orff workshop almost every summer.”229 Many of the Orff workshops 

and courses referred to by Moore were advertised in the Oregon Music Educator.  These 

two primary sources, Moore, who was on the faculty at the time, and the real time print 

source serve to authenticate the information. 

 Konnie Saliba from Memphis State University was the clinician for a workshop: 

“Introduction to Orff” from August 6 to 10 in 1979.230 Saliba was President of the 

American Orff-Schulwerk Association (AOSA) from 1974-75 and recipient of the 

AOSA’s Distinguished Service Award in 1996.231 Her active role in the American Orff-

Schulwerk Association and her selection as a recipient of the AOSA Distinguished 

Service Award indicate that the University of Oregon had engaged an Orff clinician with 

a respected reputation.  

 During the summer of 1980, Millie Burnett of California State University in Los 

Angeles taught an “Introduction to Orff” course from July 21 – 25 and an Orff Level I 

course from July 28 to August 8 at the University of Oregon.232 Burnett was an editor for 
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the American edition of Orff and Keetman’s Music for Children, President of AOSA, 

author of Melody, Movement and Language, and Chair of Music Education at California 

State University:  Los Angeles.233  

 As discussed in Chapter I of this document, the Orff Levels Training programs are 

endorsed by The American Orff-Schulwerk Association and must meet specific criteria. 

The Introduction to the “Guidelines for Orff Schulwerk Teacher Training Courses Levels 

I, II, III,” Revised Edition, 1997  [revision of the Guidelines first published in 1980] 

provides a clear description and brief history of the program.  

 Common practice since the mid-1960s has been to organize Orff Schulwerk 
 teacher training in the United States into three levels.  With the previous  
 guidelines, AOSA established that each level should contain a minimum of 
 60 contact hours and should include separate ensemble, recorder, and 
 movement components.  
                  
 AOSA as an organization does not grant certification to students completing  
 the course; that is the task of the sponsoring institution. Certification indicates 
 only that the student has satisfactorily completed the requirement of three 
 levels of a certification course…AOSA has, however, established standards for 
 certification course instructor qualification, facilities, and course design.234 
  

The interrelation of elements found in the Orff Schulwerk training program is illustrated 

in Figure 3.2 as shown in the 1997 revision of the “Guidelines for Orff Schulwerk 

Teacher. Training Courses Levels I, II, III.” 

                                                 
233 Schott, Music for Children, 19 July 2005, <http://www.schott-
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revised edition (Cleveland, OH: American Orff-Schulwerk Association, 1997): ii. 
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Figure 3.2 
Components of Orff Schulwerk Teacher Training235 

 

Among the numerous Orff educators who were recognized by the writing committee of 

the 1997 revision of the “Guidelines for Orff Schulwerk Teacher Training Courses” was 

Millie Burnett236  who taught the Orff Level I at the University of Oregon in 1980. 

 Advertisements for the Orff summer programs at the University of Oregon were 

not found for the years 1981-1986, but an advertisement for the 1987 program was 

published in the Spring 1987 issue of the Oregon Music Educator. In 1987 an 

“Introduction to Orff-Schulwerk” was taught by Tom Bergeron from June 29 to July 3 

while Level I Orff Training was offered with Judy Bond from July 6 – 17. Dr. Bergeron’s 

                                                 
235 Arvida Steen and others, “Guidelines for Orff Schulwerk Teacher Training,” iii. 
 
236 Arvida Steen and others, “Guidelines for Orff Schulwerk Teacher training,” n.p. 
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qualifications as an Orff instructor will be presented in the section of this chapter dealing 

with Oregon College of Education. Judy Bond is a Past President of the American Orff-

Schulwerk Association and was one of the persons who contributed to the 1997 revision 

of the “Guidelines for Orff Schulwerk Teacher Training Courses.” 237  

 The University of Oregon’s “Summer Music Experience” in 1990 included “Orff 

in the Elementary Classroom” with Alice Olsen as clinician. 238 Alice Olson is a 

Vancouver, Washington music educator and composer who has “presented workshops in 

the United States, Canada, and abroad.” 239 In 1991 the University of Oregon offered Orff 

Schulwerk Level I with Alice Olson and Darva Anderson as the instructors.240  In 1992 

Konnie Saliba presented Orff Schulwerk Level II, and in 1993 Darva Campbell taught an 

Orff Schulwerk Introduction course for the University of Oregon’s summer session.   

 The Orff program at the University was an on-going event. Randall Moore was 

affiliated with the University of Oregon’s summer Orff workshops for many years. He 

recounted that during his tenure with the program “There were a lot of intros, but we had 

many Level I’s. There were at least 10 Level Is and about 3 Level IIs.”241 According to 

Moore, Level III was never offered at the University of Oregon. Regarding the Orff 

faculty, Moore recalled that Konnie Saliba was the instructor for the first few years; she 

                                                 
237 “Honorary Members,” AOSA Directory 2004-05 (Cleveland, OH: America Orff-Schulwerk Association, 
2005):n.p.; Arvida Steen and others, “Guidelines for Orff Schulwerk Teacher training,” n.p 
 
238 “The University of Oregon Summer Session,” Oregon Music Educator 42, no 2 (Spring 1990): cover. 
 
239 Alice Olson Publishing Company, Alice Olson, 7 August 2005 , 
<http://www.aliceolsen.com/aoabout.htm>. 
 
240 “Orff Schulwerk Level I,” Oregon Music Educator 43, no.2 (Spring 1991): cover; “Orff Schulwerk 
Level II with Konnie Saliba,” Oregon Music Educator 44, no 2 (Spring 1992): cover; “Orff Schulwerk 
Introduction,” Oregon Music Educator 45, no.2 (Spring 1993): cover. 
 
241 Randall Moore, interview by author, 16 January 2005. 
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was followed by a woman (no name provided) from Vancouver and then a group of 

clinicians from Minneapolis (no names provided). Speaking in 2005 Moore stated; “then 

the last 6yearsor so years we went with Kerri Lynn Nichols from Chicago.”242 Nichols 

taught at the U of O in 2004, but did not return for the 2005 session. Moore reported that 

the enrollment for these Orff courses ranged from eighteen to thirty, with enrollment 

always sufficient to make the program economically viable.243 

 Dr. Moore retired from the program after the summer of 2004 and Dr. Phyllis M. 

Paul assumed the role of coordinator of the program in 2005. The instructors for Level I 

Orff Schulwerk training at the University of Oregon in 2005 were Linda Ahlstedt and 

Debi Noel. Ahlstedt is a Past President of The American Orff-Schulwerk Association, she 

studied at the Orff Institute, and participated in three Salzburg summer courses.244 Debi 

Noel is a music educator in Eugene, Oregon. She teaches music courses at Lane 

Community College and the University of Oregon. Noel received her Orff Level I and 

Level II training at the University of Oregon and her Level III training at Mills College in 

California.245  Figure 3.3 is a portion of the University of Oregon’s web page detailing 

the Orff Level I program for 2005 as it appeared on 21 July 2005. The internet address 

for this page on 19 July 2005 was: <http://music. uoregon.edu/Academic Studies/ 

Orff2005.htm.> 

                                                 
242 Randall Moore, interview by author, 16 January 2005. 
 
243 Ibid. 
 
244 University of Oregon School of Music and Dance, Orff Schulwerk Teaching Training Course, Level I, 
19 July 2005,<http://music.uoregon.edu/AcademicStudies/Orff2005.htm>. 
 
245 Debi Noel, interview by author, 8 July 2005, Eugene, OR, digital voice recording O-004, Southwest 
Collections/ Special Collections Library, Texas Tech University, Lubbock, TX. 
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Orff Schulwerk Teaching  
Training Course, Level I 
August 13-21, 2005 
Linda Ahlstedt, Lead Clinician 
Course Overview | Levels | Faculty | Required Materials | Course Dates and Location 
| Tuition and Fees | Lodging/Meals | Registration Form (PDF) 

Course Overview 
Orff Schulwerk is a unique approach to music education based on the teachings of 
Carl Orff. This child-centered approach combines speech, movement, instrument 
playing, and song in a creative, engaging atmosphere where students experience the 
elements of music in an active way. 

(back to top) 

Levels 
Level 1 
Level 1 is designed for participants who have earned a B.M. in Music Education or 
Performance or who have a strong music background and possess a basic understanding 
and working knowledge of music notation. The daily schedule includes ontogenesis of 
rhythm and melody, orchestration, recorder, movement, improvisation, Orff instrument 
technique and musicianship, Orff theory, and special topic sessions. To receive a Level I 
certificate, non-credit participants must attend all sessions and complete all assignments. 
(General classroom teachers may take the course for non-credit, will not be required to do 
the homework assignments, and will receive a certificate of participation.) 

 
Figure 3.3 

University of Oregon Orff Level I Web Page, 2005246 
 

The summer Orff program at the University of Oregon has made Orff training available 

to Oregon music educators for nearly thirty years. The faculty has changed, but in years 

that Level I or Level II were offered, students could be assured that the program was 

endorsed by the American Orff-Schulwerk Association and that their training was 

meeting a the standard set by the AOSA. Other programs have come and gone in the state 

of Oregon, but Orff-inspired teacher training opportunities have been consistently 

available at the University of Oregon.  

 

                                                 
246 University of Oregon School of Music and Dance, Orff Schulwerk Teacher Training Course, Level I, 21 
July 2005, < http://music.uoregon.edu/AcademicStudies/Orff2005.htm>.  
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Oregon College of Education/Western Oregon University 

 Oregon College of Education (OCE) in Monmouth, Oregon became involved with 

Orff Schulwerk in the 1960s. OCE was the site of a federally funded program that 

examined the Orff Schulwerk as a possible teaching tool for American music educators. 

The date on the published report was May 27, 1968, suggesting that the research had 

been done prior to the date of publication. Dating the study can be accomplished through 

an article from the Oregon Music Educator.  The October-November 1966 issue 

reported: “As a follow-up to last year’s Orff research at the Campus Elementary School 

in Monmouth, OCE sponsored at two-week summer workshop, ‘Orff Techniques in the 

Classroom.’”247 This indicates that the study had been done during the 1965-66 school 

year.  

 This research was conducted by Robert Glasgow and Dale Hamreus. Robert 

Glasgow had joined the faculty at Oregon College of Education in 1963. His appointment 

was announced in the Oregon Music Educator.  

 
Oregon College of Education has appointed Dr. Robert B. Glasgow as  
assistant professor of music education.  He will teach music education  
courses and assume responsibility for the campus elementary school  
music program, including the supervision of student teachers in music.   
Dr. Glasgow, who has been teaching at Black Hills State Teachers  
College in South Dakota, earned his Ed.D. at the University of Oregon.   
Previous study was done at Washington State College, University, and  
various workshops University of Washington, Columbia such as the one 
recently given by Carl Orff in Canada. [sic., it appears that there was a  
typographical error resulting in incomplete sentences and thoughts].248 
 

                                                 
247 “Orff Techniques Workshop Held,” Oregon Music Educator 18, no.5 (October – November 1966): 7. 
 
248 Edgar Smith, “College Department,” Oregon Music Educator, 15, no. 4 (September-October 1963): 10. 
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This article not only dated the arrival of Glasgow on the OCE campus, it also presented 

some of his background in the field of Orff techniques and philosophy.  

 Stone discussed the study in her 1971 dissertation, “Kodály and Orff Music Teaching 

Techniques: History and Present Practice.” 

 The study undertaken at the Campus Elementary School completed  
 a program of pre- and posttesting [sic]of: rhythmic and melodic 
 improvisation, rhythmic and melodic memory, reading of musical 
 notation, and pupil attitudes toward music. Examination of three basal 
 elementary music series for songs to use in the Orff approach was also 
 a part of the project.249 
 
The project entitled: “Study to Determine the Feasibility of Adapting the Carl Orff 

Approach to Elementary Schools in America,” considered feasibility in reference to three 

hypotheses: 

1. The Carl Orff approach can teach the basic fundamentals of music 
to elementary pupils in American schools grouped without regard for 
musical ability. 
2. Elementary pupils’ attitude toward music will change in a  
positive direction and to a statistically significant degree as 
as a result of experiencing the basic fundamentals of music 
from techniques and materials that have been developed from  
the Orff approach. 
3. Certain music materials commonly found in American  
elementary schools are suitable for use with the Carl Orff 
approach.250 
 

 In this study, elementary aged students (N=300) in grades one through six 

received music instruction using the Orff approach twice a week throughout one school 

year. Students were from the general student population (two classrooms of each grade 

level) and were not selected on the basis of musical aptitude or interest in music. Over the 

                                                 
249 Stone, “Kodály and Orff Music Teaching Techniques,” 147. 
 
250 Robert B. Glasgow and Dale G. Hamreus, “Study to Determine the Feasibility of Adapting the Carl Orff 
Approach to Elementary Schools in America,” Final Report Project No. 5-8263 Grant No. OE – 6 – 10 – 
168, U.S. Department of Health, Education, and Welfare, May 27, 1968. 
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course of the study, significant gains were made in the ability of students to perform 

rhythm patterns and create rhythmic consequent phrases, but gains in performing and 

reading melodic patterns were not significant. Student attitudes toward music declined 

over the course of the study, and sufficient materials to be used with the Orff process 

were found to be available. “It was generally concluded that the Orff approach is 

adaptable to elementary school music in America.”251 

 The significance of the Glasgow and Hamreus study in reference to the current 

project lies in the fact that it was conducted in the state of Oregon and that it was 

completed relatively early in the chronology of the history of the Orff movement in the 

United States. It was published in May of 1968, only one year after the Bellflower, 

California study/symposium and six years after Orff and Keetman’s appearance in 

Toronto, thus indicating a relatively early interest in the Orff method within the state of 

Oregon. The fact that Oregon College of Education (now Western Oregon University) 

was at the time of the study primarily an institution for teacher preparation;252  indicates 

that pre-service music educators at OCE had the opportunity to see the Orff process as 

early as 1967. 

 Randall Moore, retired Professor of Music Education at the University of Oregon 

recalled the Orff activity at OCE during the 1960s. 

there was another professor of music education at Western Oregon in  
Monmouth [OCE]… Bob something, Winslow, or something like that,  
that’s not exactly right, but something like that.  So in the early ‘60s  
when I was a student there [U of O], there was one guy at Monmouth,  
Western Oregon who was so fascinated with them, he was actually  
playing them.... At Monmouth, I went to visit. The guy was really crazy  

                                                 
251 Robert B. Glasgow, “Study to Determine the Feasibility of Adapting the Carl Orff Approach,” 2. 
 
252 Becky Frazier, email to author, 17 July 2005. 
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about playing them and he was playing them all the time. He was  
showing me and I went up there to play them and I got really enthused  
about these neat instruments. And he said, “kids like these too, it’s really 
exciting.”253  
 

The individual referred to by Moore is most likely Robert Glasgow. Moore’s comments 

suggest that the Orff activity at OCE was more than theoretical, and that Glasgow was an 

enthusiastic advocate for the Orff approach to music education. The fact that the Orff 

method was being shared in the community was reiterated in the actual study report. This 

report on the Monmouth study (available in the Western Oregon University Library in 

Monmouth, Oregon) indicated that “one of the principal investigators has studied with 

Orff and has conducted several short-term demonstrations using the Orff approach with 

elementary pupils.”254 Thus it seems apparent that students at Oregon College of 

Education were receiving instruction from a faculty member who had seriously studied 

the Orff process. 

 The Orff workshop mentioned on the previous page of this document was a two 

week summer workshop presented by Miss Marjorie Lea of Toronto. The unnamed 

author of the article encouraged the inclusion of more Orff workshops in the future: “The 

high interest shown by the class indicates that future workshop plans should include an 

expanded Orff program.” 255 

 Glasgow’s Orff experience was utilized by Oregon music educators who invited 

him to present an Orff workshop in Newberg, Oregon during the in-service day in 

October of 1967. The Oregon Music Educator reported: “the Elementary Music Teachers 

                                                 
253 Randall Moore, interview by author, 16 January 2005  
 
254 Glasgow and Hamreus, “Study to Determine the Feasibility of Adapting the Carl Orff Approach,” 6. 
 
255 “Orff Techniques Workshop Held,” Oregon Music Educator 18, no. 5 (October-November 1966):7. 
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heard a presentation on Carl Orff Technics [sic] by Dr. Robert Glasgow of Oregon 

College of Education, and a presentation of the Mary Helen Richards charts by Christine 

Limbaugh of the Newberg Schools.” 256 

 To glean information on more recent Orff presence on the campus Oregon 

College of Education, now Western Oregon University (WOU), Dr. Tom Bergeron, Chair 

of the Creative Arts Division at WOU was contacted and interviewed on 20 February 

2005. Dr. Bergeron is an Orff trained musician himself. He received his Orff Levels 

Training at the University of Oregon and at Mills College in California. Bergeron 

reported that WOU began offering an Introduction to Orff Schulwerk course in 2003. 

This course (MUE 320) is offered during summer term and is taught by Lisa Geddes, a 

Washington state music educator.257 Bergeron reported that enrollment in the 

Introduction to Orff Schulwerk course has averaged twenty or thirty students each 

summer, which is sufficient to allow the university to continue the course. Bergeron 

reported that the majority of students in the Introduction to Orff Schulwerk course were 

pre-service teachers. WOU offered an Orff Schulwerk Level I for one year, but that was 

not continued, in part because the University of Oregon has the Level I program on a 

regular basis. When asked, Bergeron indicated that Western Oregon University was more 

oriented toward Orff education than Kodály.258   

 Western Oregon University’s 2005 Introduction to Orff Schulwerk was held from 

July 25 through 29 in the dance studio of Maple Hall on the WOU campus. Instructor 

                                                 
256 “With the OMEA Districts: District III” Oregon Music Educator 20, no.1, (December 1967-January 
1968): 6. 
 
257 Tom Bergeron, interview by author 20 February 2005, Monmouth, OR, via telephone, tape O-003. 
 
258 Tom Bergeron, interview by author, 20 February 2005. 
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Lisa Geddes and her students were interviewed on July 29 by the author.  All thirteen 

students in the 2005 course were undergraduate students preparing for careers as 

elementary classroom teachers. Two of the students had completed their student teaching 

experience, but had two more terms remaining before graduation. All of the students 

were regularly enrolled students at Western Oregon University. Geddes indicated that in 

other years the student population had included in-service as well as pre-service 

educators. Individual students reported varying experiences with the Orff instrumentation 

prior to the summer course. Anastasia Darcer indicated that her elementary school 

experience had included many experiences with Orff inspired teaching. Her elementary 

school music instructor was Ms. Lay.259 Ms. Frosty Lay was contacted by the author with 

regard to her position as instructor of the elementary music methods course at Linfield 

College, Lay reported: “I am a big Orff fan and tend to use that quite a bit in my teaching, 

both with my elementary students and with my Linfield students.”260 WOU student 

Parma Ferguson did not experience Orff inspired music education as a child. Both 

Ferguson and Desaráe Gilles indicated that they were interested in participating in 

additional Orff courses and were considering future enrollment in the University of 

Oregon’s Orff Level I course.261  Ms. Geddes and the class members graciously granted 

the author permission to photograph portions of the class and its final presentation for 

family members. Copies of the consent to photograph forms are retained by the author. 

These photographs (Figures 3.4-3.7) illustrate several facets of the Orff process; creative 

                                                 
259 Anastasia Darcer, Monmouth, Oregon, interview by author, 29 July 2005, Monmouth, Oregon.  
 
260 Frosty Lay, McMinnville, OR, to author 20 January 2005. 
 
261 Parna Ferguson, interview by author, 29 July 2005,Momouth, Oregon, notes only ; Desaráe Gilles, 
interview by author, 29 July 2005, Monmouth, Oregon, Notes only 
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dramatics, movement, and performing on the instrumentarium.  Also observed were 

singing and speech activities.  

 

 
Figure 3.4 

Students at Western Oregon University Introduction to Orff Schulwerk 29 July 2005 
Instruments by Peripole-Bergerault 
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Figure 3.5 

Western Oregon University Students Performing on Peripole Recorders 29 July2005 
 

 

 

 

Figure 3.6 
Western Oregon University Students Dramatizing a Fable 29 July 2005 

 
 
 



         105

 
 
 

Figure 3.7 
Western Oregon University Students Dancing to “Fjaskern” 29 July 2005 

 

Oregon State University 

 The first reference to an Orff workshop at Oregon State University (OSU) 

appeared in 1977. That year a summer program at OSU offered a “Kodály and Orff 

Techniques for Teaching Music in the Elementary Classroom” workshop taught by OSU 

faculty member Rebecca Herrold.  Herrold held degrees from the University of Miami, 

California State University, San Jose, and Stanford University. This course was in session 

from June 13 through June 17 and included an introduction to both methods.262 

 This workshop was repeated in 1978, with Rebecca Herrold continuing as the 

instructor. The course description read: “emphasis on sight-reading, sol-fa, improvisation 

                                                 
262 “Oregon State University Summer Music Programs,” Oregon Music Educator 29, no. 1 (Winter 1976 - 
1977):26. 
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through the Orff instrumentation, and the enhancement of musical perception through 

movement.”263  

 

Haystack Music Workshops 

 A new program of summer workshop courses offered off campus was announced 

by Portland State University in 1969. Sponsored by the Division of Continuing Education 

of the Oregon State System of Higher Education this program was dubbed Haystack after 

the well known Haystack Rock landmark at Cannon Beach, Oregon on the Oregon coast 

where the courses were held. Workshops could be taken for college credit through 

Portland State University. A variety of workshops was offered with subjects ranging from 

marine biology and theatre to writing and music. 264 

 The first years of the Haystack program featured Kodály clinicians for the 

elementary music sessions. In 1975 the first Orff workshop was presented by Avon 

Gillespie. Gillespie was the author of the Orff section of Teaching Music in the Twenty-

First Century. Lois Choksy presented Gillespie’s credentials in the preface: 

     Avon Gillespie, the Associate Professor of Music at North Texas  
State University, formerly taught at the Orff Institute in Salzburg...His  
untimely death prevented him from contribution to this second edition.   
When I consulted with our co-authors as to whether I should invite another  
Orff practitioner to contribute, or to retain the original Orff chapters, they 
unanimously opted to retain the original chapters.  We believe that Gillespie’s 
exposition of Orff to be a model of clarity. He presents the Orff Approach  
in both an uncompromised and uncompromising way.265 

                                                 
263 “Oregon State University Summer Music Programs,” Oregon Music Educator 30, no. 2 (Spring 1978): 
cover. 
 
264 “Summer Music Workshops Cannon Beach, Oregon,” Oregon Music Educator 21, no. 2 (February-
March 1969): 9. 
 
265 Lois Choksy and others, Teaching Music in the Twenty-First Century, 2d ed., (Upper Saddle River, NJ: 
Prentice Hall, 2001), ix. 
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The Haystack program provided well prepared clinicians who were recognized by their 

peers as experts in their field. A table showing all of the elementary music workshops 

with Orff or Kodály clinicians follows on the next page. After 1980, neither Orff nor 

Kodály workshops were offered at Haystack. In 2005 the only music workshop was a 

choral conducting clinic led by Rodney Eichenberger.266  

Haystack Summer Program Courses and Clinicians 1969 - 1980 

Year Workshop Clinician(s) 

1969 Kodály Workshop Norman Weeks 

1970 Kodály Workshop Norman Weeks 

1971 Kodály Workshop Norman Weeks, Lauren Abernathy, 
 Helen Banks 

1972 Kodály Workshop Helen Banks, Lauren Abernethy, assisted by 
Norman Weeks 

1973 Kodály Workshop Norman Weeks, Helen Banks, Lauren 
Abernethy, and Rita Concannon 

1974 No Kodály or Orff  
1975 No Kodály 

Orff Workshop 
 

Avon Gillespie 
1976 Kodály Workshop 

Orff Workshop 
Norman E. Weeks 

Jane Frazee 
1977  Kodály Workshop 

Orff Workshop 
Doris Engelhard 
Konnie Saliba 

1978 No Kodály 
Orff for Classroom Teachers 

Orff Workshop 

 
Kate Grieshaber 

Jos Wuytack 
1979 Orff-Schulwerk Judy Thomas 
1980 Orff-Schulwerk Mary Stringham Shamrock 

 
Figure 3.8 

Haystack Workshops Table267 
 
                                                 
266 Portland State University, Haystack Summer Program in the Arts, 21 July 2005  
< http://www.haystack.pdx.edu/music.shtml>. 
 
267 Haystack flyers, access provided by Elizabeth Snyder, 21 February  2005. 
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 The introduction of Orff clinicians into the Haystack program was evidently 

influenced by Orff-inspired educators who were active members of the Portland Orff 

Schulwerk Association (POSA). Founding members Nedra Schnoor and Peggy 

McDonnell were interviewed by the author on 8 October 2004.  Schnoor recounted: 

Portland State had continuing education classes in Cannon Beach and  
Stan Glarum was the director of those courses. Carl and I went to those  
summer courses many many times taking different kinds of workshops,  
choral workshops and those kinds of things and we approached Stan  
Glarum with the idea of having a weeklong Orff workshop at Cannon.  
We had Jane Frazee at Cannon Beach and Konnie Saliba. [joined by 
McDonnell] And we also had …Judy Thomas and Avon Gillespie.268 

 
Schnoor and McDonnell reported that they had assisted with the procurement of 

instruments and the set up for the week long workshops. At first, most instruments were 

provided by the Orff-inspired educators attending the workshops, but eventually Mary 

Lott of Weathers’ Music in Salem became involved. Lott brought instruments from the 

store in Salem to the workshop at Cannon Beach. McDonnell and Schnoor indicated that 

most of the participants were teachers from the Portland metropolitan area. The Orff 

educators participated in one Fourth of July parade at Cannon Beach. McDonnell 

remembered: “and we camped out, most of us camped and remember the Fourth of July 

parade? We marched in the Cannon Beach parade, everybody carried claves and 

tambourines and triangles and we chanted.”269 

 At the time of her 1976 workshop at Cannon Beach, Jane Frazee was beginning 

her term as President of the American Orff-Schulwerk Association (AOSA). She was the 

                                                 
268 Peggy  McDonnell and Nedra Schnoor, interview by author, 8 October 2004.  
 
269 Ibid. 
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recipient of the AOSA Distinguished Service Award in 1992.270 She is the author of two 

articles reprinted (from the Orff Echo and Supplements) in Orff Re-Echoes Book II: 

“Notes from a Visit with Carl Orff January 19, 1977” and “Using Sound and Silence;” 271 

and co-author with  Kent Kreuter of Discovering Orff  published in  1987.272 

 The 1977 Orff clinician, Konnie Saliba, was well qualified to present Orff 

training. Saliba was a charter member of the American Orff-Schulwerk Association 

(AOSA), President of the organization in 1974 - 75, and received the AOSA 

Distinguished Service Award in 1996.273 Regarding Saliba’s membership on the AOSA 

Higher Education Committee, Wimmer stated:  

Saliba and all the members of the Committee had reputations as  
outstanding music educators and leaders in the American Orff-Schulwerk  
movement.  They laid the foundation for promoting Orff at the College  
and University level. In fact, their influence on teacher education in  
America has been immeasurable.274 
 

 Belgium – born Jos Wuytack was the Orff clinician in 1978. Wuytack has 

impressive credentials as an Orff instructor. 

     In an effort to promote the active and creative approach to music  
education, based on the principles of Carl Orff, Professor Wuytack  
has given exemplary teacher training courses in 40 different countries.  
In 1996 he reached the incredible hallmark of having instructed 1000  
courses in six different languages… 
     In recognition of his worldwide work in the Orff approach, he was the  

                                                 
270 Weisert-Peatow, “Leadership in the American Orff-Schulwerk Association 1968 - 1998,” 80. 
 
271 Jane Frazee, “Notes From a Visit with Carl Orff January 19, 1977,” in Orff Re-Echoes Book II, Isabel 
McNeill Carlen, ed., (Cleveland, OH: American Orff-Schulwerk Association, 1985):18-19; Jane Frazee, 
“Using Sound and Silence,” in Orff Re-Echoes Book II, Isabel McNeill Carlen, ed., (Cleveland, OH: 
American Orff-Schulwerk Association, 1985):112-14. 
 
272 Jane Frazee and Kent Kreuter. Discovering Orff (New York: Schott, 1987). 
 
273 Weisert-Peatow, “Leadership in the American Orff-Schulwerk Association 1968—1998,” 80-81. 
 
274 Wimmer, “The Organization of the American Orff Schulwerk Association, from 1968-1980,” 275—276. 
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recipient of the "Pro Merito" Award from the Carl Orff Foundation in  
Munich.275 
 

 In 1979, Judy Thomas offered Orff instruction at Cannon Beach. Six years after 

her time with the Haystack program, Thomas was elected President of the American 

Orff-Schulwerk Association and served in that capacity 1984 to 1985.276 Thomas 

continued to teach in Orff education and in 2005 was referred to as “an internationally 

known Orff-Schulwerk music teacher, author, and professor. She has taught and 

continues to teach Orff-Schulwerk certification and master classes, world music, and the 

integration of arts (poetry, music, and movement) to undergraduate and graduate students 

in the field of music and general education.”277 That Thomas continued as an Orff 

clinician may be seen as confirmation of her qualifications as an instructor, indicating 

that Oregon music educators at the Haystack program were receiving authentic Orff 

training. 

 The final Orff related Haystack workshop was taught by Mary Stringham 

Shamrock in 1980. Shamrock was President of AOSA during the 1978-79 term of office 

and received the AOSA’s Distinguished Service Award in 1999.278 She authored an 

article published in the Music Educators Journal regarding the Orff Schulwerk; “Orff 

Schulwerk: an Integrated Foundation,” which appeared in 1986 and was reprinted in 

                                                 
275 South Carolina Music Education Association, Previous Clinicians, 7 August 2005, 
< http://www.scmea.net/elemdiv/misc/jos_bio.html>. 
 
276  Weisert-Peatow, “Leadership in the American Orff-Schulwerk Association 1968—1998,” 80. 
 
277 Brookes Publisher of books, curriculum, screening tools and more, Judith A. Thomas, 22 July 2005,  
<http://www.brookespublishing.com/onlocation/speakers/thomas.htm>. 
 
278  Weisert-Peatow, “Leadership in the American Orff-Schulwerk Association 1968 -n1998,” 80-81. 
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1997.279 Shamrock was also the author of Orff Schulwerk: Brief History, Description and 

Issues in International Dispersal which was an adaptation of her dissertation, 

“Applications and Adaptations of Orff Schulwerk in Japan, Taiwan, And Thailand,” 

written for her Ph.D. from UCLA (1988).280 Oregon music educators attending the 1980 

Orff workshop at Cannon Beach received instruction from a recognized leader in the 

field. 

 
Portland State University 
  
 Orff Schulwerk techniques and philosophy were introduced into the music 

education curriculum at Portland State University by Wilma Sheridan, Professor of Music 

at Portland State University (retired).281  While the University of Oregon had Orff 

instruments in the late 1950s, Portland State purchased their instruments later. Sheridan 

recalled: “During my teaching at PSU [1958 -1990], we purchased nearly a full set of 

Orff instruments and I filled out the set, myself.  I donated mine to the school when I 

retired.” 282 Sheridan was a founding member of the Portland Orff Schulwerk Association 

(POSA). She made PSU facilities available for meetings of the POSA and arranged for 

PSU to sponsor a Grace Nash workshop.283 The Nash workshops will be discussed in a 

separate section of this chapter.  

                                                 
279 Mary Shamrock, “Orff Schulwerk: An Integrated Foundation,” Music Educators Journal 72, no. 6 
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283 Peggy McDonnell and Nedra Schnoor interview by author, 8 October 2005.. 
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 Beyond its involvement with the Haystack program, Portland State has had a 

minimal involvement with Orff training. No Level I or Level II Orff course work has 

been offered at PSU. A one-time workshop led by Doug Goodkin from San Francisco 

was offered at Portland State in the summer of 1993. Goodkin presented “Orff Methods 

& Materials,” a four-day course offered for undergraduate or graduate credit. Goodkin is 

a well - known Orff educator who teaches at the San Francisco School and the San 

Francisco Conservatory of Music.  

 He regularly gives workshops for Orff Chapters throughout the U.S. and  
Canada, as well as presenting at State and National Conferences. He is an 
internationally recognized practitioner of Orff Schulwerk, teaching Orff  
courses throughout Europe (Austria, Canary Islands, Czech Republic,  
Denmark, England, Estonia, Finland, Germany, Greece, Iceland, Italy,  
Portugal, Russia, Scotland, and Spain), Australia (Sydney, Adelaide, Perth,  
Brisbane, Melbourne), New Zealand, Indonesia and Taiwan. He is the director  
of the Bay Area Orff Certification Course at Mills College and teaches his own 
course on Jazz and Orff Schulwerk in San Francisco. He received the  
distinguished Pro Merito Award for his contributions to Orff Schulwerk in 
July, 2000.284 
 

The Goodkin workshop was not repeated and Portland State University has instead 

developed a Kodály Certification Program which will be discussed in Chapter IV of this 

document. 

 

Lewis & Clark College 

 Although the University of Oregon has been the most consistent participant in the 

Orff Levels Training program, Lewis & Clark College in Portland, Oregon offered the 

very first Orff Level I program in the state and perhaps in the Pacific Northwest. Lewis & 

                                                 
284 Doug Goodkin,  About Doug Goodkin, 22 July 2005, 
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Clark College is a small private college located in Portland, Oregon. In 2005 College of 

Arts and Sciences had an enrollment of 1,792; the Graduate School of Education had 561 

students; and the School of Law had a student population of 718.285 Although the 1977 

publication referred to the institution as “Lewis and Clark College,” the web page in 2005 

presented the title as “Lewis & Clark College.”  

  According to an article appearing in the Spring 1977 issue of the Oregon Music 

Educator the Lewis & Clark Orff Schulwerk course met from July 7-15. The article 

stated: “this will be the first workshop of its kind in the Pacific Northwest, leading to a 

Level I Certificate according to the national guidelines of the America Orff Schulwerk 

Association.  It will be under the direction of Dr. Arnold Burkhart, prime founder of the 

A.O.S.A. Association.”286 Burkhart’s significance in the American Orff movement was 

described by Wimmer. “The America Orff-Schulwerk Association began as the Orff-

Schulwerk Association (OSA) on May 11, 1968.  The organization began as a result of 

Arnold Burkhart’s desire to gather together those individuals actively promoting the Orff-

Schulwerk approach and philosophy in the districts of the American Mid-West.”287  

Figure 3.9 shows an advertisement for the Lewis and Clark Orff Level I that appeared in 

the Spring 1977 issue of the Oregon Music Educator. 

 

 

                                                 
285 Lewis & Clark College, Facts, 25 July 2005, <http://www.lclark.edu/dept/admiss/lcfacts.html>.  
 
286 “Lewis and Clark College Plans Music Workshops,” Oregon Music Educator 29, no 2 (Spring 1977):20. 
 
287 De Lois Wimmer, “The Organization of the American Orff Schulwerk Association,” 1. 
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Figure 3.9 
Lewis and Clark College’s 1977 Orff Level I288 

 

The advertisement included information that Margot Antoniadou from the Orff Institute 

and the University of London was the movement and dance instructor at the training.  

 

The University of Portland 

 The University of Portland is a Catholic university located in Portland, Oregon. 

Founded in 1901, the University of Portland had a student population of 2,900 in 2005.289 

The University of Portland offered Orff Levels training for a brief period of time during 

                                                 
288 “Lewis and Clark College,” Oregon Music Educator 29, no.2 (Spring 1977):18. 
 
289 University of Portland, About U.P, 25 July 2005, 
<http://www.up.edu/up_sub.asp?ctnt=37&mnu=70&chl=0&lvl=0>. 
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the 1990s. Dr. Roger O. Doyle, Professor of Music at the University of Portland reported 

on the Orff Schulwerk courses: “Orff Schulwerk is listed as MUS 593 in both the 1992-

1993 and 1993-1994 bulletins. I think we went to Banner in Fall 1995 so MUS 593 

(Orffschulwerk) [sic] isn't in the banner.”290 This would indicate that the program was 

discontinued after the 1993-1994 school year. The instructors for the course were Oscar 

Munoz, Lynn Schneider, Valerie Johnson, with Kathleen Poole serving as coordinator. 

The team of instructors was selected by Poole who had previously taught Level Training 

courses with them. Instruments were provided by Mary Lott at ABA Music in Salem, 

Oregon.291 

   Munoz holds an M.F.A. and received his Orff training in Mexico, Holland, 

Austria, and the U.S.A. Munoz recalled that the courses were offered from 1990 – 1993. 

He reported that enrollment averaged eighteen with eight to ten in Level I; four to six in 

Level II, and four in Level III. The program was discontinued due to lack of university 

support and insufficient enrollment.292 The short lived Orff program at the University of 

Portland Orff was the only program to offer Level III training in the state of Oregon. The 

University of Oregon has frequently offered Level I, and occasionally scheduled Level II, 

but never Level III. It may be noted here that Munoz has also taught workshops for local 

Orff organizations.293 

 

 
                                                 
290 Roger O. Doyle, email to author, 22 March 2005. 
 
291 Oscar Munoz, email to author, 24 June 2005. 
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Warner Pacific College 

 Warner Pacific College is a private Christian liberal arts college located in 

Portland, Oregon.294During the 1978-79 school year, Warner Pacific offered an Orff 

Schulwerk course that met on Monday evenings beginning October 2. This course was 

geared to the music specialist and was described thusly: “The Orff approach—using 

music, language and movement to extend learning – is the focus of this course. The class 

will explore activities to accelerate, extend and organize the thought process through the 

use of classroom instruments.”295 This course is of particular interest to the current study 

as it represents a departure from the summer workshop style of Orff training. Instead of 

meeting daily for one or two weeks, students who enrolled in this class had the 

opportunity to work with the Orff process over the course of a semester. No evidence was 

found to indicate that other institutions offered semester courses on Orff Schulwerk.  

 Additional Orff inspired training was offered at Warner Pacific when Professor 

Jeanne Frolick engaged Grace Nash to lead a summer Orff class. Although Nash taught a 

synthesized curriculum [Nash will be discussed at greater length later in this work], she 

placed a strong emphasis on the Orff process. Retired Oregon Department of Education, 

Music Consultant, Delmer Aebischer referred to the Nash work at Warner Pacific296 and 

Grace Nash listed Jeanne Frolick as one of her Oregon contacts. The Nash presence at 

Warner Pacific College is noted by Orrell in “The Work of Grace C. Nash in Music 

                                                 
294 Warner Pacific College, Welcome to Warner Pacific College, 22 July 2005,  
< http://www.warnerpacific.edu/>. 
 
295 “Warner Pacific College,” Oregon Music Educator 30, no. 3 (Fall 1978): 29. 
 
296 Delmer Aebischer, interview by author, 19 February 2005. 
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Education in the United States, 1960-1990, and Her Influence Upon Members of the 

American Orff-Schulwerk Association in the States of Arizona and Colorado.”297 

 Sister Jeanne Frolick S.F.C.C. was interviewed by telephone on 8 August 2005. 

This interview was not recorded, but notes were taken and the following information was 

gleaned from that interview. Frolick studied with Grace Nash for three summers in 

Flagstaff, Arizona, doing her Orff Levels I, II, and III. She reported that “summers in 

Flagstaff were unbelievable….very intense.” 298 Frolick began teaching summer music 

courses at Warner Pacific College after 1976 and became a full time faculty member in 

1980. At Warner Pacific, she taught elementary music methods courses that focused 

heavily on Orff Schulwerk, but following the model of Grace Nash, also incorporated 

Kodály and Laban elements. Nash herself presented clinics at Warner Pacific in 1980, 

1981, and 1982. In the interview, Frolick stressed the fact that Nash’s theory is “how 

children learn.”299 Frolick based her book Rise Up and Read Music published by Oregon 

Catholic Press on that premise. The book was written as part of her doctoral program at 

Columbia Pacific University in California.  

 During Frolick’s tenure at Warner Pacific, the college offered summer Orff 

Levels training courses. The faculty for these classes was drawn from trained Orff 

educators in the Portland area. The Warner Pacific program offered Level I and Level II 

training, but not Level III. 
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Marylhurst College 

 Marylhurst College was founded in 1893 as St. Mary’s Academy and College in 

downtown Portland by the Sisters of the Holy Names of Jesus and Mary. It was an 

institution for women only and retained that focus even after it was relocated to 

Marylhurst, Oregon (in the Portland metropolitan area) in 1930. Marylhurst became co-

educational in 1974. Sister Jeanne Frolick S.F.C.C. was Choral Director and Professor of 

Music Education at Marylhurst during the 1960s and 1970s (until the college became co-

educational and discontinued its teacher education program in 1974). In 1975 and 1976 

she carried on her work by taking her programs to local schools. Frolick reported that she 

brought Orff inspired clinician Grace Nash to Marylhurst in the early 1970s (most likely 

in 1973 and 1974).300 Nash’s presence at Marylhurst was confirmed in Orrell’s listing of 

states and institutions that hosted Nash workshops.301 Marylhurst currently (2005) does 

not offer a music teacher preparation program. 

 

The Oregon State Department of Education 

 The Oregon state Department of Education (ODE) played a role in the 

dissemination of Orff Schulwerk teaching practices across the state. Activities in support 

of music education in the state were frequently organized by the ODE Music Consultant. 

Dr. Jerry W. Harris was Oregon’s first Consultant on Music. Harris served ODE in that 

capacity from 1965 to 1969.302  During his tenure he organized conferences that focused 
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on improving music education in the state. Oregon Music Educator editor, Robert E. 

Robins, chronicled Harris’ accomplishments in 1969 as Harris was leaving the position: 

“The Gearhart Conference in 1967, the Lincoln City Conference in 1978, the Symposium 

for Music Supervisors at the Northwest Conference meeting in 1969, and his work in 

coordinating the available federal funds for music education.”303 While Harris 

accomplished much during his tenure as State Music Consultant, he was not involved 

with the Orff movement. His successor, Dr. Delmer W. Aebischer made a significant 

contribution to the integration of Orff-inspired teaching in the state. Aebischer received 

three degrees from the University of Oregon, and also studied at Seattle Pacific College, 

the University of California at Berkley, the University of North Carolina, and North 

Carolina State.304 

 During the 1970s Dr. Aebischer was involved with bringing Orff clinician Grace 

C. Nash to the state on more than one occasion. Grace Nash was one of the first 

Americans to become involved with Orff education.  

 

Grace C. Nash 

 Grace Nash born Nov. 19, 1909 in Garrettsville, Ohio and was educated in the 

United States. She was a violinist who served as the assistant concertmaster of the Manila 

Symphony while living in the Philippines with her engineer husband prior to World War 

II. While in Manila, she also taught at the American School. The entire family was 

imprisoned in a concentration camp during the Japanese occupation of the Philippines. 
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The family remained in the concentration camp for three years. “Ultimate rescue from 

imprisonment came on February 23, 1945, just hours before scheduled execution.”305 

 The Nash family returned to the United States and Grace Nash resumed her career 

as an educator and performer. Orrell reported: 

 Just as her career was regaining its momentum following the  
release from prison and the readjustment to a normal life, Nash’s  
performance career was brought to a tragic end.  Her hands had  
become badly crippled from malnutrition suffered during the imprisonment  
and from arthritis.  As a result, her most important path of expressiveness  
and creativity was blocked…Understanding her frustration brought  
on by the inability to continue her focus on playing and teaching  
strings, Zipper [director of the Music Center of the North Shore where  
Nash was teaching]made a fortuitous suggestion to Nash.  He told her  
of Doreen Hall’s presentation on the work of Orff that was to be given  
in Toronto at the National Guild of Community Schools Conference  
in  February 1960 and invited her and her colleague, Louise Birge, to  
attend with him.306 

 
Nash was impressed with the ideas of Orff-inspired music education that she saw in 

Toronto in 1960 and returned “during the summers of 1962 and 1964 to learn from Carl 

Orff, his associate Gunild Keetman, and others from the Orff Institute of the Akademie 

Mozarteum in Salzburg, Austria.”307 She utilized her Orff training as “the instructor of 

the Orff pilot program in the Northfield, Illinois public schools.” 308  

 A transcription of an interview with Grace Nash was included in Osterby’s “Orff-

Schulwerk in North America 1955-1969.”  In the interview, Nash described the ways in 

                                                 
305 Judith Cole, “Grace Nash Nine Decades of Graceful Teaching,” Teaching Music 7, no. 6 (June 2000): 
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which the Schulwerk was integrated into the program at the Music Center of the North 

Shore [Illinois].  

 Louise Birge and I began experimentally [using Orff techniques]  
that first summer. The second summer we brought Doreen Hall to Winnetka  
to do a one-week workshop at the Music Center, and the third summer  
included the Toronto conference with Gunild Keetman, Wilhelm Keller,  
Barbara Haselbach, Lotte Flach, Doreen Hall, and Orff in attendance.309 

 

 Grace Nash was interviewed by the author via telephone on 6 February 2005. She 

recalled studying with Keetman in Toronto:  “she was the master teacher. Very 

remarkable. She didn’t speak any English, but she came across very well.” When asked if 

Keetman had a translator, Nash replied; “No, no. Her eyelashes even told you.”310 

 Grace Nash was not an Orff purist; she integrated the philosophies of Kodály, 

Rudolf Laban, and Phyllis Weikart into her teaching of children and educators.311  She 

was introduced to Kodály’s work at a Mary Helen Richards workshop in 1966. She 

attended the Kodály symposium at Stanford University in 1967 at which Kodály himself 

and Erzsébet Szönyi were present.312  She was also influenced by the philosophies of 

Rudolf Laban and Phyllis Weikart.313  

 Grace Nash brought her synthesized method of music education to the state of 

Oregon in the 1970s. Oregon Department of Education Music Consultant, Delmer 

Aebischer arranged for several Nash workshops that were presented in different cities 
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across Oregon. Aebischer recounted the way in which the Nash workshops in Oregon 

were initiated: “I got acquainted with her at national convention and thought what she 

was doing was good. So I asked her to come to Oregon and consequently had her here 

four or five different times. A couple of times we had day long workshops in five 

different sites. This worked out very well because this was new on the west coast.”314  

Aebischer recalled that one series of workshops included stops in Portland, Albany, 

Eugene, and Ashland; while at another time Nash traveled to Medford, Eugene, Bend, 

Salem, Hillsboro, and Portland.315 

 The Nash workshops were described by OMEA Elementary Affairs Chairman, 

Jean C. Hoem in the August-September 1970 issue of the Oregon Music Educator. She 

wrote: “Oregon is most fortunate, for many of our elementary teachers will begin this 

new school year under the delightful spell of Mrs. Grace Nash, who has been conducting 

in-service workshops in Portland, Eugene, Albany, and Ashland.”316 Hoem continued her 

discussion of the Nash workshops in the following issue of the Oregon Music Educator.  

In this second report, she included an excerpt from a letter written by Oregon Department 

of Education Music Consultant, Delmer Aebischer. Aebischer’s letter read:  

More that 500 educators attended the five Grace Nash Workshops  
held in Portland, Albany, Eugene, and Ashland.  Many teachers and  
administrators have expressed (with excitement) their appreciation  
for the workshops.  They seemed to especially appreciate the Nash  
approach to creative teaching and her emphasis on music’s contribution  
to the child’s growth.317 
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In his own column, “State of the Art: A Glance Back and a Look Forward,” appearing in 

the same journal, Aebischer addressed the Nash workshops and acknowledged their 

funding sources. “The workshops were sponsored cooperatively by the Oregon Board of 

Education and Ludwig-Kitching Industries.”318 Nash remembered that during the five 

city tour Aebischer provided transportation for herself and for the instruments necessary 

to conduct the workshops.319 Aebischer confirmed this logistical arrangement: “Yes, I 

transported her in state in my vehicle and took care of that part, but Kitching paid for her 

salary.”320 Although only four municipalities; Portland, Albany, Eugene, and Ashland 

were mentioned in Hoem’s article, both Aebischer and Nash described a five city tour. 

Nash reported that Aebischer “asked me to do a day in each city. I started in Salem and 

went to about five different places.”321 When Salem, the state capitol and location of the 

Department of Education offices, is added to the towns listed by Hoem, the five city tour 

is complete. 

 Grace Nash returned to Oregon several times to present workshops. Aebischer 

recounted: “Also we had her out for the University of Oregon, their conference and we 

had her and other people there and also to the Northwest Convention also. So she was 

here… four or five times in the state.”322 One of these workshops was “an in-service 

workshop at Portland State University, entitled ‘Special Education for the Seventies: Say 
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It With Music.’”  323 According to OMEA Elementary Chair Hoem, over 120 music 

educators participated in the PSU workshop.324 Wilma Sheridan, retired Professor of 

Music at Portland State confirmed PSU’s role in the Nash workshop; “PSU sponsored 

Grace Nash once.”325 

 Nash was a featured clinician at the Oregon Music Educators Association 

Convention in 1970. The February-March issue of the Oregon Music Educator carried an 

article titled; “Grace Nash Will Offer Clinics at OMEA Convention.”326 This article 

provided Nash’s background and qualifications, but did not give any convention details. 

The same issue of the journal contained a convention schedule and photograph of Nash. 

Nash presented one session at the convention, “Instruments in the Classroom.” She was 

listed as “Clinician: Grace Nash, Ludwig Corporation,” 327  The portion of the convention 

schedule with Nash’s photograph and her place on the schedule is reproduced as Figure 

3.10 on page 125.  
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Figure 3.10 
Grace Nash on OMEA Convention Program 1970328 

 

As previously discussed Grace Nash also taught in the programs at Warner Pacific 

College and Marylhurst College.  Orrell listed all of the institutions at which Nash had 

presented workshops or clinics. Oregon colleges on the list were; Marylhurst College, 

University of Oregon, and Warner Pacific College. 329 Although Portland State 

University was not mentioned by Orrell, information on that workshop was supported by 
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the two Hoem articles, the Sheridan correspondence, and Aebischer’s statement; “ I think 

Wilma Sheridan had her at Portland State also.”330 

 Oregon music teachers who were not present at Grace Nash workshops were 

given the opportunity to understand her philosophy when Ellen Miller, OMEA Chairman 

of Elementary Affairs devoted a column to a reprint of Nash’s address, “Creative 

Approaches to Music With Children,” presented at the MENC Eastern Division 

Convention in 1969.331 

 Hundreds of Oregon music educators attended workshops led by Grace Nash. The 

fact that her workshops were held in cities across the state, at the OMEA convention, and 

at three institutions of higher education provided for the exposure of these ideas to a 

broad spectrum of music educators. Nash clinics and writings were available to more 

music educators in more diverse venues than other Orff clinicians who presented 

workshops at one university, in one certification program, or at one in-service activity. 

Nash’s work was listed as one of the influencing factors in the founding of the Portland 

Orff Schulwerk Association. When asked how she learned of the existence of the 

America Orff-Schulwerk Association, Nedra Schnoor (a founding member of the 

Portland Orff Schulwerk Association) replied; “through Eloise McCormick and Grace 

Nash.”332 
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Orff Presentations at OMEA and Northwest MENC Conventions 

 Oregon music educators have the opportunity to attend conferences in their field 

each year. The Oregon Music Educators Association sponsors conferences as does the 

Northwest Division of MENC. The Northwest Division of MENC includes the states of 

Alaska, Idaho, Montana, Oregon, Washington, and Wyoming.333  According to Lori 

Fowser of the MENC Historical Center; the Northwest Division MENC Conventions are 

held in odd-numbered years with the National MENC Conventions being held in even-

numbered years.334 Traditionally the OMEA conference has been offered in even-

numbered years when Northwest MENC was not occurring. This changed in 2005 when 

OMEA offered a conference in the same year as Northwest MENC. The OMEA Board of 

Control is in the process (2005) of deciding how to proceed with conference scheduling 

in the future.335 

 An Orff workshop was scheduled for the 1977 MENC-Northwest Convention 

held in Seattle, Washington April 3-6. The announcement in the Oregon Music Educator 

did not provide the name of the scheduled clinician. 336  

 The Oregon Music Educators Association planned a February Conference at 

Willamette University in 1988. The Spring 1987 issue of the Oregon Music Educator 

carried a brief announcement for the conference and indicated that Avon Gillespie would 

be presenting sessions and that his presence was “co-sponsored by [the] Oregon Orff 
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Schulwerk Association.” 337A more detailed article in the Fall 1987 Oregon Music 

Educator provided background information on Avon Gillespie and other clinicians.338 

Gillespie’s credentials were discussed previously in this document and will not be 

repeated at this point.  

 Gillespie’s presence at the OMEA Conference was the cover story for the Oregon 

Music Educator’s Spring 1988 issue. In addition to the cover being devoted to Gillespie, 

his photo and notes from his sessions on improvisation were included in the journal.  

 
 
 

 
Figure 3.11 

Front Cover Oregon Music Educator Spring 1988339 
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Figure 3.12 
Avon Gillespie at 1988 OMEA Convention340 

 
 

 The cooperative effort between the Oregon Music Educators Association and the 

Portland Orff Schulwerk Association continued for the 1990 OMEA conference.  Mary 

Jean Sandall, OMEA Elementary Classroom Music Committee Chairperson reported in 

the Winter 1990 issue of the Oregon Music Educator:  

      Our other Saturday clinician is Shelly Nordlund [her bold], well-known 
 northwest music educator, whose appearance at our conference is co-sponsored  
 by the  Portland Orff Schulwerk Association. She will be presenting a morning 
 session entitled “It’s Elemental: Focusing on Musical Elements” and an  
 afternoon session “Improvisation: The Challenge of Orff.”341 
 
POSA also co-sponsored sessions presented by Jan Hall another northwest music 

educator. Hall’s sessions were titled “Fiddler: A Story in Sound” and “Keep Them 

Singing: The Role of the Voice in Orff-Schulwerk.”342 The third elementary clinician, 

Susan Snyder, representing Macmillan Publishing Company, also had Orff credentials. 
                                                 
340 “ Mason to MIDI Professional Development Conference Willamette University: Salem, Oregon 
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“She is also co-founder of the Northern New Jersey Orff Schulwerk Association, and is 

the director of the Ridgewood Orff Summer Courses.”343 The Spring 1990 Oregon Music 

Educator included a photograph of Nordlund and participants in one of her sessions.344 

 Oregon music educators gathered for their 1992 OMEA conference in February. 

The elementary clinicians included two with Orff expertise.  Marilyn Davidson, President 

of the American Orff-Schulwerk Association presented sessions for the Vocal, 

Elementary, and General Music Divisions of OMEA. One of her sessions, “Using Orff 

Instruments in a Choral Setting,” focused attention on the instrumentarium.345 

 Pre-conference information regarding the1996 OMEA conference, “Tutti Con 

Forza!” appeared in the Fall 1995 Oregon Music Educator. The conference featured Orff-

inspired workshops. Portland music educator Regina Pirruccello presented “The Drama 

and Music Connection: Bridging the Arts through Orff and Folk Tales;” while Oscar 

Munoz and Lynn Schneider presented “Multicultural Elementary Music Education, Part I 

and Part II.”346 Munoz and Schneider as previously noted, were instructors for the Orff 

Levels training offered by the University of Portland.347 Although the session title did not 

include the word “Orff”, the background of the clinicians suggests the presence of an 
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Orff connection. A more detailed conference program appeared in the Winter 1996 

Oregon Music Educator.348 

 The “Elementary Column” in the Fall 1997 Oregon Music Educator provided 

information on the up-coming 1998 OMEA convention “Music Matters.” Author Kerry 

Archer announced the Orff sessions with enthusiasm. 

 Friday, January 30th is a big day for all you Orff lovers out there.  
Doug Goodkin from the San Francisco School in the Bay Area will be  
presenting three sessions.  Doug is known throughout the U.S. and abroad  
for bringing jazz and world music into the elementary curriculum.  He 
will be covering Orff techniques for grades 1-2, 3-4, and 5-6. People who  
have attended his sessions know that you will go away with inspiration  
and excitement to take back to your classrooms, not to mention new  
materials.  We are thrilled about his appearance here at our state  
convention.349 
 

Music educators who did not read Archer’s column were able to access the information 

about the up-coming Orff workshops on the conference schedule page in the same 

issue.350 

 The 2000 OMEA conference provided another opportunity for Oregon music 

educators to increase their skills in using Orff-inspired teaching techniques. Walt 

Hampton presented; “Arranging and Composing for the K-8 Music Classroom.” The 

program printed in the Oregon Music Educator publicized his workshop; “If you’ve ever 

wanted to arrange your own Orff-instrument accompaniment, or even write your own 

music, this is the session for you!”351 Orff educator, Kerri Lynn Nichols presented two 

                                                 
348 “Tutti Con Forza, OMEA State Conference Program,” Oregon Music Educator 47, no. 2 (Winter 1996): 
6-9. 
 
349 Kelly Archer, “Elementary Column,” Oregon Music Educator, 49, no. 1 (Fall 1997): 21. 
 
350 “Music Matters: Clinicians and Topics,” Oregon Music Educator 49, no.1 (Fall 1997): 33. 
 
351 “Convention Schedule 2000,” Oregon Music Educator 51, no. 2 (Winter 1999): 12. 
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sessions, both titled: “‘Music and Dance for Life,’ a conceptual approach to teaching life 

skills through music and dance.”352 As previously detailed in this report,  Nichols was the 

instructor of the University of Oregon’s Orff Level I and Level II programs for six 

years.353 In addition to the conference schedule, the Winter 1999 Oregon Music Educator 

provided background information on the clinicians. This allowed music educators to 

familiarize themselves with the clinics’ emphases prior to attending the conference. 

Relevant to the present study was the description of Nichols as “a Master level Orff-

Schulwerk specialist [who] conducts music and movement education workshops 

throughout the country as well as graduate courses for Lesley College and the Summer 

Dance Institute for Teachers in Seattle.”354 OMEA Elementary Chair, Kathy Pengelly, 

devoted her column to the convention providing another opportunity for music educators 

to discover that Orff clinics would be available at the 2000 convention.355 

 The Oregon Alliance for Arts Education sponsored a conference in January of 

2001, which included music educator workshops. Wanda Eddy, OMEA Elementary 

Chair, offered a preview of the conference in the Winter 2000-2001 Oregon Music 

Educator. Keri Lynn Nichols was once again featured as a clinician for this conference. 

Her workshops were; “Building Community Through the Orff Process” and “Dance to 

                                                 
352 “Convention Schedule 2000,” Oregon Music Educator 51, no. 2 (Winter 1999): 13-14. 
 
353 Randall Moore, interview by author, 16 January 2005. 
 
354 “OMEA 2000 Convention Conductors & Clinicians,” Oregon Music Educator 51, no. 2 (Winter 1999): 
26. 
 
355 Kathy Pengelly, “Something for Everyone,” Oregon Music Educator 51, no.2 (Winter 2000): 34. 
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the Music.”356 A Kodály workshop was sponsored by SWOKE and presented by 

SWOKE members Mark Wells and Amy Vogelsberg.357 

 “Orff for the Brain” was the title of a workshop presented by Steve Posegate at 

the 2002 OMEA conference. Information provided in the conference schedule said: 

“Recent brain research has confirmed what Carl Orff knew from observation: children 

learn best when they are actively involved.”358 

 Two Orff-inspired workshops were available to music educators on Friday, 

January 30, 2004 at the OMEA Conference.  Elizabeth Gilpatrick presented “Orff 

Schulwerk Without Instruments” and “Orff Schulwerk: Child Choice: the Key to 

Creativity.”359 Gilpatrick’s qualifications as an Orff instructor may be verified by noting 

that she was an instructor in Basic, Orff Levels I and III at the University of Montana.360  

 Technology has become an important component in promoting music educator 

conferences and other events. The Oregon Music Education Association maintains a web 

page, <http://www.oregonmusic.org.>.  Information on the elementary sessions for the 

2006 conference appeared on the web page during the summer of 2005. The Orff-inspired 
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clinician for 2006 was Kalani, an “Orff-trained world music drumming instructor, 

performer, author and clinician.”361  

 
 
Orff Related Articles Appearing in the Oregon Music Educator 
 

 One primary source of information for this project has been the Oregon Music 

Educator. Numerous articles and advertisements have been cited to triangulate 

information as the history of the Orff movement in the state of Oregon has been 

recreated. In addition to serving as a tool to inform and report on events in the state, the 

Oregon Music Educator at times published articles that imparted information about the 

Orff method itself. Articles in this category were penned primarily by the chairpersons of 

the General Music and Elementary Divisions of OMEA. These are briefly reviewed at 

this time. In 1974, Wilma Sheridan, OMEA General Music Humanities Chairperson 

wrote: 

 There appears to be a new interest in the Orff concept of teaching  
music in elementary and junior high schools in Oregon.  The Grace Nash  
workshops continue to attract teachers, as do those conducted by Sr. Eloise 
McCormick, and a number of Oregon teachers were excited by the Orff 
demonstration given by Avon Gillespie at the recent MENC convention  
in March. Still, people ask, “What is the Orff methods?” and “How can I  
use this in my conventional teaching of music?”362 
 

Her article continues with a description of the basic steps used in the Orff process and the 

underlying philosophy of the Orff method.  

                                                 
361 Oregon Music Education Association, Announcing the 2006 OMEA State Conference, 22 July 2005, 
<http://www.oregonmusic.org.>. 
 
362 Wilma Sheridan, “Using the Orff Approach in General Music,” Oregon Music Educator 26, no. 2 
(February-March 1974):8. 
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 Marilyn Eide, OMEA Elementary Classroom Music Division offered an article, 

“Orff is for Kids!,” submitted by Nedra and Carl Schnoor in 1975. The Schnoors were 

both founding members of the Portland Orff Schulwerk Association.363 This article 

described Orff’s philosophy and concluded with an invitation to attend a workshop given 

by Barbara Grenoble and sponsored by the Portland Orff Schulwerk Association. 

Grenoble was the “Director of the Orff-Schulwerk Certification Program at the 

University of Denver.”364  

 In 1979, Phyllis Sheeley, Chairperson of the OMEA Elementary Classroom 

Music Division reported that she had attended the American Orff-Schulwerk Association 

Conference in Phoenix. She had been impressed with the work of Jos Wuytack and with 

his permission reprinted the Orff philosophy pages that had been offered during his 

clinics at the conference. Wuytack’s article was titled: “The Alpha and Omega of the 

Orff-Fans” and compared traditional methods with the Orff approach. He emphasized the 

use of body percussion and concluded; “Activity is the heart of spontaneous music 

making. Our music is not to sit back and listen to, but to sit up and participate from 

within!”365  

 

American Orff-Schulwerk Association 

 American music educators have been forming organizations to support their 

profession for generations. The first such organization was the Music Teachers National 
                                                 
363 Peggy McDonnell and Nedra Schnoor, interview by author, 8 October 2005. 
 
364 Nedra and Carl Schnoor, “Orff is for Kids!” in Marilyn J. Eide, “Music—It’s Elementary,” Oregon 
Music Educator 28, no. 1 (Winter 1975-76): 10-11. 
 
365 Jos Wuytack, “The Alpha and Omega of the Orff-Fans,” in Phyllis Sheeley, “Music—It’s Elementary,” 
Oregon Music Educator 32, no. 1 (Winter 1979-1980): 26. 
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Association (MTNA) which was founded in 1876. The purposes for the organization 

were: “mutual improvement through the exchange of ideas, broadening of musical culture 

in the United States, and cultivation of fraternal feelings.” 366 Other music educator 

organizations originating in the nineteenth century include the Normal Music Teachers 

Association (1885), the New England Public School Music Teachers Association (1885), 

and the Society of American School Music Supervisors (1899). The origin of the MENC 

(the Association for Music Education) can be traced to Philip Cady Hayden’s 1906 

invitation to thirty music educators to join him in Keokuk, Iowa to see his developments 

in music education. That meeting inspired the establishment of the Music Supervisors 

National Conference. Hayden’s format in Keokuk which divided time between his 

rhythm-form demonstrations, discussion of relevant matters, and entertainment, 367 is 

reflected in the music educator conventions and conferences of the twenty-first century. 

The Music Supervisors National Conference founded in Keokuk became the Music 

Educators National Conference [MENC] in 1934. 368  “The association’s name was 

changed in 1998 to MENC: The National Association for Music Education to better 

reflect its mission.” 369 The MENC web page accessed on 23 July 2005 indicated that 

                                                 
366 Michael L. Mark and Charles L. Gary, A History of American Music Education, 2d ed., (Reston, VA: 
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there were nearly 120,000 members in the organization. MENC’s mission is: “To 

advance music education by encouraging the study and making of music by all.”370  

 In the latter part of the twentieth century, music educators involved with the 

importation of Orff-inspired techniques into American education banded together and 

formed a professional organization, the American Orff-Schulwerk Association (AOSA). 

The genesis for this organization can be found in the Bellflower Symposium which was 

organized by Martha Wampler (Martha Maybury-Smith), a music educator from 

Bellflower, California. Wampler had spent time from the summer of 1963 through the 

spring of 1965, studying the Schulwerk in Germany on a Fulbright Fellowship. Working 

with the superintendent of the Bellflower School District, she secured a federally funded 

grant for study in 1966-67 to adapt the Schulwerk for use in American schools. As part of 

the evaluation process for this project, a symposium was held in Bellflower that brought 

together representatives from the Orff Institute in Germany and from across North 

America. The idea to form an organization to support music educators in utilizing the 

Orff process grew from this symposium.371 Continued planning for such an organization 

was conducted in Los Angeles the following year.372 

 The founding of the American Orff-Schulwerk Association took place in 1968. 

According to Wimmer: 

 AOSA began in Muncie, Indiana on May 11, 1968 at the residence  
of Arnold Burkart, Professor of Music Education at Ball State University.   
The original purpose of the meeting was to plan a Midwestern Convocation  

                                                 
370 MENC: The National Association for Music Education, History, 23 July 2005,  
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on Orff-Schulwerk. What also resulted, however, was the unanimous decision  
to develop a permanent professional organization which was originally named  
the Orff-Schulwerk Association.373 
 

Founding members of AOSA included; Arnold E. Burkhart, Isabel McNeill Carley, 

Norman Goldberg, Ruth Pollock Hamm, Joachim Matthesius, Elizabeth Nichols, 

Jacobeth Postl, Wilma Salzman, Jacques Schneider, and William Wakeland.374 

 By the 1974 AOSA annual business meeting, local chapters of AOSA were in 

existence in all fifty states.375 AOSA provides numerous services and benefits to its 

members including: The Orff Echo, the quarterly journal of AOSA; Reverberations, a 

quarterly newsletter; AOSA Video Library; scholarships and research grants; annual 

conferences; The Isabel McNeill Carley Library Collection which contains materials 

relating to Orff Schulwerk; and professional development information.376 As of 25 July 

2005, there  national membership in AOSA was 4882, with 87 of those members residing 

in the state of Oregon.377  AOSA members may belong to one of more than ninety local 

chapters, including the Portland Orff Schulwerk Association headquartered in Portland, 

Oregon.378   

 Information regarding AOSA was periodically available to OMEA members in 

the Oregon Music Educator.  An example of this occurred when Oregon music educators 
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were alerted to the National AOSA conference in St. Louis through a brief article 

appearing in the Fall 1978 Oregon Music Educator.379 This type of announcement 

brought information regarding AOSA activities to the attention of OMEA members who 

were not affiliated with the local Orff chapter. 

 

Portland Orff Schulwerk Association 

 The Portland Orff-Schulwerk Association (POSA) was founded in 1973 with 

eight members; Nedra Schnoor, Peggy McDonnell, Carl Schnoor, Virginia Busacker, 

Elmira Beyer, Kitty [last name unknown] Wilma Sheridan, and Chris Means. Nedra 

Schnoor served as its first president and Peggy McDonnell as its second. The majority of 

information regarding the history of POSA was provided by Nedra Schnoor and Peggy 

McDonnell in an interview with the author on 8 October 2004 in Beaverton, Oregon. 

 The Portland Orff-Schulwerk Association is affiliated with the American Orff-

Schulwerk Association (AOSA) and is designated as chapter #29380on the AOSA web 

site. In order to be a member of POSA, a music educator must hold membership in the 

national organization. This requirement entitles POSA to receive $300 per year from the 

American Orff-Schulwerk Association. Additional sources of funding for POSA are local 

dues and workshop fees.381  

 The eight founding members of the Portland Orff-Schulwerk Association were all 

teachers in the Portland Public Schools in the early 1970s and met together informally to 
                                                 
379 “AOSA Set For St. Louis,” Oregon Music Educator 30, no. 3 (Fall 1978): 30. 
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share teaching strategies. Schnoor and McDonnell indicate that they were influenced to 

organize a chapter of the American Orff-Schulwerk Association through their 

experiences with Orff clinicians Eloise McCormick, Grace Nash, and Rita Davis. Further 

momentum was attained when Beyer, Busacker, and Means attended an Orff workshop 

led by clinician Eloise McCormick at the MENC convention in Los Angeles. Upon 

returning to Portland, these educators persuaded the Portland Public Schools to sponsor a 

workshop in Portland with McCormick as the presenter.  

 To improve their skills at using the Orff process, McDonnell traveled to Denver, 

Colorado in 1974 to begin her Orff Levels training and Schnoor traveled to Memphis, 

Tennessee in 1976 to begin her training. 

 During the first years, POSA members met to share ideas and improve their skills. 

Schnoor recalled: 

  We started out in my basement, just sharing, and who ever showed  
up brought something to share, and then Wilma very generously offered the  
use of Portland State and we thought that would be much more…  and then 
somehow we got the word out because the Portland Public Schools had inter - 
school mail and we made flyers up and sent them out to the teachers. So for a 
 long time our chapter was primarily based in the Portland Public Schools, and  
then it started, you, know, to branch out after that.382 
 

 The Portland Orff Schulwerk Association has been active in sponsoring Orff 

inspired workshops in the state of Oregon. As previously discussed in the portions of this 

document focused on the Haystack program and music educator conferences; POSA 

members were instrumental in bringing Orff educators into the Haystack program and to 

conferences held by the Oregon Music Educator Association. 

 In addition to working with the Haystack program and the Oregon Music 

Educators Association, POSA has organized its own workshops in the Portland area. 
                                                 
382 Peggy McDonnell and Nedra Schnoor, interview by author, 8 October 2004. 
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McDonnell and Schnoor provided the author with a chart indicating clinicians and 

activities sponsored by or associated with the Portland Orff Schulwerk Association, it is 

reproduced here. 

1972 Eloise McCormack, PPS (Portland Public Schools) 
1973 Chartered, Sharing 
1974 Denver Conference, November 
1975 Avon Gillespie, Cannon Beach, June, Sharing 
1976 Rapley, September; Grenoble, February; Jane Frazee, Cannon Beach, 

August 
1977 Cambique, September; Saliba, February; Burnett, April; Saliba, 

Cannon Beach, August 
1978 Postal, September/  
1979 Cambique, January; Schnoor & Weber, Thomas, April; J. Wuytack, 

Cannon Beach, August 
1980 Cambique, September; J Wuytack, November; Ferguson, April; Rita 

Davis, April; EOC [Evergreen Orff Chapter] Mini conference, March, 
Thomas Cannon Beach, July 

1981 Rapley, February; L Yaross, October; Schnoor, March;’ Otto, March 
(ABA Music) 

1982 Dugard [sic], October; Gillespie, November; Sharing, January; 
McDonnell, April 

1983 Saliba, October (ABA Music); AOSA [American Orff-Schulwerk 
Association] National Conference, November; Otto Pixton, April 

1984 Richard Gill, February 
1985 Jan Hall, January; EOC Mini Conference, March 
1986 Saliba, October, LOSA [Lane Orff Schulwerk Association]; Frazee, 

????; Goetze, April 
1987 C King, October; Palmason, February 
1988 Dugard [sic], October; Thomas February; Frazee, March, (PPS); Steen, 

April 
1989 N. Miller, April 
1990 M.H.  Solomon, October; Fox, February (PPS); Kriske & DeLelles, 

February; Otto, April 
1991 Munoz, October 
1992 Saliba, October; Phillips, November; Lisa Parker, February; Steve 

Calanatropio, April 
1993 Kriske & DeLelles, October; Palmason, February; Layton, April 
1994 S. Snyder, October; Phillips, February 
1995 Ferguson, October; Medly, April 
1996 Niel, February 
1997  
1998 Grenoble & McCreary, September 
1999          
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2000 Goodkin, October; Hug, April 
2001 Massello-Chiacos, April 
2002 Schrader, Oct; S. Kennedy, February; R Sams, April 
2003 Gagne, February; Lopez, April 
2004 James Harding, February; J. Solomon, April 
2005 Kriske & DeLelles 
 
Presenters I have no date for: Lois Chosky, Kassandra Gruener-Green, Linda 
Kuchera, Marion O’Connell, Mara Stahl383 

 
The qualifications of many of these clinicians have been presented previously in this 

document and will not be repeated at this point.  

 Music educators receive information about the POSA workshops through flyers 

mailed to their schools and on occasion through the Oregon Music Educator. Periodically 

POSA has placed an advertisement in the Oregon Music Educator announcing the 

workshops being offered during the school year. This type of advertising provided 

information for all members of OMEA, not just members of the Orff organization or 

elementary teacher, thus expanding the participation base for the POSA programs. One 

such advertisement announced the 1980-81 clinicians and is reproduced in Figure 3.13. 

 

                                                 
383 Nedra Schnoor and Peggy McDonnell, “Portland Orff Schulwerk Association” program notes, given to 
author, 8 October 2004. 
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Figure 3.13 
POSA Calendar from Oregon Music Educator Fall 1980384 

 
 It can be seen that five local activities were planned by POSA for the 1980-81 

school year. The “Sharing Session” would have been produced by local members; Peggy 

McDonnell was a founding member of POSA and continues (2005) to teach an Orff-

inspired curriculum at Catlin Gable School in Portland.385 Lillian Yaross and Brigitte 

Warner were Orff clinicians from outside the Portland area. Yaross was AOSA President 

in 1979-80 and received the AOSA Distinguished Service Award in 1991. Yaross’ 

article, “Beginning Instrumental Play,” was published in Orff Re-Echoes Book II.386  

Brigitte Warner received the AOSA Distinguished Service Award in 1994.387 Warner was 
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385 Peggy McDonnell, interview by author, 8 October 2004. 
 
386 Lillian Yaross, “Beginning Instrumental Play,” in Orff Re-Echoes Book II, Isabel McNeill Carlen, ed., 
(Cleveland, OH: American Orff-Schulwerk Association, 1985):110-11. 
 
387 Weisert-Peatow, “Leadership in the American Orff-Schulwerk Association 1968-1998,” 80-81. 
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the author of the book, Orff-Schulwerk: Applications for the Classroom, published in 

1991 by Prentice-Hall.388 She also penned several articles related to the Orff process 

including: “Yes – But…A Parable,” “Creative Play-Acting With Children,” and “The 

Development of the Canon in Orff-Schulwerk.”389 The publications and honors credited 

to these two clinicians imply that the Portland Orff Schulwerk contracted for clinicians 

who were well respected within their field. 

 The Portland Orff-Schulwerk Association again published its calendar of events 

in the Oregon Music Educator in 1985. The workshop agenda for 1985-86 included 

Phyllis Wikart, Sharing, Ann Palmason and Julia Schnebly-Black (as a team), and Jane 

Frazee. Frazee’s qualifications as an Orff educator were discussed previously in this 

document. Phyllis Wikart is a movement specialist and founder of High/Scope 

Educational Research Foundation. “She is the author or co-author of 13 books about 

movement, music, and dance at all levels, and the producer of 8 videos and 15 CDs, 

including the Rhythmically Moving and Changing Directions recorded music series.”390 

Julia Schnebly-Black was co-author with Stephen Moore of The Rhythm Inside - 
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Connecting Body, Mind and Spirit Through Music (1997).391 Her area of expertise is in 

Dalcroze Eurhythmics. The Seattle Conservatory of Music presented her credentials: 

  Ph.D., systematic musicology, University of Washington, MM, piano  
performance, Yale University, BM, piano performance, Peabody Conservatory, 
Certificate and License, Dalcroze Eurhythmics, Carnegie-Mellon University 
Performing Artist, piano, harpsichord. Former President, Dalcroze Society.  
Regional and national clinician. Research associate, musicology, University  
of Washington.392 

 

With Weikart, Schnebly-Black, and Frazee on the schedule, POSA presented Oregon 

music educators with the opportunity to study with well known clinicians. 

 Portland Orff-Schulwerk members receive the POSA Newsletter which also 

provides information regarding workshops. The 2004-2005 workshop program included: 

Orff 101 in September, Randy DeLelles and Jeff Kriske in October, Cindy Hall in 

February, and Kasandra Green Gruener in April.393 The Orff 101 program was initiated in 

2003. McDonnell described the program: “the chapter has taken on responsibility for 

mentorship for new teachers, and so that’s why we’re doing Orff 101 in September for 

new teachers.”394 The POSA Newsletter described the workshop thusly: “Free workshop- 

open to all, and designed to introduce teachers and college students to Orff-Schulwerk. 

POSA Board members will present this workshop…”395 Orff 101 has been successful and 
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has led to further mentoring opportunities. McDonnell recounted: “We had well over 40 

people at that and what has ended up happening a lot of those new teachers are coming to 

people’s schools who presented last year and this year to get further mentorship, so that’s 

a very exciting.”396  

 Providing mentorship has become a goal of the Portland Orff Schulwerk 

Association. In addition to the Orff 101 program, POSA has purchased a set of barred 

percussion instruments which is made available to loan to teachers who have a minimum 

of Level I Orff training. These were purchased with POSA funds through Sylvia Perry at 

Peripole Bergerault. 397 

 All City Orff Concerts have also been developed by the Portland Orff Schulwerk 

Association. These are organized by a team of teachers who decide upon a theme, 

research materials, select materials, and rehearse with their own students. The finished 

product integrates segments that have been prepared by individual schools McDonnell 

provided an example: 

 My kids might play the instruments while Nedra’s kids  
dance and another school’s doing recorder, and this year we did  
“Word to the Wise.” One school did a proverb, how ever they  
wanted to do it, to introduce a song that was played by another  
school and dramatized with dance by another school, and the  
kids create all of that, and the Orff orchestrations, a lot of time we  
write them, and then we go to record them and change them.398 
 

 A major event in the history of the Portland Orff Schulwerk Association was the 

hosting of the American Orff-Schulwerk Association’s 1982 conference in Portland, 
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Oregon. Nedra Schnoor was on the AOSA National Board as regional representative at 

the time and was asked to co-chair the national conference. Sister Christine Weber was 

the local conference chair. Schnoor was teaching in the Portland Public Schools at the 

time and was granted a half a years' leave of absence to work on the project.  The 

conference was held at the Janzen Beach Red Lion and was attended by over 3,000 

people.399 

 The Portland Orff Schulwerk Association continues to support and promote Orff-

inspired music education in Oregon. Schnoor and McDonnell reported that educators 

from eastern Oregon, southern Oregon, the Oregon coast, and the state of Washington 

attend POSA workshops. 400 POSA began in 1973 with eight members, in 2005 there 

were seventy-eight members in the chapter.401This association of music educators 

dedicated to the Orff approach has planned workshops for the 2005 – 2006 school year 

with clinicians Doug Goodkin, Laura Koulish, and Heidi Tzortis402 and continues to be a 

vital force in Oregon music education. 

 

Lane Orff Schulwerk Association 

 The Lane Orff Schulwerk Association was headquartered in the Eugene area and 

came into being in the late 1970s or early 1980s. It served music educators in Lane 

County, but drew members from as far as Ashland, Oregon. Randall Moore, retired U of 

O Professor of Music Education, noted that Judy West was a “driving force” within the 
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Lane Orff Schulwerk Association.403 On the map of Oregon provided in Figure 3.14, it 

can be seen that Eugene and Ashland are located along the I-5 corridor in the southern 

region of the state.  

 

Figure 3.14 
Oregon State Map Showing Cities404 

 
 

 Debi Noel, recorder instructor for the University of Oregon’s Orff Level I course 

and Eugene music educator was a member of the Lane Orff Schulwerk Association 

(LOSA). She joined LOSA in 1987 and recalled that there were approximately twenty 

members at that time. LOSA sponsored monthly workshops and brought in clinicians 

including; Jim and Mary Helen Solomon, Jeff Kriske, and Randy DeLelles.405 The Lane 

                                                 
403 Randall Moore, interview by author, 16 January 2005. 
 
404 Go Northwest, Oregon Town and Road Map, 15 July 2005,  
< http://www.gonorthwest.com/Oregon/oregon-map.htm>.  
 
405 Debi Noel, interview by author, 8 July 2005, Eugene, Oregon, tape recording O-004, Southwest 
Collections/Special Collections Library, Texas Tech University, Lubbock, TX. 
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Orff Schulwerk Association was disbanded in the early 1990s when state budget 

difficulties resulted in cut backs in music staff in the Eugene area.406 

 

The Music Industry 

 The instruments of the Orff instrumentarium, and in particular the barred 

percussion, are often seen as the identifying characteristic of Orff-inspired music 

education. Because these instruments must be manufactured and delivered to music 

educators, the music industry has played an important role in the history of the Orff 

Schulwerk movement in America and subsequently in Oregon. As reported previously in 

this document, Karl Maendler built the first xylophone for Orff’s Güntherschule in the 

1920s. Following World War II,  “Radio Bavaria’s series of Orff Schulwerk broadcasts in 

1948 created great demand for Orff Instruments, and, with Karl Maendler retired, the 22-

year-old Becker-Ehmck. Becker-Ehmck founded Studio 49 to meet this need.”407  Studio 

49 instruments were first imported into the United States by Peripole, Inc. which had the 

exclusive distributorship in America until 1967 when they elected to carry instruments by 

Sonor instead.408  Peripole’s involvement with Studio 49 was confirmed by Osterby and 

Norman Goldberg (founding member of the American Orff-Schulwerk Association and 

founder with Ted Mix of the corporation Magnamusic-Baton [MMB])409 in Osterby’s 

“The Orff-Schulwerk in North America 1955-1969.”  Osterby stated:  

in the program of the 1966 ISME conference at Interlochen, your  
                                                 
406 Randall Moore, interview by author, 16 January 2005. 
 
407 MMB Music, MMB Music History, 23 July 2005, 
<http://www.mmbmusic.com/about_us/history.aspx#carl_orff.>. 
 
408 Sylvia Perry, interview by author, 30 July 2005. 
 
409 Weisert-Peatow, “Leadership in the American Orff-Schulwerk Association 1968-1998,” 79. 
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[ MMB] descriptive paragraph in the exhibitor list does not include  
reference to Orff instruments. Yet, the Peripole ad does.  I read that 
 both MMB and Peripole advertised Studio 49 instruments as late as  
the 1967 divisional programs.410 

 

MMB continues (2005) to be the exclusive distributor of Studio 49 instruments in the 

United States.411 

 As was previously stated, Sonor was producing Orff instruments in the 1959s. 

The Sonor web page states: 

For more than 50 years Sonor has been involved with, and committed  
to, active support of Orff. Early on, Sonor built xylophones,  
glockenspiels, timpani, cymbals, and small percussion instruments.  
A new era started in 1953 when the Orff instrument collection was  
officially introduced. Together with Hans Bergese, a former student  
of Carl Orff, an innovative and progressive range of instruments was  
developed.412 

 

In the years following the founding of Studio 49 and the addition of Sonor to the field of 

Orff instrument producers, other manufacturers entered the market and now Orff 

instruments are built by several companies. Two of these, Kitching and Peripole 

Bergerault, are relevant to the current study of music education in the state of Oregon.  

 As previously noted in this document, Grace Nash presented numerous 

workshops on the Orff process in the state of Oregon. Although her first instruments were 

German – made Studio 49 product, Nash recalled that the instruments she had in Oregon 

were produced by Kitching.413 When asked by Osterby about the Kitching instruments 

                                                 
410 Osterby, “Orff-Schulwerk in North America,” 485. 
 
411 MMB Music, Studio 49, 23 July 2005, < http://www.mmbmusic.com/studio_49/orff_instruments.aspx>.  
 
412 Gary Lourdes, “Sonor Orff Percussion,” Giardinelli, 8 August 2005, 
<http://www.giardinelli.com/srs7/g=home/s=reviews/content/doc_id=92301>. 
 
413 Grace Nash, interview by author, 6 February 2005, via telephone.  
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Nash stated: “I felt that if Orff-Schulwerk was to flourish in the USA, our own industry 

needed to provide quality instruments for the schools.”414  Nash described her 

relationship with Kitching in the Osterby interview. “My agreement was to work with 

them as a consultant providing there would be no financial involvement of any kind.  No 

salary; no commission, or any contract of any kind.”415  

 Delmer Aebischer, retired State of Oregon Department of Education Music 

Consultant, discussed the relationship between Kitching, Grace Nash, and Oregon music 

educators.  

I got acquainted with a fellow from Ludwig, their division called Kitching  
made pitched percussion, so we were able to hook up with them. Kitching 
consequently paid much of the bill for most of Grace Nash’s work in Oregon.  
We were able to get a lot of material that way, I should say equipment. Because  
every time she came she wanted to have a whole new set….Then we were able  
to get more equipment of this nature because the ESDA.416 

 

The ESDA funds referred to by Aebischer were part of a federally funded Title IV 

program that made funds available to school districts for the acquisition of equipment. 

“Music teachers could go to the superintendent and a lot of times they would put music 

on the list. They could get equipment, pitched percussion. It added a great deal of 

equipment, during the 70s.”417 Information regarding the Title IV funds was presented to 

music educators by Aebischer in an article written for the Oregon Music Educator in 

1977. Items eligible for funding included:  

                                                                                                                                                 
 
414 Osterby, “Orff-Schulwerk in North America,” 304. 
 
415 Ibid., 305. 
 
416 Delmer Aebischer, interview by author, 19 February 2005. 
 
417  Ibid.  
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accessories, acoustical equipment, audio equipment, games appropriate  
for music education, instruments (orchestra, band, etc.), microphones  
and amplification systems used for instruction in classrooms, piano  
laboratories, rhythm instruments for the elementary general music program, 
stands for instruments, storage cabinets for instructional materials and  
equipment, visual equipment (projects, screens, etc.), filmstrips, prepared 
transparencies, records, prerecorded tapes, music magazines, books about  
music and composers, and reference books.418  
 

Orff instruments could be purchased with Title IV funds. 

 Kitching’s presence in the Orff arena was relatively short as Nash recalled in an 

interview with the author: “They made a lot of instruments for me… they didn’t keep 

on.”419  A longer lived producer and distributor of instruments for the Orff 

instrumentarium is Peripole-Bergerault, Inc. which has been headquartered in Salem, 

Oregon since 1992.  The Peripole Company was begun by Mack Perry, a chemist, and his 

wife Sylvia, a music educator, in 1945. Sylvia Perry graciously shared her experiences in 

the music industry with the author on 20 July 2005. The interview was not taped, but 

notes were taken and the following information has been confirmed with Mrs. Perry. 

  In the beginning, Peripole built rhythm band instruments such as tambourines 

and drums in the Perry home in Brooklyn, New York. Initially these were sold through 

dealers, but the Perrys soon began to market their products directly schools and music 

educators. As the business grew, it was relocated to Far Rockaway, New York, and later 

New Jersey. Peripole was the first exclusive distributor of Studio 49 Orff instruments in 

the United States. Later they elected to represent Sonar instruments and were exclusive 

distributors of these instruments in the United States.  Peripole strove to distribute high 

quality instruments and circa 1973 they found the quality of instrument desired in those 

                                                 
418 Delmer W. Aebischer, “State of the Art,” Oregon Music Educator 29, no. 3 (Fall 1977): 11. 
 
419 Grace Nash, interview by author, 6 February 2005. 
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manufactured by the Bergerault Company of France. Sylvia Perry remembers that they 

discovered the Bergerault instruments while attending the Spring Trade Fair in Frankfurt, 

Germany. At this event, similar to the American NAMM (National Association of Music 

Merchants) convention, music manufacturers from many countries display their products. 

The Spring Fair in Frankfurt is the largest trade fair of its kind in the world. At first 

Peripole imported and distributed the Bergerault instruments, but they have since merged 

to become one corporation, Peripole-Bergerault.420 

  Confirming documentation as to the brands of instruments represented by 

Peripole is found in their catalogs. Figure 3.15 is the front page of the 1962 Peripole, Inc. 

catalog of Studio 49 instruments. Please note theyear1962 was hand written on the 

original taken from the files at Peripole-Bergerault offices on 20 July 2005. This catalog 

was printed the year in which Carl Orff and Gunild Keetman made their presentations in 

Toronto. Figures 3.16 and 3.17 represent pages from the 1969 Peripole catalog 

advertising Sonor instruments. These two artifacts verify that Peripole first represented 

Studio 49 instruments and then represented Sonor instruments.  

                                                 
420 Sylvia Perry, interview by author, 20 July 2005. 
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Figure 3.15 
1962 Peripole Catalog of Studio 49 Instruments421 

 

Figures 3.16 and 3.17 were taken from the 1969 Peripole catalogue that featured 

instruments produced by Sonar.  

                                                 
421 “Original Instruments: Orff-Schulwerk ‘Music For Children,” Peripole Incorporated, (Far Rockaway, 
NY: Peripole, Inc., 1962), 1. 
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Figure 3.16 
1969-1970 Peripole Catalog 422 

 

 

Figure 3.17 
Sonar Instruments Featured in 1969-1970 Peripole Catalog423 

                                                 
422 “We Are Proud to Present Our 1969 – 1970 Catalog,” Peripole, Inc., (Far Rockaway, NY: Peripole, 
Inc., 1969), 1. 
 
423 Ibid., 41. 
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 Upon the death of Mack Perry in 1992, Sylvia Perry relocated the corporation to 

Salem, Oregon and their son, Andrew became a principal in the organization. Peripole-

Bergerault had been unknown in the northwest prior to this move. Mrs. Perry indicated 

that they “want to put music education on the map” and that they are “hometown proud,” 

in relation to music education in Oregon.424 Their efforts in music education were 

recognized by the Oregon Music Education Association at the 2005 OMEA Conference 

with the presentation of the Music Industry Distinguished Service Award to Sylvia and 

Andrew Perry. All instruments manufactured by Bergerault in France are shipped to the 

Salem facility where they are then shipped to schools across the country. Some smaller 

percussion instruments are manufactured in Salem and a show room is maintained there 

as well. Some of the Peripole-Bergerault 2005 Orff instruments are seen in Figure 3.18. 

 

 

Figure 3.18 
Andrew Perry in the Salem, Oregon Showroom of Peripole-Bergerault 

 

 

                                                 
424 Sylvia Perry, interview by author, 20 July 2005. 
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Figure 3.19 
Sylvia Perry at Peripole-Bergerault Headquarters in Salem, Oregon 

 

 Peripole-Bergerault has assisted music education in Oregon by providing 

instruments for use workshops and clinics and by providing varying degrees of 

sponsorship for Orff-inspired clinicians at Oregon Music Educator Conferences. In 

addition to the music education expertise of Sylvia Perry, a graduate of Columbia 

Teachers College, Peripole-Bergerault has on staff a full time music educator, Cak 

Marshall. Marshall, Educational Director for Peripole-Bergerault, has presented Orff 

oriented clinics in twenty states, including Oregon.425  

 The music industry is complex. Some corporations, such as Peripole-Bergerault 

sell directly to schools and individual music educators. In other cases the manufacturer 

sells through a network of local dealers, or through one major national dealer. Mary Lott, 

formerly of ABA Music in Salem, Oregon provided insight into the relationship between 

a local music store and the music education community via e-mail on 27 January 2005. 

                                                 
425 Cak Marshall, interview by author, 22 July 2005, Salem, OR, via telephone, notes only.  
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 Lott worked for Wills Music Store in Salem beginning in 1971. When she joined 

the staff there, Orff instruments were not in the inventory. Her first experience with the 

Orff instrumentarium came when Wills Music was asked to provide instruments for the 

PSU Haystack program at Cannon Beach (previously examined in this study). Wills 

Music’s first experience with the Haystack program was in 1976. Lott recalled  

They [the instruments] sold at the summer session after classes were over… 
and programs in the districts began to be solidified off of those courses  
and following OMEA and MENC conferences. Wills was the ONLY store  
at the time.  We marketed from the Canadian border almost down to San 
Francisco…We never kept many in stock…but were able to fill school  
bids for the most part within two weeks.426 
 

The first brand of instruments stocked by Wills Music was MEG (Music Education 

Group), but they later dealt with Studio 49 and Sonor. Lott left Wills Music to open her 

own store, ABA Music, focusing solely on music education for K-6 classroom music 

program. She sold Studio 49 and Sonor instrument, and 1992, when Peripole moved to 

Oregon, she became an exclusive distributor for Bergerault on the west coast 

 Schnoor and McDonnell indicated that Lott had been working for Weathers 

Music, not Wills Music, in Salem when she was first contacted about obtaining Orff 

instruments. Lott was contacted by the author via telephone and email on 8 August 2005 

to clarify this matter. Lott provided information that Weathers and Wills were two 

separate music stores in Salem, Oregon; she worked for Wills and not for Weathers. 

Weathers Music did not deal with the K-6 music program, being primarily a band, 

orchestra, piano oriented business. Weathers Music is still active in Salem (2005), but 

                                                 
426 Mary Lott, Salem, Oregon, to author, Scappoose, Oregon, 27 January 2005, via e-mail. 
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Wills Music has ceased to exist. Lott chose to close ABA Music and now devotes her 

energies to her oboe studio and performance.427 

 Responding to a question regarding music dealer sponsorship of clinicians, Lott 

wrote: “absolutely…its all tied in…and on top of that one finds one supporting things that 

they believe in not because they bring you money…but because WHAT is being taught is 

so right.” 428 Working with POSA, LOSA, OMEA, MENC, and their own workshop 

program, Wills and later ABA Music sponsored clinicians including: “ Konnie Saliba, 

Margret duGard, Doug Goodkin, Avon Gillespie, Isabel Carly, Arvida Steen, Mary 

Shamrock, Jos Wuytack, the Solomons, Shelly Norlund and her sister Jan.”429  

 Lott recalled the mechanics of a collaborative effort between ABA Music and the 

Portland Orff Schulwerk Association: “Every time POSA had a main clinician come in 

for the chapter I provided extra instruments (and sold them after) along with books by the 

clinician and then of course the rapidly growing Orff library of fun stuff.”430 

 When asked what role the music dealers played in the growth of movements such 

as the Orff movement, Lott responded: “HUGE!”431  This may be reflected in the fact that 

each of the four music industry organizations, Kitching, Peripole-Bergerault, Wills 

Music, and ABA Music, played a role in bringing Orff clinicians to the state and 

providing instruments for workshops. Although the Orff process is not only about the 

                                                 
427 Mary Lott, email to author, 8 August 2005; Mary Lott, interview by author, 8 August 2005, Salem, OR, 
via telephone, notes only. 
 
428 Mary Lott, email to author, 27 January 2005. 
 
429 Ibid. 
 
430 Ibid. 
 
431 Ibid. 
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instrumentarium, having access to the instruments for workshops has been important to 

Oregon music educators. The importance can be found in the fact that McDonnell and 

Schnoor were willing to transport their own instruments to Cannon Beach for workshops 

and that the location of the POSA workshops at Catlin Gable School where an 

instrumentarium is available is listed as a significant element in the feasibility of offering 

the workshops.432 Figure 3.20 represents and advertisement for ABA Music that appeared 

in the Winter 1983-1984 Oregon Music Educator.  In 1984, Peripole-Bergerault was still 

located in New York and ABA Music carried Magnamusic Baton, Sonor, and Studio 49 

instruments.  

 

 

 

 

 

 

 

 

 

 

                                                 
432 McDonnell and Schnoor, interview by author. 
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Figure 3.20 
ABA Advertisement in Winter 1983-1984 Oregon Music Educator433 

 

  The relationship between instrument manufacturers, instrument dealers, and 

music educators may be seen as symbiotic. Educators have a need for instruments, 

manufacturers and dealers satisfy that need. The music industry has a product to sell and 

                                                 
433 “ABA Music: Mary A. Lott, Owner,” Oregon Music Educator 36, no. 4 (Winter 1983-1984): 2 
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music educators purchase that product. Music educators benefit from attending 

workshops led by qualified clinicians and the music industry assists with those 

workshops in two ways: by providing varying degrees of clinician sponsorship; and by 

providing instruments of the Orff instrumentarium to be used during the workshop. As 

first mentioned by Edmund Cykler in reference to his purchase of the Studio 49 

instruments at the MENC St. Louis Convention, instruments are often sold to educators 

after a clinic or workshop.434 Aebischer and Lott reported that in the same practice has 

been followed in Oregon.435   

 An additional relationship between the music industry and the music education 

profession is evidenced in professional journals. Music industry members purchase 

advertising in publications such as The Orff Echo, The Oregon Music Educator, Music 

Educators Journal, and Teaching Music. Advertising generates funds for the 

publications’ parent organization and brings products to the attention of the music 

educators who would purchase them. These mutually beneficial relationships have made 

a contribution to the growth and development of the Orff movement in the state of 

Oregon.  

 

Summary 

 Music educators in Oregon had their first opportunity to learn of the ideas of Carl 

Orff through Edmund Cykler and Robert Nye at the University of Oregon. Since the late 

1950s there has been an Orff presence in the state. Music educators have developed their 

skills at facilitating the Orff process in their classrooms through in-service workshops, 

                                                 
434 Osterby, “Orff-Schulwerk in North America,” 283. 
 
435 Mary Lott, email to author, 27 January 2005; Delmer Aebischer, interview by author. 
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summer introductory courses, convention clinicians, and Levels Training. The Orff 

presence has been supported by colleges and universities, the Oregon Department of 

Education, the music industry, and music educators themselves through their professional 

organization. Looking to the future, one sees the full 2005-2006 Portland Orff Schulwerk 

Association calendar of clinicians, the Kalani and Weikart clinics planned for the Oregon 

Music Educators Conference, and the enthusiasm generated by future classroom teachers 

at Western Oregon University’s “Introduction to Orff Schulwerk” and knows that the 

Orff process will continue to be a viable feature of Oregon music education in the years 

to come. 
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CHAPTER IV 

Zoltán Kodály Biographical Information 

 Zoltán Kodály was born in Kecskemét, Hungary on December 16, 1882. Both of 

his parents participated in music as amateurs, his father playing the violin and his mother 

the pianoforte.436 By the time Kodály reached the age of four, the family was living in the 

small town of Galánta.  It was here that his father purchased a piano and young Zoltán 

listened to chamber music performed by his parents.  The seven years spent in Galánta 

were pleasant for Kodály as he noted in his dedication to  

 “Bicinia Hungarica” (1937-42), he recalled his one-time primary school,  
 his former barefoot playmates, the village girls who sang and danced so 
 beautifully.  It was during these years that he was first seized with an  
 attraction for the folk and folk music and was first drawn into the  
 circle of enchantment created by that old Hungarian instrumental  
 dance music the memory of which he revived in his “Dances of  
 Galánta”, composed in 1933.437 
 
When the Kodály family relocated to the town of Nagyszombat in 1891 (his father was a 

railroad station manager and was transferred from village to village), the nine-year-old 

Kodály continued his education at the Roman Catholic “Gymnasium” where “his serious 

interest in music began to assert itself.” 438 In 1900 he received a stipend to continue his 

education at the Péter Pázmány University of Sciences in Budapest. In 1902, while 

                                                 
436 John S. Weissmann, “Kodály, Zoltán,” in Grove’s Dictionary of Music and Musicians, 5th ed., Eric 
Blom, ed., (New York: St. Martin’s Press Inc., 1973), 795.   
 
437 Dezso Legany, “Kodály’s World of Music in His Childhood and Early Youth,” Studia Musicologica 
Academia Scientiarum Hungaricae, 22, 1980 [journal on line]; available from JSTOR 
http://links.jstor.org/sici?sici=0039-
3266%281980%2922%3A1%2F4%3C33%3AKWOMIH%3E2.0.CO%3B2-Z, 336. 
 
438 John S. Wissmann, “Kodály, Zoltán, 795.  
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continuing his studies at the University, Kodály “entered the composition class of Hans 

Koessler at the Budapest Academy of Music.”439  

 During this period of time, Kodály became interested in questions regarding the 

national style of Hungarian music and in the summer of 1905 he embarked upon his first 

folk music collecting trip.  In 1906 he became associated with Bartók and the two worked 

together on folk music projects over the course of many years. In that same year, Kodály 

received his doctorate from the university “with a dissertation on the strophic structure of 

Hungarian folksong.” 440 

 Zoltán Kodály built an international reputation as an ethnomusicologist and a 

composer of works including; Psalmus hungaricus(1923), Háry János (1926), 

Marosszéki táncok (1930), Galántai tánok (1933), Variations on a Hungarian folk Song: 

Felszállot a páva,” the Peacock Variations (1939) and the Concerto for Orchestra 

(1940).441   It is however, his work in music education that is the focus of the current 

study. 

 

Interest in Education 

 Kodály began career as an educator in Budapest, teaching theory at the Academy 

of Music in 1907.442 While teaching at the Academy he continued his work with folk 

music collection and composition. Even during the tumultuous years of World War I, 

Kodály continued to teach at the Academy, collect folk songs, and compose his own 
                                                 
439 Ibid.,796. 
 
440 Ibid.,796.  
 
441  Nicholas Slonimsky, ed., Baker’s Biographical Dictionary of Musicians s.v. “Kodály, Zoltán,” 
(Schirmer Books, New York, 1990), 1914 – 15.  
 
442 Slonimsky, Baker’s, 1914. 
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music.  He broadened his career path when “at the end of 1917, he became the music 

critic of the progressive literary journal, Nyugat; and in 1918-19 he worked in the same 

capacity for the liberal daily paper, Pesti Napló.”443  

 The autumn Revolution of 1918 in Hungary brought about the institution of the 

Hungarian Republic of Councils and consequently changes within government run 

agencies reaching even into the field of the arts.  

The administration of music was put in the hands of Béla Reinitz,  
who assumed executive authority form the time of the bourgeois  
Revolution in October 1918; and who, in the discharge of his duties,  
called upon Kodály, Bartók and Dohnányi for their expert advice,  
appointing them as his musical Directory…..Kodály was appointed  
to the newly created post of Deputy Director [of the National Academy 
of Music of Hungary]. 444 
 

When the Hungarian Republic of Councils was overthrown in 1919, those who had held 

substitutive positions during its tenure faced censure under the new government. Because 

of his role as Deputy Director of the National Academy of Music of Hungary, “Kodály 

was suspended; and an enquiry into his conduct under the Republic was set on foot.”445  

After enduring hearings on his conduct, and being placed on an extended leave, Kodály 

was allowed to resume his teaching duties at the Academy in September of 1921.446  

 Kodály evidenced an interest in education for the young “in 1923 when he wrote 

“Psalmus Hungaricus,” with a special part for a boy choir.  Thereafter, he wrote several 

                                                 
443 László Eősze, Zoltán Kodály: His Life and Work, trans. István Farkas and Gyula Gulyás (Boston: 
Crescendo Publishing Company, 1962), 22. 
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445 Ibid., 23. 
 
446 László Eösze, Mícheál Houlahan, Philip Tacka, ‘Kodály Zoltán,’ Grove Music Online ed. L. Macy 
(accessed 8 August 2005), <http://www.grovemusic.com.lib-e1.lib.ttu.edu>. 
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pieces for this choir and by 1929, youth education had become his primary interest.”447 

Another factor is sometimes cited as having provided momentum for Kodály’s work in 

youth education.  

It was in 1925, as the oft repeated story relates, that Kodály was appalled  
when he heard girls from a teacher training institute singing on an outing  
in the Buda hills. The quality of music and the quality of voices were both  
very poor.  This experience influenced Kodály to concentrate on the  
improvement of music education in his native land through providing 
 better musical materials, better music methods and better music teachers.” 448 
 

His first step toward this goal was   
 

to improve teacher training. In his words: “It is much more important  
who is the music teacher in Kisvárda than who is the director of the  
opera house in Budapest…for a poor director fails once, but a poor  
teacher keeps on failing for thirty years, killing the love of music  
in thirty generations of children.”449 
 

  It became his aim to facilitate the creation of a musically literate nation. 

Concurrent with the goal of musical literacy, was the desire to return the rich heritage of 

authentic Hungarian folk music to the people of his country. Kodály based his plan for 

music education on the child development principles of Swiss educator Jean Heinric 

Pestalozzi using the folk music of the child’s culture as the first teaching vehicle. In this 

program, “musical experience precedes symbolization. The teaching order is always 

sound to sight, concrete to abstract.” 450 Schade aptly described the connections between 

Kodály’s method and the Pestalozzian philosophy. 

 The Kodály approach appears to be an exemplary  
Pestalozzian method, incorporating the Pestalozzian principles  
of (1) moving from the simple to the complex, (2) organizing  

                                                 
447 Schade, “Analysis of Melodic Characteristics,” 27. 
 
448 Stone, “Kodály and Orff Music Teaching Techniques,” 47. 
 
449 Choksy, The Kodály Method I (Upper Saddle River, NJ: Prentice Hall, 1999), 1. 
 
450 Choksy, The Kodály Context, (Englewood Cliffs, NJ: Prentice Hall, 1981), 7. 
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learning into small, logical steps in sequential order, (3) presenting  
one new thing at a time, (4) avoiding the presentation of  
unnecessary complexities until needed, and (5) aiding the learning  
process with mnemonics or “crutches.”451 
 
 

Development of the Kodály Method 

 Kodály’s ideas on music education melded with his work with Hungarian folk 

music and over a period of years a new way of teaching music based on Kodály’s ideas 

evolved in Hungary.  Mikolós Forrai was interviewed by Mary Alice Hein regarding his 

association with Kodály during the 1930s. Forrai recalled:  

      The basis for Hungarian music education was begun by Kodály 
 in the 1940s when he strongly urged Ádám, Kerényi and Rajeczky to  
 work in this area. Ádám wrote the methodology and elaborated 
 on everything that Kodály prescribed. What is now called the Kodály 
 Method was developed in the beginning by Jenö Ádám under the 
 supervision of Kodály. At first Ádám was against these ideas but 
 Kodály persisted.452 
 

Ádám’s work was titled Módszéres Énekegyüjtemény (Systematic Singing Teaching).453 

Kodály’s ideas were accepted by the Hungarian people. Frigyes Sándor reported:  

After the liberation of Hungary in 1945 the way was clear to put new  
and progressive ideas into practice. Hundreds of eager and thoughtful  
music teachers started out on the road shown them by Bartók and Kodály.  
The treasury of ancient Hungarian folk-music yielded valuable material  
for the creative work of composers and music teachers.  Whole series  
of school singing exercises and new textbooks for instrumental playing  
appeared; new methods were developed and introduced.  The Hungarian  
People’s Republic gave the work its full support; a country-wide  
network of state music schools and institutions was set up, which is still  
in the process of development.  The number of pupils studying music has  
grown by leaps and bounds.454 
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  Kodály was a powerful advocate for music education and in 1950 convinced the 

Ministry of Education to begin a special program of music education in the town of his 

birth, Kecskemét. This was the first of the Singing Primary Schools in Hungary. In the 

Singing Primary School, children received music instruction not once or twice per week, 

but on a daily basis. The program in Kecskemét directed by Márta Nemesszeghy was so 

successful that the number of Singing Primary Schools in Hungary grew to over 200.455  

 The method of music education developed by Zoltán Kodály in Hungary is based 

upon the following philosophical principles.  

1. That true musical literacy – the ability to read, write, and think music –                
is the right of every human being. 

2. That, to be internalized, musical learning must begin with the child’s                           
own natural instrument – the voice. 

3. That the education of the musical ear can be completely successful                   
only if it is begun early – in kindergarten and the primary grades –                    
even earlier, if possible. 

4. That, as a child posses a mother-tongue – the language spoken in his               
home – he also posses a musical mother-tongue in the folk music of                         
that language.  It is through this musical mother-tongue that the skills                       
and concepts necessary to build musical literacy should be taught.  

5. That only music of unquestioned quality – both folk and composed –               
should be used in the education of children.456 

 
 The late Jean Sinor, past president of the International Kodály Society and 

Professor of Music Education at Indiana University457 listed the basic tenets of Kodály 

based music education as:  

the use of the highest quality music, music for everyone, not only for an  
                                                                                                                                                 
454 Frigyes Sándor, Musical Education in Hungary (Budapest: Corvina, 1966), 9 – 10. 
 
455 Lois Choksy and others, Teaching Music in the Twenty-First Century, 2d ed.; Lois Choksy, The Kodály 
Method.  
 
456 Choksy, Kodály Context, 6 – 8. 
 
457 Indiana University, Professor Eugenia Sinor Memorial Resolution: September 22, 1946 – March 9 
1999, 15 July 2005 <http://www.indiana.edu/~iuihsl/1sinor.htm>. 
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elite, music experiences beginning in early childhood, initial grounding in  
the folk style of the culture, an a cappella vocal foundation for music  
learning, literacy as the primary means for musical independence, use  
of relative solfége, experiences before notation, and a child-centered 
 learning sequence458 
 

Characteristics of Kodály based music education include the predominance of folk music, 

use of movable do, solfa, Curwen hand signs, rhythm syllables, stick notation, pentatonic 

songs, and a sequential curriculum for introducing melodic and rhythmic elements. None 

of these concepts was original to Kodály.   

Solfa was invented in Italy and tonic solfa came from England; rhythm  
syllables were the invention of Chevé in France, and many of the solfa  
techniques employed were taken from the work of Jaques-Dalcroze:  
hand-singing was adapted from John Curwen’s approach in England  
and the teaching process was basically Pestalozzian.” 459 
 

The use of the solfa and can be traced to Guido d’ Arezzo, an eleventh century Italian 

monk. John Curwen and Sara Glover used hand signs to represent the pitches of the scale 

in English music education in the nineteenth century.460 The use of relative sol-fa was 

introduced in Hungary with the invitation from Kodály to Fritz Jöde of Germany. Irén 

Forrai interviewed by Hein with respect to her work with Kodály in the 1930s recounted: 

 If I remember correctly, this was in 1937 when Professor Fritz 
 Jöde came to Hungary to give a course on relative sol-fa.  I am  
 sure that Kodály had asked him to come and before Kodály had 
 sent Kerényi to Jöde in Berlin. Jöde was then invited to Hungary.461 
 

These have become integral elements of Kodály inspired music education and are often 

the seen by the education profession as the evidence that a music educator is a “Kodály 
                                                 
458 Sinor, “Ideas,” 38. 
 
459 Lois Choksy and others, Teaching Music in the Twenty-First Century, 2d ed., 81. 
 
460  Mark, A History of American Music Education, 170. 
 
461 Hein, The Legacy of Kodály, 60. 
 



         171

teacher” as contrasted to an “Orff teacher” who is most often known for the use of 

xylophones and other barred percussion instruments.  

 

International Awareness of the Kodály Method 

Kodály’s ideas were introduced to music educators from around the world by Jenö 

Ádám at the 1958 conference of the International Society for Music Education462(ISME) 

in Denmark. Although the November-December issue of the Music Educators Journal 

carries an article by Vanett Lawler, “Glimpses From Copenhagen” (15 – 20), this article 

does not specifically mention the Ádám presentation or Kodály. However, Jenö Ádám is 

shown in photograph of a Plenary Session at the conference (18). The article in the Music 

Educators Journal does list two conference recommendations related to Kodály’s 

principles. 

1. Every effort should be made to publish and to collect folk music.  Inherent 
in this effort is the necessity to preserve original folk music. 

2. Effort should be directed to the preparation of well-qualified 
music teachers in countries all over the world.463 

  
 The 1958 conference was only the first of several ISME meetings to feature 

Kodály teaching techniques and philosophy.  “At successive meetings of the conference 

in 1961 and 1963 other Hungarian specialists lectured on it, [Kodály’s teaching] and in 

1964 Kodály addressed the conference, which that year was held in Budapest.”464 

                                                 
462 Polly Carder, The Eclectic Curriculum in American Music Education. (Reston, VA: Music Educators 
National Conference, 1972), 72 
 
463 Thomas S. Kite, “The Organization of American Kodály Educators: Its History and Impact On 
American Music Education,” Ed.D. diss., University of Houston, 1985, 46. 
 
464  Carder, 73.  
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Some of Kodály’s writings were available in English translations by Louis Boros. 

Louis Boros and others translated the manual for Hungarian teachers into English, 

providing an accessible source for American music educators. The Boros translation 

“contains a detailed, explicit plan for teaching music reading, the writing of rhythmic and 

melodic notation, and ear training.” 465 These translations assured interested American 

music educators access to the Kodály method and philosophy. 

 

Introduction of the Kodály Method in the United States 
 
 The early dissemination of information about the Kodály method in the United 

States was facilitated by the efforts of music educators including Mary Helen Richards, 

Árpád Darázs, Katinka Dániel, Alexander L. Ringer, Denise Bacon, Betsy McLaughlin 

Moll, Lois Choksy, Sister Lorna Zemke, Sister Mary Alice Hein, and others.466 One of 

the earliest introductions of Kodály methodology was by Hungarian born educator Árpád 

Darázs who “introduced Kodály techniques in the New York City area in 1958. Darázs 

introduced the Kodály techniques to Stephen Jay and the two men later developed a 

Kodály book for use with upper elementary level pupils.”467 Darázs’ dissertation, “A 

Study of the Zoltán Kodály Approach to Music Reading and its Application to the High 

School Selective Choral Organization” completed in 1973 provides extensive information 

on Kodály teaching techniques, sequences, as well as descriptive musical examples.468 

                                                 
465 Ibid., 73.  
 
466  Kite, “The Organization of American Kodály Educators,” 45-48; Jeri W. Bonnin, “Katinka Dániel: Her 
Life and Her Contributions to Kodály Pedagogy in the United States.”  
 
467 Stone, 30. 
 
468 Árpád Darázs, “Application to the High School Selective Choral Organization,” (Ed.D. diss., Teachers 
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 Introduction of the Kodály Method in California: 1960 

 Three individuals, Dr. Robert Trotter, Dr. Katinka Dániel, and Mary Helen 

Richards, who would each play a role in bringing the ideas of Zoltán Kodály to Oregon 

music educators, met in California in the early 1960s.  

 Robert M. Trotter Ph.D. was on the music faculty at the University of California 

at Los Angeles from 1955 through 1962 and the Department Chair from 1962 to 1963. 

He received his B.M. form Northwestern University in 1943, his M.A. from the 

University of Chicago in 1947, and his Ph.D. form the University of Southern California 

in 1957. After his tenure at U.C.L.A., Trotter assumed the position of Dean of the School 

of Music at the University of Oregon in Eugene, Oregon. He was Dean at the University 

of Oregon from 1963 to 1969, and from 1970 to 1975.469 

 Mary Helen Richards was born in Lincoln, Nebraska in 1921 and began to play 

the piano at the age of three. She received a degree in Music from the University of 

Nebraska in 1944 and married Cedric W. Richards in 1945. While her husband was 

serving in the Armed Forces, Mary Helen Richards began teaching music in the public 

schools. After World War II, the Richards family settled in California470 and Mary Helen 

taught music in the Portola Valley Schools.  The Soviet Union’s successful launch of 

Sputnik in 1957 had a significant impact upon the Portola Valley Schools. Music 

                                                                                                                                                 
 
469 University of Oregon School of Music: Historical Timeline, 20 February 2005, 
<http://music1.uoregon.edu/About/bios/trotterr.html>.  
 
470Richards Institute for Music Education and Research, Mary Helen Richards, founder of the Richards 
Institute for Music Education and Research, 17 October 1998, 
<http://www.educationthroughmusic.com/obituary.htm> (18 February 2005). 
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programs were reduced and Richards was assigned to supervise study halls instead of 

teaching music. At this time, she elected to leave her position in the public schools.  

 As she prepared to leave, the school librarian handed her a recent 
 issue of the Christian Science Monitor, which reported on an 
 “innovative” music education program throughout Hungary. Focused 
 on teaching artistic excellence through a music literacy philosophy, 
 the Kodály “method” was predicated on 1) singing as the fundamental 
 music in a child’s life 2) the Hungarian folk song ….Intrigued by 
 what she read, but still without a music job, she wrote to “Zoltán  
 Kodály,” Budapest Public Schools, Budapest, Hungary asking him  
 in essence, “How do you teach music?”471 

 

Kite dates the first contact between Richards and Kodály as 1960 and quotes 

Richards’ Threshold to Music as his source.472 Richards opens the preface to Threshold to 

Music with this statement:  

“How do you teach music?” This was the question that I penciled on a  
postcard and sent to the Budapest Public Schools four years ago.  
Zoltán Kodály, the great Hungarian composer, sent me the answer  
in two small music books. The method of music education contained  
in those books, I have adapted for use in our public schools in  
Threshold to Music.473 

 
Kodály responded to Richards’ query by sending her two Hungarian music booklets. 

These booklets included pictures of children singing and playing and songs which were 

in “rudimentary notation [and] were outlined in music “syllables” sung by the voice – sol, 

la, and mi to start- and had rudimentary stick-syllable notation for eighth notes and 

quarter notes.”474  As the booklets were in Hungarian, Richards was able to draw some 

basic conclusions concerning the program of music education, but took them to the 
                                                 
471 Randal A. McChesney, Richards Institute of Education and Research, email to author, 14 May 2004 
 
472 Kite, “Organization of American Kodály Educators,”46. 
 
473 Mary Helen Richards, Threshold to Music, vii. 
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Hungarian monks who were teaching at The Portola Priory, a local boys school, to be 

translated.  

She discovered that Kodály’s philosophy was, indeed, based on 
reading in general- children would have to sing everyday just as  
they speak; and, they learned to read the notation of the songs already  
“in them”, that is, taken in through what we now describe in  
neurology as the psychoperceptual system, and stored in long  
term memory for recall and usage as a “musical language”  
from which notation could be drawn, studied, and read.”475 
 

Mary Helen Richards worked with the material and ideas that she gleaned from the 

Hungarian booklets and developed her own charts and teaching sequence based upon 

American folk music. When her husband traveled to Holland on sabbatical from Stanford 

University , Mary Helen accompanied him and arranged to visit Kodály in Hungary. She 

was the first American officially allowed into communist Hungary.476 While there she 

observed music classes in Kecskemét and thought that these were perhaps not typical 

classes. Hungarian educator and personal friend of Mary Helen Richards, Katinka Dániel, 

recalled Richards speaking of this experience. 

She observed music teaching in a Kecskemét music elementary school,  
she thought to herself, this is propaganda.  Upon driving back to  
Budapest that night, they passed a regular elementary school building  
and Mary Helen Richards asked if she could observe in that school the 
next day.  She was told that she could observe the music teaching that  
night! She did not know that because of the bombing of World War II, 
few schools remained standing, and children came to school in three  
different shifts.  The conditions were deplorable, bad air, no lighting, very  
hard conditions. 
 When they went into the school, Mary Helen Richards was introduced  
and the principal, teachers and students were amazed that an American would 
want to see the teaching.  Mary Helen Richards observed that the music  
teaching was nearly the same as in Kecskemét.  Music elementary schools  

                                                 
475 Ibid. 
 
476 Katinka Dániel, interview by author,  2 February 2005, Santa Barbara, CA, via telephone,  digital voice  
recording, K-003, Southwest Collection/Special Collections Library, Texas Tech University, Lubbock, TX 
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and regular elementary schools both had music with highly trained music 
teachers, but the music elementary schools had more time devoted to  
music education.  MHR was very impressed.477  

 
 Randal A. McChesney, Executive Director of the Richards Institute of Education 

and Research reports that Richards visited Kodály twice and that she was “followed 

carefully each time by Soviet KGB agents certain she was a US spy.” Richards visited 

Kodály three more times, and on the last two visits took other Americans with her.478  

 Richards reported on her visit with Kodály in the preface to her Threshold to 

Music.  

I visited Professor Kodály, a tall, vigorous man of eighty years.  He  
began telling me about his theories of teaching children by seating  
himself at his piano and playing the major diatonic scale. “Young  
children,” he said, “cannot hear and sing these tones in tune.  
Half steps are difficult for them. Therefore, we begin their training by  
eliminating the half tones.” 
 He played the scale again, but this time he left out two tones,  
the fourth, fa, and the seventh, ti, “We now have a pentatonic, or  
five-tone, scale containing the syllables do, re, me, sol, and la.  
With these tones, we can build a firm foundation for beautiful singing  
and a good understanding and love for noble music.”479 

 
 Richards adapted Kodály’s methods for use in American schools, using students 

and classroom teachers at Corte Madera School in Portola Valley, California as her 

experimental group.480 This Kodály based music curriculum was intended for use by 

elementary classroom teachers. She published the curriculum and a set of accompanying 

charts, Threshold to Music in 1964.  
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 Katinka Dániel was born (1913) and educated in Hungary. She studied at the 

Franz Liszt Academy, Notre Dame Teachers College, and the Pázmány Péter University 

in Budapest. Dániel began a teaching career in the Hungarian public schools in 1938. She 

continued her studies at the university while teaching both in the public school and 

maintaining a private piano studio. In 1943 she married Dr. Ernö Dániel, a Professor of 

Piano at the Franz Liszt Music Academy and in 1944 she earned the Absolutorium in Art 

History Pedagogy (the equivalent of the doctoral degree). When the Dániels had been 

married for five years, Dr. Ernö Dániel left Hungary to perform on a concert tour of 

North and South America. Because of the Iron Curtain, he was advised not to return to 

Hungary. Katinka Dániel and their two children remained in Hungary for fourteen years 

before being allowed to immigrate to the United States in 1960. Dániel recalled: 

I was brought out by Dag Hammarskjöld  because even in 1960, it was  
not easy to leave the communist world.  The Swedish Red Cross paid  
for my freedom. For the freedom of my two children, two Russian spies, 
imprisoned in the United States, were also exchanged.  When the Russian  
spies were take to Stockholm, Hammarskjöld flew to Budapest to make  
sure I was released and flown to Switzerland and then to America. 481  
 
 

 The Dániel family settled in Santa Barbara, California where Dr. Ernö Dániel was 

conductor of the Santa Barbara Symphony and Professor of Performance at the 

University of California, Santa Barbara.482 

 Katinka Dániel met Robert Trotter six weeks after her arrival in the United States 

when she attended a lecture presented by Trotter as a preview for a Los Angeles 
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Philharmonic concert featuring Kodály’s “Peacock Variations.” After the lecture Dániel 

introduced herself to Trotter and he invited her to lunch. Dániel remembers the meeting: 

“I had no idea who he was and he didn’t know who I was. He was asking; Did I know 

Kodály, did I know Bartók, did I know Dohnányi? And then we had lunch. I also told 

him that we also have a new way to teach music and that worked really well for us.”483 

At the end of September, Dániel received a letter from Trotter inviting her to present a 

lecture at UCLA. The lecture was attended by UCLA students, conductors, and 

musicians. Trotter asked Dániel questions and she told of her interactions with Bartók 

and Kodály and then was asked to explain the new Hungarian educational system. She 

spoke of the work of Kodály and Jenö Ádám, hand signals, do clef and then led those in 

attendance in singing guided by her hand signals. At the conclusion of the lecture she 

finished by directing a Bach two part song or canon. She remembers; “I said I would 

show them one.  I told one side to sing with my right hand and the other to sing from my 

left hand.  We sang the Bach chorale in solfége in two parts. They had never seen 

anything like it. And I got a standing ovation.”484 

 Following the lecture, Dániel accompanied Trotter to his office where he wrote 

something and gave it to her. She did not have time to read this and assumed that it was a 

thank you.  Upon arriving at her home, she discovered that she was invited to begin 

teaching at UCLA the following Monday. She taught music classes for elementary 
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education majors at UCLA for two years (fall of 1961 through spring of 1963).485 Thus 

began the association of Katinka Dániel and Robert Trotter. 

 Katinka Dániel was interested in how music was taught in the United States and 

arranged to observe two music teachers in California with whom she shared some of what 

was being done in Hungary. She was soon put in contact with Mary Helen Richards who 

flew to Santa Barbara to meet with Dániel. The two met in the Santa Barbara airport as 

Richards had a very busy schedule. They talked in the airport for two hours and became 

good friends.486  

 

The Kodály Method in Oregon 

 Several strands of historical events involving the Kodály method in Oregon music 

educator preparation will be discussed in this section of the document.  Certain educators 

who were very significant in the Kodály movement will be considered individually and 

will comprise the first strand; programs the specific Oregon colleges and universities will 

be discussed second; the third strand will discuss Kodály presentations at music educator 

conferences; and the final section will encompass Organization of American Kodály 

Educators and Southern Washington and Oregon Kodály Educators. 

 

University of Oregon 

 Three musicians; Robert Trotter, Mary Helen Richards, and Katinka Dániel  who 

met in California, made the introduction of Kodály’s philosophy to Oregon music 
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educators possible. Robert Trotter left UCLA and became the Dean of the School of 

Music at the University of Oregon in 1963. Trotter invited Dániel to make a presentation 

at the music educators’ conference held in Eugene that year. This was a significant event 

for both music education in Oregon and for Katinka Dániel professionally. “Dániel 

considers her Kodály-approach introductory presentation at the 1964 Northwestern Music 

Educators Conference in Eugene, Oregon to be the starting point of her career in 

America. The first session had 51 participants, but attendance grew quickly as educators 

heard about the approach.”487  Dániel recalled that presentation: 

 I had such an unbelievable success that these people told the  
other people, band people, choral people and other musicians. My  
session was discussed so much at lunch that in the afternoon, Dr.  
Trotter opened up the university art museum auditorium for the  
orchestra and band players, the choral teachers and all the others.   
they all wanted to hear my session.  I had to do it all over, once 
more.488 

 
On 26 June 2005, Dániel indicated that 400 persons were in attendance at the sessions 

after they were moved to the auditorium.489 Dániel had taken fifty copies of Kodály’s 333 

Exercises to Oregon, but no other resources. She knew, however, of the work that Mary 

Helen Richards had been doing to create the charts based upon Kodály principles and so 

she called Richards in California. 

 Then I called Mary Helen and said to her, “Could you come  
up to Oregon, they want to know you.” She told me the book was  
not yet finished, but I told her she should come up even before  
it was finished. There was an unbelievable interest in it.  She  
came, and even before her book was printed, she sold 300 copies there. 
 She came and explained how she got her ideas, and all the  
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story behind her and how she started teaching children and trying to  
teach classroom teachers something.  She never intended to make it for 
music teachers, it was for the classroom teachers. 
 And after that conference I started to get invitations from all  
over the United States.  I taught in many universities in the United States  
and Canada and trained many teachers.  I taught at Interlochen for many  
years with my husband.490 

 
 Dániel returned to Oregon to present a workshop at the Oregon Music Teachers 

Associations’ Fiftieth Annual Conference held at Oregon State University, Corvallis, 

Oregon from June 27 – 30, 1965.491 

 The Dániel workshops presented in Eugene, Oregon have been documented in 

both primary and secondary sources. First person verification is evidenced in the 

interviews conducted with Dániel herself on 2 February 2005 and 26 June 2005 by the 

author of this study. Dániel referred to the conference in an article published in Clavier in 

1968: “Dr. Trotter invited me, first to UCLA and then to Oregon, to give the first Kodály 

workshops (1963).” 492An announcement of the music educators conference, including 

the specific sessions presented by Dániel appeared in the November – December issue of 

the Oregon Music Educator;  “The University of Oregon School of Music Presents the 

Thirteenth Annual Conference on Music Education.” Katinka Dániel is listed as a guest 

lecturer for the primary grades. She presented “three sessions on the application of the 

methods of Zoltán Kodály to U.S. school music: one session on unusual folk songs.” 493 

Although the advertisement in the Oregon Music Educator lists the dates listed for the 
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conference as January 17 –18, 1963, it may be assumed that the conference took place in 

January of 1964 as the advertisement appeared in the November-December 1963 issue of 

that journal. The event is chronicled in both the Bonnin and Ferrell dissertations with the 

year listed as 1964.494  

 There is some confusion as to the nature of this particular conference. Bonnin 

refers to it as the “1964 Northwestern Music Educators Conference”495 Ferrell labels the 

event as the “Northwestern MENC (Music Educators National Conference) Conference 

in Eugene, Oregon.”496  The conference advertisement in the Oregon Music Educator 

indicates; “The University of Oregon School of Music presents the Thirteenth Annual 

Conference on Music Education.” 497 While it might seem that the Northwestern MENC 

Conference and the University of Oregon School of Music Conference could be two 

names for the same conference, clarification was sought. Dr. Randall Moore, retired 

Professor from the University of Oregon was consulted in this matter. Moore explained: 

University of Oregon had their January conference, the last  
weekend of January for nearly 20 years. They had a conference  
on the odd years when OMEA [Oregon Music Educators Association] 
didn’t have their. The January conference at that time, in the ‘60s  
and early into the ‘70s and well almost into the ‘80s was more  
popular than OMEA’s conference because it was  

 well established. We were all right there and we could plan it.498 
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In an effort to further clarify the issue of sponsorship for this conference, the MENC 

Historical Center located at the University of Maryland was contacted via e-mail. Lori 

Fowser, the graduate assistant who deals with the collection replied on 6 July 2005:  

  According to our records, the Northwest regional MENC  
conference which took place in Eugene, OR happened March  
19-22, 1969, not January 1964.  Since sometime in the 1950s,  
the national MENC conferences have been held in the even- 
numbered years, and the regional conferences are held in the 
odd-numbered years.499   
 

This information appears to confirm that the Eugene conference in 1964 was 

independently operated by the University of Oregon, however the significant point is that 

Katinka Dániel, Hungarian trained music educator introduced Oregon music educators to 

the Kodály method of music education at that conference. A copy of the advertisement 

that appeared in the Oregon Music Educator is included as Figure 4.1 on the next page. 

This serves as a means of authenticating the pertinent data. The parenthetical year 1964 

represents the actual date of the conference as was previously explicated in this 

document. 
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Figure 4.1 

Katinka Dániel at the University of Oregon, 1963 (64)500 
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 On 18 August 2005, the author interviewed Katinka Dániel at her home in Santa 

Barbara, California. During the course of the interview, Mrs. Dániel shared with the 

author a poster she had created for an Organization of American Kodály Educators 

conference regarding the pioneering years of the Kodály movement in the United States. 

Featured prominently on the poster was the program from the 1964 University of Oregon 

Conference. Examination of the program revealed that Dániel’s presented four 

workshops: “Primary Grades: songs of Various Lands, a Private Collection;” “School 

Music Instruction in Hungary: Zoltán Kodály as Music Educator;” “Kodály: 333 

Exercises;” “ Kodály: Bicinia Hungarica  (Folksongs for Part Singing).” 501 According to 

Dániel, the information on the conference program was more complete and accurate than 

that appearing in the Oregon Music Educator (Figure 4.1) prior to the conference. The 

heading provided by Dániel above the University of Oregon’s flyer verified her belief 

that the 1964 conference in Eugene, Oregon was the beginning of her career as a Kodály 

advocate in the United States. During the August interview, Mrs. Dániel also pointed out 

that the Oregon Music Educator advertisement erroneously reported that she was from 

the University of California, Santa Barbara. Mrs. Dániel taught for UCLA.502Two views 

of the program for the 1964 University of Oregon conference appears on the following 

pages as Figures 4.2 and 4.3.  Other photographs taken during the August interview in 

Santa Barbara appear in Appendix C. 
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Figure 4.2 

1964 University of Oregon Conference Flyer503 
 
 

 

Figure 4.3 

1964 University of Oregon Conference Flyer as Displayed on Katinka Dániel’s Poster 
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Figure 4.4 
Close-Up of 1964 University of Oregon Conference Program504 

 
 

 This information indicates that Oregon music educators were first exposed to the 

philosophy of Zoltán Kodály by a Hungarian music educator who had worked with both 

Zoltán Kodály and Jenö Ádám and brought with her an authentic representation of what 

has become known as the Kodály method of music education. The personal contact 
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between Katinka Dániel and Mary Helen Richards allowed Oregon music educators to be 

among the first in the nation to purchase Richards’ Threshold to Music charts. 

 

Mary Helen Richards in Oregon  

 Mary Helen Richards returned to Oregon in January of 1965 for the “Fourteenth 

Annual Conference on Music Education” presented by the University of Oregon School 

of Music. The advertisement announced “Mary Ellen [sic] Richards: Elementary Grades 

1 – 6: Portola Valley, California: Teacher and author of Threshold to Music [publisher’s 

bold]; adaptor of European methods to American Schools.”505  This conference was 

another in the series of January conferences sponsored by the University of Oregon and 

referred to by Randall Moore in the previously quoted interview. The advertisement for 

the 1965 University of Oregon conference appears as Figure 4.5 on the following page. 
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Figure 4.5 
Mary Helen Richards at University of Oregon, 1965506 

 
Randall Moore who was teaching in public schools in Salem and Ashland, Oregon from 

1965 – 1970 attended the conferences that featured Mary Helen Richards and stated: “It 
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was very exciting to be on the real foundation of Mary Helen Richards’ work. 507 Moore 

expanded his understanding of Richards’ work by traveling to California to study with 

her.  

I went down to Palo Alto to visit Mary Helen Richards.  
At that time she had, around 1967-68 she had gotten away  
from the Threshold to Music approach because Ferron, the  
publisher of her materials was starting to put out materials  
under her name that she had never seen before. Simply because  
her name was hot. Everything she had her name on was selling.  
So she divorced Ferron and said “I’ve got to do something different.”508 
 

 The significance of Moore’s work with Richards lies in the fact that within a few 

years he became a Professor of Music Education at the University of Oregon and his 

training consequently influenced the next generation of Oregon music teachers. 

 At least one other Oregon music educator, Mrs. Bybee, traveled to California to 

study with Richards according to Dr. Wilma Sheridan, retired Professor of Music 

Education. Bybee, who taught in Beaverton, Oregon “used nothing but M.H. Richards 

and Kodaly in her teaching.”509  

 The Richards charts soon were widely used in classrooms throughout Oregon.510 

The large charts (20” by 30”) for classroom use were accompanied by a Threshold to 

Music text for the teacher. This featured a split page format with the left side containing 

lesson plans and information for the instructor and the right side duplicating the 

illustrations from the large charts. Trudi Richards, the daughter of Mary Helen Richards 

                                                 
507 Randall Moore, interview by author 16 January 2005. 
 
508 Ibid. 
 
509 Wilma Sheridan , email to author, 4 May 2004. 
 
510 David Jimerson interview by author, 21 December 2005, K-002; Suzan Carrico, email to author, 12 July 
2005. 
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illustrated the charts which were published by Fearon Publishers of Palo Alto, 

California.511 

 The charts progressed sequentially from  beat keeping activities illustrated with 

clocks and jumping animals; through basic stick notation; the introduction of the do clef; 

to pitched notation of varying degrees of complexity. The Threshold to Music book and 

charts were divided into three sections. Charts 1 – 43 were designated as the First Year 

Charts, 44 – 84 as Second Year Charts, and 85 – 118 as Third Year Charts. Richards 

provided one full chapter of instruction regarding rhythmic elements.  Since this program 

was designed for use by classroom teachers, she explained beat, meter, rhythmic patterns, 

and phrases, and provided specific examples and suggested activities. Nursery rhymes 

and listening examples from art music were suggested for use with students. Fairly 

detailed instructions were given for the use of the listening examples. The teacher book 

provided relatively specific instructions as the targeted audience was a classroom teacher 

and not the music specialist.512. 

     Point to the first row of pictures on Chart 1 and ask: “What is happening 
 in this first row of pictures?” Someone will answer: “The clocks are 
 ticking.  They are going tick-tock, tick-tock.” Tell him he is right, 
 that the clocks must have a wonderful sound and that they must “tick” 
 with a good beat…. 
      Begin moving your hand back and forth in a steady beat (about the 
 rate of a child’s heartbeat, which is slightly faster than your own). When 
 everyone is moving or clapping with you to the beat, say: “Now stop  

moving and stop clapping, but keep on feeling the beat inside yourself. 
[Pause] Now let’s read aloud the sounds these ……513 

 
Figure 4.5 is a copy of the first chart in Richards’ Threshold to Music. 

                                                 
511 Richards, Threshold to Music. 
 
512 Ibid. 
 
513 Ibid., 13. 
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Figure 4.6 
Chart 1: Threshold to Music514 

 

 That the Richards’ program was well accepted by at least some Oregon music  
 
educators was verified by Dr. Wilma Sheridan, retired Portland State University 

Professor of Music and Dean of the School of Visual and Performing Arts. She recalled:  

 
Most of the teachers responded enthusiastically.  We liked the 
emphasis on pentatonic songs.  I especially liked her diagramming 
of listening material…. Most of the teachers liked the charts for  
reading.515 
 

 Oregon music educators not attending workshops or conferences were able to 

access information concerning Mary Helen Richards and her adaptation of the Kodály 

                                                 
514 Richards, Threshold, Chart 1. 
 
515 Wilma Sheridan, email to author, 4 May 2004. 
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principles through an article by Odelia J. Wilson published in the August 1964 issue of 

the Oregon Music Educator.  According to Wilson, Richards spent a day on the Oregon 

State University campus. “In two workshop sessions, she explained to students, to public 

school music teachers and coordinators, to visiting professors, and to Oregon State 

University music education staff, the use of her new textbook and the use of the 

Experience Charts that accompany the text.”516 Wilson wrote with enthusiasm about the 

Threshold to Music charts and sequential curriculum presented by Richards. In addition 

to presenting information regarding her charts and method, answering questions from the 

two hundred students present, Mary Helen Richards worked with a demonstration class 

of third grade students from Corvallis, Oregon [home of Oregon State University]. 

Wilson was impressed with this demonstration and reported: 

Mrs. Richards had these children responding both rhythmically and  
tonally with accuracy, for almost an hour.  The children were feeling  
the music “inside me”.  They were making a game of identifying both  
tonal and rhythmic patterns.  They were responding to simple hand  
symbols in reading musical notation.  They were following with alert  
fascination the Experience Charts. But – FAR MORE IMPORTANT –  
[their capitalization] they were having a most enjoyable time.  These  
children were having fun! And all of us in attendance couldn’t help  
but detect that in this short period of time, there was a musical growth  
that is difficult to describe in writing.517 
 

 In 1965, Dorthea Schaer, Chairman of Elementary Affairs for the Oregon Music 

Education Association included an article written by Sister Virginia Maria, S.N.J.M. in 

her “Elementary Column”. Sister Virginia Maria was on the music education faculty at 

Marylhurst College in Portland, Oregon. Her contribution to the “Elementary Column” 

was an article on Mary Helen Richards, her teaching methods and sequences, the charts, 

                                                 
516 Odelia J. Wilson, “The Richards’ Method,” Oregon Music Educator 15, no. 3 (1964):15. 
 
517 Wilson, “The Richards’ Method,” 21. 
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and philosophy of Kodály. 518 The article included images of two Threshold to Music 

charts, thus providing visual information for teachers who had not seen them 

demonstrated. 

 

Figure 4.7 
Threshold to Music charts as displayed in the Oregon Music Educator519 

  

 The Threshold to Music charts were being used in Oregon by 1966 as reported in  

the October-November issue of the Oregon Music Educator. According to this report on 

the fall conference in OMEA District 2: “Following the Conference Luncheon a 

demonstration of the “Threshold to Music” [their bold] was presented by second grade 

pupils from Lincoln Park Elementary School, directed by Kay Foos and Floy Moore.” 520 

                                                 
518 Sister Virginia Maria, “How Do You Teach Music to Children,” Oregon Music Educator 17, no. 4 
(1965): 11, 13. 
 
519 Sister Virginia Maria, “How Do You Teach?,” 13. 
 
520 “OMEA District Fall Conference Reports,” Oregon Music Educator 18, no.5 (October-November 
1966): 16. 
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 In 1968 the Oregon State Department of Education and the Oregon Music 

Educators Association jointly sponsored the second annual Music Conference to Improve 

Elementary School Music Instruction. This conference was held on April 25 and 26 at 

Lincoln City, Oregon and featured Phyllis Sheeley who “gave a fine demonstration of 

some of the merits of the Mary Helen Richards charts.”521 

 In addition to receiving information regarding the Kodály method in workshops 

and through articles in the Oregon Music Educator, OMEA members received 

information in MENC (the National Association for Music Education) publications such 

as the Music Educators Journal.  

 An article by Mary Helen Richards published in the June-July 1964 issue of the 

Music Educators Journal introduced the MENC members to the Kodály philosophy and 

the Threshold to Music curriculum. In this article, Richards reported on her three years of 

work with classroom teachers and the development of a method of delivering Kodály 

style music education to elementary aged students.  She provided information on the 

system of music education in Hungary with the daily instruction in the singing schools 

and also the curriculum in the regular schools. She discussed  Kodály’s teaching method;  

the use of the pentatonic scale for beginning work, reasons for using pentatonic 

repertoire,  the movable do, inner hearing, the use of chanting, walking, clapping, and 

feeling the beat. The sequence of instruction was explained; “we start with the simplest 

                                                                                                                                                 
 
521 Jerry Weseley Harris, “Lincoln City Music Conference Resume,” Oregon Music Educator 20, no. 4 
(August-September 1968): 6. 
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and most easily understood material and progress very gradually into more complicated 

material”522 

The purpose of the article was two-fold; to present American music educators with 

information about music education in Hungary, and to introduce (promote) Richards’ 

American version of the Kodály method. Richards presented the philosophy upon which 

her program was based. 

The music program should embrace the sound music pedagogy principles  
which were basic to the Kodály system and still  
• Be taught using typical American music as song material. While the  
 Hungarian songs are beautiful they are not easily adapted to American use.  
 The program must use our own American folk songs. 
• Appeal to teachers and children as delightful, aesthetic experience and  
 still produce a positive, intellectual understanding of music. 
• Be learned and taught by classroom teachers with a minimum amount of 

supervision by music consultants. 
• Be effective in the minimum amount of time which is available for music  
 in most schools.523 

 
She then discussed the curriculum developed at Portola Valley.  

 Articles appearing in the Music Educators Journal were at times recommended to 

the membership by leaders in the Oregon Music Educators Association. A case in point 

was the “President’s Message” by Lynn Lawrence in December of 1967. Lawrence 

stated: “I recommend to you some excellent articles which appeared in the last issue of 

Music Educators journal: Articles on Elementary Music Education [his bold] 

                                                 
522 Mary Helen Richards, “The Legacy from Kodály,” Music Educators Journal 49, no. 6 (June-July, 
1963): 28. 
 
523 Richards, “Legacy,” 27. 
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Introducing Kodaly Principles into Elementary Teaching, by Geoffrey Russell-Smith, pg. 

43, Nov. 1967 Issue.” 524 

 Richards’ workshops continued to influence Oregon music educators for many 

years. Sheridan remembered attending three such workshops.525  In 1978, fourteen years 

after she answered Katinka Dániel’s telephone call and flew to Oregon with her 

Threshold to Music charts, Richards was still active as a clinician in the state of Oregon. 

She presented a workshop for an “Instructional Improvement Day” held in the Portland 

metropolitan area in 1978. In this workshop, she presented “elementary songs and games 

from her new series.” 526 The announcement of the 1978 “Instructional Improvement 

Day” is reproduced on the following page as Figure 4.7. It should be noted that this 

announcement carries information regarding clinics conducted in various locales; Mary 

Helen Richards’ presentation was at Marshall High School in Portland, Oregon. Figure 

4.5 refers to a new Richards’ series, although not named, the new series may be her 

Education Through Music series referred to by Randall Moore and mentioned earlier in 

this document.527 Education Through Music (ETM) is not the focus of the current study, 

but it may be noted that Mary Helen Richards founded the Richards Institute of Music 

                                                 
524 Lynn Lawrence, “President’s Message,” Oregon Music Educator 20, no. 1 (December 1967–January 
1968): 1. 
 
525 Wilma Sheridan, email to author, 4 May 2004. 
 
526 “Instructional Improvement Day,” Oregon Music Educator 30, no. 3 (Fall 1978): 34. 
 
527 Randall Moore interview by author, 16 January 2005. 
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Education and Research and under the auspices of that organization conduced a summer 

course at Oregon State University in Corvallis, Oregon during the 1980s.528 

 

Figure 4.8 
Mary Helen Richards, 1978529 

 

                                                 
528 “Education Through Music invites you to its Summer Course - Choose your favorite city,” Oregon 
Music Educator 38, no.1 (Winter 1985-86): 6; “Education Through Music (ETM) Summer Study 1987,” 
Oregon Music Educator 39, no. 1 (Winter 1986-87): 2. 
 
529 “Instructional Improvement Day,” Oregon Music Educator 30, no.3 (Fall 1978): 34. 



         199

 In addition to the historically significant presentations by Katinka Dániel and 

Mary Helen Richards, the University of Oregon had on its faculty an individual who was 

well prepared to provide Kodály inspired training for music education students. Randall 

Moore joined the faculty at the University of Oregon in 1974. Moore received his B.A. 

and M.M. degrees from the University of Oregon and taught elementary general music in 

Salem and Ashland, Oregon. He traveled to Palo Alto, California to study with Mary 

Helen Richard in 1967 or 1968. Moore reported that by this time, Richards was moving 

away from straight Kodály pedagogy and was developing her own Education Through 

Music program. When Moore traveled to Palo Alto: “It was to go to her house in Palo 

Alto and go to the Corte de Madera School and watch her teach. She was very eager and 

happy to share things. That was wonderful, I felt very privileged to do kind of a one to 

one clinic.”530 

 In addition to studying with Mary Helen Richards, Moore attended the Kodály 

Institute in Boston from 1970 – 71 on a Ford Foundation Fellowship. In that program he 

studied with Denise Bacon and Hungarian educators Peter Erdei, Katalin Kolmos, Eva 

Rosgonye, and Klara Kokás.531After one year in at the Kodály Institute, Moore left to 

accept a fellowship to work on his Ph.D. at Florida State University. He earned his Ph.D. 

from Florida State University and returned to Oregon to accept the position at the 

University of Oregon from which he retired in 2004.  

 Moore used his Kodály training at the University of Oregon to teach Kodály 

workshops and courses. He reported: 

                                                 
530 Randall Moore, interview by author, 16 January 2005. 
 
531 Ibid. 
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In fact the students, university music majors liked it so much,  
that I started teaching Kodály II. One term of Kodály wasn’t  
enough. And for about four years I did it like that. Four or five  
years, I can’t remember. [In the]late ‘70s, early ‘80s.532 

 
Moore also arranged for Klara Kokás from Hungary to teach a summer Kodály course in 

the 1980s.533 

 Information appearing in the Spring 1979 issue of the Oregon Music Educator 

invited Oregon music educators to the Summer Session at the University of Oregon 

where Ivy Rawlins of the Boston Public Schools presented a Kodály workshop from July 

30 through August 4.534  

 In 1991 the University of Oregon Summer Session included a course entitled 

“Kodály Context” taught by Paul Domby from July 29 through August 8.535  Hungarian 

born Domby was a student of Katinka Dániel in Hungary.536 Although it is unlikely that 

any students who attended the Domby course in 1991 were at the Dániel workshop in 

1964, the presence of a Dániel student as an instructor at the University of Oregon 

twenty-seven years after Dániel presented her workshop creates a sense of symmetry in 

the U of O’s Kodály education program.  

 

 

                                                 
532 Ibid. 
 
533 Randall Moore, interview by author, 16 January 2005. 
 
534 “Summer Session at the University of Oregon,” Oregon Music Educator  21, no. 1 (Spring 1979):15. 
 
535 “Summer Session at the University of Oregon,” Oregon Music Educator  43, no.2 (Spring 1991) back 
front cover page. 
 
536 Katinka Dániel, interview by author , Salt Lake City, UT, via telephone 26 June 2005 (not recorded). 
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 University of Oregon Overseas Program 

 Reports from the “University of Oregon’s German Center for Music Education in 

Germany” are found periodically in the Oregon Music Educator from as early as 1964.537 

This program was discussed in Chapter III of this document with regard to its Orff 

emphasis. One student. Jane T. Jones, detailed her observations of Hungarian music 

education. Jones reported in 1971: 

Our day at the Kodály School in Kecskemet, Hungary was delightful.   
Two primary classes observed were packed full of learning music skills.  
Tiny first graders volunteered to sing melodic patterns at sight with no  
sign of nervousness, though the room was full of strange Americans.   
Activities included rhythmic drills, tonal drills with hand signals and  
notation charts, and recorder playing.  The manner in which they were  
developing sight reading skills at the high school level was very fascinating.  
One came away wondering if he could have done as well with the difficult  
music the students were reading. As the students sang one could also hear  
a horse and buggy going down the street.  In a sixth grade dance class  
drill on basic dance skills took a good portion of the period.  This was a 
fascinating class to observe.  The skill with which the students danced  
was astounding, especially when the boys did the czardas.  Folk  
dancing is a very important part of the Hungarian culture.  There  
are 5,000 primary schools in Hungary and 130 music schools such  
as the Kodály school. The reason there are not more is due to a lack  
of teachers.  Our hostess explained that the percentage of students  
attending college is much higher from the music type primary school  
since they learn how to think and are well coordinated individuals.   
The children are not more clever that other students but their skills  
are better developed and theses skills are adaptable to other things  
and areas. The reasons given for this follow. 
--Their memory is better. 
--Through theory learning they develop logical thinking. 
--Two or three part singing requires concentration. 
--Skills develop other areas of mentality. 
--Students accept new things easily. 
--They learn easily and with no fear. 
--They develop poise and self-confidence. 

                                                 
537 Carl Guttman, “Music Education in Germany,” Oregon Music Educator 16, no. 2 (March-April 1964): 
13.  
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--They can express themselves well.538 
 
This article provided a first person report on the Hungarian system of music education to 

Oregon teachers and indicates that students from the University of Oregon were being 

afforded the opportunity to observe Kodály’s philosophy in action in his native country. 

 

Haystack Rock Program 

 As noted in Chapter III, the Division of Continuing Education of the Oregon State 

System of Higher Education’s summer workshop program at Cannon Beach, Oregon was 

initiated in 1969. This program is commonly referred to as the Haystack program or 

simply Haystack. Students enrolled in courses in the Haystack program may elect to 

receive university credit through Portland State University. 539 A short report about the 

new program appeared in the April–May issue of the Oregon Music Educator: 

     Four midsummer workshops at scenic Cannon Beach, Oregon, will  
offer college accredited music courses for school, community and church  
music directors beginning July 7, 1969. 
      Nationally renowned instructors will include Norman E. Weeks, Seattle, 
specialist in Kodály elementary music; Dr. Weston H. Noble, Luther College, 
Decorah, Iowa, instructing both the choral school and the band workshop;  
and Dr. L. Stanley Glarum, Lewis and Clark College, Portland, Oregon,  
director of the choral arranging and composition laboratory.  Dr. Glarum is 
coordinator for all four workshops. 
     Workshops run consecutively, offering three quarter hours graduate or 
undergraduate credit for each.540 
 

 The courses were taught in the Cannon Beach Elementary School and theatre 

productions were presented at the Coaster Theatre in Cannon Beach. 541 In the thirty- 

                                                 
538 Jane T. Jones, “My year in Deutschland,” Oregon Music Educator 24, no. 1 (December 1971-January 
1972): 12.  
539 “Summer Music Workshops Cannon Beach, Oregon,” Oregon Music Educator 21, no. 2 (February-
March 1969): 9. 
 
540 “Cannon Beach Workshops Set,” Oregon Music Educator 21, no. 3 (April-May 1969): 24. 
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six years since its inception, dozens of music workshops have been presented. Only those 

pertaining to elementary music and specifically Kodály or Orff training will be 

considered in this study. 

 Music educators were made aware of the workshops through advertisements 

placed in the Oregon Music Educator and through flyers sent to local schools. Figure 4.8 

is a reproduction of the 1969 Haystack program advertisement that was placed in the 

Oregon Music Educator.  The Kodály workshop presented by Weeks was one of four 

music courses offered during July of 1969.  

                                                                                                                                                 
541 Personal experience of author who attended Haystack workshops in 1974. 
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Figure 4.9 
1969 Haystack Summer Program Advertisement from the Oregon Music Educator 542 

  

                                                 
542 “Summer Music Workshops Cannon Beach, Oregon,” Oregon Music Educator 21, no. 2 (February-
March 1969): 9.  
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 The first summer of the Haystack program offered a Kodály workshop conducted 

by Norman Weeks who was billed as a “Kodály specialist, Seattle Public Schools.”543  

The flyer for the 1969 Haystack program provided this biography of Weeks: 

 Norman E. Weeks, well-known as the Kodály specialist with the Seattle 
 public schools, has studied with Kodály in Hungary and at Stanford. 
 He has held workshops on this method for colleges and universities  
 many parts of the United States and in South America.544 
 

 A close up of Weeks’ biographical information is provided in Figure 4.9. A wider view 

revealing the entire page of the flyer is reproduced as Figure 4.10.  Figure 4.10 verifies 

that the program was referred to as “Haystack,” shows the daily schedule, location of 

classes, tuition, and housing options. 

 

Figure 4.10 
Norman Weeks’ Biography in Haystack 1969545 

                                                 
543 “Summer Music Workshops Cannon Beach, Oregon,” Oregon Music Educator 21, no. 2 (February-
March 1969): 9.  
 
544 Mary Padovan, “Kodály Elementary Music Workshop,” Haystack 1969, (Portland, OR: Division of 
Continuing Education). 
 
545  Mary Padovan, “Haystack 1969,” (Portland, OR: Division of Continuing Education, 1969). 
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Figure 4.11 
 Haystack 1969 Flyer546 

 
 Weeks’ qualifications can be verified through additional sources.  His connection 

with Kodály in California in 1966 was authenticated by Kite” 

 In August, 1966, American music educators participated in 
 select conferences at which Kodály was present.  On August 2 and 3, 
 the University of California at Santa Barbara held a two-day invitational 
 meeting for approximately one hundred California music educators 
 entitled, “The Role of Music in Education: A Conference with Zoltán 
 Kodály.” That same month, from August 9-14, Stanford University sponsored 
 an “Institute in Elementary Music Education.” The staff included Kodály, 
 with his colleague and former student, Erzsébet Szönyi.  According to  
 OAKE President-Elect Abernethy, over 400 people attended,  
 including  Norman Weeks, Supervisor for the Seattle, Washington 
 schools, Jack Schaeffer, Director of Music for the Seattle,  
                                                 
546  Ibid. 
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 Washington schools, and Denise Bacon, who later became 
 founder of Kodály Musical Training Institute and current 
 director of the Kodály Center of America.547 
 
This information verifies Weeks personal contact with Kodály in California. Confirming 

the statement that Weeks had studied with Kodály in Hungary is more difficult. An 

article by Shirley Linscott and Norman Weeks published in the Kodály Envoy in 1975, 

“Kodály Music Development in Pacific Northwest,” includes information regarding a 

three-day workshop shop presented by Mary Helen Richards. Subsequently  

 Seattle music educators were invited to join Mrs. Richards to  
 observe music classes in Hungary during April and May of  
 1967. 
      The summer following the Hungarian observation, selected 
 teachers throughout the state participated in an in-depth 
 teacher’s workshop… The three instructors for this workshop 
 were: Lauren Abernathy, Betsy McLaughlin Moll and  
 Norman Weeks. 548 
  

These statements do not confirm that Weeks was one of the teachers traveling with Mary 

Helen Richards to Hungary, but the fact that the following summer he was instructing 

other teachers in the Kodály pedagogy, suggests that he was one of the traveling group. 

 Weeks’ continuing professional involvement with the Kodály movement in the 

United States is evidenced by his position as a member of the 1974 Interim Board of 

Directors of the Organization of American Kodály Educators.549 This was the board that 

guided OAKE towards its founding conference which was held in 1975.550  The factors 

                                                 
547 Kite, “Organization of American Kodály Educators,” 47 – 48. 
 
548 Shirley Linscott and Norman Weeks, “Kodály Music Development in Pacific Northwest,” Kodály Envoy 
1, no. 4 (1975): 6. 
 
549 Ibid., 216. 
 
550 Linscott and Weeks, “Kodály Music Development in Pacific Northwest,” 59. 
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listed here offer evidence that Oregon music educators who attended the Haystack 

Kodály workshop were indeed receiving Kodály instruction from a leader in the field.  

 The Haystack workshop with Norman Weeks was successful and well attended  

as noted by Robert E. Robins, editor of the Oregon Music Educator in “From the Editor’s 

Desk.” 

     Other workshops in the Haystack music series were apparently  
equally successful. Some 97 people took part in the Kodály week  
with Norman Weeks of Seattle and two assistants, originally to be  
limited to 40 persons.551 

 
Weeks continued to bring the philosophy and techniques of the Kodály method to Oregon 

music educators during the fall Professional Day. He presented workshops in the eastern 

half of the state on October 10, 1969. 

 Final plans have been announced for EOMEA, District VI, October 10 
Professional Day, with the meeting to be held in Pendleton. Clinician 
for the Day will be Norman E. Weeks [their bold]Music Consultant for  
the Seattle Public Schools.  Following his outstanding sessions this summer  
at Cannon Beach and the University of Idaho, Mr. Weeks will be demonstrating, 
teaching, and working with Eastern Oregon teachers in attendance in the  
Kodály [their bold] approach to teaching elementary music. We think that  
we are really fortunate in being able to bring Mr. Weeks to our District  
for Professional Day,” Chairman Betty Faulkner reports.552 
 

Pendleton, Oregon is located in the northeastern region of Oregon, while Cannon Beach 

is located in the northwestern region. This suggests that music educators in various geo-

political regions of the state had access to Weeks’ expert Kodály instruction. Locations 

may be found on the map appearing as Figure 4.12. 

 

                                                 
551 Robert E. Robins, “From the Editor’s Desk,” Oregon Music Educator 21, no. 4 (August-September 
1969): 2. 
 
552 Betty Faulkner, “District IV,” Oregon Music Educator 21, no. 4 (August-September 1969):9. 
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Figure 4.12 
State of Oregon Map553 

 
 Kodály training was offered at Cannon Beach again in 1970. In addition to the 

advertisement placed in the Oregon Music Educator, a short article provided information 

on the sessions.  

    Haystack 1970 Accredited Music Workshops will be offered  
again this summer in scenic Cannon Beach, Oregon, starting  
July 6. Norman Luboff and other gifted leaders will conduct 
seven one-week workshops in choral, Kodaly elementary music,  
junior high music, strings, orchestra and band. 
    The program is part of a comprehensive “summer college”  
offered by the Oregon Division of Continuing Education.  Both  
credit and noncredit classes have appeal for the entire family;  
many activities are for children. 
    Write for complete information: Dr. L. Stanley Glarum, C/o 
 Division of Continuing Education, Box 1491, Portland, Or   
971207. 554 

 

                                                 
553 Go Northwest Oregon, Oregon Town and Road Map, 15 July 2005, 
<http://www.gonorthwest.com/Oregon/oregon-map.htm>. 
 
554 “Haystack Workshops at Cannon Beach,” Oregon Music Educator 22, no. 3 (April-May 1970): 20. 
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Weeks was the instructor for the Kodály workshop at Haystack in 1970 also.555 Elizabeth 

Snyder, current (2005) director of the Haystack program provided access to files and 

flyers that listed the presenters of music workshops from the inception of the Haystack 

program through 2004.  That information was obtained by the author on 21 February 

2005 and has been compiled in the table that follows.  This table lists only the elementary 

music sessions related to the Orff or Kodály methods. Workshops presented for other 

areas of music education are not included.  It will be seen that after 1980 neither Orff nor 

Kodály clinicians were included in the Haystack program. The only music workshop 

presented at Haystack 2005 was a choral conducting workshop.556 

 

 

 

 

 

 

 

 

 

 

 

 

                                                 
555 “Haystack ’70 Summer Music Workshops,” Oregon Music Educator 22, no. 1 (February-March 1970): 
9. 
 
556 Portland State University, Haystack Summer Program in the Arts, 12 July 
2005,<http://haystack.pdx.edu/music.shtml>. 
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Elementary Workshops Presented in Haystack Program 1969 – 1980 

Year Workshop Clinician(s) 

1969 Kodály Workshop Norman Weeks 

1970 Kodály Workshop Norman Weeks 

1971 Kodály Workshop Norman Weeks, Lauren Abernathy, 
 Helen Banks 

1972 Kodály Workshop Helen Banks, Lauren Abernethy, assisted by 
Norman Weeks 

1973 Kodály Workshop Norman Weeks, Helen Banks, Lauren 
Abernethy, and Rita Concannon 

1974 No Kodály or Orff  
1975 No Kodály 

Orff Workshop 
 

Avon Gillespie 
1976 Kodály Workshop 

Orff Workshop 
Norman E. Weeks 

Jane Frazee 
1977  Kodály Workshop 

Orff Workshop 
Doris Engelhard 
Konnie Saliba 

1978 No Kodály 
Orff for Classroom Teachers 

Orff Workshop 

 
Kate Grieshaber 

Jos Wuytack 
1979 Orff-Schulwerk Judy Thomas 
1980 Orff-Schulwerk Mary Stringham Shamrock 

 
Figure 4.13 

Haystack Workshops Chart 557 
 

 The information in the table above was substantiated in articles and 

advertisements found in the Oregon Music Educator. The 1971 Weeks workshop was 

announced in the February-March issue of the Oregon Music Educator. In 1971, Weeks 

was joined by fellow Kodály educators Lauren Abernathy and Helen Banks, also Kodály 

specialists in the Seattle Public School and offered “Kodály application for all grade 

                                                 
557  Haystack flyers, access provided by Elizabeth Snyder, 21 February 2005. 
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level.” 558 More information was provided for Oregon music educators in the next issue 

of the Oregon Music Educator: “A Kodaly workshop June 21 – 26 will develop 

techniques in sol-fa teaching, hand singing and reading rhythms by hand clapping and 

body movements.  Instructors are specialists in the Seattle schools, Norman Weeks, 

Lauren Abernathy and Helen Banks.”559 

 The Kodály credentials of Norman Weeks have previously been presented. 

Lauren Abernathy was a delegate at the 1973 IKS (International Kodály Society) 

Conference in Oakland, and was a member-at-large on the first elected OAKE board. 560 

Membership in the IKS was not open to all. Kite quotes Alex Ringer; “members of the 

IKS would be chosen on the basis of the authenticity of their training and the depth of 

their involvement.” 561 

 The December 1972- January 1973 issue of the Oregon Music Educator 

confirmed that Norman Weeks was again the presenter for the Kodály workshop at the 

1973 Haystack program.562 1974 saw a break with the Kodály series at Cannon Beach. 

That year the elementary session was presented by Sally Monsour. This workshop was 

listed as neither Kodály nor Orff oriented. 563  

 

 
                                                 
558 “Leisure Learning,” Oregon Music Educator 23, no. 2 (February-March 1971):3. 
 
559 “At Cannon Beach,” Oregon Music Educator 23, no. 4 (April-May 1971):20 
 
560 Kite, “Organization of American Kodály Educators,”52, 60. 
 
561 Thomas Kite, “Organization of American Kodály Educators,” 54.  
 
562 “Haystack Music Workshops 1973,”Oregon Music Educator 25, no. 1 (December 1972-January 1973): 
9. 
 
563 “Haystack Music Workshops,” Oregon Music Educator,  26, no 2 (February-March 1974): 5. 
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Portland State University 

 During the 1990s, Portland State University offered on-campus summer music 

workshop shops.  The first of these was a Kodály workshop offered in 1992. Sandra 

Mathias from the Conservatory of Music, Capital University was the instructor for the 

introductory level course. The advertisement on the following page, Figure 4.13, 

appeared as a full page in the Oregon Music Educator. It is relevant to observe that the 

1992 “Kodály Methods” course was a four day course carrying two quarter hours of 

university credit. Also significant is the fact that the course was held entirely in the Smith 

Center Ballroom and did not require additional classroom space. These elements are 

significant when comparing introductory courses such as the 1992 “Kodály Methods” 

course with the Kodály Certification program to be discussed shortly. 
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Figure 4.14 

1992 Kodály Workshop at Portland State University564 
 

 In 1993, Portland State offered an Orff Schulwerk workshop on campus,565 but 

the following year Portland State University began what was to become a long term 

involvement with Kodály teacher training. 

     David Jimerson, Professor of Voice and Music Education at Portland State was the 

initiator of the Kodály program at PSU. Jimerson, a graduate of Portland State College 

and the University of Arizona attended a Kodály based workshop, “Making Folk Music 

                                                 
564 “Kodály Summer Workshop,” Oregon Music Educator 44, no. 2 (Spring 1992): 2. 
 
565 “Orff Schulwerk Summer Workshop,” Oregon Music Educator 45, no. 2 (Spring 1993): 25. 
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Come Alive in the Classroom”566 presented by Dr. Jill Trinka at the 1992 MENC 

Conference in New Orleans. Jimerson was impressed with the presentation, and  

introduced himself after the session saying; “you have to come to Portland, you will be 

hearing from me.”567  

  Upon his return to Oregon Jimerson contacted Trinka and arranged for her to 

teach a one week Introduction to Kodály course at Portland State University in the 

summer of 1993. This was an introductory, potpourri type of Kodály course for which 

students could receive university credit, but not Kodály certification.568 According to 

Trinka, the students enrolled in the course “knew almost no repertoire.” 569 The 

curriculum included “origin, objectives, materials, and the principles. They had to 

research some folk songs, and they each presented one.”570 

  An introductory course was offered again in the summer of 1994. These 

introductory courses were well received by Oregon music educators. 571  Records kept by 

Jimerson and made available to the author by current (2005) Administrative Director of 

the PSU Kodály Program, Debbie Glaze indicate that there were twenty-three participants 

                                                 
566 Jill Trinka, interview by author, via telephone 23 February 2005, K-005, Southwest Collections/Special 
Collections Library, Texas Tech University, Lubbock, TX. 
 
567 David Jimerson, interview by author, 21 December 2004. 
 
568 Ibid. 
 
569 Jill Trinka, interview by author, 23 February 2005. 
 
570 Ibid. 
 
571 David  Jimerson, interview by author, 21 December 2004. 
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in the 1994 Kodály Methods and Materials course. Jimerson and Jill Trinka were the only 

faculty involved with the course.572    

 With Jill Trinka as the instructor, the Portland State program had advantage of a 

recognized Kodály educator as program director. Trinka received her Ph.D. in “music 

education from the University of Texas-Austin and received a Kodály certificate from the 

Liszt Academy of Music in Budapest as a Ringer Ford Foundation Fellow. Dr. Trinka is 

an author and recording artist for the Silver Burdett and Ginn music series.”573  

 After teaching an introductory course for two summers, Trinka felt that it was 

time to offer a Kodály certification program at Portland State. The Portland State Music 

Department was supportive of the proposal as was the PSU Summer Session. The 

Portland State University Kodály Certification Program began in 1995 with Trinka as the 

academic director, Rita Klinger as additional faculty, and Jimerson as the administrator.  

The first year of the PSU Kodály program only Level I was offered. 574 The program was 

operated under the auspices of the Portland State University Summer Session and ran for 

two weeks during the summer. Students were able to choose to enroll for five graduate or 

undergraduate credit hours (term hours) for the course, auditing was not an option.575 The 

Levels training course was twice as long as the introductory course and had additional 

faculty and course requirement. 

 

                                                 
572 Portland State University Kodály Certification Program, Course records made available to author by 
Debbie Glaze, Portland State University 21 February 2005. 
 
573 University of St. Thomas, University of St. Thomas Faculty and Staff,  15 July 2005,  
<http://www.stthomas.edu/music/faculty/faculty_T-Z.htm>. 
 
574“ PSU ’95 Kodaly Level I Class Roster,” provided by Jennifer Boss, 23 October 2004. 
 
575 Jimerson interview, 21 December 2005. 
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 The Organization of American Kodály Educators certification program that is 

offered at Portland State University is similar to that of the American Orff-Schulwerk 

Association. OAKE’s “Guidelines for a Kodály Certificate Program” outlines the 

program: 

 A Kodály Certificate Program requires competency in the  
areas of musician ship, methodology, folk music, and conduction.  
Students receiving an OAKE-endorsed certificate should also have  
experience in choral ensembles and demonstrate proficiency in the  
use of the voice and keyboard, appropriate to the music classroom.  
Students should be music makers. Performance artistry is expected  
and encouraged.  
 Other areas of study – such as  folk dance, research skills,  
folk instruments, applied music, and learning theory – may be included  
at the discretion of the primary institution….A minimum total of 225  
contact hours in all subject areas…is required.  These hours are based  
on the requirement of 15 semester hours of graduate study.576 
 

 Students enrolled in the PSU Kodály Certificate Program attend class from 8:30 

a.m. to 4:30 p.m., Monday through Friday for two weeks. During that time they 

participate in four individual classes; Music Materials where they learn songs, games, and 

activities to use in the classroom, Methodology where they learn to create a curriculum 

based on child development and useful music sequence, Folk Music where they study 

folk music of the United States and around the world, and Musicianship where they 

concentrate of the use of solfége, hand signs, and rhythm syllables.577 The certification is 

issued through the Organization of American Kodály Educators (OAKE). According to 

current Academic Director of the program, Susan Brumfield: “Right now OAKE 

endorsed programs are endorsed in an endorsed institution, and that means that all the 

                                                 
576 “Guidelines for a Kodály Certificate Program,” (Moorhead, MN: Organization of American Kodály 
Educators, n.d.): 2. 
 
577 Portland State University, Portland State University Kodály Certification Workshop, 6 February 2005, 
<http://www.kodaly.pdx.edu >. 
 



         218

paper work is filled out by the faculty to put the program in place, but if that faculty 

leaves that institution, the institution is still endorsed.” 578 Brumfield is currently involved 

on the national level with OAKE’s program for training and mentoring of teachers for 

Kodály Certification programs.579 

 The first year of the PSU Kodály Certification Program (1995) had an enrollment 

of twenty-two students. Jill Trinka was joined by Rita Klinger as the Kodály faculty 

while PSU’s David Jimerson served as the Administrative Director. Jennifer Boss, a 

student in that first Kodály Level I course recalled: 

 I was in the first levels training. The summer before which  
would have been 1994 Jill Trinka came out and did an Intro to Kodály,  
but it wasn’t levels training. I did not attend that, I was not aware of  
that, but several members of my original class did it and that and the  
summer of ’95 was the first levels training offered at Portland State.580   
 

The announcement for the new Portland State University Kodály Certification Program 

that appeared in the Oregon Music Educator is reproduced on the following page as 

Figure 4.14. This announcement, flyers sent to schools, and word of mouth served to 

recruit students for the course.581 

 

                                                 
578 Susan Brumfield ,interview by author, 4 March 2005, via telephone, K-006, Southwest 
Collection/Special Collections Library, Texas Tech University, Lubbock, TX. 
 
579 Susan Brumfield, interview by author, 10 August 2005, Portland, OR. Digital voice recording, K-007, 
Southwest Collection/ Special Collections Library, Texas Tech University, Lubbock, TX. 
 
580 Jennifer Boss, interview by author, 23 October 2004, digital voice recording, K-001, Southwest 
Collections/Special Collections Library, Texas Tech University, Lubbock, TX. 
 
581 Jennifer Boss, interview by author, 23 October, 2004; David Jimerson, interview by author, 21 
December 2004. 



         219

 
 

Figure 4.15 
1995 Portland State University Kodály Level I582 

 
  In each of three subsequent years, an additional level was added until all four 

levels were offered and the first class graduated with their Kodály Certification in 1998.  

The 1997 schedule included Levels I and III and a one day workshop with Jill Trinka. It 

is significant that the courses leading to Kodály Certification encompass two weeks of 

class time and provide five quarter hours of university credit. This a significantly larger 

commitment of time than was necessary for the “Kodály Methods” course offered in 

1992. Figure 4.15 is the PSU Kodály advertisement from 1997. 

 

                                                 
582 “Summer Workshop Kodály”, Oregon Music Educator 47, no. 3 (Spring 1995): 18. 
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Figure 4.16 
1997 Portland State University Kodály Program583 

 
Of the original twenty-two classmates, six continued and passed Level IV.584 As of the 

summer of 2005, the PSU Kodály Certification has continued to offer all four levels of 

training as seen in the following page (Figure 4.16) from the Portland State University 

web page. 585  

 

 

 

 

                                                 
583 “Kodály Certification Levels I and III Workshops,” Oregon Music Educator 48, no. 3 (Spring 1997): 14. 
 
584 Jennifer Boss, interview by author, 23 October 2004. 
 
585 David Jimerson, interview by author, 21 December 2004; Jill Trinka, interview by author,  23 February 
2005; Portland State University Kodály Certification Program, Course records made available to author by 
Debbie Glaze, Portland State University 21 February 2005. 
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Figure 4.17 

2005 Portland State University Kodály Workshop Web Page586 
 

 Enrollment in the program varies, but as it is sponsored by the PSU Summer 

Session, enrollment must be sufficient to cover the cost of operating the program. 

Twenty-five students must be registered in order for the program to make its budget. 

Students are recruited via a web page, www.kodaly.pdx.edu;  advertisements in the 

Oregon Music Educator; listing with the Organization of American Kodály Educators;  
                                                 
586 Portland State University, Portland State University Kodály Certification Program, 6 February 2005, 
<http:www.kodaly.pdx.edu/>. 

Portland State University

Kodály Certification Workshop 

 
As future music educators, many of us will go on to teach 
general and vocal music. Jobs are abundant teaching in 

Kindergarten through high school. Kodaly levels training is a 
tremendously helpful way to prepare for a career teaching 
music. Kodály training prepares music teachers to teach 

children to be musically literate. It embodies the philosophies of 
Hungarian music educator and composer Zoltan Kodály which 

include: 

• Music is for everyone, not just those who are talented. 
• The voice is the instrument to use because everyone has 

one. 
• Only the best music is good enough for the child 

(Including folk music). 
• The music curriculum should be sequenced based on an 

understanding of child development. 
• The music teacher should be a well-trained musician. 

Kodály Certification Workshop  
at Portland State University 
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and through a mailing that is sent to public school teachers in Oregon and Southwest 

Washington587  

 The majority of those enrolling in the course are in-service teachers, although a 

small number of pre-service educators do enroll. Most of the student population resides in 

the Portland metropolitan area, but there is a growing segment of out of state students 

coming to the PSU program. In past years students from Turkey, Japan, and Korea have 

attended the PSU program.588 

 Trinka remained academic director through the summer of 2001 with Jimerson 

continuing as administrator. The faculty increased to include three members. The 

program records indicate the following instructors have served as Kodály instructors in 

the PSU program: Jill Trinka, Anna Kovacs, Rita Klinger, Susan Brumfield, Victoria 

Loebell, Carol Brown, Seán Deibler, Amy Rheingans, and Rochelle Mann [Brown, 

Deibler, Rheingans, and Mann served as faculty after Trinka retired as academic 

director].589  As academic director, Trinka determined who would be on staff and was 

responsible for seeing that the program met the criteria for certification as determined by 

the Organization of American Kodály Educators.590 

 Jimerson, as administrator provided contracts for faculty, arranged for facilities, 

provided housing for faculty, ordered and supervised sale of required texts, dealt with 

issues of student housing, and balancing the budget. 

                                                 
587 David Jimerson, interview by author, 21 December 2004. 
 
588 David Jimerson, interview by author, 21 December 2004. 
 
589 Portland State University Kodály Certification Program, Course Records made available to author by 
Debbie Glaze, Portland State University 21 February 2005. 
 
590 David Jimerson, interview by author, 21 December 2004; Jill Trinka, interview by author, 23 February 
2005. 
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 After the summer of 2001, Trinka resigned as academic director of the PSU 

program. Dr. Susan Brumfield of Texas Tech University assumed the role of academic 

director of the program and has continued in this capacity through the present (2005). 

Prior to assuming the duties as academic director, Brumfield had been the pedagogy 

instructor for the PSU Kodály program. Brumfield holds a Ph.D. in Music Education 

from the University of Oklahoma. She is Associate Professor of Music Education at 

Texas Tech University and a well known clinician, arranger, conductor, and educational 

consultant. “She also specializes in the study of performance style in traditional music, 

and has done extensive field research in England and Scotland, tracing the roots of 

American folk music in traditional Scottish music.” 591 

 Jimerson retired from Portland State University in 2003 and as administrator of 

the Kodály Certification Program in 2004. Professor Debbie Glaze became director of the 

program for the summer of 2005. Glaze, a graduate of Colorado State University and San 

Jose State University joined the PSU faculty as Assistant Professor of Music, Music 

Education Coordinator in 2003.592 

 Portland State University is one of thirty-five institutions in the United States 

sponsoring teacher education programs endorsed by the Organization of American 

Kodály Educators (OAKE)593 in 2005. The Kodály Certification program at Portland 

State is run through the cooperation of the PSU Summer Session and the PSU 

                                                 
591 Portland State University, Portland State University Kodály Certification Workshop, 5 February 
2005,<www.kodalypdx.edu/>.  
 
592 Portland State University Fine & Performing Ars Department of Music, Full Time Music Faculty, 6 
February 2005, < http://www.fpa.pdx.edu/Music/MusFac.html >. 
 
593 OAKE Organization of American Kodály Educators, OAKE Endorsed Teacher Education Programs, 11 
July 2005,<http://www.oake.org/php/summerprograms.php>.  
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Department of Music, School of Fine and Performing Arts. Twenty-five students were 

enrolled in the PSU Kodály Certification Program in August of 2005. The student body 

included pre-service teachers, experienced music educators, a computer science major 

interested in music, and a German teacher considering changing disciplines.594 

Figures 4.15 through 4.17 were taken on 10 August 2005 and 11 August 2005 at Portland 

State University. The individuals in the photographs have signed consent forms granting 

permission for their photographs to appear in this dissertation; these consent forms are on 

file with the author. Figure 4.17 shows Level IV student, Linda Swier teaching a 

Japanese drawing/riddle song as a demonstration in a Folk Music session.  

 

Figure 4.18 

Linda Swier teaching “Osakana San” (Honorable Fish) 

 

 

                                                 
594 Carol Brown, interview by author, 10 August 2005, Portland, OR, (notes only). 
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Figures 4.18 and 4.19 show Level I students practicing singing with hand signs in their 

Musicianship course. The Musicianship/Solfa class is “a comprehensive course in aural 

development…which includes sight singing, score reading, dictation, and analysis.  These 

subjects should all be based in the use of relative solmization and include the use of 

rhythm syllables and Curwen handsigns.”595 

 

 

 
Figure 4.19 

PSU Level I Kodály Students in Musicianship Class 
 
 
 
 
 

                                                 
595 “Guidelines for a Kodály Certificate Program,” (Moorhead, MN: Organization of American Kodály 
Educators, n.d.): 2. 
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4.20 
Portland State Level I Students Using Curwen Handsigns 

 

 The Methodology section of the Kodály Levels Program entails: “curriculum 

development, teaching techniques, and materials for general music according to the 

Kodály concept.”596 Figures 4.20 and 4.21 were taken in the PSU Level III Methodology 

class on 11 August 2005. Dr. Susan Brumfield was demonstrating a rhythm reading and 

recognition game, “Turkey Poker.” 

                                                 
596 Ibid. 
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Figure 4.21 

Dr. Brumfield Deals “Turkey Poker” Cards 

 

 

Figure 4.21 
Level II Student Examines Her “Turkey Poker” Cards 
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Oregon State University 

 In addition to the Mary Helen Richards workshops previously discussed, Oregon 

State University hosted a workshop titled “Kodály and Orff Techniques for Teaching 

Music in the Elementary Classroom.” This five day workshop was designed to introduce 

both Kodály and Orff techniques and it may be surmised that neither method was 

extensively examined. The course was taught by OSU faculty member Rebecca Herrold 

who had been associated with the Dana School of Music at Youngstown University.597 

This Dana School of Music at Youngstown University in Warren, Ohio, should not be 

confused with the Dana School of Music in Massachusetts where Denise Bacon, founder 

of the Kodály Musical Training Institute, taught her pilot class after her return from her 

year of study in Hungary.598  

 

University of Portland 

 The University of Portland is a Catholic University located in Portland, Oregon. 

Paul Domby taught two courses “Introduction to Kodály” and “So’ Fa’ So Good” at the 

University of Portland in the summer of 1992.599 Katinka Dániel, in a telephone interview 

on 26 June 2005, disclosed that Paul Domby had been a student in a solfége class that she 

                                                 
597 “Oregon State University Summer Music Programs,” Oregon Music Educator 29, no.2 (Spring 1977): 
26. 
 
598 Dana School of Music at Youngstown State University, History of Dana School of Music, 22 July 2005 
< http://www.fpa.ysu.edu/music/main/hist1.htm>; The Kodály Center of America, Photos, 22 July 2005  
< http://www.kodaly-center-of-america.org/photos/photos.html>.  
 
 
599 “Academic Transcript,” The University of Portland (3 February 2005). 
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taught in Hungary.600 This provides verification that students in Domby’s classes were 

receiving authentic Hungarian musicianship instruction. 

 

Lewis & Clark College 

 Lewis & Clark is a private institution located in Portland, Oregon. A week long 

workshop entitled “Kodály …Plus” with Aden Lewis was advertised in the Spring 1984 

issue of the Oregon Music Educator. Lewis’ credentials were listed:   

Aden Lewis, author of Listen, Look and Sing (Silver Burdett Co.) is  
one of the significant leaders of the Kodály movement in the United  
States. His is also the author of the new Basic Skills Through Music  
Series (Alfred Publishers), and is the arranger, composer or lyricist for  
numerous choral compositions for children.  Mr. Lewis will be assisted  
by Jack Platt.601 

 

The Kodály program at Lewis & Clark College was expanded in 1985 to include both 

Introductory and Intermediate levels of training. The two levels were offered on different 

weeks, thus offering Kodály training from August 5 through August 16 in Portland. Aden 

Lewis was again the instructor for the sessions.602 

 

Kodály Presentations at Music Educator Conferences 

 Oregon music educators have the opportunity to attend a conference sponsored by 

the Oregon Music Education Association at least every other year. Workshop 

presentations at the Oregon Music Educators Conference are selected by the OMEA 

                                                 
600 Katinka Dániel, interview by author , Salt Lake City, UT, via telephone 26 June 2005 (not recorded). 
 
601 “Kodály…Plus”, Oregon Music Educator 26, no. 2 (Spring 1984):19. 
 
602 “Aden Lewis Kodály…Plus Workshop Summer 1985,” Oregon Music Educator 27, no. 2 (Spring 
1985):10. 
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Board of Control. The Vice-President of OMEA is responsible for planning the 

conference with the assistance of the other members of the Board of Control. The 

Elementary Music Chair and the General Music Chair are responsible for engaging 

clinicians to present elementary and general music focused workshops at the 

conferences.603 In addition to the OMEA conference, many Oregon music educators 

attend the Northwest Division MENC conferences which are held in odd numbered 

years.604  The workshops discussed in the following section were discovered through an 

examination of past issues of the Oregon Music Educator.  

 Katherine Hickey presented a workshop, “The Kodály Approach: Singing, 

Movement, Literacy, and Listening in the Elementary Classroom,” at MENC’s Northwest 

Division Conference in 1993.605 Dr. Hickey has served (2005) as president606 of the 

Organization of American Kodály Educators and thus may be seen as a nationally 

recognized Kodály educator.  

 Jill Trinka presented Kodály based workshops at the 2002 OMEA Conference and 

is scheduled to present workshops at the 2006 Oregon Music Education Association 

Conference in Eugene, Oregon.607 The OMEA web pages presented Trinka as a “Kodaly 

specialist, with emphasis in music literacy pedagogy and folk music performance, 

                                                 
603 Rob McGlothin, “Minutes of the OMEA Board of Control Meeting, May 21, 2005.” 
 
604 Lori Fowser, email, to author 6 July 2005. 
 
605 “MENC Northwest Division Conference,” Oregon Music Educator 45, no. 1 (Winter, 1993): 8. 
 
606 Kathy Hickey, “Message From the President: Kathy Hickey,” Kodály Envoy 31, no. 2 (Winter 2005):3 – 
4. 
 
607 Jill Trinka, interview by author, 23 February 2005. 
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analysis, and research.” 608Dr. Trinka was the first Academic Director of the Portland 

State University Kodály Certification Program.609 Local Kodály educator, Melissa Roth 

also presented a workshop at the 2002 OMEA Conference. Roth’s session, “Street 

Smart,” included a demonstration group from her North Clackamas school.610 

 Susan Brumfield presented a one day Kodály workshop in Salem, Oregon for 

OMEA District 4’s Fall In-Service Day in 2001. Dr. Brumfield is the current Academic 

Director of the Portland State University Kodály Certification Program.611 

 

Organization of American Kodály Educators 

 Within a decade (1960-1970) American music educators had many opportunities 

to learn about the Hungarian system of music education. In this time span; Mary Helen 

Richards introduced many American music educators to the ideas of Zoltán Kodály612, 

Katinka Dániel brought a more authentic realization of Kodály teaching practices, Arpad 

Darázs had been working with Kodály principles on the east coast, Holy Names College 

in California instituted a Kodály Master’s Degree into the Master of Music program, and 

Denise Bacon had organized a Kodály Summer Program at the Dana School on the east 

coast.613  American educators such as Denise Bacon, Mary Alice Hein, Lois Choksy, and 

                                                 
608 Oregon Music Education Association, Announcing the 2006 OMEA State Conference: January 26 – 29, 
2006 12 July 2005 < http://www.oregonmusic.org/home>. 
 
609 Jimerson, interview 21 December 2004. 
 
610 Wanda Criger Eddy, “Elementary Column,” Oregon Music Educator 53, no. 2 (Winter 2001-02): 22; 
Roth, Melissa, “Street Smart,” OMEA Conference workshop attended by author, January 2002. 
. 
611 Susan Brumfield, interview by author, 4 March 2005. 
 
612 Thomas Kite, “The Organization of American Kodály Educators,” 46. 
 
613 Mary Alice Hein, “In Retrospect: The Kodály Phenomenon 1964-1997 Kodály Envoy 23, no. 4 
(Summer 1997): 10 & 11. 
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Toni Locke614 traveled to Hungary to study Kodály’s practices in his homeland. This 

activity evidences the steady growth in interest and availability of Kodály education for 

teachers in the United States and around the world. Individuals interested in the Kodály 

method gathered at the 1973 the first International Kodály Symposium which was held at 

Holy Names College in California.   

 
      Among the invited guests were Harold Arburg from the United 
 States Department of Education; John Bice, Educational Consultant 
 for Boosey and Hawkes; Jack Schaeffer, then President of MENC; John 
 Matthews from IREX [International Research and Exchanges Board]; 
 and Richard Kapp from the Ford Foundation, who was to announce their 
 first grant to our Kodály Program to establish Kodály Fellowships for 
 our full-time academic year program.615 
 
Lois Choksy, author of The Kodály Context, The Kodály Method, The Kodály Method I, 

and The Kodály Method II, served on the organizing committee for this event. She 

recalled the formative years in the American Kodály movement: 

      When the Kodály Approach first came to the United States, all 
 of us involved in it could sit around my kitchen table. Indeed, at  
 one time or another, most of us did.  Prominent among that group 
 were Denise Bacon, Mary Alice Hein, Lorna Zemke, and Alexander Ringer.  
 I served on the organizing committee for the first International  
 Kodály Symposium and I chaired the organizing committee in  
 the year preceding the voting into existence of the OAKE. 616 
 
 
 American Kodály inspired educators joined together to form the Organization of 

American Kodály Educators (OAKE). The Organization of American Kodály Educators 

                                                                                                                                                 
 
614 Hein, “In Retrospect,” 11; Denise Bacon, “The Impact of the Kodály Philosophy on American 
Education,” Kodály Envoy 24, no. 4 (Summer 1998): 6 – 7. 
 
615 Hein, “In Retrospect,” 11. 
 
616 Lois Choksy, “The Kodály Movement: Past, Present & Future,” Kodály Envoy 26, no. 3 ( Spring 2000): 
6. 
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(OAKE) was “officially founded on March 23, 1974 at the Music Educators National 

Conference held in Anaheim, California.” 617 The founding conference for the 

Organization of American Kodály Educators was held in March of 1975 in Milwaukie. 

Sister Lorna Zemke and Stephen Jay served as Co-chairs for this conference.618  

 Oregon music educators were informed of the formation of the American Kodály 

association via an article appearing in the August-September 1974 issue of the Oregon 

Music Educator.  The article began with a report on the 1973 International Kodály 

Society (IKS) Symposium and continued with information on OAKE. 

     During this international symposium, future plans were made to  
include the formation of the National (United States) Kodály Society  
at a meeting during the biennial national convention of the Music  
Educators National Conference in Anaheim, California.  On March  
23, a breakfast was planned at the Disneyland Hotel for this purpose.   
So much interest was expressed by the overflowing crowd at the  
breakfast that an afternoon caucus was arranged for the purpose of  
reacting to the proposed constitution and by-laws. In four days of  
meetings, action was taken to include tentative acceptance of the  
initial draft of the constitution and by-laws committee: changes to  
be suggested in writing to the Chairman of the By-Laws Committee,  
Mark Williams, School of Music, University of Illinois, Urbana,  
Illinois 61801. The current steering committee was empowered to  
act as an interim board for instructors. 
     The first issue presented was what is to be the official journal of  
the organization , The Kodaly Envoy [their bold]edited by Betsy Moll  
and Christine Kunko.  Yearly dues for this organization were set at $15  
which will include a subscription to the journal. 
    Membership is open to all persons professionally engaged in (Kodaly- 
inspired) music education. You are invited to join the organization of the 
American Kodaly Education (OAKE). Further information may be obtained  
from Christine Kunko, School of music, Duquesne University, Pittsburg, 
Pennsylvania 15219.619 

 

                                                 
617 Kite, “Organization of American Kodály Educators,” 1. 
 
618 Hein, “In Retrospect,” 11. 
 
619 “American Kodály Group Is Formed,” Oregon Music Educator 26, no. 4 (August-September 1974): 15. 
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With this announcement, Oregon music educators had available to them the information 

to allow them to become involved with the new Kodály inspired organization. 

 The Organization of American Kodály Educators is a many faceted organization 

that offers numerous types of support to Kodály inspired music educators. 

 OAKE hosts an annual conference in diverse locations throughout 
 the United States in order to introduce music educators to Kodály- 
 inspired music education. OAKE offers incentive grants to state and  
 regional chapters of OAKE… OAKE also publishes its quarterly 
 journal, Kodály Envoy, as a means of disseminating information about 
 Kodály-inspired music education, teacher-training, conferences, results 
 of Kodály-inspired research, regional news, and sources of song  
 literature for teaching.620 
 
The mission statement of OAKE appears in each issue of The Kodály Envoy: “The 

mission of the Organization of American Kodály Educators is to enrich the life of the 

people of the U.S.A. through music education by promoting the philosophy of Zoltán 

Kodály.”621 

 Music educators who were actively presenting Kodály workshops in Oregon were 

involved with the formation of OAKE. Lauren Abernethy and Rita Concannon had 

attended the 1973 IKS Conference and served on a panel at the founding meeting for 

OAKE.622 Both of these educators were music specialists from Seattle and served as 

clinicians in the Haystack program at Cannon Beach, Oregon. Abernathy was at Haystack 

in 1971, 1972, and 1973 while Concannon was a clinician in 1973.623 Norman Weeks 

who was a Kodály clinician at Haystack from 1969 through 1973 and in 1976 served as 

                                                 
620 Kite, “Organization of American Kodály Educators,” 5. 
 
621 “OAKE Mission Statement,” The Kodály Envoy, 31, no.2 (Winter 2005): 1. 
 
622 Kite, “Organization of American Kodály Educators,” 52. 
 
623 Haystack flyers, access provided by Elizabeth Snyder, 21 February  2005. 
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the head of the nominating committee for the first Board of Directors that was elected at 

OAKE’s founding conference in 1975.624  Although Oregon music educators had contact 

with founding members of OAKE and had access to information regarding OAKE 

through the Oregon Music Educator, a local chapter of OAKE was not initiated until 

1995, two decades after the founding conference. 

 

Southern Washington Oregon Kodály Educators 

 The inspiration for the founding of the Southern Washington and Oregon Kodály 

Educators (SWOKE) came from Jill Trinka, first Academic Director of the Portland State 

University Kodály Certification Program and President of OAKE. Founding member and 

first secretary/treasurer of SWOKE, Jennifer Boss, recalled:  

 At the end of our levels training, our master teachers, Jill  
Trinka and Rita Klinger said that if you want to be Kodály based  
educators you really should belong to OAKE, that’s the national  
organization;  Organization of American Kodály Educators. So then  
you need to do that, if you are going to do that you need to start a  
chapter. So we stared SWOKE, Southern Washington Oregon and 
Kodály Educators. Got our national affiliate, we got some seed  
money at the time to start up from them.625 

 
Boss believes that the seed money amounted to $500 to be used for start up expenses. 

According to Boss, the national office of OAKE was helpful as the local chapter was 

organized, providing the new officers with the information needed to carry out their jobs.  

 Initially SWOKE meetings were held in member’s homes, but within three years 

they were moved to more centrally located facilities. Augustana Lutheran Church in 

Northeast Portland was the regular meeting site for the next seven years. In 2004, the 

                                                 
624 Kite, “Organization of American Kodály Educators,” 60. 
 
625 Jennifer Boss, interview by author, 23 October 2004. 
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quarterly meetings of the full SWOKE membership were replaced by Board of Directors 

meetings with the fall and winter workshops and the spring choral festival serving the 

needs of the general membership.  

 Supporting Kodály inspired teachers has been a goal of the SWOKE membership. 

Students enrolled in the Kodály Levels Program have assignments to complete during the 

school year before they return for the next level of training. The Portland State Program 

requires that each Level I student return to Level II with one hundred songs in master 

copy format. In order to assist members with this task, SWOKE members have held 

master copy swap parties with each member supplying extra copies to trade with other 

members.626  

 A master copy is an individually created representation of a song using stick 

notation and letters representing the solfége syllables. Master copies may be created by 

handwriting or through a computer program. Specific analytical material for each song is 

provided on the master copy including tone set (represented by d, r ,m, etc… for do, re, 

mi), source starting pitch (S.S.P.), recommended starting pitch (R.S.P.), classification of 

song (play party, counting song, etc…), and metronomic marking. The starting pitch of 

the tone set is circled, all directions for the game or dance are provided, and full citation 

is given for the original source, either print or aural. An example of a very simple master 

copy is found in Figure 4.22.  

 

 

 

 
                                                 
626 Jennifer Boss, interview by author, 23October 2004. 
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ALL ‘ROUND THE BRICKYARD  
 

S.S.P. = C1       Play party game 

R.S.P. = B flat – C1  
 =126       s1  l1  d  r  m   s  l  

       
 
 
                  .                         .   
2       s    s         s       l         s             d    d           r       m    d     r         d 
4      All round the   brick – yard,     re – mem – ber     me. I’m going to  
 
 
 
        m    d  r      d      m     d  l1    s 1    d    d        l 1        d   
        step it, step it,    step it and a    re - mem -ber      me. 
 
 
Locke, Eleanore G., editor, Sail Away 155 American Folk Songs to Sing, Read and Play.  
U.S.A : Boosey & Hawkes, Inc., 1988, page 31. 
 
 
     LYNNDA FULLER COLLECTION 06/28/02 
 

Figure 4.22 
Master Copy Example627 

 
 Master copy swap parties were only a small component of the SWOKE yearly 

program. Current (2005) SWOKE Secretary, Melissa Roth made the notebook of minutes 

from SWOKE meetings (beginning date 16 September 1997) available to the author. The 

following information regarding SWOKE activities was taken from those minutes. 

SWOKE meeting activities frequently included presentations by members including; 

internet resources for Kodály inspired teachers, shortcuts to indexing, field recordings, 

bulletin board ideas, holiday songs, and round robin sharing of folk dances and play 

parties. Additionally SWOKE members planned and implemented presentations 

                                                 
627 Eleanore G. Locke, ed., Sail Away:155 American Folk Songs to Sing, Read and Play (U.S.A.: Boosey & 
Hawkes, 1988), 31. 
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regarding Kodály inspired teaching for the Oregon City School District, the Portland 

State University Collegiate MENC chapter, and the OMEA Arts Alliance. SWOKE 

volunteered to assist the Seattle chapter of OAKE with the 2000 OAKE conference that 

was held in Seattle.  

 Workshops have been an important component of the Southern Washington and 

Oregon Kodály Educators yearly plan. SWOKE members served as clinicians for some 

workshops, while outside presenters have been brought in for others. Among the 

clinicians contracted for the SWOKE workshops were Anna Kovac, Jim Lovell,628 Rita 

Klinger, and Jill Trinka.629 Local Kodály inspired educators have served as presenters at 

some workshops. An example of this was the “South of the Border” workshop presented 

by SWOKE member Melissa Roth and local Mona Warner, a “musician and song writer 

who teaches ESL in the Hillsboro [Oregon] School District.” 630 The SWOKE workshops 

are open to all music educators and effort is made to notify teachers of upcoming 

sessions. Boss recounted: 

We do mass mailings to all the Portland, Lake Oswego, West Linn,  
east side, Clackamas, so we do a mailing to Portland metro elementary  
schools. Everybody gets it for the fall workshop. We also try to make  
sure that fall workshop on state in-service day is geared towards the  
general music educator that doesn’t necessarily have a Kodály 
background. But we’re going to bring some of those elements,  
and we’re going to bring some fun things, and we’re going to represent  
the organization and we’re going to put up in front of people Kodály  
 
 
 

                                                 
628 Minutes of meeting of the Southern Washington Oregon Kodály Educators, September 16, 1997 – 
February 21, 2004, made available to author by SWOKE Secretary, Melissa Roth. 
 
629Jennifer Boss, interview by author, 23 October 2004. 
 
630 “2004 – 2005 Southern Washington & Oregon Kodály Educators Workshops,” (Portland, OR: Southern 
Washington and Oregon Kodály Educators, 2005). 
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trained teachers and say, look this is what we have to offer, but we are  
going to give you something fun that you can go home and teach the  

 next day.631 
 

In addition to offering the opportunity for music educators to add to their repertoire of 

activities and methods of teaching, the workshops provide SWOKE with a positive cash 

flow. According to Boss; “the intent is to be a fund raiser so we can get the money to 

bring people out for the choral festival.”632 

 The SWOKE spring Choral Festival program was instituted in 2002 with 

preparation for the event noted in minutes of SWOKE meetings as early as November 

1999.633  Boss explained the Choral Festival design. 

We bring a big name choral person in to work with the choirs. So  
teachers sign up to participate in the festival and there’s a list of  
repertoire to teach. Then you bus your kids out of school and  
come to what ever venue we can get for all these kids and 
they have a joint mass rehearsal with whoever the clinician is  
that year. There’s a couple of spaces for individual choirs.  
There’s not time for all choirs to work, but some work individually  
with that person… And then come back in the evening to do a concert.634 
 

Minutes of SWOKE meetings provided information that clinicians for the Choral Festival 

have included Mary Goetze, Ruth Dwyer, Alyssa Coble,635 and Janet Scarcella. 636 The 

                                                 
631 Jennifer Boss, interview by author, 23 October 2004. 
 
632Jennifer Boss, interview by author, 23 October 2004. 
 
633 Minutes of meeting of the Southern Washington Oregon Kodály Educators, September 16, 1997 – 
February 21, 2004, made available to author by SWOKE Secretary, Melissa Roth. 
 
634 Jennifer Boss,  interview by author, 23 October 2004. 
 
635 Minutes of meeting of the Southern Washington Oregon Kodály Educators, September 16, 1997 – 
February 21, 2004, made available to author by SWOKE Secretary, Melissa Roth, (8 June 2001, 14 
September 2002, and 24 January 2003).  
 
636 “SWOKE Choral Festival Registration Form,” (Portland, OR: Southern Oregon and Washington Kodály 
Educators, 2005).  
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“OMEA Groups” page of the Oregon Music Educators Association web page confirmed 

that Mary Goetze was the director at the SWOKE Choral Festival held on Tuesday, 12 

March 2002 at the First Presbyterian Church in Vancouver, WA (across the Columbia 

River from Portland, OR).  Ruth Dwyer directed Second Annual SWOKE Choral 

Festival. The concert for that event was held on Friday, 7 March 2003 in the Clackamas 

High School Auditorium. The following day, Dwyer presented a workshop for educators, 

“Harmony in Sequence: Developing Part Singing in the General/Choral Setting” at 

Valley Community Presbyterian Church in Portland, Oregon.637  SWOKE member Kris 

Van Auken confirmed on 14 July 2005 the list of SWOKE Choral Festival directors.638 

 Besides sponsoring independent workshops and clinics, SWOKE has provided 

workshop presenters for Oregon Music Education Association Conferences. In 2004 

SWOKE sponsored two such workshops. On Friday morning, January 20, 2004 SWOKE 

members Jennifer Boss and Amy Rheingans presented “Connect with the Classics #1” 

and in the afternoon, Melissa Roth presented “Connect with the Classics #2.”639 

 The membership of the Southern Washington and Oregon Kodály Educators was 

drawn initially from the population of educators participating in the Portland State 

University Kodály Certification Program.  SWOKE membership continued to reach out 

to those PSU Kodály students. This was reflected in the minutes of the SWOKE 

executive council meeting of 18 June 2002 which stated:  

                                                 
637 Oregon Music Educators Association, OMEA Groups, 12 July 2005 
 < http://www.oregonmusic.org/apps/org/workgroup/areas/osgm/swoke/messages.php>.  
    
638 Kris Van Auken, interview by author, Portland, OR, 14 July 2005 (not recorded). 
 
639 Oregon Music Educators Association, OMEA Events: Conference Sessions, 12 July 2005, 
<http://www.oregonmusic.org/events/2004conference/sessions/>. 
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To fulfill our goal to recruit and encourage new members by supporting  
the PSU Levels, the executive council established two events.  Doug  
Castle and Melissa Roth (and whoever else is interested) will bring  
juice and donuts for those attending the Levels Training on Wednesday,  
July 31, 2002, to introduce our organization. They will also extend an  
invitation to an evening social for SWOKE members, levels students,  
and faculty at Amy Rheingans’ … Friday August 2, 2002.640 

  

These activities were confirmed on the Oregon Music Educators web page “OMEA 

Groups” page641 and personally by the author who attended both events. The activities in 

support of the PSU program continued through 2005 with a “Potluck for PSU Levels 

Students.” 642A focus on encouraging pre-service music educators to participate in 

Kodály Levels Training was evidenced in the minutes of the September 14, 2002 

SWOKE meeting. 

 Are PSU music ed. students being encouraged to participate in 
 Kodály training? There were none in this summer’s Level I class.  
 Does the summer Kodály course fill any of their requirements? 
 If not, could it? How can we support David Jimerson in  
 encouraging students to attend the summer Kodály course? 
 Can a small team of SWOKE members present a Kodály workshop 
 during David’s “Music With Children” class?...Could a similar  
 workshop be presented at other colleges in town such as Lewis & 
 Clark and University of Portland?643 
 
By 2005 some of the questions raised in the 2002 meeting had been addressed. Debbie 

Glaze, Coordinator of Music Education, reported that Portland State University was 

                                                 
640 Minutes of SWOKE Executive Council, 18 June 2002, made available to author by SWOKE Secretary, 
Melissa Roth. 
 
641 Oregon  Music Educators Association: OMEA, OMEA Groups, 12 July 2005,  
< http://www.oregonmusic.org/apps/org/workgroup/areas/osgm/swoke/>. 
 
642 SWOKE Summit,  Southern Washington Oregon Kodály Educators, July 2005. 
 
643 Minutes of SWOKE meeting, 14 September 2002. 
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developing a Bachelor of Music Education degree program that “will include either Orff 

or Kodály training as a requirement for general music educators.”644 

 The SWOKE activities calendar for 2005 which was mailed to members in July of 

2005 included these events: 

 August: 
  5 Kris Van Auken & Chris Adams-Brown meet with PSU Levels Students 
  5 SWOKE Potluck at David Jimerson’s with PSU Levels Students 
  12 Amy Rheingans & Chris Adams-Brown meet with PSU Levels   
                Students 
 September 
  10 SWOKE Fall Meeting & Master Copy Swap 
 October 
  14 Fall In-Service with Christopher Roberts 9 am- 3 pm 
        Valley Community Presbyterian Church 
  22 POSA Workshop with Doug Goodkin 
 January 

27-29 OMEA Conference featuring Dr. Jill Trinka, John 
     Feierabend, and Phyllis Weikart in Eugene, OR 

February 
 11 POSA Workshop with Laura Koulish 
 25 Winter Workshop “Take Away Tips for Vocal Technique” 
      w/ Cindy Christiansen, Valley Community Presbyterian  
                 church 
March 
 8-12 OAKE “Crossroads in Carolina” Conference in   
      Charlotte N.C. 

15-19 NWACDA [Northwest American Choral Directors 
      Association] Conference in Portland, Oregon 

April 
 8 POSA Workshop with Heidi Tzortis 
 19-23 MENC National Conference-Salt Lake City, Utah 
 27-28  SWOKE 5th Annual Choral Festival-First 
      Presbyterian, Portland 

27-30 SWOKE Choral Readings Session  & Workshop- 
        Valley Community Presbyterian Church645  
 

                                                 
644 Debbie Glaze, interview by author, 21 February 2005. 
 
645 SWOKE Summit, Southern Washington Oregon Kodály Educators, July 2005. 
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 The Southern Washington and Oregon Kodály Educators has been in existence 

for nearly ten years (2005) and has grown as it supported Kodály inspired music 

education.  There were 27 members of OAKE residing within the boundaries of the 

SWOKE on 26 June 2005.646  These educators are dedicated to supporting and promoting 

Kodály based music education in Southern Washington and Oregon. 

 

Summary 

 As explicated previously in this chapter, the 1964 Music Educators Conference at 

the University of Oregon was one of the first places outside of California where music 

educators heard Hungarian trained educator Katinka Dániel explain the Hungarian 

method of music education. After the Oregon event, Dániel presented workshops in many 

states.647 At that same conference Mary Helen Richards introduced her Threshold to 

Music charts to Oregon music educators who purchased 300 of them before publication. 

Highly qualified Kodály educators including Norman Weeks, Lauren Abernethy, Helen 

Banks, Jill Trinka, Katherine Hickey, Susan Brumfield, Seán Deibler, Rita Klinger, and 

Carol Brown have presented courses and workshops in the state of Oregon. Hungarian 

trained educators Paul Domby, Anna Kovacs, and Klara Kokás have served as examples 

of authentic Kodály methodology. Music educators in Oregon have had the opportunity 

to study with outstanding Kodály educators. University of Oregon Professor, Randall 

Moore, studied with Denise Bacon and a cadre of Hungarian music educators including 

                                                 
646 Joan L. Dahlin, email to author, 26 June 2005. 
 
647 Katinka Dániel, interview by author, 2 February 2005. 
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Peter Erdei,  Katalin Kolmos, Eva Rosgonye, and Klara Kokás,648 at  the Kodály Musical 

Training Institute. Moore taught Kodály courses at the University of Oregon. The 

Portland State University Kodály Certification Program has a strong reputation and 

continues to provide training for Oregon music educators. The spark of interest that was 

ignited by Katinka Dániel at the University of Oregon in 1964 continues to burn at the 

Portland State University Kodály Certification Program and in lives the music educators 

who are active members of the Southern Washington and Oregon Kodály Educators.  

  
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                 
648 Randall Moore, interview by author, 16 January 2005. 
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CHAPTER V 
 

CONCLUSIONS AND RECOMMENDATIONS FOR FURTHER RESEARCH 
 
 
 The methods of music education developed by Carl Orff and Zoltán Kodály in the 

middle decades of the twentieth century have impacted music education around the 

globe. By 1984 educators from forty-eight different nations had attended the Orff 

Institute. The nations represented in this tabulation reach beyond Europe to include such 

diverse regions as Thailand, Malta, Korea, Peru, Uruguay, Egypt, Indonesia, Japan, India, 

Mexico, Ceylon, South Africa, and the United States.649 The International Kodály 

Society, founded in 1975 in Kecskemét, Hungary “is active in 34 countries and has 

affiliated national organizations in 16 countries.” 650 

 This project has considered the use of the Orff and Kodály methodologies in the 

state of Oregon. The guiding questions for the research were: 

1. How and when was the Orff method of music education introduced into the 

state of Oregon? 

2. How and when was the Kodály method of music education introduced into the 

state of Oregon? 

3. Who were the individuals who brought the Orff method to Oregon music 

educators? 

4. Who were the individuals who brought the Kodály method to Oregon music 

educators? 

                                                 
649 Mary E. Shamrock, Orff Schulwerk: Brief History, Description, and Issues in Global Dispersal, 26. 
 
650 International Kodály Society, International Kodály Society, 26 July 2005, <http://www.iks.hu/>. 
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5. What individuals and organizations influenced the spread of the Orff method 

within the state? 

6. What individuals and organizations influenced the spread of the Kodály 

method within the state? 

7. Is the use of these methods continuing to grow, or have they become static? 

 

Summary of Findings 

  The research has shown that the Orff method of music education was first 

brought to the attention of Oregon music educators by Edmund Cykler and Robert Nye at 

the University of Oregon in Eugene, Oregon in 1956. Cykler became familiar with Orff 

Schulwerk at the 1955 ISME meeting in Lindau and purchased a set of Sonor Orff 

instruments after the 1956 MENC Convention in St. Louis.651 Nye informed students in 

the late 1950s that the set of Orff instruments at the U of O was the first west of the 

Mississippi and presented an Orff inspired workshop for Oregon music educators in 

1956. These events signify that music educators in Oregon had the opportunity to learn of 

the Orff process well before interest in the philosophy bloomed in Toronto in 1961.  

  Opportunities for the study of the Orff process have been available to Oregon 

music educators since 1956. Many of the leaders of the American Orff-Schulwerk 

Association have presented workshops in the state and university programs have offered 

numerous venues for study. The University of Oregon has been a regular contributor to 

Orff education in the state of Oregon particularly through the Comparative Education 

program in Germany and the summer Orff Levels training that has continued through 

2005. In addition to opportunities provided by the U of O, teachers in Oregon were 
                                                 
651 Osterby, “Orff-Schulwerk in North America,” 279 – 284. 
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exposed to the Orff process through the work of Robert Glasgow and Dale Hamreus at 

Oregon College of Education. The federally funded Orff Schulwerk project at OCE made 

a contribution to the Orff movement both within and beyond the state of Oregon. An 

example of the progressiveness of music education in Oregon can be seen in Lewis and 

Clark College (Portland, Oregon) sponsored Orff Level I certification program (1977) 

which was the first in the state of Oregon and possibly in the Pacific Northwest. This 

course was taught by Arnold Burkhart, the instigator for the creation of the American 

Orff-Schulwerk Association. Additional Orff workshops have been provided by  Portland 

State University, Oregon State University, Warner Pacific College, Marylhurst College, 

and the University of Portland.  

 In additional to institutionally sponsored Orff training; clinics have been 

presented at Oregon Music Educators Association Conventions, OMEA District in-

service workshops, Northwest MENC Conventions, and by the Portland Orff Schulwerk 

Association. These workshops have provided music Oregon music educators the 

opportunity to work with highly qualified instructors from around the country. 

 A significant contribution to the development of a cadre of Orff inspired music 

educators in the state was made by the Oregon State Department of Education under the 

leadership of State Music Consultant Dr. Delmer W. Aebischer. Aebischer arranged for a 

series of Orff inspired workshops taught by Grace Nash in 1970. Aebischer also 

facilitated access to Title IV funds for music educators to purchase classroom percussion 

instruments. 

 The Portland Orff Schulwerk Association was founded in 1973 and has been 

actively involved with teacher education since its inception. The Portland Orff Schulwerk 
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Association’s commitment to mentorship of new teachers through their annual Orff 101 

workshop and personal mentorship of new teachers provides support for teachers new to 

the profession. POSA’s  new instrument loan program is evidence of the organization’s 

continued commitment to encouraging the growth of  Orff Schulwerk teaching in the 

state. 

 When examining the process by which music educators receive training in the use 

of the Orff process, one must not over look the role of the music industry as providers of 

instruments for workshops and as sponsors of Orff inspired clinician.  Notable for their 

impact upon Oregon music education were the Kitching division of Ludwig, Wills Music, 

ABA Music, and Peripole-Bergerault. Each of these corporations provided instruments 

for workshops and assisted with sponsorship of Orff workshops. The relationship 

between the music industry and music educators is mutually beneficial. The value of this 

type of relationship was recognized by the Oregon Music Educators Association in 2005 

when it presented Peripole-Bergerault with the Music Industry Distinguished Service 

Award.   

 The Kodály method arrived in Oregon eight years after Robert Nye demonstrated 

the Orff instruments at a music educators’ conference. The Kodály method of music 

education was introduced to Oregon music educators by a leader in the field, Katinka 

Dániel, in 1964. Dániel had worked with Jenö Ádám and Zoltán Kodály in Hungary and 

brought the authentic Kodály philosophy to the state. Dániel’s 1964 appearance in 

Oregon has been recognized in several publications as the beginning of her career as a 

Kodály expert in the United States. Dániel’s relationship with Mary Helen Richards 

facilitated the unscheduled arrival of Richards at the 1964 conference at the University of 
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Oregon and the debut of her Threshold to Music charts and curriculum. Oregon music 

educators had the opportunity to order these charts prior to their publication, making 

them some of the first teachers in the nation to have access to this new resource. The 

1964 conference in Eugene put Oregon on the cutting edge of a movement that would 

sweep the nation.     

 The Kodály torch was taken up by the Division of Continuing Education at the 

Haystack program at Cannon Beach, Oregon. There, beginning in 1969, Norman Weeks 

provided instruction in the Kodály philosophy and technique to hundreds of Oregon 

music educators. Although Oregon music educators first were exposed to Kodály’s 

philosophy in 1964, it was not until 1995 that a Kodály Levels Certification Program was 

initiated in the state.  David Jimerson and Jill Trinka developed the program at PSU and 

it continues (2005) to offer all four levels of Kodály teacher training. Although the major 

Kodály education program in the state has been at Portland State, the University of 

Oregon has periodically offered Kodály inspired summer workshops. 

 Unlike the Portland Orff Schulwerk Association and the now extinct Lane Orff 

Schulwerk Association which were not connected with an Orff Levels Training Program; 

the Southern Washington and Oregon Kodály Educators (SWOKE) has close ties with 

the PSU Kodály program. Dr. Jill Trinka, the first Academic Director of the PSU 

program, encouraged the Oregon students to organize a local chapter of the Organization 

of American Kodály Educators (OAKE). SWOKE members actively support the Portland 

State program and work to provide mentorship to music educators new to the Kodály 

concept of music education. 
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 Because Kodály inspired music educators do not need the extensive 

instrumentarium used by most Orff educators, the music industry has not been as 

significant to the Kodály movement as it has been with the Orff movement. However, 

publishing companies have at times provided some level sponsorship of Kodály inspired 

clinicians in the state.  

 

Discussion 

When Does Training in the Orff and Kodály Methods Occur? 

 Although pre-service music educators may be introduced to the ideas of Carl Orff 

and Zoltán Kodály in their course of study, it is generally not until they attend workshops 

or courses specific to one method that they have the opportunity to receive an in-depth 

understanding of either method. Oregon music educators who wish to become thoroughly 

trained in either method enroll in a levels training program. The student body in the levels 

program generally consists of teachers who are already working in the field, although a 

limited number of undergraduate students do enroll. The University of Oregon regularly 

offers a Level I Orff Certification program and has, on a few occasions, offered Level II 

Orff training. The University of Portland offered all three levels of Orff training for a 

three year period (1990-1993), but no longer provides any such courses. Orff inspired 

music educators wishing to obtain Level III Certification, must attend a program in 

another state (2005).  

 A Kodály Levels Certification Program has been offered through the Portland 

State University each summer since 1995. This is the only Kodály Certification Program 

that has ever been offered in the state of Oregon. The student population in the PSU 
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program consists primarily of Oregon music educators who are actively teaching, but on 

occasion pre-service teachers have enrolled in the course. Educators from other states and 

from outside of the United States have traveled to Portland to participate in this program. 

 Examination of the evidence strongly suggests that in-depth Orff and Kodály 

training is a part of an educator’s continuing education program, not a pre-requisite for 

beginning a career in the field. Most often, educators receive Orff or Kodály training 

through workshops, summer levels training programs, or at conference clinics. There 

have been few exceptions to the summer levels training model. Longer courses were 

taught by Randall Moore at the University of Oregon in the 1970s and in 1978 Warner 

Pacific College offered a one semester Orff class.  It may be relevant that the State of 

Oregon Teachers Standards and Practices Commission requires that certificated teachers 

have a plan of continuing education. The Orff and Kodály workshops and summer classes 

may be used to satisfy this requirement.  

 A new program being developed by Portland State University Music Education 

Coordinator, Debbie Glaze, offers a new approach to the education of pre-service 

teachers. The new program, which will create a B.M.E. degree, will include a Level I 

Kodály or Level I Orff option. The Orff option could be fulfilled through the University 

of Oregon’s Orff program while the Kodály option would be taken on the PSU 

campus.652 This will provide pre-service educators with a more in-depth understanding of 

either the Orff or Kodály methodology and may be a step toward altering the way in 

which pre-service music educators are prepared to join their profession.  

 

                                                 
652 Debbie Glaze, interview by author, 21 February 2005. 
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Why Did the Orff and Kodály Methods Become Integral Parts of Music Education? 

 

 The Orff and Kodály methods are not the only options open to elementary general 

music teachers. Four major methods of music instruction were discussed in Teaching 

Music in the Twenty-First Century; Jaques-Dalcroze, Kodály, Orff, and Comprehensive 

Musicianship. The method developed by Emil Jaques-Dalcroze (1865-1950)653 predates 

both Orff and Kodály teaching, yet there is no strong Dalcroze presence in Oregon. This 

may be seen in the fact that there are active chapters of the American Orff-Schulwerk 

Association and the Organization of American Kodály Educators in Oregon, but no 

chapter of the Dalcroze Society of America. The closest Dalcroze organization is located 

in Seattle, Washington.654 Workshops on the Jaques-Dalcroze method have been 

presented in Oregon, for example Lewis & Clark College presented a “Dalcroze 

Eurhythmics Workshop” during the summer of 1970, 655however no university has 

consistently offered Dalcroze training in the state. 

 Comprehensive Musicianship made a brief appearance in Oregon in 1971. An 

article detailing a nationwide series of CMP workshops appeared in the Oregon Music 

Educator in 1971.  Robert Trotter from the University of Oregon was the chairman of the 

CMP workshop held at the University of Oregon. 656   Methods other than Orff and 

                                                 
653 Lois Choksy and others, Teaching Music in the Twenty-First Century, 40-42. 
 
654 Dalcroze Society of America, Local Chapter Contact Information, 26 July 2005 
<http://www.dalcrozeusa.org/chapters.htm>.  
 
655 “Summer Music Workshops at Lewis & Clark College 1970,” Oregon Music Educator 22, no.2 
(February-March 1970): 28. 
 
656 “CMP Announces 1971 Workshops,” Oregon Music Educator 23, no. 2 (February-March 1971): 20 
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Kodály were available to Oregon music educators as noted by Mary Lou Van 

Rysselberghe, OMEA Elementary Classroom Music Committee Chair in. She reported: 

“In the 1960s the Contemporary Music Project and development of the Manhattanville 

Curriculum radically changed our teaching.  We realized the fact that young people can 

learn about music by assuming musicianly [sic] roles – creating, performing, and 

analyzing in simple, unsophisticated ways.”657 ODE Music Consultant, Delmer 

Aebischer, reported that Oregon music educators were indeed utilizing the new 

methodologies. In his column, “State of the Art” report in 1970, Aebischer described 

these activities. 

I’ve visited fine performing groups; Manhattenville project classes; and  
laboratory classes in wind instrument, guitar, folk singing, keyboard  
experiences, etc. I’ve seen successful general music classes and survey- 
of-music classes in high schools and junior high schools, and I’ve found  
a new stimulus to teach music to the mentally retarded.  I have also seen  
evidence that Oregon music educators are taking advantage of Orff, Kodaly,  
and Dalcroze methodology, and of other available new materials.658 

 

Despite the fact that music educators in the state of Oregon have been introduced to 

several method of teaching elementary general music, the Orff and Kodály 

methodologies have a stronger presence in the state.  

 

 

 

 
                                                                                                                                                 
. 
657 Mary Lou Van Rysselberghe, “Music – It’s Elementary,” Oregon Music Educator 40, no. 2 (Spring 
1988): 8. 
 
658 Delmer W. Aebischer, “State of the Art: A Glance Forward, A Glance Back,” Oregon Music Educator 
22, no. 5 (October-November 1970): 10. 
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Factors Contributing to the Strength of the Orff and Kodály Methodologies in Oregon 

 What factors have contributed to the strong presence of Orff and Kodály 

methodologies in Oregon music educator preparation? What commonalities can be 

discovered when examining the introduction and spread of the Orff and Kodály methods 

in the state of Oregon?  

 One factor evidenced with both Orff and Kodály inspired educators has been the 

formation of local chapters of their respective professional organizations, the American 

Orff-Schulwerk Association and the Organization of American Kodály Educators. It 

would appear significant that each organization was founded by a group of enthusiastic 

Oregon music educators, dedicated to a working within a specific philosophy of music 

education. The commitment of these individuals to providing mentorship to new teachers, 

organizing workshops, planning special events such as the Kodály Choral Festival and 

the Orff Concert, and obtaining training in their chosen method has created a stable 

foundation for the growth of the Orff and Kodály movements in the state. Their influence 

reaches beyond the membership of each organization as the POSA and SWOKE 

workshops offer training and inspiration to many music educators who belong to neither 

organization. These local advocates have made a large contribution to the presence of 

Orff and Kodály teaching practices in Oregon.  

 Although the Portland Orff Schulwerk Association and the Southern Washington 

and Oregon Kodály Educators both offer support and advocacy for their respective 

philosophies of music education, there are noticeable differences between the groups. 

The first difference is found in the genesis of the organizations. POSA was founded by 

eight music educators who were inspired by clinicians such as Grace Nash and Eloise 
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McCormick. POSA has never had a strong tie to an Oregon based Orff Certification 

program and all POSA members desiring Level III Orff training must leave the state to 

receive it. SWOKE however, has close ties to the Portland State University Kodály 

Certification program and most, if not all of its members have received their training at 

PSU. Membership in the Portland Orff Schulwerk Association has grown at a faster rate 

than membership in the Southern Washington and Oregon Kodály Educators. POSA 

membership increased from 8 to 43 during its first ten years of existence, while 

SWOKE’s increased from 6 to 27 in the same length of time. After being active for 

twenty-two years POSA (2005) has 78 members.659 Despite these differences between the 

two associations, they both have impacted the continuing education of Oregon music 

educators.  

 The contributions of the Oregon Department of Education to the Orff movement 

in the state must not be ignored.  The role played by DOE Music Consultant Delmer 

Aebischer as facilitator of the Grace Nash five city workshop tours was instrumental in 

exposing music educators across the state to the Orff process. Additionally Aebischer 

assisted music educators in accessing federal Title IV funding for the purchase of Orff 

instruments.660 Examination of the history of the DOE involvement with Grace Nash and 

the acknowledgement given to Nash as an inspiration to the founders of the Portland Orff 

Schulwerk Association661 illuminates the role of the DOE in the growth of the Orff 

movement in Oregon. 

                                                 
659 Cindi at AOSA, email to author, 25 July 2005; Denise Phillips (SWOKE President), email to author, 3 
August 2005. 
 
660 Delmer Aebischer, interview by author, 16 January 2005. 
 
661 Peggy McDonnell and Nedra Schnoor, interview by author, 8 October 2004. 
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 In addition to the DOE, Orff inspired music educators received support from the 

music industry (see Chapter III for detailed descriptions). The Kitching Division of 

Ludwig financed Grace Nash’s workshop fee662 while Wills and ABA Music provided 

instruments for workshops and also sponsored Orff workshops of their own.663 The 

collaborative relationship between the music industry and music educators has continued 

with Salem based Peripole-Bergerault.664 Peripole-Bergerault is presently (2005) active 

as a sponsor for Orff related clinics. This relationship with the music industry has helped 

foster the growth of Orff inspired programs in Oregon’s schools. Although the strongest 

relationship exists between the music industry and Orff inspired music educators, Kodály 

clinicians do at times receive support from publishing companies. An example of this is 

found in the contributions made by the Scott-Foresman company toward the workshops 

to be presented by Jill Trinka at the 2006 OMEA Convention and by GIA Music toward 

the appearance of John Feierabend at the same conference.665 In the instrumental area, 

Peripole-Bergerault will be sponsoring Kalani’s Orff and world drumming workshops at 

the same conference. 666These examples highlight the importance of the role played by 

the music industry in the inclusion of the Orff methodology and to a lesser extent the 

Kodály methodology in the state of Oregon. 

 When examining movements in music education, it is prudent to look beyond the 

world of music education and to place events within a broader historical context. The 

                                                 
662 Delmer Aebischer, interview by author, 16 January 2005. 
 
663 Mary Lott, email to author, 27 January 2005. 
 
664 Sylvia Perry, interview by author, 20 July 2005. 
 
665 Judy Trohkimoinen, email to author, 6 April 2005 and 30 January 2005. 
 
666 Sylvia Perry, interview by author, 13 August 2005. 
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work of Carl Orff and Zoltán Kodály came to the attention of American music educators 

in the late 1950s and early 1960s. This was a time when America was reacting to the 

shock of the Soviet Union’s successful launch of Sputnik in 1957 and resultant reform of 

American public schools.667 As the American education system focused its attention on 

bolstering science and mathematics instruction, the place of the arts in the curriculum was 

challenged by individuals including Admiral Hyman Rickover. However, there were 

leaders in the education reform movement who promoted a plan for a balanced 

education.668  The 1959 statement by the American Association of School 

Administrators: “We believe in a well-balanced school curriculum in which music, 

drama, painting, poetry, sculpture, architecture and the like are included side by side with 

other important subjects such as mathematics, history, and science;” indicated that the 

arts were not being totally abandoned in the United States. 

 The most direct impact of the educational reform movement is found in the 

activities of Mary Helen Richards. Randal A. McChesney of the Richards Institute 

explicated the relationship. 

When Sputnik was launched in October of 1957, the California  
schools instantly galvanized a response to the "national threat" of  
the Soviet's missile capabilities by de-emphasizing or aboloshing [sic]  
any subject matter not related to America's instant demand for highly- 
trained scientists and engineers.  Clearly, the Standford [sic] community  
needed and wanted to be in the vanguard of this educational "reform,"  
and she was asked to supervise study halls instead of teaching music,  
which time had now been converted to an extra science and math  
period each for the children in the school, grades K - 8. Discouraged,  
Mary Helen elected to leave teaching formally and concentrate her musical  
energies in church music while raising her four children. As she prepared  
to leave, the school librarian handed her a recent issue of the Christian  

                                                 
667 Michael L. Mark and Charles L. Gary, A History of American Music Education, 330. 
 
668 Ibid., 331-333. 
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Science Monitor, which reported an "innovative" music education 
program throughout Hungary. Focused on teaching artistic excellence  

 through a music literacy philosophy, the Kodaly "method"…669 
 
This clearly shows a direct correlation between the work of Mary Helen Richards with 

the Kodály method and educational reform spawned by the launching of Sputnik. In a 

convoluted way, it might be said the elimination of music classes in Stanford helped to 

bring the Kodály method to the attention of American music educators. 

 As they reacted to Sputnik, Americans organized a host of symposiums, 

conferences, commissions, and studies devoted to examining and reforming education in 

the United States. Among these were the Woods Hole Conference (1959); President 

Eisenhower’s Commission on National Goals (1960); and President Kennedy’s White 

House Panel on Educational Research and Development (1961).670  Music educators were 

involved in discipline specific convocations and projects including: the Young 

Composers Project (1959); the Yale Seminar on Music Education (1963); the Julliard 

Repertory Project (1964); the Seminar on Comprehensive Musicianship (1965);671 and 

the Tanglewood Symposium (1967).672  

 Another development of the 1950s and 1960s was the increased role of the federal 

government in the funding of public school education. Legislative action created the 

Elementary and Secondary Education Act of 1965, the International Education Act of 

1966, The Education Professions Development Act of 1967; and the National Foundation 

                                                 
669 Randal A. McChesney, email to author, May 2004. 
 
670 Michael L. Mark and Charles L. Gary, A History of American Music Education, 331-333. 
 
671 Ibid., 344-345, 349. 
 
672 Ball State University, Tanglewood Symposium, 27 July 2005, 
<http://www.bsu.edu/classes/bauer/hpmused/tanglewood.html>. 
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on the Arts and Humanities was formed in 1965. Each of these provided funds for 

elements of music education in the United States.673  

 The educational climate into which the Orff and Kodály methods were introduced 

was one rich in discussion and open to reform and new ideas. While this did not cause 

these new methods of music education to be developed, it provided an atmosphere that 

was hospitable to new ideas. Philip Tacka and Micheal Houlahan in “A Historical 

Perspective for the Introduction of the Kodály Concept in the United States” explored the 

implications of this educational atmosphere and concluded: “It is not suggested that Yale, 

Tanglewood and the Contemporary Music Project fostered the introduction of the Kodály 

concept in the United States but that they were a forum which opened the eyes of 

concerned educators to the possibilities inherent in new and viable solutions to questions 

raised by these studies.”674 One may draw parallel conclusions regarding the introduction 

and acceptance of the Orff process as well.  

 The inclusion of Orff and Kodály methodologies in Oregon music educator 

preparation was facilitated by individual music educators such as Edmund Cykler, Robert 

Glasgow, Grace Nash, Katinka Dániel, Mary Helen Richards, Norman Weeks, David 

Jimerson, and Jill Trinka who brought these philosophies into the state. The methods 

were propagated through workshops and clinics sponsored by institutions of higher 

education, and professional organizations. Individual music educators, actively teaching 

in elementary schools, became powerful advocates for their favored methods as they 

formed the Portland Orff Schulwerk Association and the Southern Washington and 

                                                 
673 Michael L. Mark and Charles L. Gary, A History of American Music Education, 340-342. 
 
674 Philip Tacka and Micheal Houlahan, “A Historical Perspective for the Introduction of the Kodály 
Concept in the United States,” Studia Musicologica Academiae Scientiarum Hungaricae, 32 (1990): 280. 
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Oregon Kodály Educators. The Oregon Department of Education, the music industry, and 

the socio-economic climate of the late 1950s and 1960s facilitated the growth of the Orff 

and Kodály movements in the state. 

 

Conclusions 

 Orff and Kodály methodologies have become an accepted part of music educators 

training in the state of Oregon. This has occurred at times through coincidence (the move 

of Dr. Robert Trotter from southern California to Oregon and the attendance of David 

Jimerson at the Jill Trinka MENC workshop); the dedication and hard work of inspired 

educators such as Jennifer Boss, Nedra Schnoor, and Peggy McDonnell; the willingness 

of university faculty to bring new ideas to their students; and an educational climate open 

to new ideas. None of these factors could have caused music educators to adopt the Orff 

or Kodály method had these methods not been pedagogically and philosophically sound. 

Music educators found these techniques to be of benefit to their students and therefore 

accepted, worked with, developed, and promoted them. No one factor alone was 

responsible for the integration of Orff and Kodály methodologies into teacher training, 

but the combination of events and individuals brought about change in the way music is 

taught to children in Oregon.  

 As was stated in the introductory chapter for this project, music education has 

been evolving since its earliest days in the American public schools. It would be unlikely 

for this process of evolution to halt in the twenty-first century. New ideas and curricula 

will be developed; some will not have a noticeable impact upon education in Oregon, 

others may become as much a fabric of elementary music education as Orff and Kodály 
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methodologies are today. This process can be seen today in the world music movement 

has been gaining momentum in music education. Drum circles and drum workshops have 

been (2005) and will be (2006) featured at Oregon Music Educator Conferences.675 Will 

these ideas be absorbed into existing methods, will they stand alone as separate choices 

for music educators, or will they vanish from the curriculum? Only the passage of time 

will reveal the answers to these questions. Individuals interested in promoting new ideas 

in music education may develop strategies for spreading their ideas by examining the 

history of methods like those of Carl Orff and Zoltán Kodály.   

 In Chapter I, reasons for conducting historical research were discussed. Heller and 

Wilson’s justifications for historical research were used as guidelines for this project. 

Those justifications are: 

(2) to satisfy interest of curiosity, (2) to provide a complete and 
accurate record of the past, (3) to establish a basis for understanding 
the present and planning for the future, and (4) to narrate deeds 
worthy of emulation.676 
 

 

The current project has sought to satisfy these reasons for historical research. It is hoped 

that this document will begin to satisfy the curiosity of those interested in the history of 

the Orff and Kodály methods in Oregon; it strives to present a clear and concise historical 

record of events and individuals instrumental in the introduction and adoption of these 

methods; and it provides an historical background against which those for those planning 

future developments in music education may proceed. The dedication, time, and effort 

                                                 
675 Oregon Music Educators Association, 2005 Full Conference Schedule, 9 August 2005, 
<http://www.oregonmusic.org/events/past/2005conf/> Oregon Music Education Association, Announcing 
the 2006 OMEA State Conference, 22 July 2005. <http://www.oregonmusic.org.>.  
 
676 George N. Heller and Bruce D. Wilson, “Historical Research,” Handbook of Research on Music 
Teaching and Learning, Richard Colwell, ed., (New York: Schirmer Books, 1992): 103. 
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invested by individual music educators in developing and sustaining the Orff and Kodály 

movements in Oregon are indeed worthy of emulation. The clinicians, professors, and 

active participants in professional organizations have had a positive impact upon the 

education of Oregon’s children. 

 

Recommendations for Further Study 

 No subject under study is ever exhausted and the history of the inclusion of Orff 

and Kodály methodologies in the state of Oregon is no exception. This project only 

briefly considered the issue of funding. Funding for public education in Oregon has 

experienced fluctuations. During times of economic downturn the perception is that 

music programs are reduced. Examining the impact of budget short falls upon Orff and 

Kodály training and in place programs would be useful. Future researchers may wish to 

determine if school districts are more or less likely to reduce funding for music when an 

Orff or Kodály program is in place.  

 Now that the history of the Orff and Kodály methods in the state of Oregon has 

been examined, it would be beneficial to conduct similar studies in other states. By 

collecting comparative data, researchers would be more able to identify common factors 

and make more conclusive arguments as to causal relationships between events, 

individuals, and the adoption of any one of the methods.  

 Extending the present research to record the next ten years of Oregon music 

education history could be valuable. This would allow for a comparison of membership 

in POSA and SWOKE at similar times in their history. Since the Southern Washington 

and Oregon Kodály Educators came into existence twenty-two years after the Portland 
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Orff Schulwerk Association, one might ask: will its membership follow the same curve 

over the next ten years, or will it be divergent? Will the Orff movement continue to out 

pace the Kodály movement in the state? Will world music and drumming eclipse Orff 

and Kodály as the predominant methods of elementary music education in Oregon? Is it 

possible to compare the process of adopting world music and drumming curricula with 

those of Orff and Kodály? Are there enough common factors to make this a valid 

comparison? Will the history of the Orff and Kodály movements be repeated with other 

new ideas? 

 Elementary general music is but a small portion of music education in Oregon. 

Band, choir, and orchestra directors would have a deeper understanding of their programs 

were a concise history of these disciplines recorded. An interest in recording the history 

of individuals who have made contributions to Oregon music education has been 

evidenced by OMEA. “The OMEA Living History Project features profiles of master 

music educators, teaching resources developed by these inspirational teachers, and 

community accounts of how these people have helped to advance music education in 

Oregon.”677 

 We have entered a new century, as we analyze and record the progress music 

education made in the previous century, we will be better equipped to plan for the future. 

This study is but a beginning, others who follow may trace the other strands of music 

education in Oregon and across the country so that we may truly understand how we 

                                                 
677 Oregon Music Educators Association, OMEA Resource Center: Living History Project, 27 July 2005, 
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came to be where we are today as we move forward, providing the best possible music 

education for our students. 
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Tape Number Content 
B-001 Narrator:     Dr. Randall Moore 
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K-001 Narrator:      Jennifer Boss 
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K-002 Narrator:      David Jimerson 
Date:         December 21, 2004 
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K-003 Narrator:      Dr. Katinka Dániel 
Date:         February 2, 2005 
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K-004 Narrator:      Debbie Glaze 
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                       Committee                     
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O-001 Narrators:      Peggy McDonnell and 
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Re:                 Founding of P.O.S.A.  

O-002 Narrator:       Grace C. Nash 
Date:           February 6, 2005 
Re:                Workshops in Oregon 
 

 
 
O-003 

 
 
Narrator:       Dr. Tom Bergeron 
Date:             20 February 2005 
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Re:                 Orff at WOU 
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TRANSCRIPTION PROCESS 

 

 In keeping with the philosophy of oral history collection, the interviews 

conducted in this research have been transcribed literally. It must be remembered that 

these transcripts represent conversational English and are not formally prepared 

statements by the interviewees. Each interviewee was given the opportunity to read the 

transcription of his or her interview and make corrections. The wishes of the interviewees 

have been respected with regard to these corrections, and any changes made have been 

noted in the transcripts..  
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OREGON MUSIC EDUCATOR ARTICLE TIMELINE 
 

Year Method Location Detail 
1956 Orff U of O Report on ISME in Germany 

Vol. 7, no. 3 (January-February, 1956): 8 
1956 Orff U of O “Nye to Demonstrate Orff-Designed Instruments,”  

Vol. 8, no. 1 (September-October, 1956): 27 
1957 Orff U of O Conference: Dr. Edmund Cykler  

Vol. 8, no. 3 (January-February, 1957):10  
1958 Orff U of O U of O Conference: Dr. Edmund Cykler,  

Vol. 10, no. 2 (November-December, 1958) 
1959 Orff U of O Robert Nye article about Orff 

Vol. 11, no. 2 (November-December, 1959): 13 
1963 Kodály U of O Robert Trotter appointed  

Dean of School of Music at U of O 
Vol. 15, no 4 (September-October, 1963):7 

1963 Orff OCE Robert Glasgow joins faculty at OCE  
Vol. 15, no. 4 (September-October, 1963):10 

1963 Kodály U of O Katinka Dániel presents workshop at U of O  
Vol.15, no 5 (November-December 1963):17 

1964 Orff U of O Article about music education in Germany  
Vol.16, no. 2 (March-April, 1964): 13,14,18,20 

1964 Kodály  Article about the Richards Method 
Vol. 16, no. 3 (August, 1964)15,17,21 

1965 Kodály U of O Mary Helen Richards presents workshop at U of O 
Vol. 16, no 5 (November-December, 1964): 8 

1966 Orff OCE Summer Orff workshop at OCE 
Vol. 18, no 5 (October-November,1966):7 

1966 Orff  Orff instrument article 
Vol. 19, no 1 (December 1966-January 1967): 3 

1966 Kodály OMEA Threshold to Music presentation 
Vol. 19, no. 1 (December 1966-January 1977): 16 

1967 Orff  OMEA Robert Glasgow Orff workshop 
Vol. 20, no. 1 (December 1967-January 1968): 6 

1968 Kodály DOE Mary Helen Richards’ ideas at DOE conference 
Vol. 20, no 4 (August-September, 1968) 6 

1969 Kodály Haystack/PSU Norman Weeks workshop 
Vol. 21, no. 2 (February-March, 1969):9 

1969 Kodály Haystack/PSU Article about Haystack 
Vol. 21, no. 3 (April-May,1969): 24 

1969 Kodály Haystack/PSU Report on Haystack 
Vol. 21, no. 4 (August-September,  

1969): 2 
1969 Kodály OMEA Dist.6 Norman Weeks in-service 
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Vol. 21, no.4 (August-September,  
1969): 9 

1970 Orff  Reprint of Grace Nash article 
Vol. 22, no. 2 (February-March, 1970): 6 

1970 Orff OMEA Grace Nash at OMEA Conference 
Vol. 22, no. 2 (February-March, 1970) special insert 

1970 Kodály Haystack/PSU Norman Weeks workshop 
Vol. 22, no. 2 (February-March, 1970):9 

1970 Kodály Haystack/PSU Article about Weeks at Haystack 
Vol. 22, no. 3 (April-May, 1970):20 

1970 Orff OMEA Photo of Grace Nash at conference 
Vol. 22, no.4 (August-September,  

1970) 11 
1970 Orff DOE Article about Grace Nash  

workshop tour 
Vol. 22,  no.4 (August-September,  

1970): 14 
1970 Orff DOE Article about Grace Nash workshop tour 

Vol. 22, no. 5 (October-November,  
1970): 6 

1970 Orff and 
Kodály 

DOE Delmer Aebischer article about Orff and Kodály 
Vol. 22, no. 5 (October-November, 1970):10 

1971 Kodály Haystack/PSU Norman Weeks workshop 
Vol. 23, no.2 (February-March, 1971): 10 

1971 Kodály Haystack/PSU Article about Weeks at Haystack 
Vol. 23, no. 4 (April-May, 1971): 20 

1971 Kodály U of O Jane T. Jones article about time in Hungary  
with U of O program 

Vol. 24, no. 1 (December 1971-January 1972): 12 
1972 Orff U of O Jane T. Jones article about Orff in U of O 

program in Germany 
Vol. 24, no 1 (December 1971-January 1972): 12 

1972 Kodály Haystack/PSU Norman Weeks workshop 
Vol. 25, no 1(December 1972-January 1973): 9 

1973 Orff and 
Kodály 

DOE Article by Delmer Aebischer 
about Orff and Kodály activities in Oregon 

Vol. 26, no. 1 (December 1973-January 1974): 4-6 
1974 Orff and 

Kodály 
OMEA Article by Wilma Sheridan about Orff and Kodály 

Vol. 26, no.4 (August-September,  
1974): 8 

1974 Kodály OAKE Article about the founding of OAKE 
Vol. 26, no. 4 (August-September, 

1974):15 
1974 Orff MENC Avon Gillespie at NW MENC Conference 

Vol. 26, no. 5 (October-November, 1974):11 
1974 Orff  Sister Christine Weber of Portland attended the first 
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ever American Orff Certification program 
 

1975 
 

Orff 
 

Haystack/PSU
  
 Avon Gillespie at Haystack 

Vol. 27, no. 2-3 (Spring 1975):7 
1976 Kodály Haystack/PSU Norman Weeks at Haystack 

Vol. 28, no. 2 (Spring, 1976): 7 
1977 Orff  Haystack Konnie Saliba at Haystack 

Vol. 29, no. 1 page 11 
1977 Kodály OAKE Article about 3rd annual OAKE Conference 

Vol. 29, no.1 (Spring, 1977): 2 
1977 Orff Lewis & 

Clark College 
First Northwest Orff Level I 

Vol. 29, no. 2 (Spring, 1977); 20 
1978 Orff Haystack Kate Greenshaber workshop 

Jos Wuytach workshop 
Vol. 30, no. 2 (Spring, 1978): 7 

1978 Orff Lewis & 
Clark College 

Orff Level I with Arnold Burkhart and Ms. 
Antoniadou  of London  

30, no. 2 (Spring, 1978): 26 
1978-

79 
Orff  Article listing books about Orff process 

Vol. 31, no. 1 (Winter, 1978-79): 22 
1978-

79 
Kodály  Article about music education in Hungary 

Vol. 31, no. 1 (Winter, 1978-79): 13 
1979 Kodály U of O Kodály workshop with Ivy Rawlins 

Vol. 31, no. 1 (Spring, 1979): 15 
1979 Orff U of O Orff workshop with Konnie Saliba 

Vol. 31, no. 1 (Spring, 1979): 15 
1979 Orff and 

Kodály 
OMEA Orff and Kodály workshops at Professional 

Development Conference 
Vol. 31, no. 3 (Fall, 1979): 7 

1979 Orff McMinnville 
School 
District 

Article about the school district acquiring  
Orff instruments 

Vol. 31, no. 3 (Fall, 1979): 3 
1979 
for 

event 
in 

1980 

Orff OMEA OMEA Professional Development Conference with 
Janice Rapley 

Vol. 31, no. 3 (Fall, 1979): 5-11 

1980 Orff OMEA OMEA Professional Development Conference  
with Jan Rapley 

Vol. 31, no. 4 (Winter, 1979-80): 5 
1980 Orff U of O Introduction to Orff Schulwerk and Orff Level I   

with Millie Burnett 
Vol. 32, no. 2 (Spring, 1980): 15 
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1980 Orff PSOA POSA Activities Calendar 
Vol. 32, no. 3 (Fall, 1980): 12 

1982 Orff U of O 
 

The Orff-Schulwerk Experience with Konnie Saliba 
Vol. 34, no 2 ( Spring, 1982):14 

1982 Orff AOSA 1982 AOSA Conference in Portland, Oregon 
“A Cultural Knowledge: Integrating the Arts” 

Vol. 34, no. 2 (Spring, 1982): 10 

1983 Orff U of O Orff-Schulwerk Level II with Konnie Saliba 
Vol. 35, no. 2 (Spring, 1983): 14 

1983-
84 

Orff Professional 
Development 

Day 

“Kids + Orff = Fun” with Judy Winczewski of 
Beaverton and Nedra Schnoor of Portland 

Vol. 35, no. 1 (Winter, 1983-84): 5 
1984 Kodály  Lewis & 

Clark College 
Kodály workshop with Aden Lewis 

Vol. 36, no. 2 (Spring, 1984): 19 
1984  Eugene, OR ISME XVI Conference in Eugene, Oregon 

Vol. 36, no. 2 (Spring, 1984) 
1984 Orff/Kodály Grace Nash Article by Jeanne Frolick related to Grace Nash 

Vol. 36, no. 2 (Spring, 1984): 24 
1984-

85 
Orff  NW MENC NW MENC Conference workshop with  

Barbara Grenoble 
Vol. 37, no. 1 (Winter 1984-85): 17 

1985 Kodály Lewis & 
Clark College 

Kodály workshop with Aden Lewis 
Vol. 37, no. 2 (Spring, 1985): 10, 37 

1985 Orff POSA POSA calendar of events 
Vol. 37, no. 3 (Fall, 1985): 26 

1987 Orff U of O Introduction to Orff Schulwerk with Tom Bergeron 
Orff Level I with Bond 

Vol. 39, no. 2 (Spring, 1987): 21 
1987 Orff  AOSA Article about AOSA Conference 

Vol. 39, no. 2 (Spring, 1987): 21 
1988 Orff OMEA Avon Gillespie workshop reports 

40, no. 2 (Spring, 1988): front cover 
1990 Orff OMEA Shelly Nordlund workshop at OMEA Conference 

Vol. 42, no. 1 (Winter 1990): 7. 
1990 Orff OMEA Shelly Nordlund workshop report 

Vol. 42, no 2 (Spring 1990): 19 
1991 Kodály U of O Kodály Context I with Paul Domby 

Vol. 43, no 2 (Spring, 1991): inside front cover 
1991 Orff U of O Orff Schulwerk Level I 

Alice Olson and Darva Anderson 
Vol. 43, no 2 (Spring, 1991):inside front cover 

1992 Orff U of O Orff Schulwerk Level II with Konnie Saliba 
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Vol. 44, no. 2 (Spring, 1992):inside front cover 
1993 Kodály MENC NW MENC Convention workshop with  

Katherine Hickey 
Vol. 45, no1 (Winter, 1993): 24 

1993 Orff U of O Introduction to Orff Schulwerk 
With Darva Campbell 

Vol. 45, no 2 (Spring,  1993): inside front cover 
1998 Orff OMEA OMEA Conference workshop with Doug Goodkin 

49, no. 2 (Winter, 1998): 5 
2000 Orff OMEA OMEA Conference workshops  

with Walt Hampton and Keri Lynn Nichols 
Vol. 51, no. 2 (Winter 1999): 12. 

2000-
2001 

Orff Oregon 
Alliance for 

Arts 
Education 

Conference workshop with 
Keri Lynn Nichols 

Vol. 51, no. 2 (Winter 2000-2001): 15, 26 

2001-
2002 

Orff OMEA OMEA Conference 
Orff for the Brain with Steve Posgate 
Vol. 52, no. 2 (Winter 2001-2002): 16 

2000-
2001 

Kodály and 
Orff 

Oregon 
Alliance for 

Arts 

“A is for Arts, 2001” 
Orff with Kerri Lynn Nichols: Kodály sponsored by 

SWOKE with Mark Wells and Amy Vogelsberg 
Vol. 52, no. 2 (Winter 2000-2001): 29 

2001 Kodály PSU Kodály Levels I, II, III, and IV 
Vol. 52, no. 3( Spring, 2001): 21 

2002 Orff and 
Kodály 

OMEA “Orff for the Brain” with Steve Posegate 
Kodály workshops with Jill Trinka and Melissa Roth 

Vol. 53, no. 2 (Winter 2001-2112): insert 
2002 Kodály PSU Kodály Levels I, II, III, and IV 

Vol. 53, no. 3 (Spring 2002): 12 
2004-
2005 

Orff U of O Orff Schulwerk Level I with 
Linda Ahlstedt and Debi Noel 

Vol. 56, no. 3 (Spring 2004-05): 9 
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PHOTOGRAPHS FROM KATINKA DÁNIEL’S OAKE PIONEERS POSTER 

 

 

 

Katinka Dániel Presenting a Workshop in Canada, 1964 
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Katinka Dániel Teaching at San Roque School  

 

 

Mary Helen Richards, Zoltán Kodály, Katinka Dániel 
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Katinka Dániel at Her Home in Santa Barbara, 18 August 2005 
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Interview:   B-002 
Date:   19 February 2005 
Place:   Telephone 
Narrator:  Dr. Delmer W. Aebischer (DA) former Oregon Department of  
          Education Music Consultant 
Interviewer:  Lynnda Fuller (LF) 
Re:   Orff and Kodaly in Oregon, the role of State Music Consultant in  
         bringing clinicians to Oregon. 
 
[This interview was conducted over the telephone, portions of the interview were 
unintelligible and those are indicated by ….]. 
 
000 [tape increments] 
 
LF: Now I can officially ask: Who are you? 
 
DA: I’m Del Aebischer, who used to be called Delmer W. Aebischer, State Music 
Consultant, or Music Specialist. They called us various things, for the Department of 
Education. 
 
LF: And you were part of the Sate Department of Education? 
 
DA: Right, I was in the curriculum division. 
 
LF: What were your responsibilities? 
 
DA: Most of the time, I worked there twenty-six years and most of the time it was music. 
The last 5 years, I was considered the art coordinator for a couple of years and then the 
last couple of years we had various other responsibilities, but I was always involved in 
music. 
 
LF: Now you worked with Grace Nash, is that what I understand? 
 
DA: Yes, I was looking this up a little bit ago because I couldn’t remember the dates. It 
was in the early ‘70s, ’71, ‘72 when I first got acquainted with Grace Nash. I got 
acquainted with her at national convention and thought what she was doing was good 
…and methodology. So I asked her to come to Oregon and consequently had her here 
four or five different times. A couple of times we had day-long workshops in five 
different sites. This worked out very well because this was new on the west coast… I got 
acquainted with a fellow from Ludwig, their division called Kitching made pitched 
percussion, so we were able to hook up with them. Kitching consequently paid much of 
the bill for most of Grace Nash’s work in Oregon. We were able to get a lot of material 
that way, I should say equipment. Because every time she came she wanted to have a 
whole new set….Then we were able to get more equipment of this nature because the 
ESDA. 
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042 
 
LF: What is that? 
 
DA: Title IV program, government, federally funded. We got a number of things, we had 
federal funds available and we could make lists of things they could buy with those kind 
of funds. Music teacher could go to the superintendent and a lot of times they would put 
music on the list. They could get equipment, pitched percussion. 
 
LF: That was handy. 
 
DA: It added a great deal of equipment, during the 70s. 
 
LF: Do you remember when she did the five town tours, do you remember what towns 
she went to? 
 
DA: Yes, she had one series with Portland, Albany, Eugene, Ashland.  
 
LF: Spread it out all over the state, that’s good. 
 
DA: Another one Medford, Eugene, Bend, Salem, Hillsboro, Portland.  
 
LF: So Kitching helped pay for that, or pay for a considerable amount of it? 
 
DA: Yes, I transported her in state in my vehicle and took care of that part, but Kitching 
paid for her salary.  Also we had her out for the University of Oregon, their conference 
and we had her and other people there and also to the Northwest Convention also. So she 
was here, like I said I can’t remember, oh, four or five times in the state. But Jan Rapley 
from San Francisco came up a couple of times also. 
 
LF: And she was doing Orff type things also. 
 
DA: Oh yeah. She was. And Jeanne Frolick at Warner Pacific College had her there for a 
week, in the summer time, Grace Nash. I think Wilma Sheridan had her at Portland State 
also.  
 
LF: One that somebody sponsored when I was at Portland State, I don’t remember where 
it was, but I remember being very impressed. Was this then, do you think she had an 
impact on the starting of the Portland Orff-Schulwerk Association? How big an impact 
did she have on the way people taught? 
 
DA:  That’s a really good question, because we had for awhile in the ‘70s and ‘80s we 
had…. teachers in the schools and a good half of those were elementary. So when we’re 
talking about 8 – 900 music teachers they came from all walks of life. There was a strong 
contingency in the Portland/ Beaverton area who were Orff-Schulwerk or Kodály. We 
used a mixture, we never did use Kodály exactly. We had more of an Americanized 
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version, Grace Nash type. You might say mish mash, you might say a wonderful 
marriage. But this, the impact was on certain people. Some people would simply get on 
and see ways to ….and some teachers just really couldn’t and some of the others could 
and did. I remember a teacher ….used pitched percussion all the way through 
kindergarten through grade six. Wonderful… did a great job with pitched percussion, all 
the creativity all the composition. But most teachers couldn’t seem to use pitched 
percussion past about a  fourth grade level.  
 
116 
 
LF: Kids change, I guess. 
 
DA: So that’s one of the reasons I came up with what we called the ……… plan…. 
Where we emphasized kindergarten, grade one and two, singing voice, pitched and non-
pitched percussion. Grade three we added …..grade four, continued use of non-pitched 
and pitched percussion; then we talked more about keyboard and synthesizer…So we 
emphasized, I tried and a number of teachers and a number of districts went along with 
the idea that each grade level of having some particularly exciting thing. Kindergarten/ 
first grade  of course everything is exciting, and pitched percussion is….. was wonderful 
and adding …those grades. Then you …… 

But then I did work hard to try to get a particular unit on keyboard in the fourth 
grade….fourth, fifth, and sixth. These kind of things so there was something new and 
exciting at each grade level. And that didn’t go along with Orff-Schulwerk particularly. 
 
153 
 
LF: No. 
 
DA: But they were creativity. Many teachers used a part of Orff-Schulwerk, Kodály type. 
They ..some were not that creative…working with pitched percussion. 
 
LF: It’s always hard to get it to the children. I’ve found, you go to workshops and then 
come back to the students and you don’t get as far, I’ve found. 
 
DA: Right, it’s very time consuming. 
 
LF: Maybe I’m too impatient, I don’t know. I went to a workshop a couple of years ago 
at OMEA and Steve Posgate had arranged Vivaldi’s Gloria for Orff instruments, and it 
was wonderful, but I can’t see children doing it. 
 
DA: No.  
 
LF: It was a great deal of fun. Did you know anything about the program that was at OCE 
in the early ‘60s? Some sort of Ford Foundation grant. They were checking out Orff. And 
Randy Moore has said that there was some professor at OCE, which is of course now 
Western, that was very much into Orff, but he couldn’t remember who this man was. 
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DA: I know they did …there, but now Randy of course was pretty much into Kodály. Has 
he changed? 
 
LF: I think he has because evidently the last ten years or so, they’ve been offering Orff 
Levels at U of O in the summer. 
 
DA: Yes. They were kind of Johnny Come Lately in Orff-Schulwerk. They were a little 
late. ………Dr. Lois Harris, you know that name. 
 
LF: No.  
 
DA: At the University of Oregon. 
 
LF: What was his first name? 
 
DA: Lois. 
 
LF: Her first name. 
 
DA: She was there for a long time, very useful helping….then she went later …about the 
middle of my state at the State Department ….then she went down …Something Pacific. 
 
LF: Something the Pacific 
 
212 
 
LF: Was she a? 
 
DA: She was a professor at U of O. 
 
LF: Was she an Orff person or a Kodály person? 
 
DA: No. 
 
LF: A little bit of anything? 
 
DA: She was very knowledgeable, but eclectic. But very supportive of anything that was 
good for kids.  
 
LF: That’s what it is all about. 
 
DA: Right. You asked me how, you asked me how much effect did the Portland Orff 
Schulwerk Association have on the state. I would say it was provincial, I don’t think it…  
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Because people very seldom …..yet.  .Portland District 1, 2, and 3  around the Portland 
center...OMEA in-service and so forth a lot of times they were quite instrumental in the 
session of what would be affective that area (??) 
 
LF: Did people, do you think that teachers out in Hermiston and the netherlands, sort of, 
did they get involved in Orff or Kodály, or did they stick pretty much to traditional? Do 
you have a feeling for that at all? 
 
DA:  It was spotty all over the state because we did a lot of workshops and there was a 
pretty strong group of people in the Medford area, Klamath Falls, Hermiston was a place 
I mentioned before. Pendleton, La Grande, Bend, I can think of all those places had a 
number of people who did at least some Orff-Schulwerk. And we were able to, we were 
able to, they used to call them Educational Service Districts, sometimes county, 
sometimes region; and we were able to get, for instance, I think of La Grande right now. 
They were able to get a full set of pitched percussion, which ran at that time a couple 
thousand, twenty-five hundred dollars. To loan out for four to six weeks to schools. 
Because they were pretty expensive to get that, budgets were tight. But also they did that 
in Jackson County, several places where they purchased equipment like that to loan out.  
 
LF: That’s a handy idea. 
 
DA: Yeah. It worked pretty well. 
 
LF: Then did you think schools bought their own gradually? 
 
270 
 
DA: Oh, yeah. That was always the idea. And many did and didn’t. And also it depends 
on stability. Teachers move around a bit. Young women that go out, great Orff-
Schulwerk people, all of a sudden, they’re young and get married and they move. 
 
LF: Right. 
 
DA: And all of a sudden they’re in a different place. And if you are going to add 
equipment like we did this in Lincoln County…They purchased a whole set of 
equipment. And …move around, but it didn’t go too far because they had so many 
different schools and they couldn’t get the equipment frequently enough to ……..it didn’t 
go like it did in some other places like Tillamook.    Grace Nash…. Tillamook did great 
things. Now you understand this is all ancient history. 
 
LF: Right, that’s what’s interesting. 
 
DA: It’s kind of fun to talk about it. But some of these programs, it’s like bands and 
choirs. Some of these elementary programs bloom and fade.  Personnel…. 
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LF: It’s too bad we can’t keep it strong all the time, but people retire, or get tired or go on 
to other things. You have a fount of knowledge. Did you know anything about the Mary 
Helen Richards things when she was up? Did your Department do anything with that, or 
was she sponsored by other groups? 
 
305 
 
DA: I helped bring her into the state, yes. Mary Helen Richards, at least the chart idea, 
the whole thing. Then of course, Silver Burdette got the charts…. 
 
LF: I didn’t know that. 
 
DA: Oh, yeah. Silver Burdette had pretty much all the Mary Helen Richards. We worked, 
we had quite a few workshops around the state using the music charts; trying to get more 
audio visual kinds of things into the elementary classroom. Because early on … the 
textbooks were about it. 
 
LF: You really saw a big changing over of things in music education for the elementary 
people. 
 
DA: Oh, yes, very much so.  
 
LF: When did you retire? 
 
DA: The first time I retired in ’95. 
 
LF: And you retired again? 
 
DA: Well, then I went to Marylhurst College for a few years. Just a half time position. 
 
LF: By then we were into synthesizers, digital recording, and MIDI and everything. 
 
324 
 
DA: Yes, teleconferencing….. 
 
LF: Amazing, you have been so helpful, this is great. Is there anything that I should ask 
you, that you could tell me, that I don’t know? Any other important clinicians that were 
brought in that you can think of? 
 
DA: That had to do with—we’re talking about Orff. 
 
LF: Yeah, Orff and Kodály. Originally I was going to do Dalcroze and Suzuki, but my 
advisors advised me that that was going to be too big of a project. 
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DA: Well, of course Grace Nash believed in movement too. She kind of married Kodály 
and Orff and Dalcroze together. That was part of the appeal. Since I was at the State 
Department quite a while, we had a number of different kind of programs marching 
through the state. One thing that ….1974 or so, we had a three year project called the 
Impact Project. We got 190 thousand dollars to implement the Arts. And we were able to 
get music, they didn’t have music specialists in Eugene…So we were able to get half a 
dozen music specialists in the schools there. One particular school had all the arts. They 
had an art specialist, a drama specialist, a music specialist and so on. And they used 
pitched percussion…..So that was ..we could get. Other consultants, I don’t think of 
anybody. Once we had Grace Nash and Jan Rapley here so many times we had a number 
of people who went other places to training sessions and came back really experts. I can 
think of Sister Jeanne Frolick she was very good at ….Doris Shore…  
 
LF: How do you spell that? 
 
DA:   Sjorlund, and ….Bobby Holsberry. These people did a lot of training. So we really 
didn’t need, after the initial five years, to bring in … in that area. 
 
L That makes sense. 
 
415 
 
DA: What’s your emphasis in your dissertation? 
 
LF: Basically it’s historical. I’m trying to trace from when Orff and Kodály first arrived 
on the scene in Oregon and how they grew and how they were incorporated in music 
educator preparation. So I’m looking a lot at the workshops because in the methods 
classes they are briefly discussed. I know from personal experience when they came 
because Marge Albertson at Portland State didn’t do Orff and Kodály and Wilma 
Sheridan did and I had both them. So I was right on the cusp, at least at PSU, where 
either you know about Orff and Kodály or you don’t.  
 
DA: Right.  I should have mentioned Wilma. …. 
 
LF: She is a neat lady. 
 
DA: Yes. 
 
LF: I’m seeing who came in. It was fascinating to discover how Mary Helen Richards 
sold 300 of her charts in Oregon before they were published. 
 
DA: Is that right? 
 
LF: Katinka Dániel was here in 1963 or 4 at U of O. Dr. Trotter invited her because he 
met her down in California. 
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DA: Of course. 
 
LF: And so that was her big kick off into American education. She had a lot of invitations 
after that. She called Mary Helen when she got up here and had such a response. Mary 
Helen flew up with the proto types of her charts evidently. 
 
DA: I’d forgotten all about that.  
 
LF: So that was…It was kind of cool for me to find out about that because I thought 
Oregon was probably at the end of the line of getting things, because we’re not exactly 
the epicenter of culture. 
 
DA: I’d forgotten about that. .. 
 
LF: She came back again maybe. 
 
DA: We had her at a conference. 
 
LF: I’m fascinated with history.  
 
DA: This question, which may help you and may not. What are you seeing as a 
suggestion of Orff Schulwerk as time has passed? 
 
LF: I’m wondering as we got things as Orff-Schulwerk that it needed to be taught by 
trained professionals instead of just a classroom teacher. I’m wondering if that isn’t part 
of what led us to have more elementary music specialists in the schools. So that is kind of 
what I’m thinking. I obviously can’t prove anything.  
 
DA:…tape turned over 
 
Side 2 000 
 
LF: When you look at those old journals they talk about the classroom teacher and the 
music supervisor helping them, and then all of a sudden you have more music teachers. 
 
DA: Right 
 
LF: So I don’t know. And Kodály, if you’re going to dig in and really do Kodály it takes 
a lot of training. 
 
DA: Right, you need three hands at least. 
 
LF: And perfect pitch. 
 
DA: Right. Well I’m glad to hear that you are surviving the historical study. That is part 
of what I and many others were trying to do. You see when you compare the art 
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specialists in the State of Oregon with the music specialists, there is very little to 
compare. There are very few art specialists in the elementary schools. And yet everyone 
seems to think, every classroom teacher seems to think they know about art. I remember 
one time I didn’t like to do this, but I did it on occasion when I had to. I was on an 
evaluation team, I was responsible for art in the elementary school in the district. And I 
interviewed classroom teachers, kindergarten through third grade. I asked them what they 
emphasized in art. Each one in those four grades said color. So I reported this to the 
superintendent after a while; you don’t have any curriculum in art. Yes we do. And I said 
there’s nothing used. You see in music I tried very hard to say very hard, it’s not that you 
sing a little more or better in the second grade than you did in the first or fifth or sixth. 
You do other things. You don’t skip a grade and say that you’ve finished. That was part 
of the reason I emphasized the instruments in the elementary and Orff – Schulwerk was a 
very big part of that.  
 
031 
 
LF: Definitely. And that whole having a sequence is what people don’t understand 
sometimes, people who aren’t music teachers. When I was in Texas last year I taught the 
music for classroom teachers and they are kind of amazed, these are undergrads, but that 
there is a plan. There should be a plan.  
 
DA: Right. And I think that I felt that we never did harm to Orff-Schulwerk by 
introducing other kinds of things along the way. Well, I don’t think I have anything more. 
 
LF: I’m supposed to ask you, to document all this stuff, when you were born and how to 
spell your name properly so I don’t mess anything up. 
 
DA: I was born, the year or the date? 
 
LF: The year is enough. 
 
DA: December 10th ’33 [1933].  
 
LF: And where did you go to school? Like college. 
 
DA: I have three degrees from the University of Oregon, but I spent about half of my 
time going to Seattle Pacific College, University of Cal Berkley for a year, did some 
training at the University of North Carolina, North Carolina State… 
 
LF: You are definitely a Duck. I’m the mother of a Beaver.  He gets so upset when I talk 
about the U of O because obviously that’s the music school in the state. I’m hoping 
eventually to teach at the university and he says “you can’t teach there”…At Portland 
State we didn’t develop that affinity for our university. 
 
DA: Right 
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LF: In the ‘70s when I was there, nobody cared, because it was hippie time, and 
antiestablishment. Well, thank you so very, very much. Did I send you a permission slip. 
 
DA: Yes. 
 
LF: If you could sign this and send it back, if I get this transcribed then they can put it 
down there and somebody in the future can use it for references.  
 
DA: Okay. 
 
LF: Because I might not use every bit of information, but someone else might be looking 
for something specific that we have on tape. 
 
DA: Sure.  
 
LF: Thank you. 
 
DA: You’re certainly welcome. 
 
LF: And enjoy retirement the second time. 
 
DA: Okay. 
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Interview:  B-003 
Date:   20 February 2005 
Place:   Telephone 
Narrator:  Dr. Tom Bergeron, Chairman of the Creative Arts Division at 
Western                   Oregon University, Monmouth, OR (TB) 
Interviewer:  Lynnda Fuller (LF) 
Re:   Orff programs at Western Oregon University 
 
000 tape recorder increments 
 
LF: Hello, Dr Bergeron? 
 
TB: Yes. 
 
LF: This is Lynnda Fuller. 
 
TB: Hi Lynnda. 
 
LF: I’m catching up with you now, sorry I sounded strange yesterday on the phone  
driving in Salem, I was lost. 
 
TB: Oh. 
 
LF: I’m frequently lost. Do you care if I record this so I can make sure I get everything 
right? 
 
TB: No, not at all. 
 
LF: Oh great, thank you.  So you are now at Western Oregon. You’re the chairman of the 
music department? 
 
TB: Chair of the Creative Arts Division. 
 
LF: Oh, Which is part of the school of what? 
 
TB: Well, part of the School of Liberal Arts and Sciences. Our division has music, 
theatre, dance, and visual arts. 
 
LF: That’s nice. Okay, how long have you been there? 
 
TB: Since 1990. 
 
LF: I was totally impressed with your library yesterday. 
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TB: Oh, isn’t it beautiful. 
 
LF: It is just gorgeous. 
 
TB: Yes. 
 
LF: Absolutely beautiful, and you’ve got a lot of music resources. 
 
TB: Yes we do. 
 
LF: I was, there were a couple of things I was looking for that I haven’t found elsewhere 
that I found. 
 
TB: Oh, is that right, like what? 
 
LF: Well, I was looking for the early edition of the Nye and Nye Music in the Elementary 
School. 
 
TB: Oh, okay. 
 
LF: And you’ve got the second edition as well as the third so it shows me the cut off 
when Orff and Kodály became introduced in the text books. 
 
TB: Ah. 
 
LF: And then, of course, you have the government report on the study done in 1960—
whatever it was, ’67 or so about the possibility of using Orff in the United Sates. 
 
TB: I didn’t know there was one done. 
 
018 
 
LF:  Yeah, I found out about it in a dissertation I read, and I’ve been searching all over 
for the government sources how to find it. I went online to your library catalog and you 
have it. 
 
TB: I’ll be darned. 
 
LF: So I drove down and got it, copied it, the information that I needed. 
 
TB: So, what is the project that you are working on? 
 
LF: I’m writing my dissertation and I am tracing the history of Orff and Kodály  
methodologies as they became integrated into Oregon music teacher preparation. 
 
TB: Okay. At the U of O?  
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LF: I’m looking at all the institutions in the sate. 
 
TB: Right, but where? 
 
LF: Oh, where am I from? I’m doing it at Texas Tech University. 
 
TB: Oh, okay. 
 
LF: Which is kind of strange, but Susan Brumfield who is the elementary ed. professor, 
music ed. professor down there, does the Kodály workshops, the levels training down at 
Portland State and I’ve been taking those. 
 
TB: Oh, I see. 
 
LF: So I followed her to Lubbock in order to really see what she was doing and how she 
used it in her undergrad curriculum and things. 
 
TB: Uh Huh. 
 
LF: Not a whole lot of places you can get a strong emphasis in general music. 
 
TB: Right. 
 
LF: And so I’ve done other stuff too, but that was what I was kind of interested in, so I 
followed her there. So, what do you do? I’ve been told that you’re, that Western has done 
at different times, summer workshops on Orff. Do you know anything about those? 
 
TB: Well, you know, I do not know anything about the early history of Orff. Before I got 
my first job in higher education, I was teaching part time in the Eugene School District, 
doing elementary music. 
 
LF: Oh, really cool. 
 
039 
 
TB: And so, I discovered Orff…and when I got involved in a doctoral program I used 
Orff’s….for my … [from this point forward, portions of the tape are not understandable 
due to mechanical problems. Segments unintelligible are indicated with ellipses]. 
 
LF: Where did you do your doctorate? 
 
TB: At the U of O. So in the summers, I would go down to what is now Mills College 
and… 
 
LF: All right, so you know what I’m talking about. 
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TB: Oh, yeah. 
 
LF: There are a lot of people who don’t. 
 
TB: Yeah, no, no, I just…I’ve tried to bring it here at the University so we started, two 
years ago offering an intro level in the summer. 
 
LF:  Okay, so when did you start doing that? 
 
TB:………….. So the first summer probably…. 
 
LF: Okay, who does that for you? 
 
TB: Lisa Geddes.  
 
LF: Where is she from? 
 
TB: She teaches in …. 
 
LF: Up in Seattle, I mean, you know, Washington? 
 
TB: Yes, right. But she’s also done her work …I was in a class with Avon Gillespie. 
 
LF: So you’ve really studied with the big guys. 
 
067 
 
TB: Well, Avon, he’s like the source for American Orff. I went to many workshops when 
I was involved in it.  
 
LF: Did he study in Germany probably? 
 
TB: Avon? 
 
LF: Uh, huh. 
 
TB: You know, I don’t know where he got his…he probably was.. 
 
LF: That’s interesting, it’s just fascinating to me the way this has all worked into our 
curriculum.  
 
TB: Yeah. 
 
LF: And different times and different places.  What kind of enrollment do you have in 
your introductory class? 
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TB: Oh, it’s not big, you know, there are like 20 or 30 students in an Orff class. 
 
LF: But you have enough to run it every summer? 
 
TB: Yeah, we have so far.  We tried to do a Level I, and I think we managed to get a 
class for that in 19?? But now the U of O apparently is offering Level I and so we’re sort 
of happy about that…it’s available in the state. 
 
LF: Is this introductory class for credit? 
 
TB: Oh, yeah. 
 
LF: How many credit hours? 
 
TB: Three credits. 
 
LF: Can they do it grad. or undergrad? 
 
TB: Undergrad. 
 
LF: Are you finding teachers who are already teaching taking it, or pre-service teachers 
mostly, or a combination? 
 
092 
 
TB: It’s mostly teachers, pre-service teachers taking the intro class. But the way we 
structured our curriculum, for anybody doing elementary ed. there’s three credits of 
Music in the Classroom which we offer in a more traditional form during the year and we 
offer every term. And we offer Intro to Orff in the summer. A person can use either of 
those as a part of their program.  
 
LF: Okay. 
 
TB:  And if they’re in music, they can use both of them. 
 
LF: So, if you’re a music ed. major you could take the one during the year and then the 
summer one too. 
 
TB: They wouldn’t be music ed. majors, they’d be elementary ed. majors. At this 
university, elementary education is a four year program and you choose three focus. 
 
LF: Okay. 
 
TB: ….. 
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LF: So what do your elementary music ed. majors take? 
 
TB: We don’t offer an undergraduate music education degree. We have a M.A.T.  
Anybody who wants to teach will get an undergraduate Bachelor of Music degree…As 
part of their,  if somebody intends to be a teacher, then I always advise them to take 
those, maybe one or both of them…if we were doing Level I, I would encourage them to 
take the Level I.  
 
LF: But they don’t have to then. 
 
122 
 
TB:  Well they don’t, because their undergraduate degree is not in music education.  
 
LF: They get a Bachelor of Music and then they get a M.A.T. 
 
TB: Then the get an M.A.T. 
 
LF: And then they are certified to go out and teach music. 
 
TB: That’s right. 
 
LF:  Is that still K-12 or do we do two now? 
 
TB: It’s K-12, no, no it’s… 
 
LF: I should probably check with TSPC…. I think they’ve changed…I was certified K-
12, but I think they’ve changed that. So you’ve got Orff and how long does your Orff 
intro class run? 
 
TB: It’s one week, five days. 
 
LF: And does the school have the instrumentarium, or does someone bring it in? 
 
TB: Some of both, we have a pretty good set, but Lisa always brings things too. When we 
were doing the Level I, because they were running concurrently, we did have to borrow a 
number from Bergerault right there in Salem.  
 
LF: Right, is she the only staff person that teaches it? Just a one person class? 
 
TB: Yeah. Well, Lisa does Intro and we have another person … 
 
LF: The traditional sort of one? Who is that? 
 
TB: Her name is Jane Kadhaa. 
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LF:  K-a-d 
 
TB: K-a-d-h-a-a. And Jane does some Orff in her class.. 
 
LF: So it looks like Western has always been sort of an Orff school rather that a Kodály 
school. 
 
TB: Yeah, I would say so.  
 
LF: Now, you took things at U of O? 
 
TB: No. 
 
LF: When you were there? 
 
TB: No, but when I designed my doctoral program, I used music education as my 
supporting area….minor…and so I included the summer Level III…Santa Cruz…Orff. 
 
LF: And they let you transfer that in? 
 
TB: Yeah. 
 
LF: Interesting. That’s where you studied with Avon Gillespie. 
 
163 
 
TB: Yes.  
 
LF: I’m just a little dense this morning. Well, that’s really helpful to know what’s going 
on at OCE, I showed my age, Western Oregon.  It was OCE when I was getting ready to 
go. I am supposed to ask you when you got your degrees and when you were born as part 
of this document. 
 
TB: 1952 and undergraduate degree, 1974  
. 
LF: Where was that? 
 
TB: University of New Hampshire. 
 
LF: That’s a long way from Oregon….. 
 
TB:……….. 
 
LF: What I have to do it, what I would like to do is transcribe this and put a copy of the 
tape at the Texas Tech Library. They like us to do that so if someone in the future wants 
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to reference it and see the real source, they will have it there in the archives.  If that’s 
okay with you, I’ll send you a consent form. 
 
TB: Okay. 
 
189 
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Interview:   K-001 
Date:   October 23, 2004 
Place:   Portland, Oregon  
Narrator:  Jennifer Boss (J) 
Interviewer:  Lynnda Fuller (L) 
Re: Founding and history of Southwest Washington Oregon Kodály 

Educators  
 
000  Tape increments. 
 
LF:  This is Lynnda Fuller, it is October 23rd 2004 and I will be interviewing Jennifer 
Boss at her home in Portland, Oregon regarding the founding of the Southern Washington  
Oregon Kodály Educators SWOKE. ..Now we’re really interviewing Jennifer Boss in  
Beaverton, are we in Beaverton or Portland? 
 
JB:  Portland 
 
LF: A very pretty place in Portland. You are J-e-n-n-i-f-e-r  B-o-s-s-? 
 
JB: Right 
 
LF: You are one of the founders of SWOKE? 
 
JB:   I am. 
 
LF: When did you start this whole thing? 
 
JB:  I knew you were going to ask me this question. It was either ’95 or ’96. I can’t 
remember without the binder; which I should have gotten.  So it was started after the 
levels training at PSU which I started the summer of ’95.But what I can’t remember now 
is if we started that first summer in ’95 or if we actually waited until the second year.  I’m 
guessing it was ’95, but my memory is not that good. 
 
LF: Our years run school years rather than calendar years. 
 
JB: Right, I know I started my level training in ’95, what I can’t remember now is if we 
started that summer or if it was the next. In terms of when we formed SWOKE, but I 
know it’s all documented.  
 
LF: And that’s all documented in the…  
 
JB: When we started SWOKE I was on the executive board as secretary. I was a founding  
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 member and first secretary. And so I kept all those notes….that I tried to dig out for you 
today…but…I did a really good job of filing those in a binder for history and then 
passing it on after 7 years. 
 
LF: It doesn’t matter because we can look at the secretary’s notes and find it. 
 
JB: So it was 1995 or ‘96 
 
LF: So was that after the first Kodály class in Portland? Were you in the first class? 
 
JB: I was in the first levels training. The summer before which would have been 1994 Jill  
Trinka came out and did an intro to Kodály, but it wasn’t levels training. I did not attend 
that, I was not aware of that, but several members of my original class did it and that and 
the summer of ’95 was the first levels training offered at Portland State.   
 
LF: So was just Level I offered that year? 
 
JB: Yes.  I did find in my binder our first class. 
 
LF:  How fantastic! 
 
JB: You know mostly everything else is in the binder. I haven’t kept …I didn’t feel a 
need to keep a lot of that…I cleaned out a lot of that stuff. But this is the original list and 
then I starred for you, there should be six stars in the margin. Are the 6 of us who were 
actually the first to graduate four years later. 
 
[034] 
 
LF: So you did all four, Jennifer and Doug Castle and Richard Greiner, 
 
JB: Yeah, Rich Greiner. 
 
LF: Paula Raines, Mark Wells, and Joy Williams. 
 
JB: Right and Paula Raines is the name that I mentioned to you 
 
LF: Right 
 
JB: She completed with us. She was very heavily involved with Orff for twenty years and 
has now decided that she follows more Orff than Kodály. So she would be interesting for 
your project I would imagine. 
 
LF: Right. 
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JB: That’s a dated list. I doubt that that many, not even my address is correct on there. 
Should you want to talk to any of those people, at least of the six, I’m still in pretty close 
contact with them. 
 
LF: Right, so there were 1-2---------23 people in the class and six of you bonded and 
started. 
 
JB: Right, originally when we started, when we started the treasure Betty Adams I think 
was our first treasurer, unless she passed, I can’t remember now, whether or not she 
passed like she was in the second year, or not, but for many, many years she now Betty 
Adams, but if she’s not on your list she should be, and I can get you her information also. 
 
LF: That would be great. 
 
JB: At the end of this school years he will be resigning her position as treasurer. But she 
has been it basically from the get go. 
 
LF: So she kept track of the money. 
 
JB: And she was not in our original levels training which is why my brain makes me 
think that maybe we didn’t start, and when we were Level II there was a class of Level I 
and but we may have started and had someone else run the books and my memory might 
have forgotten. 
 
LF: How did you find out about the first year of levels training? 
 
JB: I was teaching in David Douglas School District and I got a flyer.  
 
LF: It just came to you where you were teaching? 
 
JB: It was just a mass mailing. And I had had a cursory overview of everybody, Orff, 
Dalcroze, everybody in college and teaching elementary music the plug that they had that 
really caught my attention at the time was methodology for the primary, K 1-2. And as I 
was teaching a K-6 school and four, five, six –no problem I knew what to do, but I was 
new out of school, and young, and relatively new teacher, that was only my second year 
of teaching I had no idea what to do. They don’t teach you in college what to do with 
kindergartners. You know everything I knew about music history and theory and 
composition doesn’t do jack with a five-year-old. And so I felt very good about what I 
was offering my older kids, 4-5-6, but did not feel very good about what I was offering 
my primary and so there was something in the add, plus continuing education credits, it 
was like; oh five credits in two weeks piece of cake I’ll get some credits, boost me up the 
salary scale. So those were some of the reasons I decided. But I also had an interest in 
finding out more about Kodály. Particularly what I did know prior to the classes it was a 
vocal method and that appealed to me also—voice music . So I didn’t come from an 
instrumental background so I was drawn that way. 
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6:00 
 
LF: So where did you get your original degree? 
 
JB: It was from Valparaiso. Do you want me to spell that for you? VALPARAISO. 
 
[078] 
 
LF: That’s in Indiana isn’t it? 
 
JB: Good for you. 
 
LF: So are you from Indiana originally? 
 
JB: No, I’m from San Francisco, the Bay Area. I’ve been in Oregon for 11 years, pretty 
much my whole adult life. I grew up in the bay area. I wanted something different, went 
to Indiana to go to school, lived there for four years and then moved out here.  
 
LF: When you were an undergrad at Valparaiso did you have much Kodály at all? 
 
JB: We had two semesters of music education that were taken. Of those two, one was 
more geared toward elementary and one was more middle school. In the elementary 
semester we had what I would call an overview, an introduction, but you know, looking 
back now, introduction doesn’t do service to what I know now. Sometimes you get an 
introduction, you know the introduction courses that OAKE offers now, the intro to 
Kodály where you come and you do some folk songs. And even though you aren’t well 
versed in the pedagogy, or you at least I feel what you have been offered is a true 
representation. 
 
LF: Right 
 
JB: Of what Kodály based education is. It’s not the full picture because you can’t do the 
full picture in one Saturday, of anything. So in college it was more like Kodály you know 
uses rhythm names and solfége and hand signs. Just in terms it was of defining Kodály as 
opposed to and Orff uses barred instruments and Dalcroze uses dance. It was sort of an 
explanation rather than an overview is probably a better way for me to describe it. But we 
had to do a report. I remember doing some sort of paper. We had to take one of the four 
or five. There was another guy, who was really hot at the time. 
 
LF: Gordon? 
 
JB: Yes. But I didn’t choose him. I actually did my paper on Orff. I thought it was 
exciting and new. In the California school I grew up in there was no money for anything. 
We didn’t have general music in the elementary school. 
 
LF: Sad.  
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[106] 
 
JB: Yeah, it is. 
 
LF: So you really had no experience with general music as a child.  
 
JB: No, my music education was all private because my parents valued education. So I 
participated in piano lessons and voice lessons and choirs, but there was no general music 
in the schools that I grew up in. So my first exposure to elementary general music in the 
schools was my experience as a student teacher. And I did my big student teaching half 
time in a middle school and half time in a high school in choral conducting. But the 
program we went through, starting your freshman year you had to go visit and observe 
and do all; a lot more rigorous in teacher preparation, which I think is a good thing these 
days. In terms of when I came out of school. In talking with colleagues twenty years my 
senior, when they would do four years of study and then get their student teaching 
without having ever been in a real classroom. Where we had the first semester of our 
freshman year we were observing five hours a week and then second semester…you 
know it went on and on and on. So by my sophomore year I was going two mornings a 
week with this gal who worked in a K-12 school. And when I saw what she was doing 
with her young ones, it was like wow; it was affirming. Yes, I think I would like to do 
this. This would be a great job.  I still thought I’d end up more like in a middle school or 
a high school. But no one, unless they’re very lucky lands a high school job right out of 
college. You end up in a general music classroom and then I ended up there and I’m 
going, I have no idea what to do. And the teachers I’d worked with were all in Indiana. 
 
LF: Right 
 
JB:  You know and this was before the internet, really. I mea, it’s not like, you were 
 
LF: Not like today. 
 
[10:00] 
 
JB: Not like it is today. Even though it’s only ten-twelve years ago. Now I would email 
this and say do you have an idea. But I’m not going to call Indiana with the time change 
after teaching all day to get that kind of. 
 
LF: When did you graduate? 
 
JB: ‘93 
 
LF: That’s a good year. 
 
JB: It was a very good year. 
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LF: So you came straight out to Oregon and started at David Douglas? 
 
[132] 
 
JB: The first year I taught for Portland Public and had an interesting year there. But that’s 
not relevant to what you are doing. And then I ran like mad looking for another job.  
And landed in David Douglas and stayed there until my son was born in December of 
’96.  
 
LF: Were other teachers in David Douglas doing Kodály emphasis at all at that time at 
all?  
 
JB: No, in fact after I started my training I was a key advocate trying to get more of my 
colleagues to get, was unsuccessful in convincing them to get them to. 
 
LF: Are they an Orff oriented district or just rather eclectic? 
 
JB:  Pretty, I think everybody, there is a district wide music curriculum. We had all of our 
rooms posted in our music rooms. Like David Douglas requires that our kindergartners 
know.. ta ti ti  and second graders know, I can’t remember now. But there was a posted 
curriculum and they were pretty heavy Silver-Burdette district. So everybody had the 
Silver-Burdette books and CDs and everybody had this guideline, but how you got about 
it, you were left to your own devices. 
 
LF: Right.  
 
JB: Which once I started teaching Kodály based music education it was easy for me to 
achieve the objectives of the school district had put out and I didn’t crack my books. My 
Silver-Burdette started looking very beautiful. I had a color for every grade level on my 
wall, but I didn’t need it because my own song collection and games. Occasionally for 
listening I’d pull, because of the CDs, were…I didn’t have a very big personal library at 
that time. And so that was helpful. But in terms of Kodály… And I feel largely that in 
Portland, if not Oregon that’s the case, there’s a bigger group of us now. But …well, I’m 
out of the schools now. It’s not a very big group. We’re a little club, a little club. 
 
LF: How many members do you have about? You started out with six, right? 
 
JB: Right. It’s fluctuated and I would say total membership maybe around 20, active 
membership probably closer to 10. It’s not. 
 
LF: So when you got started there were six of you. 
 
JB: Right. 
 
LF: How did you get connected with National? 
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JB: At the end of our levels training, our master teachers,  Jill Trinka and Rita Klinger 
said that if you want to be Kodály based educators you really should belong to OAKE, 
that’s the national organization. Organization of American Kodály Educators. So then 
you need to do that, if you are going to do that you need to start a chapter. So we stared 
SWOKE. Southern Washington Oregon Kodály Educators. Got our national affiliate, we 
got some seed money at the time to start up from them. 
 
LF: From OAKE? 
 
JB: From National. And at that time we paid our local and national dues. 
 
LF: So who connected you with National? Was that Jill? 
 
JB: Yeah. And Jill was at that time on her way to being president of OAKE. I mean she 
was I don’t know if she was president elect or if she got elected president but in those 
early years. But Jill was very active in OAKE at the time when she was out here teaching. 
And so she said you’ve got to start this chapter and she helped us. And then once 
National gets you on their mailing list the president who was Mark Wells. 
 
LF: Okay was your first president. 
 
JB:  Was our first president and he started funneling and doing all the stuff through the 
national.  
 
LF: Was it a complicated process to get. Did you have to have a charter or by-laws or 
something? 
 
JB: Yeah, it’s probably in the binder. I did more of the organizational part. I don’t 
remember what we had to do for National. I don’t remember it being a very complicated 
process. It wasn’t hard. 
 
[14:00] 
 
LF: And were they pretty supportive to getting you going and getting what you needed? 
They gave you some seed money.  
 
JB: They gave us some seed money. I think when you start a chapter they give you $500 
which is huge. I mean our total budget is rarely over that for the whole year, currently 
even, it was a lot of money. So it was a lot of money to get going. I feel that they gave us 
what we needed. OAKE itself in terms of national organizations I don’t think is very big. 
I don’t know compared to, you might know better. It’s not like MENC or something. So 
they were happy to have us come on board and gave us what we needed and they, you 
need to turn in this report, turn in this financial statement. The secretary got, I got the 
things the secretary needed to do, the president got the things the president needed to do.. 
the treasurer got the things she needed to do. 
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[204] 
 
LF: So you got going. Where did you meet when you started? 
 
JB: We met in each other’s houses originally because we were such close friends and we 
were such a small group. So we started, we did a lot of meetings at Paula’s house because 
she had a central location. She’s in central town. And we tried several things. We started 
meeting week nights like three or four times a year, but that was really hard for teachers. 
And then we went to Saturday meetings. With Saturdays we thought that it might help. 
We met at my house several times, the mailer parties. We were meeting at each others’ 
homes quite a bit and somewhere along the line we got too big to meet in houses. So we 
decided to do more neutral places. I don’t remember what year it was we switched to 
meeting at churches. 
 
LF: Is that where you meet now? 
 
JB: Uh, huh. Actually now just this last year. So probably the first year or two we met in 
homes. And then somewhere in there we went to meeting in churches. And we’ve met 4 
times a year on Saturday mornings at Augustana Lutheran Church in northeast Portland. 
For many, many years. And just this year, attendance got so bad the executive board 
decided that the executive board was going to continue to meet four times a year, but that 
the general membership would no longer get together for general membership meeting. 
There would just be our fall workshop, our winter, like January – February workshop, 
and our spring choral festival. That those things would be hosted by SWOKE but there 
really wasn’t a necessity for. 
 
LF: To try to get everybody. 
 
JB: Right, and it’s going to be interesting to me when we have to do elections, because 
we have two year officers. I don’t know if we’ll mail those out....I’m not on the executive 
board, but in terms of evolution. But I think in terms of evolution I think that’s probably a 
good call. We started out with a lot of people with a lot of fire and energy and we carried 
that torch for seven years and we got kind of tired. 
 
LF: Right. 
 
JB: And so pass that on a little bit and we’ve not  
 
LF: [dealing with digital voice recorder] 
 
]235 – 256] 
[18:00 minutes] 
 
JB: We were a tight group of friends and we were bonded mostly I think by our passion 
for teaching Kodály. Also by the necessity of not having any veteran teachers. So we 
were a large support to each other getting through the levels program. Because it’s not 
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easy getting through the levels program, at least with some of the teachers we’ve had. I 
guess other programs have varying levels of difficulty. But the programs here, at least 
initially, I think it’s better now, but initially the training was so intense. But clearly we 
had 20 some people and only 6 make it all the way through. Because. 
 
LF: It’s a big drop out. 
 
JB: It’s a big drop out and we talked about that a lot as an organization. How can we get 
people excited? How can we help people? And one of the biggest obstacles of people 
coming back from Level I to Level II, when you finish Level I you’ve just been hit over 
the head for 2 weeks and they say, okay you need to get a hundred songs and master 
copies before you come back next year. This is where other programs will let you photo 
copy or do it in notation. Jill was a stickler about they need to be in master copy format 
with stick notation and all the stuff. Well what music teacher has time to take a hundred 
songs and put and again this is where some things have changed for the better. I’m not 
sure that’s the best use of someone’s time, you don’t learn a lot necessarily by...but you 
do, but when your song is “Bow Wow Wow” no one who is teaching music needs to 
hand write out “Bow Wow Wow” to find the melodic and rhythmic elements for 
example. Some of the more complicated folksongs, I do think there is value when you 
notate it yourself, you do learn the song better. But you know “Apple, Apple” and some 
of these things. What we did in some of the earlier years, we’d have these master copy 
swap parties for new teachers. The six of us, we blazed the trail so we had to hand write 
those things out and a lot of our colleagues didn’t come back because of that. And what 
we said is, “you know what? We want people to continue in this program because what 
we learned in Level II is valuable and what we learned in Level III is even more valuable 
and we want, so we want, if someone is not coming back to Level II just  because of the 
master copies, I’ll hand you 50 of mine. And Mark will give you 50 of his and we’ll give 
you 200 that you don’t have to write.  
 
LF: Right 
 
[292] 
 
JB: Just to come back. If that is the only reason you’re not coming back. Let us as an 
organization give you this tool. Now if you can’t come back for financial…or you don’t 
buy the philosophy, or what ever those are valid reasons. But we wanted to help and 
support people with the workload because those of us who originally went through felt 
truly that the workload was probably over the top for a teacher who is working full time 
to do. And some of it just wasn’t necessary. To hand notate 300 songs that you eventually 
need in your collection is just a tedious waste of time in my opinion.  
 
LF: Did you find that the swap parties helped keep the people coming back? 
 
JB: Yes. But then I think now what has happened; now we have several classes of people 
who’ve come all the way through. Those of us who’ve completed Level IV and are 
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nationally certified Kodály teachers. I had so many master copies from my friends and 
colleagues. I had so many that aren’t even in. Have you done the Levels training? 
 
LF: I’ve done the first two. 
 
JB: Okay, so in Level III, once you do Level III you start indexing your songs. This is 
where in my collection I have a file drawer in there of songs I have in master copy 
format, but they are not indexed. I keep those separate because if I put those two together 
you don’t know what. 
 
LF: Right. 
 
[314] 
[22:00 ] 
 
JB: So you have your collection that has now been indexed and songs that you are always 
continuing to, but then you need to take the time to put those into your index. So you get 
to a teacher, a veteran teacher, a veteran through the levels teachers, I have so many 
master copies, I don’t need to go to a master copy swap. So if we’re having a professional 
meeting and we’re having a master copy swap, I might bring my collection to let new 
people take what they want, but I can’t even get the songs I have into my collection. 
 
LF: Do you still do master copy swaps? 
 
JB: We have but now this year we stopped because we’ve gone to the format of just 
doing the workshop, workshop, workshop, choral festival. 
 
LF: So your big focus right now is the executive board plans things and then people come 
to the workshops. 
 
JB: Right. 
 
LF: Do most of the people who come to the workshops, are they members of SWOKE? 
 
JB: Yes. By and large, and there’s been ebbs and flows in attendance. We’ve played 
around with what day to host workshop. We’ve done some Saturday workshops and those 
quite frankly have very low pull from outside the membership.  We started offering our 
fall workshop on State In-Service Day and for the past three years have had wonderful 
attendance between 40 and 50. 
 
LF: That’s good. 
 
[336] 
 
JB: Yeah. So those have been a really great pull. This year on state in-service day—I 
didn’t attend, but I heard there was 12 to 15, somewhere in that range. So that was a 
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pretty disappointing turnout and my friend who went, I asked her how many people 
SWOKE versus non-SWOKE and it was almost all SWOKE. So I don’t know if it’s just 
been a change in terms of how schools allocate money for state in-service day or if it was 
this particular presenter. There’s always the ebb and flow. We’ve done some workshops 
that have just been great and I know my second or 3rd year into –at least 3rd year we 
brought out Panni, that we’ve brought out someone who was a big name in our Kodály 
circles, but not a big name outside of that, had a Saturday workshop in January, thinking 
that would be a good time for people to get rejuvenated and we didn’t cover our expenses 
to have her out. So I think there’s…with the new executive board, people learn those 
things. You can say to them this may or may not… the same thing with this person that 
was brought out with a big name in someone’s circles but not in everybody’s circles. It 
was like a technology in music. So I don’t think it pulled everybody in. 
 
LF: How do you get, do you send flyers? 
 
JB: Yeah. We do mass mailings to all the Portland, Lake Oswego, West Linn, east side, 
Clackamas, so we do a mailing to Portland metro elementary schools. 
 
LF: Okay. So whether they’re Kodály trained, SWOKE or anything, they just get it. 
 
JB: Everybody gets it for the fall workshop. And then also, we also try to make sure that 
fall workshop on state in-service day is geared towards the general music educator that 
doesn’t necessarily have a Kodály background. But we’re going to bring some of those 
elements, and we’re going to bring some fun things, and we’re going to represent the 
organization and we’re going to put up in front of people Kodály trained teachers and 
say, look this is what we have to offer, but we are going to give you something fun that 
you can go home and teach the next day.  Whether or not. 
 
LF: Right. 
 
JB: That type of workshop. So we’re going to come from a Kodály base, but we’re not 
going to sit there and hit them over the head with musicianship drills. 
 
[374] 
 
LF: And you always have them at Augustana Lutheran Church? 
 
JB: No, the workshops, that’s where we have our meetings. We’ve primarily used the 
Presbyterian Church down in Raleigh Hills, I’m not going to remember the name. 
 
LF: Do you have to pay for that then? 
 
JB: Typically, yeah. But typically we use churches that one of our members is a member 
at and if we do that we usually get our rent. 
 
LF: Pretty inexpensive? 
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JB: Or free. Like we’ve done a couple of workshops, I was a member at St. Matthew 
Lutheran Church and we did two or three state in-services there because it’s right off 217. 
We’ve done east side—west side and flipped back and forth a little bit and tried to get as 
close to town without being downtown because of parking. So we’ve used St. Matthew, 
Augustana, we’ve used that Valley Presbyterian off of Farmington. Used churches where 
someone in our membership has connections so we can get in there cheap or free. 
 
LF: So the executive board decides who is going to be the presenter of the workshop? 
 
JB: Um hum. And we’ve done a variety of things from bringing people in and we’ve 
brought in people like Rita Klinger and Panni Kovács and Jill Trinka. We’ve also done—
two years ago and three years ago, we picked a theme and then we had all of our more 
senior, in terms of training membership take a chunk and we presented a workshop in 
chunks just from our membership to help increase revenues. 
 
LF: And that was definitely cheaper. 
 
[415] 
 
(JB looking for flyer) 
 
JB: I found this in my file, so for example, this was from 2002. We did connect with the 
classics. So we did all these classes, and this was all presented by our staff. So in doing 
that we didn’t have to pay a presenter, we didn’t have to pay for food, we didn’t have to 
pay for lodging and airplane tickets. 
 
LF: Do you find people respond equally well to ones presented by local people as they do 
to.. 
 
JB: I was surprised, it would be interesting to go back, I haven’t analyzed the numbers 
that closely. There’s always varying things, there’s weather and weekends and one year 
here was one year when the state of Oregon didn’t offer state in-service day and there 
was one year when the state of Washington didn’t, so there are factors that are more than 
just the presenters. But in general, I would say this connect with the classics we presented 
with local teachers was well attended.  
 
LF: And this was? 
 
JB: 2002, and 2003 we did this American folk song. I presented in there, I don’t 
remember what the title was, but it would be in the binder. It was all American folk 
music. We did story books and we did  folk songs and play parties, and we did a choral 
reading session and all the songs for the choral reading session were based on American 
folk songs. So that kind of workshop, the Classics was well attended and the folk song 
one was well attended, now this year 2004 they brought in this guy from Texas who does 
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technology and music which is a big name I guess in Texas, but not in Oregon and it was 
not well attended. But I don’t, I haven’t been involved enough to .. 
 
LF: To figure out why. 
 
JB: Right. Was it because how state in-service fell this year or was it because this guy 
wasn’t, did it not matter on the name, but mattered that is was on technology instead of 
music making? Our best, by and large, when ever we’ve had choral reading sessions, that 
seems to pull more teachers from outside the Kodály So that is one strand that I’ve 
personally noticed. I don’t know, you’d have to go back and look at all the sessions and 
all the presenter. 
 
LF: Right. 
 
JB: To get the hard data. But in terms of my impression, when we offer a choral reading 
session more people come. Because a lot of choral reading sessions that are offered in 
town do very little unison two part music.  
 
4[69] 
 
LF: Uh huh. When you do a choral reading session, do you get the music from Sheet 
Music Service? 
 
JB:  Uh Huh.  
 
LF: So they let you borrow it and then you return it? Or you pay a fee and you buy 
packets. 
 
JB: We pay and what we’ve done in this one is we’ve included it 
 
]end of side 1] 
[Side 2 000] 
 
JB: So with the choral reading sessions we’ve done, who ever is doing it picks the 
literature and we try to give them a certain number, knowing basically $1.50 to $2.00 a 
sheet and say that we don’t want to spend more than $10.00 per attendee on this music. 
And then we actually as SWOKE buy that music and put it in the packet and charge 
enough fee that.  
 
LF: To cover the cost. 
 
JB: Right. So if you are going to come to our workshop you’re going to pay $70 if you 
show up on the day of the workshop. And that’s a reasonable fee for you to come to our 
workshop, especially if you’re going to leave with new knowledge and a packet full of 
music. And we’re still going to probably make $45 to $50 off of you even after we pay 
our fees. 
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LF: So your workshops make a little bit of profit, sometimes? 
 
JB: Oh, Yes. Our workshops, in fact the intent is to be a fund-raiser so we can get the 
money to bring people out for the choral festival. 
 
LF: Which happens in the spring?  
 
JB: Right. 
 
LF: When did that start happening?  Right away, or after a while? 
 
JB: After a while. More recently, within the last 5 years. So if we say roughly we’ve been 
going ten years, it’s in the second half. We’ve done, maybe we’ve only done 2. I think we 
talked about it for several years. We did a really great thing. I should have gotten that 
binder, all the data is with Melissa.  We had these wonderful; we took the Kodály 
prepare, present, practice and took those into our vision and mission. Our long term 
vision… In this year we’re going to prepare this, we’re going to present this, and we’re 
going to clean up and review this. We started a cycle and now it’s all documented in our 
vision statement or what ever you call it in the binder. And we started talking about the 
choral festival a long time before we did that. 
 
LF: It was long term planning. 
 
JB: In terms of how to grow. 
 
LF: The choral festival happens in the spring. And this is? Teachers bring their choirs to 
it? 
 
JB: Right and we bring a big name choral person in to work with the choirs. So teachers 
sign up to participate in the festival and there’s a list of repertoire to teach. Then there’s 
when you bus your kids out of school and come to what ever venue we can get for all 
these kids and they have a joint mass rehearsal with whoever the clinician is that year and 
then there’s a couple of spaces for individual choirs, there’s not time for all choirs to 
work, but some work individually with that person and then they come back to the venue 
that evening, as many as parents will bring them, but most people who participate know 
whether or not  they have a parent base to do that . And then come back in the evening to 
do a concert. 
 
LF: Is it public school choirs or? 
 
JB: For the most part, yes. There’s a couple of our membership that work at private 
schools, but by and large public schools. 
 
LF: So they’re school choirs rather than things like community choirs. 
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JB: Yes 
 
[039] 
 
LF: They’re all elementary? 
 
JB: Um hum. 
 
LF: What grades about? 
 
JB: Most of them are the 3 -5. 5th grade is sort of the target. Chris Van Auken from 
Oregon Episcopal has a younger choir and she’s brought  them and we had a gal from 
Vancouver that had a middle school choir that really wanted to work with…So  
 
L So this is the thing that costs you money then. 
 
JB: It’s very expensive. Even in charging…you know public schools don’t have money 
for field trips. It’s all that the teachers can do to raise enough money to get the bus, so we 
can’t, we do charge a little bit per head or something, but it in no way covers the cost of 
our clinicians, day fee, airplane fare, hotel. 
 
LF: Right. 
 
JB:  The whole package. 
 
LF: Now is it open only to SWOKE members? 
 
JB: Right, yes. Because we’ve typically had more applicants than our membership than 
there’s room for. If people are bringing 40 to 60 kids in their choirs, there’s not many 
venues that you can put 400 kids and all their parents in. I’m trying to remember where 
they went last year. Since I’m not currently teaching, I don’t participate in that.  
 
LF: That sounds like a big undertaking. 
 
JB: It’s fun. The people who do it really enjoy it.  
 
LF: So your two workshops and your choral festival are your main events. Do you have a 
newsletter that goes out? 
 
JB: Not a chapter newsletter. We get mailers from National. There’s a National magazine 
that we all get as a membership. There’s also a regional, that’s called West Side Story. 
We submit articles and summaries to that, it’s all the chapters on the west coast basically. 
And that we participate in. Did I describe for you? And maybe I will again for your 
record. How the membership structure has changed because of OAKE?  
 
LF: That would be a good thing to do. 
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JB: Yes for your records. Initially we would join OAKE at what ever it was, you join 
OAKE and then you join your local chapter.  So we were originally able to get chapter 
money and our chapter dues were always low, it was like $10 or $15, but we would pay 
that to the chapter to like cover the postage of our fliers. And originally before email we 
would send out fliers to the members to get agendas and meeting reminders. So just even 
the postage and the paper for that. So it was like pay your $10 to cover the postage and 
mailers through out the year. And, but then several years ago OAKE mandated to local 
chapters, that local chapters could no longer collect dues. That was hard on the local 
chapters. This is OAKE and the locals are going to have to fight that out at some time. 
The thinking was, and the problem where, I understand it and respect it, the problem was 
there were people who were joining the local chapter for the benefits of the local chapter 
for $10 join your local chapter. Didn’t want to pay $75 to join National because National, 
I can never afford to go to the conference, the magazine is above my head, so what 
benefit do I have for joining National, but the local chapter I get fed from my local 
chapter. And I think like OMTA, Oregon Music Teachers Association, they operate that 
same way. I’m also still a member of them. You just join OMTA, Oregon Music 
Teachers Association, and you get the privilege of working within your local chapter. As 
an overall model I see why they get there, but for a small beginning chapter, the loss of 
that revenue, even as small as that revenue was has been huge for us. Because all of a 
sudden our ways to make money for our chapter, it wasn’t a huge amount, but it was 
something each year. 
 
[91] 
 
LF: Now people join OAKE, they have to join OAKE and you don’t get any local dues at 
all. 
 
JB: Correct, and that is affected, and this is where the membership records are sort of 
squeaky now,  not as well defined. There will be people …this has happened since I left 
the secretary position because as secretary you keep lists of the membership and keep that 
all up do date. I don’t know how. I’m sure Melissa has to just do it by the books. So by 
the books our membership will be any OAKE member who lives in Oregon or southwest 
Washington. 
 
LF: Right. 
 
JB: Which means that someone we’ve never met and lives in Eugene is officially in our 
membership and that person has never been to a meeting, has never participated in 
workshop, none of us would even know. Within a small organization, that’s strange. 
Within a large organization, that’s the nature of large organizations. But in a small 
chapter where we all know each other and now there’s someone none of us know and is 
on our books, it’s sort of strange. And vice versa, there are some charter members who 
have let their National membership expire are extremely active in our local chapter, but 
they are not officially members. 
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(Laughter) 
 
JB: Growing pains. 
 
LF: Bureaucracy and politics and that sort of thing. 
 
JB: And how all that set out. What I’m going to offer you how that all looks to someone 
who started; .to a charter member of OAKE. To someone who had the fire, who held that 
torch for seven years and said I care about this, it’s important to me. I would be 
extremely frustrated if I were still on the executive board and that had come down. 
 
LF: And you had no input into that at all then? 
 
JB: Right. 
 
LF: And the executive board doesn’t give anything. You don’t get any money from 
OAKE? 
 
JB: No. 
 
LF: Okay.  
 
JB: I mean, we got our seed money and there’s grants. And maybe they do, this is where I 
shouldn’t say no, not to my knowledge. Maybe OAKE is going to give a percentage of 
those dues to local chapters. I don’t know. 
 
LF: So I should check out that. 
 
JB: It may be and that would. 
 
LF: Help offset some of that. 
 
JB: Right.  
 
LF: Have all of your members done at least one level of training do you think? 
 
JB: Yes, oh yes. I don’t think any one would come. 
 
LF: Is there any other training in Oregon other that Portland State’s? 
 
JB: Not that I know of. I don’t know what our local colleges are doing in their undergrad 
programs in terms of an overview or explanation, but in terms of OAKE certification, 
Portland State’s the only one that I know of. The closest one is in Seattle and after that 
Holy Names in Oakland.  
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LF: So they have to go. Do you get people who move in from other areas and then join 
because they’ve been trained somewhere else? 
 
[130] 
 
JB: We’ve not had a lot of that. 
 
LF: So it’s mostly local people. Is there a large percentage of the people who do Level I 
and then join and actually become active? 
 
JB: No, it’s a small percentage. So, I think that’s been the most frustrating thing. After 
that initial large class, I don’t know that we’ve had as large a class. But education in 
Oregon, see here there are so many variables. The education climate in terms of money in 
for graduate assistance and paying for this. When I took my Level I and Level II, my 
school district paid for 75% of it.  
 
LF: Right. 
 
JB: That was huge. It was a $750 class and books. That was huge if my school district 
wasn’t paying for it, and then to come back and pay $750 out of pocket and another $200 
for books, that’s a very expensive class. 
 
LF: Very, very.  
 
JB: Right, it’s a very expensive class. With school budgets and everything else that’s 
happened; so it’s hard to say if it’s that this just hasn’t caught on or has the educational 
climate in Oregon so declined in the past. 
 
LF: There are a lot of factors. 
 
JB: That’s right, there’s a lot. And so and certainly some are related to the program.  
Certainly if the number of people, it went from 23 down to 6, to a certain degree I would 
hold the levels training responsible for that. That there was some stuff that I experienced 
that was so ridiculously difficult or tedious. Some was not difficult, some was difficult, 
and some was so tedious that people couldn’t justify coming back. 
 
LF: Especially if you’ve got a family as well as a full time job. 
 
JB: That’s right. 
 
LF: There’s a lot of work involved. 
 
JB: Which is most of the people. We all grow, I don’t know if I could do that program 
now. I could at the time because I was young and married in a stable relationship and 
didn’t have to put time out dating and didn’t have children. Now as a mom and with all 
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the family commitments I don’t know if I could do it. I just don’t know if I would have 
the time to do the work that takes. 
 
LF: So what do you see for the future for Kodály in Oregon? 
 
JB: What do I see or what do I hope? 
 
[206] 
 
LF: Well, both. 
 
JB: What I would hope and my hope has always been is that it would just grow like fire. 
Because the benefit to kids are phenomenal. My hope would be that we would train all of 
our teachers. My hope would be that the Kodály program would be more thoroughly 
implemented in undergraduate programs offered in the state. My hope would be that 
people would start to value music education and it gets put back in the classroom. 
Because if music education continues to be cut it’s going to be hard to advocate for 
Kodály based music education because you’ve got to advocate for music education first. 
And when you’ve got music education in place you’ve got to say, hey look, let’s not just 
sing Halloween songs. If we’re going to sing Halloween songs, let’s take rhythmic and 
melodic elements out of them, let’s teach our kids true musicianship. So that would be 
my hope.  What do I see realistically?  I see that the levels training continues at PSU, I 
would like to see more people participate in that program. I would like to see that 
program become more affordable and more reasonable in the amount of work load since 
the vast majority of teachers are teachers who already have a degree. Either graduate, you 
are taking graduate level classes, not that you should expect to do less work for graduate 
classes, but this is continuing ed for teachers. For example I do not yet have my master’s. 
When I went to convert those credits towards a master’s, they’ll only take 4 of my 18 
units towards a degree because they consider the rest workshop credits.  I can assure you 
that the work I did in assembling my notebooks, is worthy of a master’s. I’ve already 
done my master’s in work. 
 
LF: What university is that? 
 
JB: At PSU. If I wanted to do my master’s in Music Education at PSU, they’d only take 4 
of my 18 credits there because they consider the rest workshop credits and not academic 
credits, which is insane. Now I could take those same credits to Texas or Holy Names or 
Seattle and there’s at Holy Names at Oakland. I’ve looked into it, there’s a master’s in 
Music Education with Kodály emphasis and they’ll take all 18 towards I think it’s only a 
35 credit degree major. So I’d just have to pick up some of the general music and I’d be 
out, I already have my Kodály endorsement. 
 
[242] 
 
LF: That’s a significant thing then, the fact that they’re not acceptable into the core 
curriculum of a master’s program. 
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JB:  At this university that sponsored it. I was really surprised because by the time I 
finished that it was like “My goodness I might as well finish a master’s” I’d like to have 
applied those credits. I think it’s closer to 40 credits at PSU because they’re not semester, 
they’re trimester. So it’s like 40 credits at PSU for a master’s and I’ve got 18, like half 
way done. 
 
LF: That’s a real negative aspect of the academic. 
 
JB: In all the, there’s a lot of growing pains of being the first class through. In Texas 
there’s some schools they teach this in their undergraduate program and there are school 
districts where the entire district is Kodály. So that’s a different climate for Kodály based 
education. The climate in Oregon I feel like it’s still a pioneering mentality and with that 
comes a lot of hard work. And silly things like how can you take 18 credits that you slave 
over and you have to turn in things over the school year and then only 4 would be 
allowed to be put towards your degree. That’s silly. 
 
LF: That’s shocking. 
 
JB: And maybe that has changed because when I looked into that was right when I 
finished my degree which was ’98.  
 
LF: I could check with David Jimerson on that. 
 
JB: Things do change. I don’t know how many people are like me that have actually have 
gone all the way through and I’m probably one of the few that went through that program 
that did not yet already have a master’s.  
 
LF: So it’s something they could consider, maybe they’re thinking everybody already has 
one. 
 
JB: Or I think because it’s offered in the summer and PSU offers a lot of workshops. And 
some workshop classes, I’ve been to workshop classes where you get a credit, and it’s not 
really a college credit. I understand that from an administrative program. I beg to differ 
that the credits I got in that class were not well earned. I know I’ve seen people go 
through master’s programs and I guarantee that I’ve already done more work in my 
indices and my song collection. 
 
LF: And there’s a lot of intellectual work when you’re analyzing the folk songs. All of 
that’s very strenuous academically. 
 
JB: Right. When the analyzing you’re doing. When you get to Level III, you can’t 
actually even set up that index without quite a bit of analytical thought. It’s huge. You 
break every song down to it’s most basic components. It’s not like you take a song and 
go, “okay, I’m going to analyze it, this is a ta – ti-ti song” you have to do the melodic too. 
And within the melodic, some of those songs, once you analyze them, you’re going to put 
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them into 15 different analyses sheets in your, it’s so much work, it’s unreal the amount 
of work to do that for 300 songs.  
 
LF: It seems like the level of work required, may be keeping Kodály from mass 
distribution everywhere. 
 
JB: I feel like that’s my personal opinion. I see that if you don’t do the work, you don’t 
quite get it. It’s like anything of value. You do need to put the work in.  I do think there 
are steps along the way to make that work more manageable. For example I don’t think 
anyone should have to recopy songs that have already been put in master copies. The 
indexing is really where the work is. And I do think you need to do your own indexing, 
that’s how you learn. 
 
LF: Yeah. 
 
JB:  And you have to do your own. And once you’ve indexed your own songs. If you buy 
a book, Jill Trinka has some books out, Feierabend has some books out, if you buy some 
Kodály based books that have the index in the back, you know how to put that into your 
own system. In my opinion that’s where you need to spend your time. It’s not in 
collecting the songs, my goodness anyone who’s teaching music has songs. But that 
indexing, I do feel you need to do the work. And you’re getting a lot of graduate level 
credit for that work. There is, I think that’s fair. It’s a fair amount of work. I think to not 
scare people away initially though. And some people quite honestly, there are a lot of 
lazy music teachers out there. They want to go to a summer workshop, they don’t want to 
expand their music teaching horizons. We at all at different times, I like to go to a 
Saturday workshop sometimes too and just get a few fresh ideas without having to work 
and a lot of people who show up at that program are under false. They don’t know what 
they’re getting into. They think they’re going to a workshop instead of a graduate level 
training. And there is a difference. 
 
LF: Oh, definitely. 
 
[324] 
 
JB: And so I think that’s part of what’s too. I don’t know many people are out there are 
looking to say, “yeah, in addition to working my full time job and the degree or degrees 
that I already program, do I really need another intensive program?” I don’t how viable 
that is in terms of audience. 
 
LF: Do you think that….I guess I’m thinking of your SWOKE membership. Everybody 
has had at least Level I. 
 
JB: Yes. 
 
LF: Have most of them gone on? Do you find people who’ve done Level I, maybe Level 
II and they stay active in the Kodály community, but they don’t go on and do III and IV? 
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JB: We have a few people like that, but most of them have complete at least two levels. 
We do have some people that will start, and completed Level I and they never come back 
and then we find that most of those people, if they don’t at least want to do Level II , you 
don’t know enough after Level I to stick with it with a passion. But by the time you 
complete Level II, you might be really eyes open about what you have to do to complete 
Level III and you also be eyes open enough to go, “I know I may or may not have time 
for that, but I sort of see the method and I can keep up. A Level I person has a hard time 
having a conversation with a Level IV Nationally Certified in terms of pedagogy. Which 
is what we’ve been talking about in our meetings. Level II you might not be there quite, 
but you have more. It’s like a little knowledge versus. A little knowledge is a dangerous 
thing. A lot of people complete that Level I even if they intend to come back, after a year 
or two we don’t see them.  We have several people who’ve completed Level II, but for 
various reasons haven’t completed yet. It’s yet, it’s on my list, just not yet. But they buy 
into the philosophy and they use it. After you get through Level II you have enough 
materials that you can teach K -1-2-3- in a Kodály way, maybe not the upper levels. 
 
LF: Do you see that the Oregon Music Educators Association, the OMEA . Does 
SWOKE advocate with them when they are planning workshops to bring in more Kodály 
educators?  
 
JB: We’ve tried. Our biggest resource is Richard Greiner. He’s very involved in OMEA 
and he has advocated and brought. OMEA brought in Jill Trinka on recommendation 
from Rich. So yes, I think OMEA is open to it. I think it depends on who runs the 
elementary music. Who ever is holding that seat and who ever has that person’s ear. 
 
LF: Are the SWOKE members mostly OMEA members also, MENC members? Or  
 
[374] 
 
JB: I would say for the most part yes, but not all.  
 
LF: It’s expensive. 
 
JB: It adds up. But I would say most. Probably your public school teachers all and a few a 
private school teachers. Like I’ve let my MENC drop, as a non working teaching teacher 
to keep up in a hundred professional organizations. 
 
LF: Is there anything else magnificent we should cover? 
 
JB: I want to make sure that I give you Melissa Roth’s name because she has all of the 
stuff. Her phone number is ********* 
 
LF: Your dues are set by National now. How do you set your fees for your workshops? 
 
JB: We usually look at what Orff is doing. What’s the going rate in the town at the time? 
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What’s sort of reasonable? We’ve always done a graduated fee structure; members in 
advance, non-members in advance, members the day of the workshop. 
 
LF: Have you ever thought of doing what POSA’s doing, the Orff people are doing 
lately? They’re offering an Orff 101 in the fall, but not charged at all. They do it a Catlin 
Gable where they don’t have to pay any fee and it’s presented by chapter members and 
it’s just a Saturday morning, I believe. Early in the fall and they’ve done it the last two 
years. 
 
JB: Do they have pretty good attendance with teachers in September? That seems like a 
horrible time. 
 
LF: They had –there must have been 40 or 50 there this fall. It was a very good turn out.  
 
JB: Really. 
 
LF: I went to it to take some pictures because I’m interviewing Orff people as well as 
Kodály people and they had a really good turn out. They brought all of their instruments 
in and they did a lot of little self-contained pieces. They didn’t talk pedagogy, they talked 
“here are things you can do with kids, and here is a progression of activities you can add 
to it.” 
 
JB: Right. We’ve talked a lot as a chapter over the years of doing an intro to Kodály just 
to build interest so people would go to the levels training. And the chapter has talked 
through the years about “what can we do to support the levels training.” So there is a 
piece there, I think we’ve had varying levels of success, clearly not 40 or 50 people. We 
did once try to do something, but it’s not been a formal. We have done things like we go 
to the levels training and bring donuts and juice in the morning. Stuff like that trying to 
make ourselves seen a little bit. And then some of those ideas as the executive board 
changes, some of those ideas come and go with the people. 
 
LF: What do you think has been your most successful thing…getting people who are 
doing levels into SWOKE membership? 
 
JB: The most successful thing we did I think in terms of just sheer numbers, was when 
some of us who were teachers went to talk to the undergrads in the PSU music education 
program. The year that we did that, we had the highest level of undergraduate 
participation in the levels training. Because what we did is three of us went in there and 
said “look when we were sitting in your shoes we thought we were going to be high 
school band and choir directors too. And then all of us left school and none of us got high 
school jobs. We all ended up in elementary music. The vast number of you are going to 
end up in elementary music positions and you’re going to need to know what to do and 
there is nothing better than this program at the school you are already attending in terms 
of preparing you to teach elementary general music.” We went in and did some lessons 
with them, but that was the heart of the message we gave them. 
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[448] 
 
LF: Who was teaching the general music? Did David Jimerson teach those classes? 
 
JB: I don’t remember. 
 
LF: So you did that once?  
 
JB: We did that once, maybe two years. We did it one year and that was really large. 
Some us worked really hard to promote in our school districts. Our membership comes 
from all around the Portland metro and that actually more than the workshop works. 
“Would you come and try this program?” It’s pretty cost prohibitive and time. Two 
weeks of your summer is a lot.  
 
LF: It is and I find that August is when I want to vacation. I’d rather do it in June. 
 
JB: Or start gearing up. Because it’s the first two weeks of August by the time you finish 
your levels training you’re now into crunch time in term of getting your class set, so  the 
whole month of August is gone. So it’s a large sacrifice.  
 
LF: So you think maybe if they changed the times? 
 
JB: I don’t know. 
 
LF: The SWOKE is very definitely tied to the levels training here. So if they quit doing 
the levels training, if something happened, do you think SWOKE would continue? 
 
JB: I think it would as long as with the membership we have. Without any levels training 
feeding the area I don’t see how it is that we would continue to grow. I mean, we could, 
but with the levels training we’ve had slow growth. Without the levels training feeding 
the membership it would be hard for me to imagine. There isn’t a lot of Kodály buzz 
around here yet. It is starting in pockets. Maybe as more people, music circles, become 
aware of just Kodály as a philosophy, people are teaching it, seeing it transforming their 
teaching, then people might be more encouraged to go. And say; “look I’d like to fly to 
California to take that training.” People fly over to do some sorts of training.  
 
LF: That’s true.  
 
JB: And so we don’t have to have a program here, but I don’t know if there’s an over all 
climate here where people are looking for that type of training. I think the, not being a 
native Oregonian, I think the quality of education in the state is very scary. So when that 
is going on, it’s sort of like survival of music education. No one’s worrying about 
emphasis or specialties.  
 
LF: Just keeping music going is significant. 
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JB: Right, it’s sort of what I see. 
 
LF: You have answered all kinds of questions. I have to ask you when you were born. 
 
JB: 1970 
 
LF: Are most of the SWOKE people your age or older? 
 
JB: No, we’ve got a good spectrum. We have I believe Betty Adams is our most senior 
member. I’m not going to guess her age on tape, but she is quite senior to most of us.  
 
TAPE ENDS 509 
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Interview:    K-006 
Date:     March 4, 2005 
Place:     via telephone 
Narrator:    Dr. Susan Brumfield (SB) 
Interviewer:    Lynnda Fuller (LF) 
Re:      Kodály program at Portland State University 
 
000 Tape increments 
 
LF: This is Lynnda. 
 
SB: Hi Lynnda. 
 
LF: Where are you? 
 
SB: I’m in traffic. One second I’ll be right with you, can you hang on a second? I’ll be 
right back. 
 
LF: Sure. 
 
SB: I’m good, I think. I’m in the car, you have a captive audience if you can hear me. 
 
LF: I can hear you and I’m recording this.  Is that okay with you? 
 
SB: Sure. 
 
LF: Okay, so who are you, I have to say that. 
 
SB: I’m Susan Brumfield, Associate Professor of Music Education at Texas Tech. 
 
LF: And what is your relationship to Portland State Universities Kodály Program? 
 
SB: At this time I’m the Academics Program Director. That means that I’m responsible 
for hiring the faculty and developing the curriculum for the course. 
 
LF: And how long have you done that? 
 
SB: I think this is my seventh year to be on the faculty, coming up on my eighth year to 
be on the faculty.  This will be the fourth year that I’ve been the program director. 
 
LF: Now, as Program Director, it’s up to your discretion who you hire for faculty, is that 
correct? 
 
SB: That’s correct. 
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LF: Are there certain people who are accepted by OAKE;  or is it just you find someone 
you know is good? 
 
SB: Well in the past its word of mouth sort of master teacher approach to hiring faculty 
was the first thing.  The Hungarian teachers came in and there weren’t very many 
programs in the United States.  Then it was students of the Hungarian Teachers plus a 
combination of the Hungarian teachers.  As the number of programs has increased in the 
country OAKE has recently identified the need to establish a more formalized structure 
for the certification of teacher training.  If that makes sense. 
 
LF: That makes a lot of sense. 
 
SB: At this point, it’s definitely very up in the air.  The OAKE certification has always 
hinged on certain programs meeting criteria that relate to clock hours; and has not really 
addressed the faculty.  I think the OAKE requirement for the faculty is that the people 
have to have a Kodály certificate or its equivalent, i.e., a diploma from the Liszt 
Academy or a study at the institute but is very loosely structured. Also the persons on the 
faculty have to be a member of OAKE, but obviously as the number of programs have 
increased, more and more people have certificates so there’s a question as to whether or 
not simply holding certification really qualifies someone to be a teacher. That’s a big new 
step that’s about to be undertaken by OAKE. There’s a teacher training committee, in 
fact, I’m on it.  
 
LF: So you’re on that? 
 
SB: I’m actually the chair, I’m on the teacher training committee and then I’m the chair 
of the sub committee that is charged with developing programs for identifying and 
training quote “master teachers.” 
 
LF: So you’re thinking that there’ll be something in addition to four years of certification 
that there will be another step? 
 
043 
 
SB: That’s my, I mean, that’s my hope.  Right now OAKE endorsed programs are 
endorsed and they’re endorsed institution, and that means that all the paper work is filled 
out by the faculty to put the program in place, but if that faculty leaves that institution, 
the institution is still endorsed.  We had a situation where OAKE endorsed programs 
where there wasn’t even a program anymore. 
 
LF: Oh, oh. 
 
SB: Or where, like in the case of the University of North Texas the entire faculty was let 
go and was replaced with local elementary teachers, and they maintained their status as a 
quote “endorsed program” even though none of the faculty taught in the endorsed 
program. They weren’t  responsible for the curriculum; they changed the entire delivery 
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of programs so the hope is that OAKE is going to go more towards saying well to have an 
endorsed program you have to have endorsed faculty. 
 
LF: Uh huh. 
 
SB: You know, there are many in this movement, myself included that think you should 
endorse faculty. If those faculty are teaching in the program, or a certain percentage of 
your program consists of that faculty, then you have an endorsed program.  I think it 
would be things like, in addition to holding certification you would maybe have some 
specialized training in how to teach pedagogy or what the curriculum should entail, and 
also maybe some sort of video component you know. To make sure that there’s some sort 
of accountability right now there’s none. 
 
LF: That makes a lot of sense to me. 
 
SB: Yeah, I think so. 
 
LF: Now you have to have certain clock hours that you have to certify to OAKE that 
students who have taken Level I and Level II have a certain number of clock hours in.  
 
SB: Actually it’s not broken down by Level by OAKE, it’s a total number of over the 
delivery of your program. I’m in the car so I can’t tell you, but they are easily available 
from OAKE, the guidelines. 
 
LF: Yeah. 
 
SB: Although I will say that those may change as well, because again, this is about the 
second year in a pretty intensive attempt to completely redefine what is the constitution 
of the endorsed program. So that could change. I don’t think all that’s going to change 
that radically. It basically comes down to I have the emphasis in methodology, 
musicianship,  the biggest, I think, discrepancy among  programs has to do with  folk 
music / materials, class retrieval, some programs are much more rigorous. The one you 
came through, are coming through was very rigorous in terms of expectation. Other 
courses in folk music just basically have a material section and they get a packet.  Right 
now there’s no…..what to do with the course. You just have to have X number of clock 
hours in something called conducting and that can be anything from conducting the choir 
to group conducting lesson, there’s just not an established.  
 
080 
 
LF:  So you think those will be defined better or more? 
 
SB: That’s the goal.  I think they will become more defined.  I think that’s the goal of the 
committee. That’s not to say that other programs can’t exist, not everybody will seek the 
OAKE endorsement, but for those who do, I think the goal is to solidify the course 
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content a little more. You know, different programs are going to have different focus 
depending upon who the individuals are. A program that’s centered around Jill Trinka  
is going to have a lot heavier folk music emphasis than one that is centered around 
somebody else.  So the faculty and universities are that way too and that’s fine but in 
terms of establishing a minimum criteria I think that the OAKE guidelines as they stand 
now are probably a good first start.  Their purpose at this time, but now that there’s a 
Kodály Program on every corner.  You know, the people who are coming into these have 
some sort of assumption that there is some level of continuity from one program to the 
next. There’s really very diverse expectations between the different courses. 
 
096 
 
LF: So it would be nice if you could go from one place to the other and just fit right into 
your next level.   
 
SB: Right, and I’m not sure that that will ever really happen because again philosophy is 
going to be different. 
 
LF: Uh huh. 
 
SB: But, you know, already there are certain programs that you could easily do because 
they have a shared faculty.  You could do our program at Texas Tech and  do 
Westminster Choir College, you could do Portland State University,  probably do St. 
Thomas because they, you know, they’re the same faculty or the same, you know, the 
same core faculty anyway.  And the philosophy of the people who’ve designed the course 
is the same. Where as you go to a Hart you’re gonna get a big dose of John Feierabend’s 
early childhood emphasis.  The entire Level I is early childhood at Hart. So you know, all 
that is fine if in fact the people who are coming into the courses have some sort of way of 
knowing.  Because right now it just says OAKE endorsed. 
 
110 
 
LF: Right, so they don’t know. 
 
SB: Even that doesn’t really mean anything, like I said, I know at North Texas State 
you’ve got a quote “OAKE endorsed” course and not one faculty has taught in an 
endorsed program.  Then you have other places where the entire faculty has been 
teaching endorsed programs for a long time, but you have to wait x number of years until 
you get so many people through your whole program before you apply for, you know, so 
called endorsement.  It’s pretty nebulous right now. 
 
LF: But Portland State’s would not be in any danger of loosing their endorsement I 
wouldn’t think with you at the head of it. 
 
SB: No, no, I don’t think so and I mean just when Jill Trinka left there was continuity, 
she was the only person that left. The reset of us stayed. So while the faculty has 
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undergone change, it’s not to say a program couldn’t, but I think still that OAKE is a 
small enough organization still for them to say that if the whole faculty turns over that the 
teacher training committee should, you know, they have a file a report each year that lists 
the faculty and I think a red flag is that the entire faculty has turned over and none of 
these people have ever, you know, taught before, there’s no name recognition, they 
haven’t presented at conferences and things I think that would be a red flag. 
 
LF: So you turn everything in and you actually have then, is it accumulated hours in all of 
these things for your four years to get your certification. 
 
SB: That’s right, and it doesn’t necessarily have to be happening over four years, that 
again, that’s up to the institution.  Some places deliver the hours three summers, three 
weeks, and some deliver it in, you know four summers, two weeks.  Some have some of 
the course work completed during the school year. 
 
LF: Well that’s interesting. 
 
SB: Yeah, it’s all sort of, yeah. 
 
LF: Is there a reason why Portland State is set up the way it is with four summers and two 
weeks? 
 
SB: Well, when I did my certification, most of the programs, and there weren’t that many 
at that time, were three to four weeks each summer and intensive. I think a lot of people 
complained and I know in Texas things changed because the state not only required their 
teachers to have continuing education each year but they paid for it as well.  Because 
teachers knew they had to go somewhere and so, you know, when there was a choice of 
which one of these summer programs should I go to, Kodály always did quite well. 
 
LF: Yeah. 
 
SB: So when it came down to the choice of should I go to one or not and they’re not 
paying for it, obviously the struggle for numbers really became evident and that’s 
happened I think in Oregon as well. 
 
148 
 
LF: Oh yeah. 
 
SB: So I guess the main criteria is looking at the content and looking at the, not only the 
content and the clock hours, but can the students truly have time to absorb this 
information? Is there adequate gestation period so the teacher can not only absorb all the 
information but really show evidence of putting this philosophy into practice in your 
teaching?   We just sort of felt that a lot of growth happens between the third and fourth 
summer.  In the academic videos, a student comes to the Level I ….and it looks 
deceptively easy because they see all the party tricks, They see all the manipulatives and 
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they see the tah, tah, ti – ti tah. For somebody who hasn’t had a plan of curricular design 
at all, it looks real catchy and they go back and do Level I really excited about using the 
puppets and the hand signs and counting system and it’s exciting. Then they come back 
after Level II and they really start to be pushed to dig a little deeper in terms of 
philosophical thought. You know, not only just say, here are activities, you know, but 
what are the underlying musical skills how do those develop?  And really begin  to think 
analytically,  then that’s usually the point where we see people get a little frustrated when 
they go back to their own teaching because it seems to be such an ideal way of doing 
things, if it’s so great why isn’t it working out so well for me?  The teacher has to kind of 
come to grips after that second year and say well I’m not a new teacher but I feel like a 
new teacher because I’m not sure I’m doing this effectively and am I doing this right so 
forth so on, and when they come back the third summer that’s when things really happen, 
they’ve had a chance to really take these ideas on board. Some of them have worked and 
some of them haven’t  and then if you’re saying good bye in the third summer, you don’t 
really get to see them again after that third year when things really click in by the third 
summer. It’s just anecdotal observation from teaching many, many courses across the 
country, but I see it in all the courses and I see it throughout. All the courses I teach are in 
are four year programs, but they weren’t always. It’s what we see, the students come back 
kind of frustrated. The numbers are down before level III and the ones that do come back 
a highly committed and by the end of the third summer it’s a split They’ve seen enough 
of the elements. They now in the summer course have done more peer teaching and they 
are in a lot better shape to go back and do some. They come back having finished the 
three summers and that one more school year. It’s the third school year that they put these 
ideas in track and something seems to happen. They start to turn a corner in their 
classrooms so when they come back at Level IV it’s a more…experience. The questions 
they ask are likely to be the ones they are going to prepare them to go on and take these 
ideas through the rest of their career.  
 
191 
 
Whereas at the end of the third summer there is just still a lot that is unanswered with 
them. So, I prefer letting things settle for a little while. It also gives them more time to 
actually do this course work, by the time you cram in that many class hours in a day and 
then do the homework it’s too much.  You know, the brain is fried it’s too much to absorb 
and it can be too frustrating, so while some people go into this sometimes saying oh I 
want to my Kodály done and then I can move on Orff or whatever.  You know, they want 
to hurry up and get done but once you get into the course of study, you realize how three 
summers, four summers, ten summers, whatever, you can’t get enough of this. 
 
 
LF: No, it takes…and the more you know the more you know you don’t know. 
 
SB: And the more you want to know, and the more you want to develop those ideas. 
Yeah, so it part of an ongoing thing, but so is a doctoral degree. But you know, you don’t 
know that going in so it’s a little bit of a hard sell. 
 



         364

LF: Uh huh. 
 
SB: And the psychology of recruiting in the district sometimes right now, to get people to 
part with their money and their time in the summer but. 
 
LF: Oh yeah. 
 
SB: Yeah, but luckily we still seem have people coming, I think we are seeing an impact 
on teaching.   
 
LF: That’s really encouraging. 
 
SB: Yeah, it is encouraging. 
 
213 
 
LF: It’s been going there for what eight, nine years at Portland State? 
 
SB: Uh huh. 
 
LF: I’ve got that written down somewhere. 
 
SB: You’ve got it written down. When you say “how long have you been teaching”, I’m 
guessing. If you can track it down… 
 
LF: Right, I’ve got all the details on that.  Do you see most of your Level IIIs come back 
for Level IV? 
 
SB: Yes, when they get that far they come back but the biggest retention problem that we 
have and I wouldn’t call it a problem, I think it’s just a circumstance thing is that often. 
Nobody’s ever done a study on this it could be just a teacher study.  Who’s doing these 
Kodály certificates?  That would be an interesting study because we look at who teaches 
elementary music that would also be an interesting study.  I think we have a bit of a 
changing dynamic there. We could have said that it was older women either who were 
married and have kids, who have an elementary school schedule the same as their kids. I 
think we’re seeing more men. I think we’re seeing a lot more young people to look at this 
as not something they need because …secondary, they really just want to teach 
elementary music because they see this Kodály person as something challenging, you 
know, whereas generations before looked at it as easy or, you know, you don’t have to as 
good a musician to teach elementary music.  You know, you know what I’m saying. 
 
LF: I know what you’re saying.  
 
SB: I think the field is drawing more interest, because of higher level of music in, 
musicianship and artistry that’s required to teach this way. It appeals to younger kids, so 
anyway, when you look at the Kodály Program then and you see that there is a larger 
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number of people than ever who are in their early 20s, who are starting their career with 
one or two levels under their belt, who are, one of the reasons is that there are more 
available programs; another is that some school districts are beginning to see, you know,  
required it. … and they are more marketable if they have certification in Orff or Kodály 
or both.  But you know, what you get with that is people who are along for four years. 
Somebody 22 or 23 when they start and 28 when they finish, there’s a lot of getting 
married, there’s a lot of having babies, there’s a lot of changing jobs so what we see is 
people who take maybe six or seven years to finish a four-year program and that is 
because they have taken some time off in between. And we try to encourage by staying in 
touch, staying involved. Or, you know, sometimes the dates, we try to keep the 
corresponding dates from one summer to the next so that you know that pretty much the 
first two weeks of August in Portland.  Maybe it the last little bit of July, so for the most 
part that first part of August is that.  So now we’re seeing well somebody has a wedding 
and they can’t come to the Portland course, well they did a Level II in Princeton this year.  
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They’ll be back in Portland the following year.  You know we had Rachel Gibson do that, 
we have different students who say, well, you know, those days don’t work for me but I 
don’t want to take a summer off can I just come …and so we are able to work with our 
students that way without ….in the program. And I think it’s real networking. Obviously, 
the larger concern for the individual institutions it to try to maintain the students that they 
had from last years school year to the next school year.  I tend to walk down the middle 
of the road on that one because, you know, obviously I have my relationship more with 
the students than the institution.   If I hear a student saying well I can’t come to Texas this 
summer, I have a wedding that week. I’m likely to say can you come to Portland, and 
we’ve had that, we’ve had four, five or six kids from Texas go to Portland last summer.  
They won’t be back so you can’t really just look at statistics, you can say oh our numbers 
are down, well that’s because half of Texas was there out of place anyway, they don’t 
really, they didn’t really belong there in the first place.  It’s not that our numbers are 
down, it’s that our numbers were up by those five kids because of a conflict where they 
live. So it’s difficult to put your finger on any sort of growth or retention factor in the 
program because they are so … 
 
LF: They are so individualized. 
 
SB: Yeah, those are all factors in returning and coming back.  I mean, now there are other 
programs that have just, over the years, cranked up and then just folded.  That can usually 
be traced to, you know, the faculty left or new faculty came, or they didn’t like the 
faculty they had. Maybe a person who is leaning to that institution was the last blood of 
the program and when that person left they just weren’t attended, you know, things like 
that. 
 
LF: Portland State used to have Orff down at the beach, and when they went.. 
 
SB: I wish we could do Kodály down at the beach. 
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LF: That’d be nice. 
 
SB: That’s great. 
 
LF: Housing I think is the problem or something. 
 
SB: Yeah,  housing is a problem and classroom space, I think.  
 
LF: Right. But they decided.. 
 
SB: Who wants to be inside doing master copies when you’re at the Cannon Beach?  
 
LF: And there is also no library. 
 
SB: That’s right. 
 
LF: A few handicaps. 
 
SB: Yes. 
 
298 
 
LF: Well what do you see for the future of the Portland State program, it seems to be 
going strong and you think it will just keep on going? 
 
SB: I think the reputation of the program is strong, I constantly fear for the numbers, and 
I think it’s not related in any way to the teachers who’ve  to come to the program. I think 
it would be related to the economy in Portland,  and to the positions that teachers are in.  
Not only are they, as you well know, it appears to be, from what I hear anecdotally from 
our students, not only do they not give money for professional development workshops 
sometimes, but they are not even sure if they’re going to have a job next year. 
 
LF: Yeah. 
 
SB: The district is wondering how they are going to fund the position, let alone a couple 
thousand dollars for in-service training for teachers.  Do, you know, I think it’s like 
everything else, it becomes a frill and I use the, just a word of caution that once a 
program does fold or if you have to cut quality, then [recording stops] 
 
LF: Are you there, hello, hello? Lost you. 
 
SB: I think I was going through a little hill.  I don’t know where you lost me but 
 
LF: You went behind the hill, it happens. 
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SB: Okay, Well, I don’t know where you lost me but I was saying. 
 
LF: Once a program folds. 
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SB: Once a program folds it’s hard to retrieve it. 
 
LF: Uh huh. 
 
SB: Hard to rebuild, lost some momentum because the best advertising for the people is 
the people who are in the program. 
 
LF: Yeah. 
 
SB: I mean that’s where you get, they say this has changed my life. Then somebody else 
says well I want to go to this.  That’s power.  People might see ads and things like that 
but they don’t sit down and say you know I’m just going to go on my own and give two 
weeks of vacation and a lot of money.  But, you know, you’re generally recruited into the 
program by somebody else who’s a colleague.  I hope we reach the point where we can 
continue to offer every level every summer, that’s rare. I mean all the programs I know of 
they well get but you know, the catch 22 is that there’s not an operating budget outside of 
tuition.  So you can’t really hire a bunch of high dollar faculty and advertise that you’re 
having them when you’re not sure who’s coming. It’s a huge issue when you don’t have 
enough money to work with. 
 
LF: Right. 
 
SB: And then by the time you do know how many students you are getting, well, you 
have an average so, in fact, if you can figure out a way to establish some sort of baseline 
operation budget and go from there. 
 
LF: Well, I’m amazed that this thing at Portland State seems to stay, whereas the 
University of Portland evidently tried the Kodály Program and they tried an Orff Program 
and they both quit. 
 
SB: Interesting 
 
LF: So this is the only one that has ever actually existed over a time period in Oregon 
 
SB: Well that’s interesting to find that out. 
 
LF: And there have been some introduction to Kodály’s, there have been introductory 
workshops but never a certification program that has lasted. 
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SB: It’s kind of a piece of work to get it to happen. And it takes three to four years, like I 
said, just to see the full,  an endorsed program and they don’t make it easy, there’s a 
pretty high hassle back there. You know the paper work is a pain, and the tracking is a 
pain, so, you know, and I think there’s a pretty dedicated little group there in Portland.  
They have the core of the SWOKE group have been involved in the national organization 
as well. Again, these are some of our younger go getters. They’re not so young anymore, 
they’re in their 30s and they’re moms, and they’re not new teachers anymore but they 
were. Kids like Amy Rheingans and Melissa Roth were kids. Melissa Roth was in still in 
college as an undergraduate when I had her in the Kodály Program in Texas. And so, you 
know, those kids have a lot of high energy and they are kind of hitting their stride in their 
careers and, you know, they’re going into this already with the philosophy still in play 
and getting more actively involved in the organization. 
 
LF: Yeah, you’re starting to fade away. 
 
SB: I’m just still trying to figure out what methods books to use. 
 
LF: Yeah, oh, well I came and did my Kodály so late in life 
 
SB: Yeah. 
 
LF: That those sorts of things weren’t really available 
 
SB: Exactly, exactly. 
 
LF: And so I’m amazed at how young the Kodály, so many of the Kodály, the SWOKE 
members are 
 
SB: Yeah. I think it’s only going to help matters.  As more and more people get the 
training earlier than later, the more it’s going to become an expectation that people have 
it and then the schools might be a little more aware of it and might help, might justify 
supporting it a little more. That’s my view on that. 
 
LF: Well I think that’s helpful.  You’ve given me the answers to a whole bunch of 
questions, so I thank you 
 
SB: Good.  
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Interview:  K-007 
Date:   August 10, 2005 
Place:   Portland, Oregon 
Narrator:  Susan Brumfield (SB) 
Interviewer:  Lynnda Fuller (LF) 
Re: Kodály inclusion in Silver Burdett music textbook series and    

OAKE teacher training 
 
 
LF: Who are you? 
 
SB: Dr. Susan Brumfield, Texas Tech University. We are talking about the Kodály 
materials in the Silver Burdett music series book. We said that the literacy portion of the 
textbook is in fact Kodály based, based on a Kodály sequence. And that the lessons 
which deal specifically with the reading and writing and notating of these elements, i.e. 
the literacy sequence, are woven throughout the lessons. So lesson three, lesson five, 
lesson nine, the sequence is there. But there may be other lessons; lesson one, two, and 
three prepare for the element through movement, it may be an Orff lesson, it may be a 
singing lesson. The focus may be movement. The way the lessons are identified, at the 
top of each page, each lesson, it indicates whether the focus of the lesson is movement, 
playing, listening, reading, and so forth and so on. And in the reading lessons, if you 
follow strictly the reading sequence; those lessons are an exact Kodály sequence; Kodály 
based sequence of elements.  
 And the author team. You asked about the author team. The author team consists 
of myself, Susan Brumfield; Rochelle Mann, who’s at Fort Lewis College; Jill Trinka 
who’s at the University of St. Thomas; and Rita Klinger who’s at Cleveland State 
University. All four of the authors on the reading team are considered to be nationally 
and internationally recognized Kodály educators. All have presented at national and 
international conferences. All are involved with teacher training at OAKE endorsed 
Certification Programs. 
 
LF: Thank you. 
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Interview:   K-003 
Date:   February 2, 2005 
Place:   Phone Interview Santa Barbara, CA/ Scappoose, OR 
Narrator:  Dr. Katinka Daniel (D) 
Interviewer:  Lynnda Fuller (F) 
Re: Kodály workshop presented in Oregon in early 1960s and Kodály 

in general. 
 
(This is not a high quality recording due to being recorded over the phone. The sound  
sometimes fades and can not be heard for transcription. Dr. Daniel had placed a call to  
Lynnda Fuller’s cellular phone and then Lynnda returned the call using the land line and  
which was then connected to the recording unit to the phone set.  
 
This transcript was revised according to information sent to the author by Katinka Dániel 
who was assisted by Dr. Katherine Hickey in July of 2005. Dr. Katinka Dániel provided 
further revision in September of 2005 and these have been inserted also.  
 
LF:  Hello, this is Lynnda again, I’m sorry it took so long. 
 
KD: Can you hear me now? 
 
LF: I can hear you now. 
 
KD:  I would be so happy if you could come down to Santa Barbara it would make it so 
much easier. 
 
LF: If what? 
 
KD: If you could come down to Santa Barbara, can you fly down here? 
 
LF: Well, I would have to do it …I’m teaching full time here in Oregon and the tricky 
part is getting them to let me out of school.  
 
KD: I don’t know, did you tell me in your letter that you had some paper. I don’t know if 
Kathy gave it to you but I have the story, the Kodály Organization, I wrote that down 
before and passed it out when we had the convention in Seattle, were you there? 
 
LF: No I wasn’t.  
 
KD: Anyhow. About my self it is really, for me,  very interesting because I came into the 
United States in 1960 I was brought out by Dag Hammarskjöld  because even in 1960, it 
was not easy to leave the communist world.  The Swedish Red Cross paid for my 
freedom. For the freedom of my two children, two Russian spies, imprisoned in the 
United States, were also exchanged.  When the Russian spies were take to Stockholm, 
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Hammarskjöld flew to Budapest to make sure I was released and flown to Switzerland 
and then to America.  
 
LF: How amazing. 
 
1:55 
 
KD: Any how I must tell you I have a really interesting life. Do you know who is Rene 
Ferrell? She is also one of our Kodály. 
 
LF: I’ve heard the name, yes.  
 
KD: She’s a professor in Bakersfield, California State University. And I have another 
teacher in Fresno, Dr. Wendy March, who is also my student. We have good Kodály 
teachers down in southern California.  Do you know who Mary Helen Richards (MHR) 
was?  
 
LF: Right, I do. 
  
KD: Mary Helen Richards and her husband, a professor at Stanford University, were in 
Holland, in Europe on a sabbatical in 1960.  During their travels, MHR noticed the many 
Hungarian musicians performing as soloists and in orchestras and wondered how 
Hungary could produce so many fabulous musicians.  Richards was also interested in 
whether there was still outstanding music education in Hungary after the Sputnik 
launching, knowing what the effect of Sputnik was in America. 
 
She sent a postcard to Hungary, not even addressed to anyone specifically, asking, “How 
do you teach music?” Her husband thought she was crazy for sending such a postcard.  
She received a reply back about two weeks later that she could come to Hungary to see 
their music education if she wanted to.  She was the first American who was officially 
allowed to visit in Hungary, behind the Iron Curtain. 
 
[The above story is included in the preface of MHR’s first book] 
 
LF: Wow. 
 
KD:  MHR asked a friend from Holland to accompany her to Hungary because she was 
afraid that she might be imprisoned there.  When they stepped off the train in Budapest, 
they were met by an interpreter who took them to meet Zoltán Kodály. Kodály asked her 
the reason why she wanted to know about Hungarian music education.  She explained 
that she was a music supervisor in the San Francisco area and she was interested in 
whether the launching of the Russian Sputnik in 1957 had a similar effect in Hungary as 
it did in California.  After Sputnik, California schools took out music and put in more 
science.  Kodály told her that Sputnik did not affect music education in Hungary and that 
she could observe music teaching in Kecskemét. 
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She observed music teaching in a Kecskemét music elementary school, she thought to 
herself, this is propaganda.  Upon driving back to Budapest that night, they passed a 
regular elementary school building and MHR asked if she could observe in that school 
the next day.  She was told that she could observe the music teaching that night! She did 
not know that because of the bombing of World War II, few schools remained standing, 
and children came to school in three different shifts.  The conditions were deplorable, bad 
air, no lighting, very hard conditions. 
 
When they went into the school, MHR was introduced and the principal, teachers and 
students were amazed that an American would want to see the teaching.  MHR observed 
that the music teaching was nearly the same as in Kecskemét.  Music elementary schools 
and regular elementary schools both had music with highly trained music teachers, but 
the music elementary schools had more time devoted to music education.  MHR was very 
impressed. 
 
MHR was taken back to Kodály gave her Erzébet Szönyi’s books Music Reading and 
Writing, Vols. I, II, III.  MHR did not realize that these solfége books were intended for 
elementary, middle and high school MUSIC schools, not the regular schools. 
 
 
6:00 
 
When MHR listened to the pentatonic folk songs sung by the Hungarian students, she 
thought that Americans did not have pentatonic folk music.  She flew home from 
Hungary and sang the songs that she had always known, and discovered that they were all 
pentatonic.  She had never even thought of the music tonality, she just taught good 
American folk songs. 
 
I arrived in America on July 26, 1960 and went to Santa Barbara, CA, and MHR returned 
to California from her trip to Hungary a month later.  My husband was a professor at the 
University of California, Santa Barbara, Artist-in-Residence and conductor of the Santa 
Barbara Symphony.  We were reunited after 14 years. 
 
 
7:25 
 
I told my husband I wanted to see what kind of music teaching was going on in America.  
He introduced me to Mrs. Jamison who was an education supervisor in the area.  She told 
me that there was little music in the schools due to Sputnik but she could take me to see 
two teachers.  One teacher was older and was teaching children American folk songs and 
some popular songs.  The other teacher was a young woman with a beautiful operatic 
voice.  She had the children sitting on the floor just listening as she sang Mozart arias. 
 
I showed Mrs. Jamison the Jenö Ádám elementary school music books and explained 
some of the Hungarian music teaching approach.  A few days later she called me to say 
she received a California education journal with an article about music teaching by Mary 
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Helen Richards, music supervisor of the San Francisco School District.  The article 
showed a few pictures like the Hungarian music books I had shown Mrs. Jamison. Mrs. 
Jamison put me in touch with MHR and MHR flew down to Santa Barbara for just one 
hour to meet me at the airport. MHR told me how she got to Hungary and what she did 
there. She told me about meeting Kodály and observing in the Kecskemét and Budapest 
schools.  We kept in close touch after that first meeting.   
 
 
8:47 
 
Kodály had give MHR the Szönyi’s books, which were for solfége studies in the music 
schools. MHR was not told about Jenö Ádám and his elementary school music books, 
probably because the books were banned due to the national folk song and religious song 
content. Not speaking Hungarian, MHR was not aware that the Szönyi’s books were not 
the same as the elementary music books. She had spent one hour in Kecskemét and one 
hour in the Budapest school.  She did not really know what the method was.  She had 
certain sections of the Szönyi’s books translated for herself and saw a few pages of the 
Ádám first elementary music book with colorful music element illustrations. From these 
ideas, she put together her music charts for use by CLASSROOM music teachers.  And 
they sold like candy.  Every school district and university purchased these unique music 
charts. 
 
 
9:53 
 
In my first week in Santa Barbara, I read in the newspaper that there would be a concert 
“preview.”  I learned that in America, rich people donated money to the symphony, but 
they didn’t know much about music so someone would speak to them about the music in 
a “preview.”  The concert included Kodály’s Peacock Variations so I told my husband I 
would like to go and hear what Americans were saying about Kodály’s composition. My 
husband took me to the Santa Barbara Biltmore Hotel, and there I was with the only dress 
I owned.  Nobody knew me and I didn’t know anybody.  When the preview lecture was 
finished, all the old ladies congratulated the lecturer.  I said to him, “I’m a Hungarian and 
I came here from Hungary.  I can tell you that I never thought that the Americans had 
such enthusiasm for the music of Kodály. The lecturer asked me to have lunch with him. 
 
11:39 
 
We sat down at a table.  I had no idea who he was and he didn’t know who I was [the 
man was Dr. Robert Trotter].  He was asking: Did I know Kodály? Did I know Bartók? 
Did I know Dohnányi? He asked me about my connections to them.  I told him that we 
also have a new way to teach music and that it worked really well for us.  He took a 
napkin and said, “Write your name and address and you will hear from me.”  I told my 
husband that the man said I would hear from him, but a whole month went by.  I don’t 
know what he thought that I would hear from the man. 
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12:39 
 
At the end of September we received a letter from UCLA to Mrs. Dániel.  I didn’t read 
the letter because it was from the Music Department; I put it on my husband’s desk.  
When he came home he said, “You have a letter from your friend.” And I said, “Who’s 
my friend?” My husband, “Read the letter.” “And what did he write?”  My husband said, 
“That  Monday you should go down and give a lecture at UCLA.” I said, “What a 
lecture? What should I lecture on? Who was the guy?” 
 
He was the chairman of the music department at UCLA, Dr. Robert Trotter. 
 
 
13:24 
 
 And so my husband told him, I don’t drive. So he said; “come down to Santa Monica 
…..And then he picked me up. And I’ve never seen before Los Angeles on the campus he 
pointed out the different buildings, what they are. and I said where is my church? But it 
was the church that Kodály spoke so glowing of, Santa Carlo, UCLA 
 
14:10 
  
And then we started to go on the stage, two chairs. I said, “Dr. Trotter, you don’t mean 
that I go out there, what do I do there?”  He said; “I’ll ask you questions. Don’t worry. 
What ever I ask, answer.” And I said; “Who will be there?”  “Oh, just a few people, 
musicians, students, just a few people.”  It was totally full.  They were conductors and 
musicians of UCLA and students. And then he asked me questions. How did I meet 
Bartók and what was my connection to Kodály. He say, “You told that you have a new 
music education system, could you explain this for them? I had to think, how do I do that. 
Give me five minutes and I will find out what I should do.   
 
15:05 
 
And then I told them how Kodály came across a song collection written down by a 
professor from Vienna who had been a war prisoner in Russia during World War I.  The 
guards in the war camp sometimes sang strange songs.  The professor wrote down the 
songs and asked the guard who he was.  The guard replied that he was a Cheremis.  The 
Cheremis people were part of the language group of the Magyars (Hungarians).  Kodály 
understood the significance of the strange Cheremis song’s music that the Magyars had 
sung for a thousand years, even though they had no contact with those peoples.  The folk 
songs were the same tunes, but with different words.  This inspired Kodály to become an 
ethnomusicologist. 
 
16:10 
[Continuing the lecture to the UCLA audience] I told the audience that Kodály 
commissioned Jenö Ádám who was the fantastic teacher who loved and taught children 
music for many years.  He really had the experience of knowing what you should be 
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doing for the children. Kodály also explored children’s songs and found that children all 
over the world sing on  s-m, s-l, l-s-m-d.  He (Ádám )put together the sequential 
curriculum of teaching music and it was a great success.  He also always used good 
poetry in teaching music. 
 
16:56 
 
I told them [UCLA audience] Ádám looked for how music was being taught in Europe, 
such as the Chevé rhythm speaking syllables from France, the do clef from Jöde in 
Germany, the Curwen hand signs from England for our children to use. Many of the older 
teachers did know how to use hand signals. I’ll show you a Hungarian folk song that we 
end of do-la.  I showed the song with hand signs and the audience sang beautifully from 
my hand signs.  I showed another on, they sang it perfectly.  
 
17:52 
 
And then, a little bit, I told how Kodály was getting involved in folk lore. He had 
collected children’s songs also and realized that music teaching should not start with 
major and minor, but with S-M, L-D-M, etc. His idea was that children should sing more 
folk song and have a better connection to classical music. Kodály emphasized the 
comparison of folk and classical music, that folk leads to classical. 
 
I explained that hand signals could be used at a higher level, for instance, at the end of an 
elementary class (5th or 6th), I liked to end with a two-part Bach chorale sung from the 
teacher’s two-hand signals.  I said I would show them one.  I told one side to sing with 
my right hand and the other to sing from my left hand.  We sang the Bach chorale in 
solfége in two parts. They had never seen anything like it. And I got a standing ovation. 
 
18:55 
 
Then Dr. Trotter said, “do you know another one?” Yes, I have done them all, anything 
you want I will show. But then they asked me to do …(external noises disrupt recording) 
And so I had the two part and the two hand signals. And they gave me again a standing 
ovation. 
 
LF:  Wow! 
 
KD: And that was the end. And Dr. Trotter took me up to his office and he wrote 
something and he gave it to me. He was a composer, he was not a music educator. In 
California University…music education. ..just in the state. So when I came home, I told 
my husband, “everything went good. And I did a good job, I feel like I did a good job.”  
And I said, “he wrote me a letter.” It must be a thank you, here is the letter.” “You didn’t 
open it.” I said, “I didn’t have the time.” He said, “Do you know what is in that letter? 
That on Monday, you teach at UCLA.” (the classroom teacher had to take one semester 
of music).  
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LF: My goodness. 
 
20:15 
 
KD: A contract for me. And that was awfully touching because I didn’t know anything 
about the school system nor the university. I did know American folk music ….like we 
sing in Hungary like Yankee Doodle and  then the  Glory, Glory Hallelujah, but that was 
all. And she told me that in California system they don’t have music, never the less the 
school teachers, they have to advance ...the music. And how …..and to test them, I 
thought I wrote out the melody on the ledger…how can we sing it now? 
 
20:59 
 
I started to write. “What are you writing about?” I said “ a music melody.” “What are 
those five lines? Why don’t you use one line?” I said; “ In music we write on five lines.” 
He said; “I’ve never seen that.” I said; “Where are you, you have never seen music 
lines?” “Not like this.” I said; “What type of music writing did you see?” I thought, 
words, or something like that. Then I said; “Are you from the moon that you haven’t 
seen, you must have seen some music writing in America.” And then the others didn’t 
know how to read music and so on. When the class was over, I said to Dr. Trotter; “How 
do I teach these people anything? They don’t know what is a staff. “Try to do as much as 
you can, and they learn as much as they can.”  So that was UCLA.  
 
22:00 
 
When I went I told them I would like to start with some very easy piece and you can help 
me with that. For the next day, every day I teach for an hour: “For next day, bring me two 
children’s songs from your childhood that use two sounds, based on two sounds.”  The 
next morning on the desk they put all these songs. The first was a Japanese book, very 
old, very brittle. I told the people, I don’t speak Japanese, but I could sing the songs, I 
made up some words. …….”That was an American song.”  “That was a Japanese song,  
that was my grandmother’s book, more than 100 years ago. I said, “Okay.” I put that one 
down and I sang another song. I started to sing (Dr. Dániel sings a short two note phrase) 
. “Our teacher taught that, she’s dead now.” They are all the same human being. That was 
all the same song. It was really unbelievable that everybody that brought it was the so-mi. 
So that was the beginning. 
 
23:23 
 
And then Dr. Trotter (I can’t remember is it was after two or three years) left UCLA and 
went up to Oregon. He was the music department chairman in Oregon, you know that.  
 
L: Right, and that’s how you got up to Oregon? 
 
K:  There was a music educators’ conference, the Northwestern MENC conference in 
Oregon (1963??). So Dr. Trotter invited me.  He was really glad that I was very 
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successful at UCLA. By that time I think I knew a little big more about universities and 
the school system. At that time none of Kodály’s educational material was published in 
the U.S., so I brought my Kodály 333 (Elementary Exercises) book from Hungary. I 
showed the conference participants in my session that Kodály wrote exercises for sight-
reading—they looked very simple, but all the music forms were found in them I showed 
them how to teach and practice rhythms, scales and forms from the 333’s. 
 
24:54 
 
KD:  I had such an unbelievable success that these people told the other people, band 
people, choral people and other musicians. My session was discussed so much at lunch 
that in the afternoon, Dr. Trotter opened up the university art museum auditorium for the 
orchestra and band players, the choral teachers and all the others.  They all wanted to hear 
my session.  I had to do it all over, once more. 
 
LF: My goodness. You were a big hit. 
 
KD:  I told the audience that I knew a music supervisor in San Francisco, Mary Helen 
Richards,  who was writing a book on music teaching for classroom teachers on the 
Hungarian method. I told them how I met her and what she was working on for school 
children.  Then I called Mary Helen and said to her, “Could you come up to Oregon, they 
want to know you.” She told me the book was not yet finished, but I told her she should 
come up even before it was finished, there was an unbelievable interest in it.  She came, 
and even before her book was printed, she sold 300 copies there. 
 
She came and explained how she got her ideas, and all the story behind her and how she 
started teaching children and trying to teach classroom teachers something.  She never 
intended to make it for music teachers; it was for the classroom teachers. 
 
And after that conference I started to get invitations from all over the United States.  I 
taught in many universities in the Untied States and Canada and trained many teachers.  I 
taught at Interlochen for many years with my husband. 
 
Important addition: During this same time, the early 1960s, I was already teaching 
music and developing the American adaptation of the Kodály approach at the San Roque 
School in Santa Barbara, CA. Sister Lorna Zemke was learning from me and teaching 
music at her school, too.  I have videos, journal articles form this time because it was the 
first school in the United States where the so-called Kodály method was being fully 
taught. 
 
 
LF: So that was really important. 
 
KD: You know I was 50 years old, I’m 92 right now. 
 
LF: That’s amazing. 



         380

 
KD: I came here, you know I was 14 years separated from my husband, because of the 
iron curtain. 
 
LF: That’s hard. 
 
27:39 
 
KD: I told Dr. Trotter; “I didn’t come to America to teach and make a career.” He said 
“you should do this.”   
 
Before Mary Helen Richards, nobody had ever heard about Hungarian music education 
or the so-called Kodály method.  But MHR, since she only met Kodály he gave her music 
education materials, she thought Kodály made the method and she is the one who named 
it the “Kodály Method.” 
 
In 1963/64 I lectured in many places and I had to use Mary Helen Richards’ charts 
because I didn’t have anything with me from my country. But I told them that I put the 
charts in a different sequence then I filled out the gaps to sequential teaching of music.  
And I tried to explain MHR’s charts.  
 
[And I also showed what the Hungarian method was. In our method nothing is told for 
the student. Jenö Ádám believed that the students themselves should feel and say it.] 
 
KD:  For instance, in teaching basic rhythms, MHR used “phant-‘phant-el-e-phant” 
which was incorrect according to what we believed.  We believed Jenö Ádám, that the 
child would always discover new things, say “duck-y, pup-py, kit-ty” and clap and speak 
the rhythm.  It was better to use a single word for children, rather than using parts of 
words.  MHR put all the words to the rhythm and told the children.  So that’s not what we 
had - the method was to have the children find everything for themselves.  Nothing is told 
them. 
 
LF: It has certainly changed music education in America, I think. 
 
KD: Not all over. 
 
KD: You know, in Oregon I have a very good friend can tell you a lot about…I work 
with these people, they publish books….and then her husband died and she moved her 
whole business to Oregon from New York. 
  
LF: Oh, Sylvia Perry. 
 
KD: Sylvia, do you know Sylvia? 
 
LF: Yes, I was at the convention with her a couple of weeks ago. 
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37:45 
 
KD: Yeah? Just tell her, she knows me real well.  
 
LF: That’s what she said. 
 
KD:  I met her in Seattle and she told that she was in Oregon. I said how on earth did you 
bring the business to Oregon from New York?  I showed her that I was still using the 
Caribbean folklore book that I got from her 42 years ago.  And my classes always used 
that book.  Sylvia invited all my Kodály friends to a dinner when we were at the MENC 
convention. 
 
LF: She’s another person I have to interview before I get finished with this.  
 
KD: Yeah.  
 
LF: Well, I so appreciate talking to you. You are just a marvel to me with what you’ve 
brought to this country and how you’ve shared it. 
 
KD: I could send you my whatever I wrote up for the Kodály Organization. [the west side 
story and Denise Bacon east side story]. Do you know how that came about? 
 
39:00 
 
LF: Not exactly. .  
 
40:35 
 
I demonstrated also how I teach in piano. All my life I taught both in Hungary and 
America. In Hungary my students already had two years in the music school when they 
started piano.  Here I had to find some other way to start to teach the children who didn’t 
know one song or had any music before. 
.  
42:21 
 
I put together my piano approach according to the Kodály method and it really worked 
very much. And I have been in so many places to demonstrate and show how I teach. 
 And many, many people use it. [And then a few years ago I had a lady in my Kodály 
class at USC and she was ready to write a dissertation for her master’s degree. And she 
asked “what do you suggest I write” “Would you like to write about my piano teaching?” 
“Oh, very much.” No she has put together from that these, music books, every folk song 
and she found famous paintings to illustrate them. Kodály did that. The story of the 
songs, the background is included. I use many different folk songs. We hope it will be 
published that and I hope will be a big success for everybody.  
 
43:32 
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LF: Amazing. I haven’t looked at your piano series because I teach general music, I’ve 
been doing the Kodály levels training with Susan Brumfield here in Oregon, but I haven’t 
looked at your piano things. I need to do that.  
 
KD: You know, I use the folk songs in my piano teaching. In Hungary we never just 
teach C Major, you teach the exercises ….all from C, we don’t do that. Children learn the 
technical things first of all, which I have never seen in the United States. I joined the 
music teacher association, but I also judge competitions. And I never have seen anything, 
that first you have to prepare the hands of the child. Because if you don’t prepare in the 
beginning then that’s a big mistake. Children will never be able to play really very good. 
And I put it together with the folk songs. When I sing the children the song, they have to 
write it down. They remember the melody…and they have to sing in solfa…do, re, mi, fa, 
sol. They build and play all their songs from every key.  You would be interested? Maybe 
we could send you a video or copy of the thesis which illustrates 35 lessons and materials 
of mine. 
 
45:00  
 
LF: I would love to see anything.  I used to teach piano. When my kids were little, I 
stayed home to be a mom and taught piano, but I was ...I had never seen any of your 
things. In Scappoose, it’s mostly beginners, because we’re not a town that has people that 
are all that interested in music, unfortunately.  
 
You have been so generous with your time and I thank you so much. 
 
KD: I could send you, but I don’t know what else you need. 
 
LF: I’m basically trying to trace what happened in the State of Oregon and how that all 
relates to how we changed the way we were teaching because of course we hadn’t heard 
of Kodály and  everyone has, even though they don’t all follow a Kodály philosophy of 
teaching. 
 
KD:   In recent years, the Hungarians don’t use the term “Kodály method” because 
Kodály really had nothing to do with the method.  Jenö Ádám was the writer and 
developer of the music education curriculum known as the Kodály method, but he was a 
persona non grata, like myself, and no one, none of the Americans who visited Hungary, 
were told about him. And so that was very, very aggravating, but now they try to 
recognize Jenö. Ádám somewhere, I think that’s nice that they have music schools and 
choral competitions in his name in Hungary. 
 
LF: That’s good. 
 
KD: But you see, Ádám is no more alive. Kodály was here in the conference in Santa 
Barbara and then in San Francisco. “Speak about your method.” He replied  “I have never 
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made a method.” I have that on the tape, I can show you [interview of Kodály 1966, 
UCSB] so they don’t call it the Kodály method anymore 
 
LF: What do they call it in Hungary? 
 
47:07 
 
KD: Just teaching, our music education teaching was never given a name, even though 
Jenö Ádám made the method.  But now everybody knows that Jenö Ádám made the 
method. For so many years he was put to the side and did not get the recognition for his 
contributions. 
  
LF: I see his name much more often when I look at more recent writings about the whole 
philosophy and method of teaching.  
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Interview:   K-008 
Date:   18 August 2005 
Place:   Santa Barbara, California, home of Mrs. Katinka Dániel 
Narrator:   Mrs. Katinka Dániel (KD) 
Interviewer:  Lynnda Fuller (LF) 
Re:   Katinka Dániel’s workshop on the Kodály method at the 
University of    Oregon in 1964.. 
 
 
LF: We’ll just talk about Oregon and I’ll do the video if that is okay. 
 
KD: Ya. 
 
0:42 minutes 
 
LF: How did you get to Oregon in the first place?  
 
Dr. Trotter, I went to his lecture about that preview for the Los Angeles Philharmonic. I 
didn’t know who he was, but then he invited me down to his       to speak to some music 
teachers .And then I knew who he was, he was the head of the music department. And I 
taught there for two years. Then in between, Dr. Trotter left UCLA and went to Oregon 
to be the head of the music department. He did know my work. When the northwest 
convention came up, he personally invited me to come up and show what really Kodály 
method is. It was very hard because in that time I had no idea what is the school system 
here and what would be the interest of these people who would be, I didn’t even know 
there was such a conference because we never had something like that. I also told Trotter 
that if I brought the 333 Kodály Exercises. And I would like to show them what fantastic 
little collection that is. You can teach from that form, harmony, two part singing, three 
part, form, anything, even though they are just pentatonic exercises and composed by a 
genius. And so I had that book with me, my 333, in that time Kodály was never printed in 
America. So we made, with my husband 50 copies because we didn’t know ….or not. 
And then I demonstrated, and it was something so new that the people have seen how I 
demonstrated how to use that for skills, for harmony teaching or form teaching. After my 
session was over, these people who heard me went to all the other classes and said: “stop 
and just come to her teaching.”  
 
2:56  
 
So then with lunch, I wouldn’t have had anything to do afternoon, but I had so many 
more other people, band leaders, and instrumental teachers, and choral teachers, they 
wanted to hear what ever that is.  And so then Dr. Trotter went down to the museum 
where there was a big room for all these people to sit. In the afternoon, I repeated once 
more the same about the 333.  And I also told them, they didn’t know who was Mary 
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Helen Richards. I told them about her. Just in the same year that I arrived here, she was 
with her husband who was a professor at Stanford University. 
 
 
3:40 
 
On the sabbatical. She was amazed that in all these cities in Europe she just heard, “that’s 
a Hungarian conductor,” “That’s a Hungarian violinist in that orchestra.” She said; “How 
on earth do they teach music in that tiny little country  that all over … I always run into 
some fabulous musicians. And so then, she wrote a post card that asked; “how do you 
teach music.” And her husband said, “Are you out of your mind?” “Who will get this?”  
..Two weeks later she got from Hungary a letter: “If you would like to see, you are 
welcome, and we will show it to you.” So she took a Dutch friend. She said, “maybe the 
communists will arrest me… They went in the train from Holland and by the train station 
she was met by an interpreter from the music education state department. And she was 
first taken to Kodály. And she told that “you know that when Sputnik was shot up, 
afterwards they took out all of the music from the schools and put in science and so we 
have no more music teaching in the schools. That very much bothered me, especially 
when I see that you still somehow teach music. How do you teach? 
 
5:06 
 
 And Kodály told, “if you would like to see, I would like to show you down to Kecskemét 
where we have a special demonstration school.” So that day she was taken down to 
Kecskemet to that Kodály School. This is a music elementary school where the children 
are tested. And so not everybody can teach in that elementary school. And they have 
every day in the classroom the music plus every day also instrumental, teaching what 
ever they selected as an instrument. Mary Helen was absolutely …she felt, “that’s 
propaganda.”  That’s not possible in the school. Then the next day when they went to 
Budapest.  
 
5:58  
 
On the road back in the outskirts of Budapest she saw a building and she asked the driver; 
“Is that a school building?” “Yes.” “Can I come back and listen to what ever they teach 
there?”  She said, “right now you can. She didn’t know that very many schools were 
bombed down and the school children were in shifts. For instance they went in three or 
four shifts to this school because there were not enough classrooms left. So we had to do 
that. And then in, it was the afternoon, the late afternoon, so that was the third shift. 
When they went in told, we came, “I would like especially like to see what they sing 
here. What do they teach?” They called back the music teacher and she demonstrated the 
same thing which she did see in Kecskemét.  
 
6:48 
 



         386

She didn’t know what was the grade and how many lessons they had. We teach the same, 
just those who have twice in a week music, are much slower than those who have 
everyday. And then she was taken back to Zoltán Kodály. And Kodály, he didn’t know 
what the lady was and what she wanted to learn about that.. So he gave her Mrs. Szönyi’s 
three books. Mrs. Szönyi was a music educator, she was the solfége teacher at the music 
Academy. She wrote three books. The first solfége book is for the children who are in the 
elementary schools in solfége; the next book is for the junior high school, or  high 
schools; and the third one is for the music academy. So that was what they did in the 
classroom, but Mary Helen who didn’t read Hungarian, not a single word in Hungarian. 
So when she started to make these posters for the schools, and not knowing the language 
and really nobody made her understand really what the true method is. 
 
8:13 
 
 Therefore she picked up what she thought was right, but she really didn’t know.  For 
instance, what she made differently. When we teach children something new, they have 
themselves to find what ever that is. For instance when teach all the children in the first 
grade what are the quarter notes, we call them tah. Then you would like now to teach the 
ti-tis, the eighth, so the quarter note back to the eighth. The best thing is the children have 
to clap to it, they say [and she clapped the words] dog, cat, duck. Okay now say the 
babies: [she claps the new words] doggie, kitty, ducky. So say dog and then…dog, 
doggies; cat, kitties; duck, duckies. So how did you clap?  Slow-fast, slow-fast. slow-fast. 
So they themselves have to hear what they did. But what she put it up phant phant el e 
phant.  
 
LF: I have to plug in, hold that thought, I’m running out of juice….talking about the 
electric outlet… because the video camera ran out of battery power.  
 
10:22 
 
KD: So, Mary Helen, she did see that we had the quarter notes and the eighth notes, but 
she ended up phant-phant-el-le-phant; which I would never do. But you have to read it for 
them before they can read it in the reading method. And also they don’t know it; that 
word phant-phant-el-le-phant. So they can not themselves derive from that what is really 
the rhythm. She just picked out a few things from the books, but she didn’t know the 
continuation or how that is done.  
 
11:05 
 
Never the less, she was all over, every kind of get together with musicians. Whether it 
was a convention or just a meeting all over the United States, they all bought her 
publishing, her charts.   
 
LF: Right, her Threshold to Music charts.  
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KD: But when I lectured in Oregon, her books were still unpublished. It was still 
unpublished, before publishing. And I called her and I said: “Mary Helen, I’m up here in 
Oregon and there is such an interest, I told that, there is an American lady who is doing 
that for the American schools. So I told; “you have to come up and tell whatever you are 
writing and how you did get to that. And so she then, the next day she flew up to Oregon. 
And she told about her trip to Budapest, what ever I told you right now. By the way, 
that’s in the forward of her first book. And then she told what she is publishing. And do 
you know, she sold 300 of her books and charts.  
 
12:24 
 
They had not even seen what that was. Now, they were all over. Every school, every 
university had her charts. And everywhere she went that was a fantastic success. Because 
there were many places where they taught music. But not in that sequential and very 
much for children in that way.  
 
When I started out, after I was invited to explain what those charts were and how to use 
them. I had to tell them, that’s not really our method. I don’t know American ways. She 
[Mary Helen Richards] told that the music was taken out from the schools. Then the only 
people who can work some music for the children are the classroom teachers. So all what 
she did was geared to the classroom teacher. Never the less, for the classroom teacher she 
could have shown what really was done. But she was just one day, two days in Budapest 
and from Mrs. Szönyi she really couldn’t figure it out that way. So it would have been 
very hard.  
 
13:45 
 
So very many universities invited her and me to speak… But I told, that’s not good, I 
don’t teach that. If you have the charts I can show to the people. And show how they 
could put it in a sequential order and fill in certain things.  But, anyhow, it was a very big 
success and really what she did was very good. I have to tell you that even now, they 
have a group or association or organization they teach and study her work. They are not 
using that much rhythm groups and then the posters. They mostly teach and do games 
and that is very successful. Mary Helen taught very many games she did know and she 
was a very fine musician. 
 
14:39 
 
It’s very sad, because when she first was in Budapest and then came home from Holland, 
she told “I thought that in America we don’t have pentatone songs. Then I started to hum 
the songs which I for so many years taught and I found that they all are in pentatonic 
scale. So that for her was really something. Very happy because now she could a little bit 
more gear it to that and analyzing the songs of America you find pentatone scales. 
 
15:11 
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LF: So you and Mary Helen there for one day or two days in Oregon together? 
 
KD: In Oregon, two days. 
 
LF: Two days. 
 
KD: And she was with the other musicians. I stayed, I was Dr. Trotter’s personal guest. 
Because we did know each other… The others at the university. He invited me and in 
between we visited. I had with him many times …meetings… left Los Angeles, so I 
stayed with them. So Mary Helen stayed, I don’t know, maybe dorms, I really don’t 
know where the other people were. It was a freezing, very cold winter and we didn’t have 
water because all the facets were frozen.  
 
LF: That must have been frustrating for the conference people. 
 
KD: Very hard, but what could they do? 
 
16:05 
 
LF: Thank you so much. 
 
KD: So she sold 300 books there. You know Mr. Kingly [sp?], when I went up to 
Vancouver to the university he told the professor he would like that I should go out to his 
school and he invited, not only from his school the teachers, but from the surrounding, 
from the outskirts of Vancouver. And he was a very nice man and they were very much 
interested. So there for instance we were like that conference where you speak for one 
hour or something. But it was something when you teach them. So it was two weeks or 
something like that. We worked in the morning and in the afternoon.  
 
LF: So you got a lot more out of it. 
 
17:03 
 
KD: Ya, Naturally, I told them right at the beginning that I knew Mary Helen Richards 
and I have her books and whatever but I would still like to show them what we do and 
what I think of  Mary Helen. 
 
LF: Right, because what you do is a lot different. 
 
KD: Ya. 
 
LF: It’s that whole sequence that, well, Mary Helen’s we used those when I was student 
teaching. It wasn’t until I took the Intro to Kodály from Domby that I began to see the 
sequence. Then when I did, I’ve done Level I and Level II and then it all comes into 
place. 
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KD: You know many things, how could she know it.  The big mistake was, I don’t know 
if Kodály knew it, that she would like to that for teachers or what ever. And came up to 
Stanford …with the solfége books. That was another thing that was, that you could not 
teach everything with the solfége books because that was for professional. Professional 
cellists or composer, not for the elementary school children. Not even …for instance, for 
the big solfége classes I taught from that book. But that was solfége, that was not school 
teaching. So that’s very different. And she used this naturally, but nobody ever thought 
that there shouldn’t be any…because in that time, it was like the Hindemith book was 
here the most used and there was another one.   
 
19:03 
 
Anyhow, the universities, when they taught theory and ….they used those books. They 
were very different. 
 
LF: That’s a whole different world. 
 
KD: Ya, very different. Because first of all they didn’t start with the pentatone scale, 
very, very different. And the people also, even now, many times I get into that. When 
they say, we need less students in the classroom, if we had less people it would be better. 
That has nothing to do with it, we had 60 children in a classroom. 
 
LF: That’s a lot of kids.  
 
KD: From wall to wall even .. And so I had, once in a week I went out with them in the 
parking lot and we had the games. The only possibility anywhere else because the class, 
it was wall to wall. It’s not how many children you have in a classroom, but what kind of 
a teacher you are and what you teach. And if you can hold the interest of the children you 
are successful, but if you can’t, forget about it.  
 
LF: Checks phone message 
 
KD: I would like to play you two videos.  
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Interview:   K- 004 
Date:   February 21, 2005 
Place:   Lincoln Hall 
   Portland State University 
   Portland, Oregon 
Narrator:  Debbie Glaze (G) 
Interviewer:  Lynnda Fuller (L) 
Re:   2004-2005 Kodály Certification Program at PSU and plans for 
   B.M.E. degree. 
 
 
LF: This will be an interview with Debbie Glaze at Portland State University. 
 
LF: I am talking with Debbie Glaze who is, what’s your official title? 
 
DG: Coordinator of Music Education at Portland State University. 
 
LF: Okay and how long have you been doing this? 
 
DG: Two years. 
 
LF: Do you like it? 
 
DG: I like it but I like it more all the time. It’s exciting, it’s fun, it’s compelling, it’s 
exciting because we only have places to grow.  So, yes, I like it. 
 
LF: So you’re in charge of the Kodály Program? 
 
DG: Yes 
 
LF: And you’re the administrative… what is your title? 
 
DG: I’m the Administrative Coordinator of the Kodály Program.  Yes and then Susan 
Brumfield is the Academic Director.   
 
LF: And does she do this because you invite her, I mean you have to invite her back 
every year? 
 
DG: Yes we invite her back every year.  I think it has become such a tradition that it’s 
just kind of assumed that she will come back.  She loves Portland and she loves to do it 
here so and we showed her a great time and a great class situation, so I’m assuming that 
she’ll want to come back. 
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LF: That’s good.  She does all the requirements for, she recruits the staff? 
DG: Yes.  Basically I thinks she’s, she would like to have more staff than we can afford 
but we essentially, she tells us who she needs on the staff and what they are going to 
cover at each level. 
 
LF: And then you pay them. 
 
DG: Correct. 
 
LF: Do you have to arrange for their housing and things? 
 
DG: We do, we have a lot of great help I would say from the summer school people at the 
university who have contract already set up with certain hotels, um, airlines, things like 
that 
 
LF: Uh huh. 
 
DG: Um, shouldn’t say that, I think it’s just hotels but the university helps us a lot in 
terms of paying arrangements and things. 
 
LF: That’s good. 
 
DG: As you look at it, being responsible for it now, how would, is enrollment staying 
where it should, is that a concern, is the program if feel really on solid footing? 
I think that the enrollment is a concern just because summer school programs have to pay 
for themselves.  However, I think we’ve targeted and figured out recently why some of 
the enrollment issues are what they are and so we’re working on those, and a lot of it has 
to do with getting the word out, publicity, mailing things on a timely fashion. 
 
LF: So what are you doing for publicity for this year? 
 
DG: Publicity for this year again we are hampered by the university’s budget, um, we 
have brochures printed up that have been mailed out to the old mailing list and I have 
received copies of the new _______mailing list which I’m going to augment the mailing 
with those things.  There are ads in the OAKE Journal, I have done lots of talking at 
conferences about the actual workshop, um, everyone of our graduate students who 
comes in with any choral or general music focus, I’m urging to take it because it’s a 
wonderful five credits off their plate in the summer and really valid stuff.  As well, we’re 
creating, and almost at the end, almost to the home plate of creating a new music ed. 
degree here, which will include either Orff or Kodály training as a requirement for 
general music, um, educators. 
 
LF: Yeah, that would, would that be a graduate degree then?  Be an undergraduate 
degree? 
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DG: Bachelor of Music Ed. yeah. 
 
LF: And right now you don’t offer a Bachelor of Music Ed. 
 
DG: We do not but that’s, we worked on that all last summer.  As soon as I got this job 
people started planting seeds.  We worked on it all summer, all this fall, and now it’s in 
its final approval process, so I have a meeting today, hopefully it will be at the final level.  
Now, even if it doesn’t go through yet, even if we have to wait another year because 
things move kind of slowly, un, we’re still going to start offering the classes and putting 
them as pre-requisites for the kids before they student teach.  So we will not only 
improve our enrollment in Kodály, but we will train our students better at Portland State. 
 
LF: So will they be certified teachers when they finish this batch of music education? 
 
DG: No, they still have to student teach. 
 
LF: So student teaching is afterwards. 
 
DG: But they will have a lot more in their pockets when they go out to student teach than 
they do now, because right now they have a Bachelor of Arts or a Bachelor of Science 
and they have a lot of credits in the Arts and Sciences but not enough in the music, 
practical music teaching field. 
 
LF: This sounds to me like it’s a little bit more like what it was like in the olden days 
when I went through where you started taking methodology classes as an undergrad but, 
and you student taught and you had already taken elementary methods and band methods. 
 
DG: I don’t know what it was, I didn’t grow up here, I don’t know what that was about, 
but that’s what most good universities do and that is what we are reverting back to rather 
than the B.A.+G… to it will be a B.M. Ed. plus G. 
 
LF: And G…is? 
 
DG: The graduate teaching portion where they’re actually in grad school, taking grad 
classes in classroom management, you know the ed classes as well as student teaching 
 
LF: So that will be a one year plan? They’ll have an M.A.T. or something? 
 
DG: They’ll have an M.Ed. at that point.  And hopefully someday we’ll have an have an 
M.M.Ed., you know, so they’ll have the ability to have a masters in music ed.  Right now 
it’s one step at a time, so you gotta. 
 
LF: Well you gotta do that.  So how will you meet the Orff component?  You’ve got the 
Kodály Program in place. 
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DG: The University of Oregon offers Orff two-week workshop in July like we offer the 
Kodály two-week workshop in August and I have so many contacts, so many friends who 
have done both and just feel huge about the cross training that they get in both that a kid 
could do, a student could do one one-summer, Level I and Level I in the other summer, or 
just stick with on if they like one better, or however they want to do it. 
 
LF: And you would transfer in anything from the University of Oregon that they did in 
those Orff workshops? 
 
DG: Yep, 
 
LF: And there wouldn’t be a limit?  They only do like a one and two I believe. 
 
DG: Right, that’s right, 
 
LF: So they could do those two summer classes and transfer and they wouldn’t have any 
questions? 
 
DG: Yes, they only need one of those for the Bachelor of Music Ed. 
 
LF: So you do only one level of Orff or Kodály? 
 
DG: Right.  Now if they go on to a graduate degree then we can morph their requirements 
in general music, if they’re general music teachers, to use those elected credits in Orff or 
Kodály also. 
 
LF: Okay 
 
DG: But as far as the bachelor’s degree we need them to get a foot in the door in one of 
those electives. 
 
LF: And you get a lot out of even level I. 
 
DG: Oh yeah. 
 
LF: Not everything but you get a good beginning. 
 
DG: Right.  And when you consider what they have in their pocket for band and choral 
jobs they’re really at Level I+ by the time they walk out of here band or choral wise 
they’re not general music wise. 
 
LF: That is exciting to me because I think, I see people coming out and they are not 
really, they end up teaching general music but they don’t have much background at all in 
anything specific.  They’ve had a class where they get an overview and that doesn’t give 
you any skills in anything. 
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DG: Right, right.  It gives you exposure and experience but not a skill based training so 
that’s why we are doing this and we think that, even though it’s a hardship in terms who 
have to go to school in the summer, that it will pay off big time down the line. 
 
LF: So they obviously, in order to get this degree, have to do summer school then. 
 
DG: Uh huh.  If they’re choral general people, instrumental people no. 
 
LF: The choral general music people will have to do this.  They don’t have an option 
then? 
 
DG: Well not the way it’s written now we’ll see, it’s not firmly in place yet, but I don’t 
see, you know, if they are going to be high school choral directors, we might be able to 
give them some kind of other option with that but a general music teacher should not 
have an option. 
 
LF: Do you have any people who, many people who come in planning to be general 
music teachers? 
 
DG: Uh huh 
 
LF: That’s cool. 
 
DG: Yeah, what we have more than that are people who plan to be something else and 
along the way, because of that overview class, I feel there is a practicum, they’re out in 
the schools, they’re seeing what’s going on, we have a Kodály presenter come in and do a 
few things, we have an Orff presenter come in and do a few things, we have a 
______presenter come in and do a few things, they see and teach for each other and I 
teach for them and they see the vast dynamics that are available to them in general music 
and the huge lifestyle commitment that it takes to be a high school band or choral 
director.  A number of them that still want to gig on the weekends or still want to have a 
family life or whatever, change their ideas about what they want to be midstream. 
 
LF: And then they become general music teachers. 
 
DG: Right and they find that they really love it because it is so creative and so dynamic 
and so not all about one thing all the time. 
 
LF: Lots of variety. 
 
DG: And more than you can ever teach is available to teach. 
 
LF: Definitely 
 
DG: Yeah, and it’s not so competitive and so, in the band world it’s pretty competition 
driven 
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LF: Oh yeah. 
 
DG: Athletic driven and things like this.  So we have a good number who come in 
thinking they don’t want to do that and change their mind along the way. 
 
LF: How many music ed. majors do you have a year? You know, on an average do you 
suppose? 
 
DG: 25, 30. 
 
LF: And is that like, that many would graduate a year or is that, I mean that would be 
your total population and then how many would graduate? 
 
DG: In the system, probably 30 or so.  How many would graduate, um, 11 or 12 because 
kids don’t usually decide until they’re about juniors so about half of them graduate each 
year, half of them decide as juniors.  There are a few freshmen and sophomores who 
know they want to be music teachers but not very many.  They usually come to that 
decision after they have tried the opera world and other stuff. 
 
LF: …teach little children, it’s an important thing…. 
 
DG: Hopefully yeah. 
 
LF: Do you see sometime in the future having Orff and Kodály things going year round 
for the students so they wouldn’t have to go during the summer? 
 
DG: You know I’d love to see that.  I really want to pick Susan’s brain a little bit this 
summer about that because I don’t know how, you know, the intensity that both of those 
systems require and the faculty that they require, I don’t know how to do that. 
 
LF: It’s pretty tricky 
 
DG: Yeah, and what I see now as our basic set up at the university, I don’t know how we 
would do that because you can’t do it as a workshop really.  It’s so intense; it’s 8 hours a 
day. And you can’t clock that into the middle of a term. No, I don’t know how we would 
do it.  I’d love to hear her talk about that.  Um, yeah something that some universities do 
it have full time Orff and Kodály instructors on their staff and that’s all they do.  I don’t 
see that ever happening here because of the fact that F.T.E. is what it is and 
 
LF: Right.  How much F.T.E. do you have in Music Ed. here? 
 
DG: Me? 
 
LF: I mean the university 
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DG: Oh gosh, well in our new degree it’s going to go way up which is cool because we’ll 
have faculty who have been band directors teaching instrumental methods classes, people 
who have been…I don’t know, I’d have to add that up.  I can’t tell you that off hand. 
 
LF: Are you the only one whose 100%. 
 
DG: Right, right, that’s me. 
 
LF: Music Ed? 
 
DG: Yep. 
 
LF: You’re the whole department. 
 
DG: I’m the only one that’s full time, I have lots of helpers, but it’s only a piece of their 
job. 
 
LF: And then do you teach the overview class? 
 
DG: Uh huh. 
 
LF: Okay, and that’s required? 
 
DG: Uh huh of everybody. 
 
LF: Of everybody? 
 
DG: Uh huh, that’s an Oregon State Licensure requirement. 
 
LF: That’s good to know.  That’s a three-hour class? 
 
DG: Four hour.  One hour practicum, three hour course work. 
 
LF: So TSPC requires that? 
 
DG: Uh huh. 
 
LF: And that’s the practicum when they go out. 
 
DG: Right. 
 
LF: And see what happens.  And do they do any teaching at that time? 
 
DG: No, they have, there’s all kind of finger printing hoops and things like that as soon 
as they start teaching kids so no they can’t, they’re just observing and noting, watching, 
helping, they can help but they can’t really teach. 
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LF: ‘Cause when they start teaching then you have a whole bunch of liability issues. 
 
DG: Oh yeah. 
 
LF: When you have a student to come out to teach, student teach in general music do they 
tell you whether they are interested in Orff or Kodály and you place them accordingly or 
does it just? 
 
DG: If they have a preference I would do that.  I’m not sure that’s always been done so 
much in the past, especially the Orff but I have a student teacher right now who’s, she 
thought she wanted to be a junior high band director that was her goal, she has a masters 
degree in percussion performance, as soon as she was introduced to these different 
methodologies she fell in love with the Orff idea because she is a percussionist.  So she 
did her practicum, I sent her to watch a really fine Orff master teacher, just actually got 
master certified, and she said oh this person is so much who I want to be so now she’s 
doing her student teaching there.  I think we try to match them up as best we can with 
those kinds of programs.  I have students now who are really interested in Kodály and I 
will, when they end up student teaching, I will definitely want to see them better trained 
in that. 
 
LF: Right. 
 
DG: In that area. 
 
LF: Yeah, how many of your undergrads now take the Kodály class in the summer? 
 
DG: There wasn’t one last summer. 
 
LF: Not a single one. 
 
DG: But we weren’t pushing it. 
 
LF: Right. 
 
DG: This summer I’m pushing it. 
 
LF: Okay. 
 
DG: I don’t know if it’ll work or not. 
 
LF: Right, I think that’s one of the detriments probably is the cost. 
 
DG: Yeah, and not just the cost, I’ve talked to David a little bit about this and I need to 
talk – not just the cost of the class but the cost of the materials and if you’re somebody 
who is trying it out, it’s just daunting.  The materials costs are daunting for a kid so I 
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think, you know, I don’t know how to get around that I’m sort of brain storming, I 
haven’t had time to think about it a lot yet but…How can we make that, text books cost a 
lot no matter what you’re taking. 
 
LF: Oh, there’s no doubt about that.  But this is an expensive piece of.. 
 
DG: Definitely. 
 
LF: I’ve done it and I wasn’t a kid just out of college and I’m thinking that’s a lot of 
money. 
 
DG: And I’m thinking that maybe we can put in place a buy back system so if somebody 
really doesn’t want to continue or finds it’s not their kind of thing that we could because 
there are people who come in every summer just looking for those things.  I’ve just got to 
think about that because the cost is pretty scary. 
 
LF: Do you still get the textbooks and then bring them in and sell them to the students?  
Do you get any used ones or are they not available? 
 
DG: You know last summer I ran the first two days for David because he was in La 
Grande there weren’t enough everybody wanted them and no there were no used ones.  
Now there’s a good idea, we should …. around for used stuff and see if we could make 
that happen. 
 
LF: Well I wonder about.  
 
DG: Amazon.com or somebody. 
 
LF: Right, because if you go online, if I know ahead of time….I go online, I can buy the 
used textbook a month before class. 
 
DG: That’s actually what we should do.  Some of the stuff was even out of print, we 
couldn’t even get it at all but that’s what I intend to do spring quarter is get Susan’s 
and….list of stuff and see if we can get that out to the, the problem is as David has 
articulated and I think it’s really true, people sign up so late for their class that you don’t 
know who they are until the last minute. 
 
LF: You probably don’t have any registrations in yet. 
 
DG: No, not one that I know about, no. 
 
LF: Now if they come to you will you know when you…  
 
DG: They come to the music office and then they come to me after so yeah, but he said 
that people are notorious terrible about registering so you have no idea what you have in 
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terms of how much to order, how many materials to order, etc.  So it might be smart to 
actually email everyone and say order online get your own stuff, it’s cheaper and 
 
LF: At least give those who pre-register could have a heads up. 
 
DG: Okay, good idea. 
 
LF: Thank you. 
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Interview:   K- 002 
Date:   December 21, 2004 
Place:   Lincoln Hall 
   Portland State University 
   Portland, Oregon 
Narrator:  David Jimerson (DJ) 
Interviewer:  Lynnda Fuller (LF) 
Re:   Founding and history of the Portland State University Kodály  
       program the inclusion of Orff and Kodály methodologies in the  
       Portland State University elementary methods courses. 
 
LF: I am interviewing David Jimerson at Portland State University and he is, what are 
you officially? 
 
DJ: Professor Emeritus, Adjunct Faculty, still teaching just voice, no more music ed, no 
more classes. 
 
LF: How long were you at Portland State? 
 
DJ: I came here, just teaching adjunct voice in 1977.  I joined the staff in 1982, I believe 
it was ‘82 as part time just voice and over the years that grew to half time and eventually 
to full time.  
 
LF: And when you were full time, what did you teach? 
 
DJ: I conducted the large university choir and I ran the music education program. Which 
meant that I taught two classes. One was an elementary methods course called “Music 
with Children” and a course called “Introduction to Music Careers.” In that course we 
had a lot of guests come in, people like music merchandisers and people who write film 
scores, music librarians, church musicians, anybody I could think of and hoodwink to 
come into class to give students an idea of the many, many ways that you can make a 
living using music. There was an emphasis on music ed. of course. I always had music 
teachers and principals come in. Mike Judah used to come in quite often to talk about the 
interview process and what to expect when you went out there looking for your first job. 
 
LF: So, you were teaching “Music With Children” beginning about when? 
 
DJ: I would guess probably ’88. 
 
LF: Who taught it before? 
 
DJ: Wilma Sheridan. 
 
LF: Okay, she taught it when I was here. 
 
DJ: Umhm. 
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LF: Back in the old days. 
 
DJ: Yep. And she became head of the department. When she became Dean she didn’t do 
that of course, no time to teach classes. 
 
LF: Well, you did your B.A. at Portland State didn’t you? 
 
DJ: I did. I got a Bachelor of Arts in General Humanities. It wasn’t even a music degree. 
There was an emphasis in music education in my degree and I took all the courses 
necessary to become licensed in the State of Oregon to teach. And then the rest of my 
education I went to the University of Arizona. That’s where I did my Master’s in Vocal 
Performance.  
 
LF: When you were at Portland state, what year did you graduate? 
 
DJ: Portland State, I graduated in 1964. 
 
LF: When you were taking your certification things, did you take the equivalent of 
“Music for Children”? 
 
DJ: No. 
 
LF: So you didn’t have any elementary preparation at all.  
 
DJ: As I recall I had no elementary preparation at all. There was some high school 
preparation, but nothing for elementary. 
 
LF: When you got your first teaching job, did you teach elementary? 
 
DJ: My first teaching job was all elementary. It was vocal music and band, grades 4 
through 8 in Scappoose.  
 
3:45 
 
LF: I remember that. 
 
DJ: (laughs) That’s right. 
 
LF: I remember finding your name in my spelling book and thinking; “how can anyone 
that young be our teacher.” 
 
DJ: (laughs)  
 
LF: If his name is still in our spelling book, he’s too young to be our teacher. 
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DJ: (laughs) 
 
DJ: I’m sure a lot of people thought that. 
 
LF: How long did you teach in Scappoose? 
 
DJ: I started in 1964 and I taught until the spring of ’77. 
 
LF: When you were doing the elementary in Scappoose, was there any idea of the Orff or 
Kodály being integrated into it at all? Was it on the radar? 
 
DJ: No, the only thing that was on the radar was Mary Helen Richards. She was kind of 
big name at that time and a lot of people were incorporating her ideas.  I did some of her 
things although I never actually took a workshop. I did some reading and I did include 
some of her stuff in what I was trying to do.  My main focus was on the high school 
program once I got that. I taught elementary for three years only and then moved into the 
high school choir and then did the high school band for a few years too. 
 
LF: I didn’t realize you’d done high school band too. My goodness. 
 
DJ: Yep. 
 
LF: Were you the one who ordered the Mary Helen Richards Charts that are around the 
district? 
 
DJ: Probably.  I don’t remember actually turning in an order for those, but I wouldn’t be 
at all surprised. 
 
LF: They probably weren’t there when you came. 
 
DJ: I think that’s true.  
 
LF: Cool. You were on the cutting edge. 
 
DJ: I was on the cutting edge. (Laughs) I’d barely even heard of Orff and Kodály. I knew 
who they were as composers, but I knew very little about what they had…the trails that 
they had blazed in music education. 
 
LF: It seems like the early ‘60s is really when it started coming to the United States.  
 
DJ: Okay, that might explain that then. 
 
LF: And why not much was going on out to the rest of us, the general public to find out. I 
don’t think there are music teachers who haven’t heard of them as pedagogs, but the 
general public. 
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DJ: There certainly shouldn’t be.  
 
DJ: When I first took over the music ed. program here at Portland State the Summer 
Session was doing an Orff workshop. It was not run by the music department.  I took it 
the first year just as a student. That was the first exposure I actually had to the Orff 
technique, although by that time I certainly had a good sense of what it was all about. As 
well as what Kodály was all about.  
 
6:49 
 
DJ: And for several years after we did Orff workshops here at Portland State. 
 
LF: On campus? 
 
DJ:  They were never certification workshops, though. We always brought in really good 
people. Then the University of Portland began doing that as well and that is when we 
decided to shift to Kodály. 
 
LF: Was that because you didn’t want to try to offer two in the same place? 
 
DJ: And there was no Kodály being offered. And by coincidence I had that year attended 
the MENC National Convention in New Orleans and saw Jill Trinka do a workshop and 
went up to her. Fought my way up to her after she did the presentation. She was very 
busy, but I handed her my card and I said, “you have to come to Portland, you will be 
hearing from me.” And she actually remembers me doing that. And a month or two later I 
called her and we set up her first visit here to Portland. Her first week was just kind of a 
Kodály potpourri; just this is what Kodály is about.  
 
LF: Do you remember what year that was?  
 
8:09 
 
DJ: We can find that out. Like I said I passed those files along. 
 
LF: So she just came here for one week the first time. 
 
DJ: Right, and the second time, I think for just one week. I would have to look back at the 
records to be sure. 
 
LF: And were those for credit classes? 
 
DJ: They were for credit, but they were not certified. 
 
LF: Not certified. 
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DJ: And then she decided that we really ought to offer a certification program here and so 
it was through Jill’s doing that it really happened. I’ve always just done the 
administrative part of things for it. I don’t consider myself a Kodály expert by any means, 
that is why faculty is always brought in.  
 
LF: You were the facilitator who brought it in. 
 
DJ: That’s right and I’m very proud of that.  
 
LF: That’s important. 
 
DJ: We have some good Kodály teachers in the program now. 
 
LF: Were the people who took the intro classes then your basis when you started? 
 
DJ: Yes, they were the ones who started and actually got all the way through level four.  
 
LF: Do you find a lot of people making it all the way through level four? 
 
DJ: Our level four class will range anywhere from 6 at the most to down to just 1 
graduate finishing the fourth year. Because we are a four year program, some of them are 
three year programs, but we are a four year program. 
 
LF: You are the only one in Oregon, right? 
 
DJ: I think so; I think so. The only one in Oregon, we run every summer for two weeks. 
Monday through Friday for two weeks. 
 
LF: And they get how many credits? 
 
DJ: Five credit hours each time, or each summer I should say. That can be either graduate 
or undergraduate. 
 
LF: How does your level one fluctuate size wise, or your whole program? 
 
DJ: Right, we usually figure. … Here at Portland State the summer programs have to pay 
for them selves. I usually figure I have to have 22 to people to make it work. By the time 
I bring in faculty; pay airfare; pick up their lodging. I have to have 25 students to balance 
the books. Last summer, 2004, we actually profited a little bit, maybe a couple of 
hundred bucks. The year before we lost money. Before that we’ve had some years when 
we’ve made a good deal of money. Unfortunately they don’t let you bank it. But they 
know our program is a good solid one and if we lose money once or twice the people 
over at summer session are willing to still support us and keep us going. 
 
LF: So this is run through summer session, not through the music department? 
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DJ: Actually run through both. Summer session does all of the advertising and over the 
years, exactly how it’s set up administratively has changed. Originally it was all summer 
session, then it switched so that it runs through the music department. But the music 
department in the summer in turn runs through the summer session.  
 
LF: So it is very. 
 
DJ: It’s very convoluted. I have people in the summer session office I work very closely 
with. Steve Harmon, he’s the one who kind of makes sure that it all happens. 
 
LF: It is kind of complicated. 
 
11:35 
 
DJ: It is. It’s very complicated. 
 
LF: How many did you have last year?  
 
DJ: In the course? 
 
LF: Uh huh 
 
DJ: We had a total of 23.  Level I was maybe 10, and then the other ones, were divided 
up, we had only one level 4 and several level 3’s. I can’t give you the exact numbers 
without the files. But last year was actually a very, very good year. We had really good 
people. And for the first time we drew people from all over the country. A lot of people 
came from all over the country. 
 
LF: So how do you advertise to get these people to come? 
 
DJ: We do a large mailing that goes to the public school teachers in Oregon and 
Southwest Washington. We do constantly refine that list because I always hear from 
people, “I didn’t get any information.” It’s on our web site. We do have a web site. It’s 
www.kodaly.pdx.edu. That keeps things going and if people do a Google search for 
Kodály, we will also come up there and we are listed with the national Kodály 
Organization, so people can find us there. 
 
LF: Do you have to do something to prove to National that you are a program? 
 
DJ: Yes, every year at the end of the program we have to send in a report.  How many 
people were involved, how many hours did they spend in each course, and Susan 
Brumfield, our Academic Director takes care of that. She sees that it happens. We have to 
put together. She’s the one who has a better understanding of what the requirements are 
and sees to it that we meet the requirement. 
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LF: So how long did Jill Trinka run it? Then she retired...handed it over to Susan and 
then she… 
 
DJ: What happened was that Jill was the Academic Director and decided who the faculty 
would be each year. I had the academic director do that. And then Jill was here for 
probably 6 years, something like that. And then when she moved to Minnesota, she didn’t 
have time to do that anymore and she emailed me one day and said: “You know I’m not 
going to be able to do this anymore.”  And I kind of panicked and I thought what on earth 
am I going to do. So I called Susan and talked her into taking it over. Susan’s been our 
Academic Director ever since. 
 
14: 12 
 
LF: How many staff people did you have the first year. Was it just Jill? 
 
DJ: Just Jill the first year. And then there were years we had just two. Now we have 
three. We’ve had three for the last several years. And each year, starting with Jill, just 
before she left. She’d tell me, now Susan tells me we simply have to have four faculty 
members this year. And each year I say I’m sorry. We can’t make the budget work. So 
we manage to get by with three with some creative scheduling. The students, some of 
them take course work together. Susan figures out how to make that work. We had hoped 
to have Jill come and do kind of a post graduate course which would be a three to five 
day thing. I know that Debbie Glaze who is now the administrative director is trying to 
get Jill to come next summer. 
 
LF: That would be the summer of… 
 
DJ: ‘05.  I tried to get Jill to come this year, 2004, but she just couldn’t work it into her 
schedule.  
 
LF: Would that be in conjunction with the levels classes. 
 
DJ: Exactly. It would probably start at the same time but the post graduate class would 
finish after 3 to 5 days depending upon what Jill thinks she needs in terms of time. 
 
LF: Now your students, are they mostly already teaching teachers? Are they  
 
DJ: I would say most of them are. Probably 80% of them are actually already out there 
teaching in the classroom. Some of them are undergraduate students here at PSU, we’ve 
had several of them who started our certification program as an undergrad and then 
finished after they graduated and actually had gone on into the classroom. 
 
LF: So they are seeing it all the way through then. 
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DJ: Right. And I do know that Debbie Glaze is working on making the Level I part of a 
requirement to get your teaching certificate from PSU. So that’s going to be a big help if 
she’s able to make that work. 
 
LF:  Will the credits they take here in the Kodály program transfer into a PSU master’s 
program? 
 
DJ: Yes, but they will transfer in as …are we talking about master through the music 
department. 
  
LF: Yeah. 
 
DJ: Or master through the ed department? Either place they would transfer in. But they 
would transfer in, as it is now as elective courses. 
 
LF: So they don’t alleviate any course work. 
 
DJ: There are some requirements that you take some pedagogy and it’s very open ended 
in the M.M. program , sorry the MAT/MST program and it would fill certain of the 
pedagogy requirements. But it’s not actually stated that you have to take Kodály. 
 
LF: I was talking with Jennifer Boss and she was very discouraged because she .. was in 
the first class that had done all four levels and went to look into doing her master’s here 
and was told that she didn’t really have 15 or 20 hours towards her master’s. 
 
DJ: No, there wouldn’t be enough. I’d have to look at the requirement, but I think it is 
like 5 or 6 hours. And then there are some elective courses and it could count in there as 
well. She needs an advisor who would figure out the best way. But probably not all 20 
hours would count toward her master’s degree. 
 
LF: Have you ever thought of offering a Master of Music with Kodály emphasis? Is that 
what you are getting at with beginning to require a? 
 
DJ: Exactly.  Debbie is working very hard at getting a bachelor’s degree that will be a 
Bachelor of Music Ed.  That is where we want to start. Since I’ve retired, Debbie has 
taken over that. And she’s really taking the ball and running fast with it. 
 
LF: So you graduate some people every year? 
 
DJ: Yes, I can’t think of any year we haven’t graduated any. It can range from 6 to 1. 
 
LF: Do you hear, when you talk to music ed. people in Oregon, do hear of a lot of schools 
that are becoming Kodály oriented, or school districts that are saying, “We are a Kodály 
district”? 
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DJ: I haven’t heard that in Oregon completely. I do know that there are music teachers 
who are Kodály people in the districts that are kind of pushing for that.  I did get, I can’t 
even tell you what state it is in now, but there is a private school being started somewhere 
in the Midwest and they are looking for a Kodály certified music teacher.  They’ve 
decided that’s the route they want to go. 
 
LF: That’s encouraging. 
 
DJ: It certainly is. I can tell you this. The people who finish the Kodály certification 
program here at Portland State who are also certified in Orff will tell me consistently that 
the Kodály program had more to offer them. Now they will only say that to me because 
I’m the Kodály person. 
 
LF and DJ: Laugh 
 
LF: When you started this, was the Portland State music department very supportive of it, 
or did you have to fight to get it in. 
 
DJ: Oh, no. They were very supportive of it. And partly because we have 
students/teachers out there coming back for their master’s degrees, in those days it was 
just added course work that they had to take in order to keep their teaching certificate. 
This was something they could come and take to fulfill that requirement. So mostly what 
we offer here at Portland State in the summer time is for music teachers. There are some 
other courses, but whether it be a choral methods class for high school choir directors or 
what ever it may be, it is designed for teachers. 
 
 
20:30 
 
LF: Are most of the people who come from Oregon? This year you had a wide variety of 
people, so how does that sort of shake out? 
 
DJ: Yeah, most of them are Oregon or southern Washington. This last year, as I said, we 
had more people from across the United States, but we’ve always had a few. This last 
year we didn’t have any international students. We had had students from Turkey, Japan, 
and Korea. It’s always kind of fun some international students.  One of the things that has 
helped a lot is we now get a lot of cooperation from the university housing people to get 
these short term summer students into university housing. That was not always the case.  
When we started, if they weren’t going to be here the whole summer, they didn’t want to 
help us and that has changed completely.  
 
LF: So is that something as administrator you’ve had to work through. 
 
DJ: Indeed. Now we get a lot of help from Grant---I can’t remember his last name. His 
name is on our web site as a contact person . If you are going to need housing this is the 
guy to contact. That’s helped a lot  in terms of the students that are coming. 
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LF: That’s helped a lot. The Portland metropolitan area has a lot of teachers but you 
obviously need to attract people.  State wide is there any area that is seeming to send a lot 
of people or no body? Do you get a lot of people from southern Oregon? 
 
DJ: No, it’s almost all surrounding the Portland area. Maybe south as far as Sherwood or 
so, and Gresham, but mostly metropolitan area. 
 
LF: So the people who need housing are out of state people? 
 
DJ: And there are never very many. If we have 25 people, maybe 6 or 8 need housing.  
 
LF: Is 25 a number that you are comfortable with, or is your goal to make the program 
larger? 
 
DJ: Yeah, we would love to see it up from that so we could hire the fourth faculty 
member.  
 
L That would make everybody happy. 
 
DJ: It would make everybody happy. The people who are here wouldn’t have to work 
quite so hard and we could have a lot more flexibility in our schedule. An interesting 
thing that we run into here. It started several years ago. We also have the Bel Canto 
program running here which is just for singers. It’s not an education thing; it’s an opera 
kind of oriented thing. It ran at the same time, which meant that there was no classroom 
space available in this building. 
 
LF: That’s a challenge. 
 
DJ: That’s a challenge. Now we’ve gotten to the point that we start the week after Bel 
Canto finishes. So they’ve wrapped up their program and are out of here. At the same 
time regular music department classes are going on. Just finding a place to hold things is 
really problematic.  
 
LF: So that problem is solved. 
 
DJ: Yep, at least for the time being. 
 
LF: Now your faculty changes sometimes. And that’s all up to Susan or Jill? 
 
DJ: Up to Susan. It used to be up to Jill. I think Susan intends to have the same people 
back that we had this year, Carol Brown and Panni Kovács will both be back and they’ve 
both agreed to do that. 
 
LF: Do you have to deal with contracts, or does she do that? 
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24:03 
 
DJ:  No that is something I do. 
 
LF: So they get a contract. You pay their airfare, their lodging… 
 
DJ: It was very strange, the first year we did it.  We now, we write the contract after they 
get here. We do the whole thing after they get here. New faculty members will say 
something to Susan; “What is this? I’m not going to go to Portland without contract.”  
And Susan says, “David will take care of it, don’t worry.”  So actually …that’s a little 
unusual.  I just agree over the phone to what their salary is going to be or through email. 
After they get here we live up to that. I think our faculty will tell you that they’d rather go 
to Portland to teach rather that anywhere they go and they all teach a lot of places over 
the summer.  It’s because of things like that.  We take care of them. We meet them at the 
airport, we get them to their hotel, we see that everything they need they have. Including 
a check at the end.  
 
LF: So it’s really …you’ve got …as administrator you’ve got to worry about having 
enough students and getting them all registered and having enough faculty and keeping 
them happy, so you have to keep your academic director and then you have to make sure 
everyone else if falling into place. 
 
DJ: As far as getting the students here. Every summer it happens, we put a deadline on 
registration because we have to order in materials and every year; no matter what we do 
the students don’t register, so we have to make a wild guess. And it’s like the week 
before, we’re thinking, “We have to cancel level 3, I’ve only got one person signed up for 
level 3 and then dah da. Monday morning shows up and all these people show up who are 
intending to register when they get here. And we’re not to the point where we can turn 
them away. If we had 40 people signed up we could say, “Sorry you didn’t make the 
deadline.” But we can’t do that. The fact is I’ve got to make the budget balance  and I 
want every student I can get. Then we struggle to get the right amount of materials in 
here. We used to get our materials from West Music and anything we didn’t use we could 
send back. We’ve now started working with Mike Sagen at Portland Sheet Music 
Service. Sometimes he simply can’t get something and maybe I can get them at West and 
maybe I can’t. Last year that happened. I had West send me all they had, because it’s out 
of print and Mike couldn’t get it, so we managed to get by. Once in a while we’ve had to 
go to some of our graduates and say; “We need four more copies of this title, can we 
borrow some?” 
 
LF: Do you still sell those yourself? The university gets them…. I remember 
 
DJ: For a while we ran it through the Portland State Bookstore, but since they aren’t 
music oriented that didn’t work very well. So what happens is we bring the materials over 
here on the campus and we sell them right out of my office here and we return what ever 
we don’t use and hope the books balance in terms of how many checks do I have from 
people and all of that kind of thing. 
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LF: There’s a lot of administration. 
 
DJ: There is a lot, a lot more than people realize. That’s why, somebody will be  a student 
in a workshop and they’ll say to me, “It sure would have helped if you’d send us a map of 
the campus before.” And I’ll think, that’s nice but do you have any idea how many ideas 
I’m trying to take care of (laughs). 
 
LF: There are a million of them. 
 
DJ: There really are.  
 
LF: Do you think it’s making a difference in what is being taught in the schools? 
 
DJ: Absolutely. You know when I look back at when I was a student in the early ‘50s in 
the elementary school and what is being taught in music now, there is absolutely no 
comparison. They get so much better education now. 
 
LF: Do you find that there is a difference in the secondary vocal program when they have 
a Kodály program in the elementary school? Or do you see any connection? 
 
28:30 
 
DJ:  There’s a huge connection because they come into the program being able to read a 
little bit. Not a little bit, quite a bit if they’ve had a lot of Kodály training as opposed to 
the choir teacher in high school having to teach them every note on the page, what it 
means.  
 
LF: Do you see many secondary people using the Kodály system? 
 
DJ: We have had from time to time a few secondary people come and take our workshop. 
Susan and I have talked about this. They don’t come back because they can’t really use 
the folk music and that kind of thing. But if we could set up a kind of banquet type setting 
where they could to choose to take one or two of the courses.  For example, 
musicianship, I think we would get some more high school people coming in. That 
wouldn’t be toward certification, but it would get some more people involved in the 
program. I do know of several people out there who do use the Kodály method for 
secondary. 
 
LF: Is there a secondary program from Kodály? 
 
DJ: I don’t think there is. I know what we do here runs preschool through six.  Again, 
since I’m not a Kodály expert, I can’t tell you if there is something …some curriculum 
developed for teaching middle school or high school. I don’t think there is, you know 
more about it than I do.  
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LF: There’s the older beginner curriculum that she covers in level four, I think you could 
use that.  I see that potpourri where you can come and take maybe all four levels of 
musician ship, and spend a whole day in that room and learn. 
 
DJ: Exactly. 
 
LF: Those sight singing… 
 
DJ: We have had some of the graduate people come back and say, I want to take 
pedagogy again. That’s all she wanted to do because she felt like she needed more 
Kodály pedagogy. That sort of thing happens because there are people who want to come 
back and  
 
[fixing other tape recorder] 
 
LF: Is it possible for them to come in and just take the pedagogy? 
 
DJ: They have to sign up for the whole course. 
 
LF: Okay. 
 
DJ: Unfortunately we’re not set up differently now. Administratively, think about it, we’d 
have to have so many more course registration numbers for people who sign up for only 
one thing or the whole thing or a combination two or three things. But it could be worked 
out. 
 
LF: Do you think it will happen? 
 
DJ:  I do think it will happen in the future. 
 
LF: So you could come back and take the things that you feel. 
 
DJ:  We have had some high school teachers request it.  
 
LF: So you are a little bit driven by the market place in these things. 
 
DJ: Absolutely.  
 
LF: I see you advertise in the Oregon Music Educator, and then it’s on your web site, and 
it’s on the National web site too. 
 
DJ: Yes 
 
LF: When you look to see what courses are offered. 
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DJ: We also buy an add in the Envoy each year. Of course there we are talking to people 
who are already Kodály people. But some of them have only had level I or two levels, 
and need to finish. 
 
LF: And your timing may be better for them. 
 
DJ: Sure 
 
LF: When you offer it. 
 
DJ: We do get people all the time who say yours is the only one that will fit into our time 
schedule.  A few years ago I was very pleased I got a note from my department chair. He 
had been speaking to someone on the phone and this person sent him a note and just as a 
side said; “and by the way congratulations on your Kodály faculty”.  There are many 
people who don’t realize when we have Susan Brumfield and Jill Trinka like that here, 
music educators all over the world know who those people are.  
 
LF: Right, they’re not just… 
 
DJ: We’re right at the top. 
 
33:20 
 
LF: That’s good. You sound really positive about where it’s going and where it’s been. 
 
DJ: Absolutely, absolutely. It just keeps getting more solid each year. As we reach a 
saturation point in the surrounding metropolitan area, more and more of those people are 
already certified, in order to keep the program going we’ve got to reach out. 
 
LF: That’s what I was wondering if it will reach a point where it won’t be viable unless 
you draw in. But you seem to be able to draw in. 
 
DJ: Right we seem to be. One of the things that happens now is that …last year for 
example we had Susan doing a workshop in the east and people went there and took level 
1 and then followed her here and took level 2. So a big name like her helps to keep the 
program viable.  
 
LF: Do you do anything in Oregon in particular to attract people from outside the 
metropolitan area? Or do you see something being done? 
 
DJ: Probably not as much as should be. Because again, we advertise. We don’t advertise 
in the National MENC magazine and probably we need to do that, again as Debbie Glaze 
has taken over administering the program, that is something she can take a look at. Again 
it starts to get really expensive. 
 
LF: Right, what does an add in the Oregon Music Educator cost? 
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DJ: Depending upon the size, anywhere from, I’m guessing anywhere from $225 to $500 
depending on if you want a whole page or a quarter page. 
 
LF: I’m guessing that Teaching Music or The Music Educators Journal would be really 
spendy. 
 
DJ: Right, when you get into the national ones. 
 
LF: I know that the American Band College down in Ashland has a big draw, people 
from all over the country come to that. I went for one summer and that is huge. 
 
DJ: Good, good. Again, certainly if you spend a few more bucks and advertise nationally 
it’s going to pay off. That’s what advertising is all about. 
 
LF: Right. What about the undergraduate Music for Children class here, or what is it you 
call it? Music with Children? 
 
DJ: Right. 
 
LF: How much Kodály or Orff is included? 
 
DJ: That course is a course that ought to last all year and it’s just one term. 
 
LF: That’s just a third of a year.  
 
DJ: Yep, it’s a third of a year. You see them three hours a week for 10 weeks. You see 
them for 30 hours and you are supposed to send them out there ready to teach elementary 
music. I always felt like the best I could do is kind of show them where the resources 
were in the course of that. In that course we would talk about Orff, we’d talk a little about 
Kodály.  Mostly it’s how do you teach quarter notes to kindergartners, or 1st grade 
depending upon where you are starting. It’s very elementary methods and materials that 
you ….in the classroom. The students come out of that course at least knowing what they 
don’t know. They’ve got some idea of how to start and they realize, “I only know a very 
little about what this is all about.” And then we encourage them to go on and if you really 
want to be an elementary teacher, go somewhere and take some Kodály or take some 
Orff. And most of them will get active in the state organizations, going to workshops. 
And as you know, you learn an awful lot there. 
 
LF: Yep, do you have Orff instruments that they work with in that class? 
 
DJ: We have a few Orff instruments.  Some of them are pretty good, some of them are 
pretty old. But at least it gives them the chance to see what Orff is about. 
 
37:24 
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LF: Let’s them see what the real world is, some of them are really old, and some of them 
are better and some of them have seen better days. 
 
DJ: (Laughter) Right. 
 
LF: Do you model Kodály methodology? 
 
DJ: Definitely. 
 
LF: So you do a little modeling of. 
 
DJ: Yep. 
 
LF: Do you do any Dalcroze? 
 
DJ: Yep, again, it’s ….Dalcroze is….we don’t even touch on that as much as Kodály. But 
they certainly come out of there knowing basically what it is. One of the things that I’ve 
always enjoyed is to go out into the schools, because I was supervising student teachers 
and Dr. Browne our choral guy would do the choral and Dr. Tuttle would do the band, 
and I would do the elementary and then if one of us was overloaded we’d shift around a 
little bit. But it was always fun to go into the elementary school and see some of them 
that were just loaded with Orff instruments and see what the kids could do, was just 
amazing. And you’d go into another classroom somewhere somebody was Kodály trained 
and the students were just phenomenal, the singing, and all the stuff that they understand. 
You could see the method really being put to particle use. It pays off, it really pays off.  
 
LF: Do you see...you see a lot of elementary teachers in your job, at least you did. Do you 
see that most teachers are either Orff or Kodály, or is there a lot of eclecticism? 
 
DJ: I would say most combine the two. There are some who are… what’s her name? 
Schnoor? 
 
LF: Nedra Schnoor? 
 
DJ: Yeah, Nedra Schnoor is a phenomenal Orff person and going to see a student teacher 
under her it was just fun because that was Orff. But if I would go down and see a student 
teacher working under Richard Greiner, that was all Kodály. But most of them do a 
combination, and I think that’s the route to go. I think they both have wonderful things to 
offer. 
 
LF: Do you ever see people coming in with the goal of being an elementary teacher? 
 
DJ: Sure, we have students who start here as music educators. And many of them want to 
be high school band or choral teacher, but after they’ve had “Music With Children” 
where they have to do a practicum and they have to go out and observe, I’ve had a lot of 
students change their mind and decide to do elementary after that. I always encourage 
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them—don’t just assume that you want to do high school because that’s where you get to 
quote make music quote, because you can make music with little kids and hardly ever 
will a little kid give you the kind of trouble a high school kid….you know they don’t flip 
you off.  
(Laughter)   So… 
 
LF: You get a lot more hugs from little kids too. 
 
DJ: And I see the little kids in the classrooms, they’ll come in. And they’ll leave that 
classroom and they’re just bundles of enthusiasm and joy and I watch them leave and I 
think I wish I could pick out the ones that somebody’s going to ruin. You know by the 
time they finish high school that joy’s going to be gone and they’re just going to be…no 
happiness. 
 
LF: What we do to children. ..You’re very true; you’re very right. You watch them, by 
the 6th grade it starts to happen and they finish high school and the enthusiasm for 
learning and life…they become so cynical… 
 
41:00 
 
DJ: Right, not all of them, but some of them for sure.  
 
LF: It’s sad.  
 
DJ: It’s really too bad. So the joy of teaching the first and second grade it’s all good. And 
I encourage people; don’t think you can’t make good music with children. It’s a different 
kind of music.  At my church we just did a few weeks ago the Arthur Honegger 
Christmas Cantata.  I don’t know if you know it, it’s very modern. There’s a children’s 
choir in it that was written more difficult than our resident children’s choir could do, so 
we had Mia Savage and her Pacific Youth Chorale bring in the soprano section from one 
of her young choirs.  The piece, there are tone clusters as the choir is crying out “O come, 
o come Emmanuel” and then from the choir loft in the back of the church in A flat major 
the children announce the arrival of the Messiah and my eyes filled with tears. 
 
LF: I can imagine. 
 
DJ: It was so beautiful. And I’m thinking, I’ve got to conduct the score here. I’ve got to 
be able to see. 
 
LF: (Laughs) Don’t listen to the music. 
 
DJ: Right don’t listen to the music, so don’t think you can’t make great music with 
children. It’s possible; it’s such a wonderful sound. 
 
LF: There’s a large growing children’s choir movement that I see in Oregon and when I 
was at Northwestern they were…it was a big thing there….that was the summer of 
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2000…and I see it here. Are any of the children’s choirs Kodály based down here or Orff 
based that you know of? 
 
DJ: I don’t think so, when I saw Mia working with her choir, I didn’t see her using any 
kind of Kodály. But I just saw her getting them warmed up for this performance. In 
Portland now, there’s the Symphonic Girls Choir, the Symphonic Boys Choir,  and 
there’s Mia’s group as I said called the Pacific Youth Chorale, so there are three good 
children’s groups in Portland. And I know there’s a movement out in Hillsboro to start 
one out there. 
 
LF: They are starting one in Scappoose. 
 
DJ: Are they really? 
 
LF: Dawn Matt, our superintendent’s wife, she sings in the chorale, she started one, I 
think she has 5 or 6 kids. 
 
DJ: Excellent.  This group has choirs from very young up through and including some 
high school kids. As a matter of fact I have 2 students here who sang with Mia last year 
and enjoyed it so much they are still singing with her, so there are even college kids. 
 
LF: Is there anything else you would like to say about the Kodály program? You did Orff 
here for a while but you let U of P take that over. But they don’t do it anymore. 
 
DJ: They don’t do it. There’s no certification as far as I know. Although I think there’s 
the University of Oregon has started that again. 
 
LF: University of Oregon offered 2 levels last year. I understand it kind of comes and 
goes, they try to offer some every year, but I don’t know if they every go beyond level 2. 
 
DJ: We really struggle to offer all 4 levels every summer. We’ve talked about as I 
mentioned earlier, maybe we’ll have to cancel level 3 this year, there just aren’t enough 
signed up for it. And sometimes, if any given level is low enough in numbers we just try 
to get creative and have them meet with another level and make sure the assignments are 
appropriate for their level. It’s really tough, but I think there’s a lot to be said for 
consistency. We try to be there every year for them. 
 
LF: Because if you’re not, they’ll go somewhere else or they’ll drop it. 
 
DJ: Sure. 
 
LF: The University of Portland was offering all 3 Orff levels and they don’t offer any of 
it now. 
 
DJ: It’s important to be as consistent as you can. We’ve had students who’ve come here 
from other programs. Lot’s of time they will come from a program where they’ve done 
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Level I and they want to do Level II here and Susan very quickly figures out that they 
were in a substandard program and has them do level 1 again, sometimes they are ready 
for the next level. And we of course lose people who do Level 1 and II here and Level III 
somewhere else. Lots of times the summer the scheduling….when is your workshop and 
what is my schedule like? 
 
LF: Do you find people taking the year off between sometimes? 
 
DJ: Once in a while that’s the case. Maybe a lady has a baby. Maybe they can’t afford it. 
Maybe it’s a guy and he’s got to get a job…teaching school.. in the summer. 
 
LF: Tuition is pretty expensive. 
 
DJ: It is. Ours is the cheapest in the country. 
 
LF: So what is graduate tuition? 
 
DJ: Graduate tuition last year was $860  
 
LF: And then undergrad? 
 
DJ: Undergrad was a lot less, it was $590 and I do know, Debbie would have to give you 
the exact figures, I do know next year they are going to be a lot closer. I think graduate is 
going to stay the same and undergraduate is going to up like $200. 
 
LF: Do you see people taking undergrad when they don’t really need the credits? 
 
DJ: That happens a lot. They will call and say, can I just audit the course. And that’s 
another thing we need to look at, just offering an audit fee. I have to tell them now we’re 
not set up to do that. I can suggest that you register as an undergrad and save some 
money. 
 
LF: And if you were to let them audit, that could alter your bottom line. 
 
DJ: And here we come right back to the administrator’s sitting in my chair, I have to be 
hard nosed sometimes. 
 
LF: It’s a lot more than just spreading the gospel of Kodály. 
 
DJ: Exactly. 
 
LF: I have to ask you to tell us when you were born. 
 
DJ: I was born, you want the exact day? 
 
LF: Well, the year. 
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DJ: May 4th 1941. 
 
LF: You are just a day off from David and Cece, the twins. They are May 3rd, like good 
old Vic Lockyear. 
 
DJ: Is that right? Yep, and Marion Langton, no it was Lyn Langton, her birthday …. 
 
(more birthday talk not relevant to topic) 
 
LF: Do you think Susan will continue as your academic director indefinitely? 
 
DJ: I think so; she really likes it. Coming up here.   
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Interview:   O-001 
Date:   October 8, 2004 
Place:   Beaverton, Oregon  
   Thai Restaurant 
Narrator:  Peggy McDonnell (PM) 
   Nedra Schnoor (NS) 
Interviewer:  Lynnda Fuller (LF) 
Re:   Founding and history of Portland Orff Schulwerk Association  
 
LF: I am interviewing Peggy McDonnell and Nedra Schnoor, how do you spell that last 
name? 
 
NS: S-C-H-N-O-O-R 
 
LF: N-E? 
 
NS: D-R-A 
 
LF: And Peggy is just Peggy? 
 
PM: Yes and it’s M-C-D-O-N-N-E-L-L 
 
LF: Okay, so you guys started the Orff chapter in Oregon, right? 
 
Both:  Um hum, yes we did. 
 
NS: I found something today. 
 
PM: You did? 
 
NS:  Remember this? 
[shows a bracelet with a charm on it] 
 
PM:  I do—laughs. 
 
LF: Did you have a chapter charm? 
 
NS: That was a gift from the chapter. 
 
LF:  1973, so you were the first president (Nedra)? 
 
NS: I was. 
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LF: And that was 1973? How many people started with you? 
 
NS:  You had to have 8 that was the minimum. 
 
N There was Virginia Busacker and Elmira Beyer, Carl,  
 
PM: Was Christine Weber there yet? 
 
NS: No, you, myself and Kitty what was her name, she was at Glenhaven, don’t have her 
last name. 
 
LF:  So how many is that? Virginia how did you spell Busacker and Elmira? 
 
PM: Kay Doyle, was Kay in that group? 
 
NS: I think she came in later; she never really got involved. I think she was sporadically. 
 
LF:  So how many is that? We’ve got Virginia, Elmira, what was her last name?  
 
NS:  Beyer, B-E-Y-E-R 
 
LF: And Carl? 
 
Both: Schnoor 
 
LF: Your husband? 
 
N: Ex husband. 
 
NS: Very ex husband, he was a music teacher, still is a music teacher. 
 
LF: So Virginia, and Elmira, Carl, Peggy and Nedra … if Kay was there that would be 6 
 
PM: Wilma Sheridan. 
 
NS: Wilma Sheridan. 
 
PM: And there had to have been one more because there had to be 8 to start a chapter. 
 
PM: That’s why, Chris. 
 
NS: Chris Means 
 
LF: Is that a Ch or a K? 
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NS: Ch 
 
LF: How did you even find out that there was such a thing as an American association of 
Orff Educators? 
 
NS: Through Eloise McCormick. 
 
PM: And Grace Nash. 
 
PM:  And I found out differently. My first year of teaching was in Baltimore, MD and we 
had helping teachers and my helping teacher was Lois Choksy. 
 
LF: Whoa. 
 
PM: So she mentored me for my first year of teaching, I had no idea really of who she 
was until after I had her. And she had me present at a statewide music conference as a 
first year teacher, which was very frightening experience.  
 
LF: I can imagine. 
 
PM: But I went to a session by a woman by the name of Rita Davis and I felt like I was 
reborn in music education. Of course I was so fresh and new. 
 
N and L and PM: laughter 
 
PM: I had only been teaching 4 months. 
 
All: laughter 
 
PM: But I knew that’s what I wanted to do. 
 
LF: So this Rita Davis was an Orff person? 
 
PM: Yes, yes she was and I got married that following summer and moved to Oregon and 
got a job with the Portland Public Schools. That’s when I taught with Nedra. 
 
LF: So you came from Maryland? You got your bachelor’s degree in Maryland? 
 
5:02 
 
PM: Yes at University of Maryland. 
 
LF: Where did you get yours? (to Nedra) 
 
NS: New Mexico State University at Las Cruces New Mexico 
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LF: And you both ended up in Oregon. 
 
PM: Yes we both did. 
 
LF: So was there an impetus, something that brought all of you together? You were all 
working in the Portland Public Schools. 
 
NS: Desperation. 
 
Laughter 
 
PM: We did have, we were all in the same...what did they call it…sectors? 
 
NS: Areas. 
 
PM: Areas, we were in the same areas, so we would meet together. 
 
NS: We just started sharing; then when Elmira and Virginia and Chris went to the MENC 
conference and saw, Eloise, they somehow, I don’t know how, talked Portland Public 
Schools into bringing Eloise here. 
 
LF: That MENC was in L.A.? 
 
PM: Yes, and I went to levels training in Denver in ’74. 
 
NS: And I went to Memphis. 
 
LF: So you did Memphis in what year, Nedra? 
 
NS: I’m going to say ’78, but I’m not certain that’s true. 
 
NS: No, ‘76, I did level I in’76, level II in ‘78 and level III in ‘80 
 
LF: Are there only 3 levels in the Orff training? 
 
Both: Yes and the master’s class. 
 
PM: And now they offer curriculum courses, how to sequence the curriculum. 
 
NS: And they offer teacher-training courses, if you want to be a presenter then you take 
the training courses for that. 
 
LF: Where did you (Peggy) take your training? I forgot. 
 
PM: Denver University, or was it University of Denver? 
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LF: Now did you go three years in a row then? 
 
PM: I went ’74, ‘75, had a child and then went back, so I took a year off. 
 
LF: Okay, that would have been ‘77. 
 
PM: Then I went back and redid them. 
 
LF: So you’ve done them twice? 
 
PM: Yes, I redid them in Mills in the late ‘90s 
 
LF: Mills is in California. 
 
PM: Correct, in Oakland. 
 
LF: When you first got going, did you just have those 8 members, or did a lot of others 
pop in and join right away? 
 
7:35 
 
NS: Like I said we started out in my basement, just sharing, and who ever showed up 
brought something to share, and then Wilma very generously offered the use of Portland 
State and we thought that would be much more…and then somehow we got the word out 
because the Portland Public Schools had inner school mail and we made flyers up and 
sent them out to the teachers. So for a long time our chapter was primarily based in the 
Portland Public Schools, and then it started, you, know, to branch out after that. 
 
PM: Largely through Wilma. 
 
NS: Right. 
 
LF: How did you get it… did she arrange for the credit through PSU that you offer along 
with your workshops? 
 
Both: There was no credit. That’s more recent. 
 
NS: And Portland State had continuing education classes in Cannon Beach and Stan 
Glarum was the director of those courses and Carl and I went to those summer courses 
many many times taking different kinds of workshops, choral workshops and those kinds 
of things and we approached Stan Glarum with the idea of having a weeklong Orff 
workshop at Cannon. We had Jane Frazee at Cannon Beach and Konnie Saliba. 
 
Both: And we also had …Judy Thomas and Avon Gillespie 
 
LF: PSU did that, did you have to do the work to set it up? 
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Both: Yup. 
 
LF: That was a lot of dedication. 
 
PM: We hauled the instruments. That’s how we met Mary, Mary Lott. 
 
LF: Whose instruments did you use? 
 
PM: Well we started out with a combination of everybody bringing what ever they had. I 
can’t even remember how we got with Mary. 
 
NS: Mary worked for Weathers’ Music in Salem 
 
LF: That’s Mary Lott? Lock? 
 
PM: Lott. 
 
NS: And she was in charge of elementary music at Weathers’ Music in Salem and I 
contacted her and she had some instruments that she brought in a van. 
 
PM: I remember that. 
 
NS: And then everybody else just brought whatever else they had I think our first time we 
didn’t have that much. 
 
PM: We had over a hundred people. 
 
NS: Remember Avon’s workshop? 
 
PM: It was huge. 
 
PM: And we camped out, most of us camped and remember the Fourth of July parade? 
We marched in the Cannon Beach parade, everybody carried claves and tambourines and 
triangles and we chanted. 
 
LF: Were those mostly Oregon music teachers who came, or did they come from other 
states as well? 
 
PM: Primarily from the metro area actually. 
 
LF:  New teachers, old teachers? 
 
Both: Everybody. 
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PM:  And at one point in time, I can’t remember when it was there was a Eugene 
association 
 
NS: Lane Orff Association LOSA. 
 
PM: But then when measure 5 happened and funding was cut in the public schools, they 
absolutely trashed the music programs in the Eugene area and the chapter collapsed. 
 
LF: That’s too bad. Did you do collaborative things with them? 
 
NS: I taught a workshop for them and I think you did too. 
 
PM: I did, we also did a collaborative project with Seattle, Evergreen Orff Chapter 
 
NS: And I think that’s in there, we did a mini conference. 
 
PM: EOC 
 
NS: Uh huh. 
 
PM: We did mini conferences together with them a couple of times with them. 
 
LF: Is that the only one in Washington? 
 
Both: There’s one in Spokane too. 
 
PM: And those two chapters are still thriving. 
 
LF: How many members do you have now in Portland? 
 
12:40 
 
PM: Probably a better time to ask me that would be after this workshop (Oct  
8) I would have that exact information. It waxes and wanes as does funding for schools. 
 
LF: Does your funding come mostly from dues then? 
 
PM: They come from dues, they come from workshop fees, and also because we require 
National membership, we get a nice gift from AOSA, we get $300 a year. 
 
LF: Do you get a certain percentage? 
 
PM: We require National membership, so then we get that money for AOSA. 
 
LF:  How much is it to sponsor one workshop? Do the workshops pay for themselves? 
    Do you actually make a profit on them? 
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PM: Probably the best person to ask on that is our treasurer, I think this time we are going 
to come very close to breaking even because we have to pay rent. But I think we always 
come a little bit ahead. But what we have done this year for the very first time is we have 
purchased for lending a set of instruments and we will require, we’re still debating that, 
either a Level I training, minimum of Level I, or longevity with the chapter with intent to 
receive training 
 
LF: Where’s the closest place to get training now? 
 
PM: Well, there’s many places. 
 
NS: Seattle, U of O sometimes. 
 
PM: Mills, USC, St. Thomas, Memphis, Denver. 
 
PM: It no longer exists. 
 
NS: It doesn’t? 
 
PM: It hasn’t for years. 
 
LF: There’s not somewhere that always…U of O doesn’t have it always? 
 
Both: No. 
 
15:07 
 
PM: Some years they have none, some years they have Level I sometimes II, but they 
never have Level III. 
 
LF: Do you know how long the University of Portland had theirs? 
 
NS: Not very long. 
 
PM: Not very long. 
 
NS: Two or three years. 
 
LF: I did Level I there. 
 
PM: With Oscar and Lynn? 
 
LF: Yes. 
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PM: It got harder and I think it was wise, Level I and Level II’s were popping up all over 
the country. 
 
NS: Uh huh. 
 
PM: Without any standardization so POSA worked really hard for the curriculum  so in 
order to get a certification that was recognized by AOSA  you had to go to one of those 
courses if that was important to you, so I think the legitimate courses really tried to 
adhere to those standards. 
 
NS: And now I believe if you are going to be in a certain course, your instructors have to 
have had the course through the training on the AOSA, it’s a lot tighter.   
 
PM: I think it’s good. 
 
PM: There were a lot of courses going on that really didn’t measure up.  
 
PM: So AOSA has really tightened up the criteria I think most of the courses are much 
better.    
 
LF: Have most of your members or few of you members actually done the levels 
training? 
 
PM: I think we have a huge number of teachers who have done the levels training. 
 
NS: At least Level I. 
 
NS: If not, I’m almost thinking that everyone one the board except one person has been 
to at least 2 levels. 
 
LF: What about the people who come to your workshops? Are they primarily people who 
are members or do you have a lot of drop in people? 
 
Both: We get it all. 
 
NS: I would say because of the nature of our fees; requiring National membership, I’m 
not sure everyone sees the value doing that, of joining National,  so that’s $90 extra you 
have to pay a lot of people find its better to pay $50 and not do the membership    
 
PM: We do things to make it attractive for them.  But I think as a chapter we need to do a 
better job of informing our participants of the value of being part of the membership of 
the organization. 
 
NS: That’s always hard. It’s a judgment call. 
 
PM: And it’s expensive. 
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NS: It is expensive, and people often look first at the dollar sign. 
 
NS: I think one of the things, from my perspective, that’s very encouraging to me, in the 
last few years we have so many more men coming to our workshops, there were years 
when the only man was Carl. 
 
PM: When we go back to Catlin we can look at current enrollment for the workshop and 
you can look at the statistics, and I can print it out for you. 
 
LF: That would be fantastic. Do people come over and over again? Are there people you 
see year after year, who are maybe not members of the association, but who are actively 
coming and participating? 
 
19:00 
 
PM: A lot of it depends upon the presenter, the reputation of the presenter will bring 
more people.  
 
NS: Well, yes I would say that there are people who do not join the chapter but come 
regularly, a couple times a year. 
 
PM: Richard Hornsby is one of them, he’s not a member of the chapter, but he comes, he 
comes almost every time. 
 
LF: Any ideas as to why you are seeing more men? 
 
PM: There more men in elementary education, schools are choosing between general 
music in the budget and band, and a lot of band teachers are now finding themselves in 
the classroom. 
 
NS: That all boils down to the fact that the general music teacher provides planning time 
for the classroom teachers, I mean, let’s be honest, and band often times is a pull out 
situation and teachers don’t like pull outs, you know you’re a classroom music teacher, 
your reason for being is you are providing planning time for your staff. 
 
LF: Oh, yeah. 
 
NS: That’s the way it is. 
 
NS: And Peggy is right, a lot of the men who were trained as instrumentalists are 
suddenly finding them selves in classroom and they haven’t a clue as to what to, so they 
come here hoping to get some help. 
 
LF: How do you find your workshop presenters? Is there a sort of bureau you go through 
or do you just hear about somebody? 
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PM: Usually someone on the board has seen that person present at National, and then 
each clinician has a history, it’s a pretty small community if you look at AOSA as a 
community, so the people who rise to the top… 
 
LF: Someone heard them and recommended them to the board and then you contact 
them? 
 
NS: It’s done chapter by chapter, each chapter has to come up with their own presenters 
and their own calendar. 
 
PM: We usually do that 2 years out. 
 
21:45 
 
LF: That’s a lot of planning. 
 
Both: Yep 
 
PM: Gone are the days when we could do it in the spring for the next year. 
 
NS: Right. 
 
LF: So the clinicians are in demand in a lot of places? 
 
PM: Usually the ones we want. 
 
NS: Of course now transportation costs are a major factor. 
 
LF: So when you have someone, you pay their transportation and lodging? 
 
PM: And meals. 
 
LF: And their fee? 
 
NS: And their fee. 
 
LF: What sort of fees do they charge? 
 
PM: They vary, I believe that Randy and ----charge around $750 to $800 
 
NS: For the two of them. 
 
PM: It’s very reasonable. 
 
NS: Some people charge that for just themselves. 



         437

 
PM: And some charge more. 
 
LF: So is that a consideration when you are lining up your clinicians? Is there a budget 
you go through? 
 
PM: You have to keep it in mind because you don’t want to end up in debt. 
 
NS: But they’re all within a ball park. 
 
PM: There’s only one person who is out of.  
 
NS: But we’ve had that person come. 
 
PM: Because that person is very good. 
 
LF: Does your registration at the workshops fluctuate according to who the clinician is? 
 
Both: No. 
 
PM: I think it fluctuates with the time of the year. 
 
NS: Yep. 
 
PM: This workshop coming up…just because it’s the first of the year and people are just 
getting started, February is usually well attended, but the spring one is usually much 
smaller, however in this past year, in 2004 I thought it was well attended. 
 
LF: Are you finding more people paying for these themselves rather than their districts 
paying for them? 
 
PM: We can’t track that, because some teachers—they all ask for receipts—because 
some teachers get reimbursed and others take it off their taxes. Some teachers have 
schools send us checks, some send P.O.s , that way you can tell when the schools are 
paying. 
 
21:31 
 
NS: Right. 
 
PM: You get more personal checks than school district checks, but that’s not saying that 
they aren’t getting reimbursed. 
 
LF: Was there a significant decrease in membership, in attendance when measure 5 went 
through? Or have you been pretty unaffected by that? 
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NS: When did measure 5 go through? 
 
PM: 1990? 
 
PM: I believe, when did we start at Catlin? 
 
NS: ‘89, Solomon? duGard?  
 
PM: ‘87, Grenoble, Mcquerry? 
 
PM: Probably ‘96 we started at Catlin. 
 
NS: When did measure 5 pass? 
 
PM: ‘90. 
 
NS: That’s when we went to Rose City Park 
 
NS: You know I honestly can’t remember Peggy. 
 
PM: You know programs I think it did take a dip, I think the membership did take a dip, 
there was a lot of fear and a lot of music and people, including myself were out there 
taking classes to get certified as a classroom teacher, and all that other stuff. 
 
NS: When we were at Rose City Park, the attendance was way down, then we went back 
to sharing. 
 
PM: I don’t know, that’s when I was not active. 
 
NS: Right. 
 
LF: And Rose City park was what years? 
 
NS: About, I would say ‘91---‘92, you know I honestly don’t remember. 
 
PM: I don’t recall. 
 
LF: That’s a church? 
 
NS: Right. 
 
LF: So you were in your basement to begin with? 
 
Both: Right. 
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LF: That’s where you had workshops? 
 
Both: That was sharing, just sharing. 
 
PM: And then, when Wilma offered us PSU, Kay presented, I presented. 
 
NS: I presented, Carl presented when we were at PSU. 
 
LF:  How long were you at PSU? 
 
NS: Not long. 
 
PM: I think maybe a year. 
 
LF: That was in the 70s? 
 
Both: Yeah. 
 
PM: And then we went to Madeline. 
 
NS: No, we went to, we had workshops. We had Jan Rapley, we had Barbara Grenoble, 
and we had Brigitte Warner at Portland Community College 
 
LF: Which campus was that?  
 
Both: Sylvania. 
 
PM: But I can’t remember when we were at Warner Pacific. 
 
NS: That was one of Grenoble’s workshops. 
 
PM: I thought she was at PCC and I remember inviting my principal. 
 
NS: We were at Madeline school, when Christine was president, or were you president? 
 
PM: I was, so we must have gone to the Madeline school before. 
 
PM: Because I was second president. 
 
LF: So Nedra was the first president? 
 
Both: Yeah. 
 
NS: And then it was Peggy and Sister Christine Weber was the third president. 
 
LF: Where was she from? 
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PM: She got her levels at the University of Denver. 
 
NS: With Peggy 
 
PM: She was in the first class at Denver. 
 
PM: I was in the second, but graduated with the third. 
 
LF: You were really in the beginnings of this at the national level. 
 
NS: Yeah, I think so. 
 
NS: When I was on the national board ‘80-‘84 there were only like 3000 members in the 
whole country and we were really worried about raising dues, and would we be able to 
survive. 
 
LF: How many members do you suppose you had at that time? 
 
NS: I think we had a big chapter at that time because we did a national conference and 
you can’t do that with low numbers and few people. 
 
PM: And we had what, 3200 people at that conference. 
 
NS: More than we expected. 
 
29:33 
 
LF: When did you do the national conference? 
 
Both: 1982. 
 
PM: The year after my son was born. 
 
NS: I remember that, and your room upstairs, tag board with all the tickets. 
 
PM: All the registration for that conference was done manually. 
 
NS: By hand. 
 
NS: As was the conference program. 
 
PM: By hand. 
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NS: Portland Public Schools was so generous, they gave us all the A.V. equipment to use, 
they gave all the teachers time off that asked for it, and they did all the printing for free, 
and they gave me a half a years leave. 
 
PM: And I had a teacher at my school that hand calligraphied all the name tags. 
 
LF: My goodness. 
 
NS: They were very generous and extremely supportive. 
 
LF: Where was the conference actually, physically? 
 
Both: Janzen Beach. 
 
PM: It was in the Red Lion, now it’s the something tree.[Double Tree] 
 
LF:  How long did it last? 
 
NS: Thursday evening through Sunday noon. 
 
PM: No because Wednesday evening because it was Thursday, Friday, Saturday 
 
NS:  Sunday noon. 
 
PM: It’s usually the first weekend of November. 
 
LF: Did you have to bid to have it here, or how did you get it? 
 
NS: Yes, Peggy tell her how you did that. 
 
PM:  Tell her how I did it? 
 
NS: Yes, tell her how you did it. 
 
PM: Well we talked about doing it, first of all we had to find a place that we could tell 
AOSA we had. 
 
NS: We had a facility. 
 
PM: And then applied. 
 
NS: But you know ASOA goes around twisting people’s arms. 
 
LF: What inspired you to apply for this? It was a big job. 
 
Both: Insanity. 
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NS: At that time I was on the national board. At that time usually your regional rep, 
which I was is heavily involved in the conference and I was appointed the local 
chairperson and Emily was vice president, was appointed national chair. 
 
PM: I think it was co-chair with Christine. 
 
NS: Well no, what ended up happening was that Jan had a bad accident. 
 
LF: That was Jan… 
 
NS: Jan Rapley. 
 
LF: She was the national chair? 
 
NS: She was, but then she had a very severe car accident and wasn’t able to meet the 
responsibilities. 
 
LF: She was? 
 
NS: National chair. 
 
PM: Of the conference. 
 
NS: She was vice president of AOSA and national chair of the conference. 
After her accident, Millie Burnett who was president of AOSA asked me if I would take 
on the job of national co-chair because Jan wasn’t able to do much after her accident. So 
that’s how I became the national chair and Sister Christine became the local chair. 
 
L How long did you work for this? 
 
NS: A year and a half and another half a year to put the conference notebook together. 
 
PM: So basically two years. 
 
LF: So there is a conference notebook? 
 
PM: Yeah. 
 
NS: How we organized the conference, what committees there were, what the committees 
did, copies of letters sent to everybody. 
 
LF: Who has that now? 
 
Both: National. 
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LF: How many people were working with you? 
 
NS: Well the core group was the chapter.  
 
PM: Basically the board. 
 
NS: Well you were registration chair, Mary was instrument chair, Christine was chair, 
and then we had Melinda was hospitality. 
 
LF: What was Melinda’s last name? 
 
PM: She’s on the registration for this workshop. I’ll have to let you know. 
 
34:44 
 
LF: So Sister Christine was the whole chair. 
 
NS: The local chair. 
 
LF: And you were basically in charge of it. 
 
NS: And we had a chair for children’s choirs. And then we had that the outings. 
 
PM: Excursions. 
 
NS: Yeah excursions. 
 
PM: Plus the clinicians, but we weren’t the ones responsible for getting the clinicians. 
 
NS: I was responsible for the clinicians, Jan and I. 
 
PM: That’s national. 
 
NS: We had Richard Gill for our headliner. 
 
LF: Richard Gill? 
 
NS: Yes, from Australia. 
 
NS: It was a nightmare; getting him into the country, remember that? 
 
PM: Yes I do. 
 
LF: So was he chosen by the National? 
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NS: Yes the National board of trustees, and they basically had the say so, when Jan and I 
and Millie got together and kind of made up a list of possible presenters and then we 
presented the list to the national board or either approved or disapproved. 
 
LF: So Jan’s last name was? 
 
Both: Rapley 
 
NS: And Millie Burnett was the president of AOSA. 
 
PM: Now that process for national clinicians has changed. 
 
NS: Uh huh. 
 
PM: Now you apply to be a presenter. 
 
L Right, several people at Tech did that last year. 
 
NS: So it’s a whole different system now, and of course everything is computerized now. 
Nothing was computerized when we did it. It was all done by hand. 
 
LF: What an amazing feat. 
 
LF: Do you think you’ll do it again? 
 
NS:  Not in my lifetime. 
 
LF: Do you think the chapter will do it again? 
 
PM: Actually the chapter’s talking about that. 
 
NS: I hope they have a good time. 
 
PM: I don’t’ know, you know you have to take your turn, in ‘95 it was in Seattle. 
 
NS: It’s our turn again. 
 
PM: It’s our turn, because Chicago’s had it many times, Memphis has had it many times, 
LA’s had it many times, Dallas has had it more than once, so  it’s our turn to do it again. 
 
LF: Are you comparably in the nation a large chapter, a small chapter, a medium sized 
chapter? 
 
PM: That’s really hard to say. I think that there are chapters that are definitely smaller 
than we are, and then the mid-Atlantic chapter is probably one of the largest chapters in 
the country and Detroit. 
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NS: I guess I’d say middle sized would be my best guess. 
 
PM: And the chapter down in San Francisco is huge. 
 
39:01 
 
LF: Portland’s not that big compared to other cities, I guess. 
 
PM: But we really draw from a huge geographical area, we have people coming from 
Eastern Oregon all the time. 
 
NS:  And as far south as Ashland. 
 
PM: Oh, yes. 
 
NS: And from the coast and from. 
 
Both: Washington. 
 
PM: We have several people coming from Washington coming down for this workshop, 
and we have reciprocity with them. 
 
NS: Right. 
 
PM: So they get a members fee even if they’re not a member of our chapter. 
 
NS: I think that’s really an important thing, for the chapters to have reciprocity. 
 
LF: Just with Washington? 
 
NS: Well right now just EOC. 
 
PM: It’s not with Spokane, and I don’t think too many people go to Spokane. 
 
LF: Do you send them information about your workshops up there? 
 
NS: In Spokane? 
 
LF: Or is it just Evergreen? 
 
PM: I’m not sure, but I believe the workshops would be listed on the AOSA website. 
 
NS: Right. 
 
PM: And a lot of times the spring Echo usually publishes it. 
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NS: POSA does not currently have a web site. We are working in that direction, a web 
site, we will never, as far as I can tell have on line registration, because then we have to 
have a credit line. 
 
LF: Right and that gets pretty complicated. 
 
PM: It gets extremely complicated because we are small and want the money in hand. 
 
NS: Unlike the Orff 101 where we could register by email and there’s no charge for that. 
 
LF: And that I think also is really an important thing that you do. 
 
P The chapter has taken on responsibility for mentorship for new teachers. 
And so that’s why we’re doing Orff 101 in September for new teachers. 
 
LF: When did you start that? 
 
NS: Last year was the first time. 
 
LF: 2003 was the first. 
 
PM: We had well over 40 people at that and what has ended up happening a lot of those 
new teachers are coming to people’s schools who presented last year and this year to get 
further mentorship, so that’s a very exciting. 
 
NS: And very much needed. 
 
PM: And the loan of instruments is very much needed. 
 
LF: When you say you have a set of instruments to loan, what do you mean? 
 
PM: A set of Orff instruments. 
 
NS: Not the percussion, the barred instruments. 
 
LF: So one each? 
 
NS: Probably there’s two altos, a bass xylophone, bass metallophone, some 
glockenspiels, and alto metallophone, soprano xylophone. 
 
LF: That’s a big investment. 
 
PM: It was a big investment; we got a very good deal, Sylvia. 
 
LF: Is that Sylvia—Peripole? 
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PM: Sylvia Perry. 
 
LF: Do you have a relationship with Peripole that helps with other things? 
 
PM: We are in the process of building that relationship. Peripole provided the 
instruments---we did an all city Orff concert, not the past one, the one prior to the last one 
we did, they did provide instruments. 
 
NS: They did, that’s right, I remember that and Sylvia got back from TMEA to hear it. 
 
LF: So you have all-city Orff concerts? 
 
Both: Yes we do. 
 
LF: Recent years, is that all Portland or Portland/Beaverton? 
 
N; No, it’s really what ever teacher wants to be involved. 
 
PM: Well we do ask that they are Orff teachers. 
 
44:39 
 
PM: But the way that works a team of teachers, you pretty much decide you are going to 
be a part of the team, we meet, decide on a theme, we go back , we research materials, we 
go back to choose materials, then we go off  to our individual schools and work on them. 
We also record materials, so now everybody has the CD of the materials so the tempos… 
orchestrations might change because of the children, but you have the basic ideas the 
form. But for example my kids might play the instruments while Nedra’s kids dance and 
another school’s doing recorder. This year we did “Word to the Wise” and I can lend you 
the video of that. One school did a proverb, how ever they wanted to do it, to introduce a 
song that was played by another school and dramatized with dance by another school, 
and the kids create all of that, and the Orff orchestrations, a lot of time we write them, 
and then we go to record them and change them. 
 
NS: Yeah, that’s true. 
 
PM: And it becomes a work in progress and its fun. 
 
NS: It’s the only time of year we get together and make our own music and just play. 
 
PM: And then the kids get a hold of it and change it, inevitably change the orchestration 
again 
 
LF: About how many teachers participate in this? 
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PM: I would say anywhere from 6 to 8 
 
NS: It’s a lot of work; it takes a lot of commitment. It’s a lot of work and then you’ve got 
to train your kids and then we usually do it on a weekend. We’ll have an all day rehearsal 
of Saturday from 8:30 – 3 all day on Saturday. Kids have to bring their lunch, we provide 
snacks and then we do the performance on Sunday. 
 
PM: And they always have a signature tee shirt. 
 
NS: Right for the year, purchased for all the children. 
 
LF: Where do you perform? 
 
Both: At Catlin 
 
PM: In our theatre. 
 
PM: We’ve not always gone to Catlin. 
 
NS: But that’s the best place. 
 
LF: How long have you been doing this, has it been continuous? 
 
PM: 8 years? 
 
NS: It hasn’t been continuous. 
 
PM: And I took some years off. 
 
NS: The first one was at Madison wasn’t it? 
 
PM: I remember you did some of my stuff, and I wasn’t there. 
 
NS: You weren’t there. 
 
PM: I remember you went to a church and that’s the first year I was there. 
 
NS: That was “Boys and Girls Come out to Play”. 
 
PM: And then we did something very different – the Libby Larson piece, with PYP? Was 
it PYP? 
 
NS: No, the Metropolitan Youth Symphony. 
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PM: It was more of a choral experience. At the time there was a traveling exhibit on the 
history or Orff Schulwerk and it was an interactive exhibit and we displayed it in the 
lobby 
 
NS: That was ’95. 
 
PM: And usually they happen every other year. One year tried to make it happen and it 
didn’t happen, we couldn’t come up with an idea. And two years I didn’t do it. We did 
one this past year, but we didn’t do one two years before that. I was in a graduate 
program; I wasn’t going to be involved. 
 
48:46 
 
NS: That’s right; if you’re not involved we don’t have Catlin. 
 
LF: So Catlin lets you use? 
 
PM: Yes. 
 
NS: They have been incredibly generous. 
 
PM: We give a donation to the school. 
 
NS: Yes. 
 
PM: But they’ve been incredibly supportive and very generous. 
 
LF: That is incredibly important I would assume. 
 
NS: I don’t think our chapter would be as solid as it is without their support. 
 
PM: Catlin doesn’t charge for workshops either. 
 
LF: That’s a major concern? 
 
PM: This one the space is costing us a fortune. 
 
LF: Does that mean you have to charge more for the workshop? 
 
Both: No. 
 
PM: Well I’ve been to the Norse hall and it’s bigger than the barn, and it has a stage. I 
don’t know if you can put instruments on that stage or not. 
 
NS: Yeah, it’s an okay facility, the parking in crummy, but. 
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LF: So you’ll have to take all your instruments over there? 
 
NS: Yeah, the schlepping. 
 
PM: We don’t have to do that at Catlin, they use my instruments, and I’m not the only 
one with instruments, we have four music teachers. 
 
LF: And each one of you has a set?  
 
PM: Three of them have them. 
 
LF: That’s quite a commitment. 
 
NS: It’s a dream, because supplying the instruments falls on the shoulders of the board 
members. 
 
LF: How many board members do you have? 
 
PM: Let’s see we have a president, vice president, past president, secretary, membership, 
treasurer, 2 members at large. 
 
LF: Do you find new people coming in and taking leadership roles? 
 
PM: You know how I got back on the board?  
 
NS: Laughter. 
 
PM: Laura Frizzell who’s been vice president said “Peggy a bunch of us are getting 
together for a drink at the end of the school year, would you like to join us?” I said sure 
and so I get there and it’s the board, and they say “I thought you might like to be a 
member of the board again. We thought you might like to recycle back”. 
 
51:20 
 
LF: So you’re a member at large? 
 
Both: Yeah. 
 
LF: Nedra are you something? 
 
NS: I ‘m not on the board, nope, I’ve managed to escape now for a few years. 
 
PM: I think that’s gonna change. 
 
Laughter. 
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NS: So, yeah I’m not currently on the board, I was on the board for twenty years and I 
figured I’d paid my dues. 
 
LF: That’s a goodly amount of service 
 
NS: In addition to that, I just have personally, good friends, Peggy and I’ve been together 
since. 
 
PM: Since I moved here. 
 
NS: Thirty-two years you know those friendships go way way back. You know one of the 
things that I think is unique about our chapter is there are deep friendships that formed. 
Other chapters have had a lot of personality conflicts. Particularly over National 
Conferences and our chapter never ever. I think that’s what makes us unique. Some 
chapters have actually almost disintegrated after a national conference because of turf 
wars and conflict of personality and power play. 
 
PM: There was a real division which I think caused a lot of that, an underlying discord –
there was a split in the country in philosophy over the direction Orff Schulwerk should 
go. There was the purist call...which was one school of thought and then there was the 
school of thought that. 
 
NS: That was very contemporary, it was more American folk. 
 
PM: And the sequence of instruction was very different and how to do this. 
 
NS: And that has caused some real friction. 
 
PM: There are two schools instead of seeing how they could blend and all with the child 
in mind but really different feelings about how you go about it. It caused some real strife. 
AOSA is looking at how to train teachers… there was a lot of conflict in this country 
about how you do that and because of the 2 schools of thought. 
 
NS: Yeah and I think that has… 
 
PM: And with the introduction of world music, there was a world music conference 
which was wonderful in Los Angeles, but there were a lot of teachers who thought that 
was not Orff Schulwerk and should not go in that direction, and since that of course we 
all realize that, but that was another.   I think that’s all. 
 
54:00 
 
NS: I think people are realizing that we are all after the same goal, we might take a 
different tactic but we all want to focus on the child. 
 
PM: And our chapter navigated through that beautifully. 
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NS: Beautifully. 
 
PM: Nedra and I were both very influential in forming the chapter and we both had 
different philosophies about …., but we honored and respected one another and that 
wasn’t necessarily true in Seattle, cause of a lot of conflict in Seattle. 
 
Both: We’re very fortunate. 
 
LF: Your chapter has been very steady functioning and hasn’t had times when it looked 
like it was going to collapse. 
 
Both: Oh no. 
 
55:28 
 
PM: But we were weaker when we were at Rose City. 
 
NS: Well it was after measure 5. 
 
PM: I said let’s go to Catlin, it’s free. 
 
LF: Free is a very good price. 
 
PM:  And I think that’s what saved us we were just drowning….we were talking about 
ways to take out loans. 
 
NS: I remember writing a $200 check to the chapter just because they needed the money. 
 
PM: Uh huh. 
 
PM: Like I said Catlin Gable has been incredibly generous. I think we owe them a large 
to them a large degree to our success because it’s a stable place. 
 
LF: You started at Catlin in what year?  
 
NS: Well I went to King in ’77. 
 
PM: But we didn’t start at Catlin right away. 
 
NS: You went to Catlin in ‘77 right? 
 
PM: ‘78. 
 
NS: ‘78, so that’s when I went to King and you went to Catlin, but we didn’t start there. 
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PM: We didn’t start there until…. I don’t remember. 
 
NS: I don’t remember, maybe Christine would remember. 
 
PM: No, Christine wouldn’t remember. 
 
NS: I could ask Regina, I think it was under Regina’s presidency. 
 
PM: Who was president before Regina? 
 
NS: Well, Julie Winchesky was president after Christine, she was president during the 
conference. 
 
PM: Back into the 90s. 
 
NS: Okay, Linda Noah. 
 
PM: Linda Noah and we were at Vose school, Jenny Potter? 
I think we’ve been at Catlin, six years, maybe, but you might ask Regina Pirruccello at 
 
LF: How do you spell her last name? 
 
NS: Oh boy,  P e P i r a c e l l o 
 
PM: I’m not sure, but it’s on my computer at school.  
 
PM: If you could e-mail me a list of questions I could find out. 
 
LF: That would be great. 
 
PM: Catlin might be able to tell me, but I kind of doubt that but, maybe. 
 
LF: So that’s been a real significant thing in the past few years, having that stable place 
and not have to worry. 
 
PM: And our maintenance staff sets up for us. 
 
NS: You know I just had a light bulb moment, because we used to have our workshops at 
Vose and at Height and then measure 5 passed and the schools were going to start to 
charge us, that’s when we went to Rose City. 
 
PM: Catlin. 
 
NS: Are you sure?  I thought… 
 
PM: Rose City was between them. Rose City was between them. 
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NS: Don’t rely on us. 
 
LF: But you’ve moved around and Catlin has been a significant. 
 
Both: Yeah. 
 
NS: It’s been our home base. 
 
PM: It’s made us financially viable. 
 
LF: Your main things are your workshops? 
 
Both: Yeah. 
 
PM: This one I was scared to death that we were going to lose money substantially 
because last week we only had 30 some registered and I know it’s going to cost. 
 
LF: But now you’re up to 70? 
 
PM: Pre registered. 
 
NS: But students, we don’t charge for students, students come for free. 
 
LF: College students? Do you get a lot of college students coming? 
 
PM: We have six coming that I know of. 
 
NS: The local universities are being more supportive than they ever have been. 
 
PM: We also allow members of the chapter to bring one administrator or fellow teacher a 
year. 
 
LF: For free? 
 
PM: For free. 
 
LF: Thinking about the local universities, do undergrads get any significant introduction 
to Orff do you think? 
 
PM: I think at Portland State they right now they are getting introduction to Kodály. 
 
NS: Who’s there? 
 
PM: Well Jameson. 
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LF: Well, Debbie Glaze took over Dave Jimerson’s position. 
 
PM: Is she a Kodály person? 
 
LF: She was supervisor of music at Lake Oswego and I think she is a secondary choral 
person. 
 
Both: There you go. 
 
LF: Do you send things to the universities for the undergrads? 
 
NS: I think we send them to the Music Departments and ask them to be posted. 
 
PM: One of our members teaches at … 
 
NS: Regina. 
 
PM: No she’s at University of Portland. 
 
PM: Cindy Uecker she teaches at Portland State. 
 
LF: Uecker? So she teaches methods at PSU? 
 
NS: Regina was teaching the methods courses at U of P. 
 
PM: She is. 
 
NS: She still is. 
 
LF: So they would include some Orff, I would assume. 
 
NS: They are both Orff teachers. 
 
PM: Both Orff certified teachers. 
 
LF: So those kids are getting an Orff background. 
 
PM: Well, as much as you can in 11 weeks. It’s just, it’s almost impossible to give kids 
anything substantial. 
 
NS: We all know that teacher training begins at….when you graduate. 
 
1:02 
 
LF: You ladies have been wonderful. I’m supposed to ask you your name and day of 
birth. 
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Laughter 
 
LF: This will go into an archive. 
 
Nedra: I was born September 20, 1945. 
 
Peggy: May 27, 1949. 
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Interview:   B-001 
Date:   January 16, 2005 
Place:   Eugene, Oregon 
Narrator:  Randall Moore, Ph.D. (RM) 
Interviewer:  Lynnda Fuller (LF) 
Re: Orff and Kodály at the University of Oregon from 1995 – 2003 
 Randall Moore and Kodály Institute, Mary Helen Richards, and 

Germany 
Minutes:  0:00 
 
LF: Today I’m talking to Randy Moore at…Eugene, Oregon about Orff and Kodály and  
about how they have fit into things here. Here we are, and it is January 16, 2005. 
 
RM:  I moved to Eugene from St. Joseph, Missouri in 1959, the year I graduated from 
high school to become a freshman music education major at the University of Oregon. I 
was at Oregon as an undergraduate and subsequently went on to do master’s 
consecutively after bachelor’s. I got a chance to be amongst the community, the teachers 
and find out what was happening. Orff was happening because apparently the first Orff 
instruments west of the Mississippi were at the University of Oregon. 
 
LF: Who brought those in? 
 
RM: Bob Nye did. 
 
LF: And where did he get them? 
 
RM: He told me that he had been at a conference and had seen them and thought they 
were really neat, really important. In order to be current, he needed to have them at the 
university. So however he purchased them, they came to be there. 
 
LF: Were they Studio 49 or were they the precursor to that? 
 
RM: I believe they were Studio 49. They had metal legs and a wood body, the typical 
wood body, but the early forms were metal legged. I remember they were fascinating to 
me. During undergraduate days, Bob, there was another professor of music education at 
Western Oregon in Monmouth. What was his name? Bob something. Winslow, or 
something like that. that’s not exactly right, but something like that.  
 
LF: Winn..W-i-n-n. 
 
RM: No it wasn’t Ron Winn, it was before Ron Winn’s time at Monmouth. 
Anyway this fellow had a set of Orff instruments several years after Bob Nye got them at 
Oregon. When did Bob Nye get them at Oregon? It was before I got there in ’59, so it 
was in the mid to late ‘50s I think. So in the early ‘60s when I was a student there, there 
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was one guy at Monmouth, Western Oregon who was so fascinated with them, he was 
actually playing them. I never remember seeing Bob Nye playing them. But he knew they  
were important. At Monmouth, I went to visit, the guy was really crazy about playing 
them and he was playing them all the time. He was showing me and I went up there to 
play them and I got really enthused about these neat instruments. And he said, “kids like 
these too, it’s really exciting.” So that was kind of my first. So University of Oregon had 
their January conference, the last weekend of January for nearly 20 years. They had a 
conference on the odd years when OMEA didn’t have theirs. The January conference at 
that time, in the ‘60s and early into the ‘70s and well almost into the ‘80s was more 
popular than OMEA’s conference because it was well established. We were all right there 
and we could plan it. Anyway we had several established Orff clinicians come in and we 
also had Mary Helen Richards with ETM, well she called it “Threshold to Music” at that 
time. It was very exciting to be on the real foundation of Mary Helen Richards’ work. 
When I was teaching public school after I had finished the master’s. 
 
LF: When did you finish your master’s? 
 
4:43 
 
RM: It was in ’65. And it was from ’65 to ’68 that I taught in Salem, general music, then 
two years in Ashland. After Ashland I got a Ford Foundation grant to study Kodály 
method in Boston for a year. I went to study at the Kodály Musical Training Institute in 
Boston for a year.  
 
LF: Who was in charge of that? 
 
RM: Denise Bacon. 
 
LF: So you actually studied with Denise Bacon in Boston. 
 
RM: For a year. And she had Hungarian teachers there. There was Peter Erdei, and Kati 
Kolmos, and Eva Rosgonye, and Klara Kokás, those were the four Hungarian people. 
 
LF: That was 1960? 
 
RM: That was 1970-71. 
 
LF: ’70- ’71. 
 
5:44 
 
Taping halted to eat lunch. 
 
New taping session begins at 0:00 
 
LF: In 1970-71 you went to the Kodály Institute to study with those people. 
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RM: I did. Just to backtrack a couple of years to when I went down to Palo Alto to visit 
Mary Helen Richards. At that time she had, around 1967-68 she had gotten away from 
the Threshold to Music approach because Ferron, the publisher of her materials was 
starting to put out materials under her name that she had never seen before. Simply 
because her name was hot. Everything she had her name on was selling. So she divorced 
Ferron and said “I’ve got to do something different”. And she saw some problems with 
what she was doing. She was always reanalyzing, critical thinking. She was tops for 
critical thinking. So she decided that instead of the Kodály approach, which was so 
focused on little tiny tidbits, little bit at a time and gradually adding more and more bits 
to make a whole. She said, “Why don’t we do something different? Why don’t we do just 
the opposite? Why don’t we take the Gestalt approach by looking at the whole thing and 
then gradually then refining to get the little bits? It’s not the Kodály approach used in 
Hungary doesn’t do that. She kind of got her own idea at this time. I thought ETM really 
took off really well because a lot of people bought into looking at the whole song, getting 
the whole experience and then breaking it down and analyzing it. So then she came up 
with the form charts, the form maps I think she called them. And with mapping she put 
out a lot of books, and when I got a chance to hear her; it was to go to her house in Palo 
Alto and go to the Corte de Madera School and watch her teach. She was very eager and 
happy to share things. That was wonderful, I felt very privileged to kind of a one to one 
do a clinic. 
 
2:39 
 
LF: Right. 
 
RM: In her house with her and in her school. But lots of folks went to observe her and 
she did hundreds of clinics after. In Corvallis the people there took ETM, she had gone 
several summers to Corvallis teaching ETM workshops. The teacher there totally got into 
it and started using ETM in their schools and became model schools that Mary Helen 
would send people to just to see how ETM was working. 
 
LF: So it was a little enclave of… 
 
RM: Right. A very successful enclave of ETM teachers. 
 
LF: You taught in Corvallis, right, or Salem? 
 
RM: I taught in Salem three years. 
 
LF: Salem, right. When you were there were you using the Mary Helen Richards charts? 
Were they actually in the schools by that time? 
 
RM: I used the ETM, I used the Threshold Charts, ‘cause they were being used. I used 
them a little bit in teaching in Salem. But my Salem job, I was there in’65 through ’68. 
The first year I had five schools, the second year six schools, the third year seven schools, 
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so as a traveling music teacher the job just got worse instead of better. I did not befriend 
the administration, so they did not rehire me. It was a blessing in disguise. I loved 
teaching in Salem, I loved the kids, the teachers I worked with were wonderful, the 
schools for the most part were really great to be in, I just got so excited. My training at 
Oregon was instrumental music education and I never taught instrumental music ed., in 
reality I went into general music because I went to school the first year of my master’s 
degree in ’66-’67 was in Germany with Ed Cykler which was the first full year of the U 
of O’s program, study abroad. There we studied comparative music education, 
comparative arts. There we went to concerts all over Europe. We visited schools all over 
Europe, almost every country we went to in Western Europe. We didn’t go to Hungry at 
that time. All of the western schools, we observed their schools at several different levels. 
It was there that I got so excited about teaching general music to see what could be done. 
That converted my focus from teaching band to teaching general music  
 
5:32  
 
LF: So did you see the Orff process at work in Germany when you were there? 
 
RM: Yes, we went to the Orff Institute at Salzburg. We had some sessions with those 
people. I saw some Orff teaching done. I saw actually a lot more Orff teaching done than 
Kodály teaching. Because the Kodály teaching was really focused almost exclusively in 
Hungary. Almost exclusively, there was some of it in England.  I was really taken by the 
fact that European schools didn’t have performing ensembles in their school day. They 
taught general music all the way through high school. Music appreciation was what it 
was all about. They had to take a listening exam to pass out of the music class to get into 
college or university. So it was an entirely different mind set of music in schools to what 
the Americans have. I should have brought back some of that with me ‘cause I was so 
excited about general music. All you can do with general music you could…the band –
you know band is learning…But with general music you can do listening, you could do 
movement, creative dramatics, and so I was very moved by creative dramatics. I started 
teaching general music that way in Salem. 
 
7:00 
 
LF: And were you using some Orff in general music in Salem? Did you have some  
instruments? 
 
RM:  I used non-pitched percussion for the most part because I was traveling around so 
much. When I got to Ashland I was only in two schools for two years and I had my own 
music room, which I never had in Salem. I had some Orff instruments there, so it was 
pretty exciting. I saw the kids so much. That’s actually what drove me. Because I was 
seeing, the 6th graders in Ashland schools, some of them I was seeing every day of the 
week. I would see them Monday, Wednesday, Friday as example in music class and 
Tuesday, Thursday in choir and all of them took choir. So I saw those kids every day. It 
was so exciting, the choir sounded good and wow, we could do so many things. We’d 
bring in all sorts of people. It was at that time actually that, that was in ’68, when 
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Manhattenville Music Curriculum, MMCP was really turning on across the nation. I 
went—Scott Phillips did a session in Southern Oregon  at their local OMEA thing and I 
got so excited about that and saw sessions at OMEA conference in that. I started doing 
MMCP in teaching general music in Ashland. It was really exciting. Kids were creating, 
composing, but what the situation was in Ashland was, I saw the kids every day of the 
week, I was literally actually running out of things I could teach them. I mean what was 
appropriate. 
 
9:01 
 
LF: That was a lot of time. 
 
RM: It was a thrill. It was a wonderful situation. 
 
LF: When you were in Ashland, Southern Oregon College was there. Did clinicians like 
Mary Helen Richards or Grace Nash or any of the Orff people come down to SOC to 
teach that you remember? 
 
RM: No, probably didn’t. Occasionally we’d have a student teacher from or a practicum  
student from there. 
 
LF: So U of O was primarily the place where you were going to find those clinicians 
bringing Orff and Kodály. 
 
RM: Pretty much. 
 
LF: And then there were some up in Portland, of course. 
 
RM: I think Ashland, Southern Oregon College, was really good for instrumental music. 
They had stronger people in that than in general music at the time. I think that’s what 
allowed Max McKee for example to start the business of the band movement that is so 
powerful. I read something that they have something like 120 master’s degrees that 
Southern Oregon is going to give over a 10 year period just from the summer band 
program that Max started. So he’s got a big power ball machine. 
 
LF: Definitely, I went down there one summer. 
 
RM: Very exciting.  
 
LF: So you were in Ashland, and then you went to get your Ph.D. in Florida? 
 
10:25 
 
RM: Yeah. What drove me from Ashland was, I loved it very, very much, but I’d run out 
of things to teach. I got this opportunity to get this Ford Foundation Fellowship to go to 
the Kodály Institute in 1970-71 in Boston. So then I could learn more to teach them. I 
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thought this was perfect, it’s hand in glove, it fits my needs, where I am. The fellowship 
was for three years. The first year in Boston, second year in Hungary, third year coming 
back, and all paid for.  
 
LF: Fantastic. 
 
RM: But I only stayed one year. I don’t know if I made the right decision or not. I loved 
the Kodály approach, I felt that it really gave me so very, very much, I made friends with 
the Hungarian people, I go back and see them in Hungary, I go back and see their 
teaching there. I took a group of students there and all that. What I did learn was a 
sequential way of teaching and how to analyze folk songs. Folk song analysis, how you 
break it down and how you teach concepts. 
 
11:40 
 
LF: How many people were in that group with you? 
 
RM: That first year were seven people, then it grew nine people, then it ended up with 
five, four or five. I dropped out, a lot of people dropped out, each person for his or her 
own reason. 
 
LF: Right. 
 
RM: I dropped out because I had the opportunity to go to Florida State where I heard 
there was a very, very good program and I had a fellowship to go there.  
 
LF: You went to Florida State in ’71? 
 
RM: ’71 to ’74.  So I got the chance to go there and get the Ph.D. that allowed me to get 
into college teaching. And would give me just different tools than I had. A lot of the tools 
that I took from the KMTI in Boston I took and used when I was a teacher. 
 
LF: And then you came back to U of O as a teacher. 
 
RM: Yeah, ’74 there was an opening teaching general music. It was just great that we 
could. 
 
LF: So you were at U of O for a long time. 
 
RM: I was there for 6 years, bachelor’s and master’s and then I came back in ’74 and I 
was there for 30 years, so I was there for 36 years. 
 
LF:  You taught the elementary methods course, right? 
 
RM: I did, with other people. 
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LF: And in that did you? Kodály and Orff were included in part of the overview? 
 
RM: It should have been, but most of what I taught. I didn’t teach the music majors very 
much. I taught the classroom teachers.  
 
LF: You taught kind of like what I did. 
 
13:22 
 
RM: Exactly. I incorporated some of it there. But I did teach Kodály workshops, Kodály  
courses. In fact the students, university music majors liked it so much, that I started 
teaching  Kodály II. One term of Kodály wasn’t enough. 
 
LF: So they could actually take as undergraduates a Kodály term. 
 
RM: And for about 4 years I did it like that. Four or five years, I can’t remember. 
 
LF: So was that in the ‘70s or ‘80s? 
 
RM:  Late ‘70s, early ‘80s. 
 
LF: That was unusual to be able to get a term devoted to Kodály. 
 
RM: It was a fall term just Kodály and even that wasn’t nearly enough. So that’s why I 
said, “we just got started”. “Can you do it again?” 
 
LF: So you’d do a second? 
 
RM: I’d do a second term. I did a first term four or five years in a row and a couple of 
times I did a second term when there was any interest. During the summer I had Klara 
Kokás. 
 
LF: How do you spell that? 
 
RM: Klara…K-l-a-r-a,  K-o-k-a-s. 
 
LF: K-l-a-r-a,  K-o-k-a-s. 
 
RM: And since I’ve been back to Hungary and seen her two or three times. She came and 
did a summer workshop for us here. 
 
LF: Like in the ‘70s or ‘80s? 
 
RM: ’80? I don’t remember, around ’85. 
 
LF: And that was Kodály. 
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RM: And I taught some of the summer courses. When I got to Oregon about ’75, from 
’75 up to about 2004 we had an Orff workshop almost every summer. 
 
LF: Was that the levels, or just workshops? 
 
RM: There were a lot of intros, but we had many Level I’s. There were at least 10 Level 
I’s and about 3 Level II’s.  
 
LF: Did you ever offer level three? 
 
RM: No. We did summer of 2003 was my last time we offered Level I and II together. 
 
16:04 
 
RM: That was the only time we did them together. 
 
LF: So one year you’d do I and the next year II? 
 
RM: Yeah. We only offered Level II about two times that way. The others were either 
experience courses or Level I’s. 
 
LF: Did you have the same faculty each time? 
 
RM: Not always. We started for quite a while with Konnie Saliba and then we went two 
years we went with a lady from Vancouver, a very nice person, I forget her name. One 
year we went with a Minneapolis contention, because they all teach a different way.  
 
LF: Right. 
 
RM: Then the last 6 years or so years we went with Kerri Lynn Nichols from Chicago.. 
 
LF: What was her first name? 
 
RM: Keri; K-e-r-r-i-, Lynn L-y-n-n- 
 
LF: Nicholes? [Nichols] 
 
RM: N-i-c-h-o-l-e-s. 
 
LF: Will she be back this year do you think? 
 
RM: No, she just had a baby, 27th of December, her second boy. 
 
LF: So they are looking for someone to do Orff for this summer? 
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RM: I don’t know, I’m out of that picture. 
 
LF: You don’t have to worry about it anymore. 
 
RM: I had to worry about it for 30 years. 
 
LF: Did you always have enough enrollment? 
 
17:44 
 
RM: Every year we had enough enrollment.  
 
LF: What kind of enrollment numbers would you say on average? 
 
RM: The needs were usually 20, sometimes 18. Often we got 30. 
 
LF: That’s good. 
 
RM: That’s good and every time it paid for itself, usually made money. 
 
LF: There was at one time an Orff organization in Eugene. 
 
RM: That’s right. 
 
LF: What was it called? 
 
RM: Lane Orff, LOSA. 
 
LF: Lane Orff? 
 
RM: Lane OSA. 
 
LF: That, when was that about? 
 
RM: That was probably in the ‘70s and up to about ’86 or ’87. Then Judy West who was 
the main driving force behind it was getting fed up with Venita School District and what 
they were doing to her that she went to L.A. and she’s been there ever since. 
 
LF: So she moved and it sort of dissipated. 
 
RM: It did, it took a few years for it to, but it did. 
 
LF: Did they bring in clinicians for workshops of their own. 
 
RM: Occasionally they did. That’s right, they sure would. Just like Portland. 
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LF: Were they a fairly good sized group? 
 
RM: Yeah, I’d say there were 20, at least 20 local teachers that were in it, if not more 
because it went down to Southern Oregon too. 
 
LF: So it reached down to Ashland area. 
 
RM: Right. 
 
LF: Did you ever do Kodály Levels training at U of O? 
 
19:40 
 
RM: No we didn’t. I really wasn’t certified even though I spent a year at the there. I got a 
lot out of it. I’m not trying to be disrespectful to them because I totally see what Kodály’s 
approach and program are and I think it’s one of the neatest things.  
 
LF: So undergrads could take a whole Kodály class from U of O. Could they take an Orff 
class too? 
 
RM: Yeah, after a while  I taught them an Orff. What I did… with the consolidation of 
course work I did away with the Kodály courses and we did for music majors, I had to 
teach a course where I did Orff, Kodály, Dalcroze, and Manhattenville. 
 
LF: All in one term? 
 
RM: In one term, in ten weeks. 
 
LF: When did that hit? 
 
RM: Probably in the early ‘90s. 
 
LF: So you went from a time period where they could concentrate to a more watered 
down… 
 
RM: That’s right, but that was for everybody, that was required. But we still did the Orff 
summer workshops. And they were heavily encouraged, but not required. They didn’t 
have to have it for the degree. 
 
LF: Right. Were they …Are your Orff workshops mostly undergrads or people who are 
returning…already teaching? 
 
RM: Oh, much more returning people. Almost entirely graduate students. Maybe one or 
two undergrads. 
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LF: That seems pretty typical. The Kodály program up at Portland State is mostly people 
who have been teaching and want. 
 
RM: Yes. 
 
LF: Enrollment in Level I is high and Level IV is …a big commitment. 
 
RM: Oh, sure it is. 
 
LF: Does U of O have an instrumentarium of the instruments? 
 
20:13 
 
RM: By full we have two BX’s, one BM, several alto xyes, soprano xyes, one alto 
metallophone, one soprano metallophone, five glocks. 
 
LF: When you do your workshops do you bring in other instruments? 
 
RM: We have to. 
 
LF: Where do you get those? 
 
RM: From the public school teachers I know. 
 
LF: So teachers bring them in. 
 
RM: Well, I go to them. 
 
LF: You want to be in the class, bring an instrument. 
 
RM: Yeah, just about. 
 
LF: One faculty person does the whole thing. You don’t have a group of people who do 
the workshop? 
 
RM: You mean just a few years ago? 
 
LF: Up until last year. Your main person, what was her name, Kerri Lynn Nichols is she 
your only person 
 
RM: No we have to have two according to the Orff Association. The extra person will do  
recorder, or movement, or an extra class. Kerri Lynn was so good at basic Orff and 
movement that she always did that. I did the recorder once and once or twice I taught 
recorder for the Orff. Debi Noel has taught recorder one or two times. 
 
LF: And this was under the auspices of the Orff Association to get the certification. 
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RM:  It was the last two years. It wasn’t when I taught recorder because I wasn’t certified 
and Kerri Lynn wasn’t certified. But that summer she went down south to Mills and got 
certification. The last two years they got a certificate.  
 
LF: Now the people who went the last two years could get certificates. Before that they 
just got a U of O certificate.  
 
24:20 
 
RM: Second rate. It takes a while because things change. 
 
LF: There’s a lot of politics involved in who’s official and who isn’t. 
 
RM: That’s right.  
 
LF: It’s amazing; you’ve had a lot of experience. What do you think is going to happen in 
general music with Orff and Kodály? 
 
RM: Well it depends upon the teachers. 
 
LF: It’s not as though methodology has taken over and everyone follows it. 
 
RM: They fought each other for a long time. “I’m better, than, you’re better” As long as 
there are still great experienced teachers who are using these ideas and saying “ I can use 
this” What I see is that they were out here (held up index fingers far apart) and now they 
are starting to get like this (brings fingers closer together). I see the Orff teachers now are 
teaching a lot of things that I learned in the Kodály program. 
 
LF: It must mean it was working. 
 
RM: Yeah. Things are overlapping between Kodály and Orff and they’re getting closer. 
That’s good and that’s bad. 
 
LF: I think Grace Nash, early on was doing the Orff-Kodály approach. 
 
RM: Yes she did and was very successful at it. And the counter to that, the other pole was 
Lois Choksy, it was one or the other in her book. Avon Gillespie says “it’s Orff or 
nothing.” And she said “it’s Kodály or nothing.” 
 
LF: Did Lois Choksy ever come and do workshops here? 
 
RM: No, but I went to Holy Names and saw her there. Went to a National Kodály 
meeting at Holy Names; that was really exciting. And I went to another Kodály meeting 
in Seattle where I took a group of my children’s choir to do a recorder demonstration. 
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LF: That’s neat. With what you went to, you brought back to the University of Oregon 
the real thing in all of them, in both of them, in more than two methodologies. 
 
RM: I think so because I was also inspired by the Manhattenville approach, which was 
real American stuff. 
 
LF: Did you see Katinka Dániel when she was at U of O in 1961? 
 
RM: ’61…I think I did, I think I wasn’t as impressed. I was more impressed because I 
wasn’t ready for her yet. I saw her a few years before she passed away. I think she died 
just a few years ago. 
 
LF: Katinka Dániel? 
 
RM: Yes. 
 
LF: According to Sylvia Perry she is still alive. 
 
RM: She’s alive, wow. She’s just not circulating now. I forget where I saw her. I was so 
impressed.  I used her overheads and materials, wonderful materials. 
 
LF: There’s so much. 
 
RM: Video tape too, she has wonderful videotape of teaching. The Kodály started more 
videotaping to ….the Kodály teachers and then I saw Orff starting to do that too. 
Wonderful idea. They actually helped each other as much as they’ve hindered each other. 
 
27:52 
 
LF: I think because one sees this…particularly ways of disseminating information. I 
wonder who was first with the Levels training.  
 
RM: Orff. 
 
LF: Orff was first? 
 
RM: Oh, yeah.  
 
LF: Very interesting, I suppose we had better head back over there now. 
 
RM: What time is it? 
 
LF: Twenty 'til. 
 
RM: Yes we should. 
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LF: One thing I’m supposed to ask you, when were you born? 
 
RM: When I was born? 
 
LF: When you were born because that puts it in  
 
RM: I was born the first of November, 1941 in St. Joseph, Missouri and I spent all my 
school years, public school, in Missouri. Then I moved to Oregon in ’59, the year I 
graduated from high school. 
 
LF: That was a long ways, you came all the way west. 
 
RM: I was looking for a good music school and my Dad was looking for job he worked 
in construction and this fit the bill. We almost went to Minnesota, but we didn’t like the 
snow in the winter, so we like this. 
 
LF: Good, I appreciate your time so much, this has been great. Thank you.  
 
  
 
 
 
 
 
 
 
 

 

 

 

 

 

 

 

 

 

 



         474

 

 

 

 

 

 



         475

 

 

 

 

 

 

 

 

 

 

APPENDIX M 

GRACE C. NASH 

 

 

 

 

 

 

 

 

 

 

 



         476

 

Interview:   O-002 
Date:   February 6, 2005 
Place:   Telephone 
Narrator:  Grace Nash (N) 
Interviewer:  Lynnda Fuller (F) 
Re:   Orff workshops presented by Grace C. Nash in Oregon 
 
The notes in italics were taken by the interviewer prior to starting the tape recorder. The 
recording is not of high quality due to the fact that the interview was conducted via the 
telephone. Sections in which the tape was unintelligible are indicated by ellipses. 
 
Notes taken by Lynnda Fuller 
 
Contact Jan Rapley Orff and Kodály  956-544-2141 
Has something to do with Grace Nash, Chico California 
Brownsville, TX  
San Francisco State  
 
Sue Orrell 
Houston, Texas has the entire schedule of when and where Grace Nash presented 
workshops 
2419 Greekwood 
Houston, TX  
need to find correct address for her  
 
In Oregon the State Music Supervisor Del Aebischer  
 
“Asked me to do a day in each city. I started in Salem and went to about five different 
places” 
 
“He was very interested”  
 
“University of Oregon, they were very interested” 
 
“I used a lot of Kodály, especially with the hand signals and stick notation.” 
 
Tape increments [000] 
 
GN: Now at the same time, Washington was very much interested, they asked me to do, 
from a national picture.  It was one whole week, with the classroom teachers. The same 
time the person there who had, a supervisor of music was very interested and the 
superintendent of the school, Robert Koehnke, Bob Koehnke  K-o-e-h-n-k-e- 
[address supplied for Robert Koehnke by Mrs. Nash with her corrections of interview 
:P.O. Box 483 Fox Island, WA 98333] 
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GN: I felt this was the first school I’d gone into for that amount of time. Taking up any 
new thing that came along. And I taught the classroom teachers who were obliged to 
come to take the class. It was during the day. I thought it was just another passing fancy. 
They wouldn’t do anything. And when I talked with Mr. Koehnke about it, he said; “oh, 
no, they were so interested. They’d taken a dozen things offered nationally for tryout. 
And then they let it pass and didn’t do anything. But he said “that one, they were really 
interested in.” I couldn’t see it. I didn’t see that much interest. 
 
LF: When you were in Oregon did you teach, did you talk mostly to music teachers or to 
classroom teachers? 
 
[addendum by Mrs. Nash: “one workshop in Eugene”] 
 
023 
 
GN: In the school it was all classroom teachers. And the music supervisor, it seems to me 
his name was David Asplum, he’s gone on and had training, he’s done a lot of 
workshops. He was young and very interested and went on and got his credentials. So 
he’s another one who took over.  
 
LF: So it was when somebody would come to you and say “come.” 
 
GN: The best one who I thought was most interested was the one who took after Dave 
Asplum. 
 
LF: Who was that? 
 
GN: That was Jeanne Frolick. She was teaching at a Catholic University in Portland, the 
college in Portland. She wrote a book herself, you could call her. 
 
LF: What was her last name?  
 
035 
 
GN: Frolick, F-r-o-l-i-c-k. She was there, but it was through Sister Mary that I taught at 
that university two or three years. 
 
LF: Okay, so you came here and did workshops for her here in Portland. 
 
GN: Yes, and she knows a great deal about it, and has written a book about it. I’ve given 
that book and other books to the Orff in Princeton. All the books I had I’ve given away 
and my instruments. I gave the rest of them this last week to the college in Texas 
[addendum by Mrs. Nash: Texas State University, Brownsville, TX]  And I would to 
have given you. 
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LF: Where did you get, where did you buy your instruments when you first started doing 
this?  
 
GN: Well, I ordered them from Europe. They were Studio 49. I traveled with those 
instruments. I don’t think I had them there. I was not doing transportation. Del Aebischer  
and the one thing important to Oregon. The university guaranteed to me, they may have. 
Kitching company were.[addendum by Mrs. Nash: Kitching of Ludwig Drum Co. 
Ludwig Co. sponsored several workshops]. 
 
LF: They sponsored some of your workshops didn’t they? 
 
GN: They made a lot of instruments for me. They weren’t, they didn’t keep on. They had 
the place, a beautiful ….Ready to make money and they gave it up. 
 
LF: I wonder why. 
 
GN: I don’t know. I think they didn’t want to go into it. But they were good instruments. 
However, they had tube design instead of anything….the way it is now. Let’s see. I think 
I did give you the names. It would be Jeanne C. Frolick. Her address is 3465 SW 153rd 
Ave.  
 
LF: Is that in Portland?  
 
GN: Yes. 
 
072 
 
GN: Portland, Oregon  97236.  
 
LF: Well, you are marvelous to have all of these things.  
 
GN: I know there’s a lot of research to do it. You know they value combining. The Orff 
enriches the Kodály and vice versa. [addendum by Mrs. Nash: plus Laban Basic Efforts] 
 
LF: I’m finding most people in Oregon that I speak with are doing Orff and Kodály both. 
 
GN: I was doing that all the time. I was very taken aback because at one time they were 
ready to put me out of the Orff-Schulwerk Association. Because I was combining them 
too much. At time it was in line the purist. Now fortunately we’ve ….the association 
now, because they’re changing and inviting people to put everything together.  
 
LF: Well, we need to use what ever we can that works to help.. 
 
GN: Yes. 
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LF: To help kids learn and love music. 
 
GN: Yes, tell me, do you have Orff-Schulwerk and Kodály at the same time? 
 
LF: I did my Level I Orff in my Masters program at the same time I did Introduction to 
Kodály. I did two levels of Kodály training, so I’ve got a little bit of both. I probably 
need to do Level II Orff.  
 
GN: Have you ever finished Level III? That’s what is really interesting. Level III is very 
exciting because you get into enough a taste of Orff’s compositions. And that’s where it’s 
so wonderful to see how they developed things into the art form.  
 
LF: Nobody in Oregon does level III. [addendum by Mrs. Nash: too bad] 
 
101 
 
GN: That’s too bad. They had that in a number of …..it’s hard to get enough to fill a 
class. 
 
LF: They have all four levels of Kodály at Portland State, but Level IV is always very 
low.  
 
GN: Yes, and that is Kodály too. I studied with. 
 
LF: I didn’t hear that. 
 
GN:  Then the Budapest conservatory there was a very wonderful teacher, so I felt very 
lucky. I had with Gunild Keetman and that was in Toronto. And there she was the master 
teacher. Very remarkable. She didn’t speak and English, but she came across very well.  
 
LF: Did she have a translator? 
 
GN: No, no. Her eyelashes even told you. 
 
LF: Oh, my goodness. She must have been something. 
 
118 
 
GN: Yes. Her books are so good too. If you want to talk with me on the phone further as 
you talk with these other people. Then call me and we’ll set up a date.  
 
LF: Okay. You are wonderful. Can I have your phone number? 
 
GN:  850-656-7571 
 
LF: 850-656-7571. Well, thank you so much for calling. 
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GN: The phone has to ring quite a while. Three, four weeks ago I broke my hip. And I 
was in the hospital for 7 weeks with the therapy, so I’m very weak. I try to use a walker 
and every step hurts me. 
 
LF: Oh, dear. 
 
GN: I do therapy morning and afternoon and try to get my leg strong enough. 
 
LF: Well, take care of yourself. 
 
GN: Well, it’s hard work. Therapy is not easy. 
 
LF: No, my mother-in-law broke her him and she got better and is doing great now. 
 
GN: That’s good, that’s what I’m hoping. I’ve a knee that sort of buckles, give out all of 
a sudden. 
 
LF: That doesn’t help either.  
 
GN: No. That’s what…You let me know. 
 
LF: Well, thank you for these numbers and for sharing with me and I will contact these 
people and then later on, I’ll give you some time to get better and maybe I’ll give you a 
call back. Thank you. Bye, Bye. 
 
GN: Bye. 
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Interview:  B-004 
Date:   7 August 2005 
Place:   Eugene, Oregon 
Narrator:  Debi Noel, recorder instructor in the University of Oregon’s Orff  
      Level I Course (DN) 
Interviewer:  Lynnda Fuller (LF) 
Re:   Orff Levels Training at the University of Oregon and the Lane Orff 
      Schulwerk Association 
 
00 minutes 
 
LF:  I am interviewing Debi Noel in Eugene and we are going to be talking about Orff at 
the University of Oregon. Now, how long have you been doing that? 
 
DN: This will be my third year. 
 
LF: Okay. And where did you get your own Orff training? 
 
DN: Level I and II were here at the university and Level III was at Mills College with 
Dough Goodkin.  
 
LF: So, U of O at that time, when you did your training, was a certified program.  
 
DN: Uh Huh. 
 
LF: Because I know that evidently they haven’t always been. 
 
DN: Yes, it was when I did. 
 
LF: Good. When did you do those? 
 
DN: I did Level I in ’88 I think and Level II in ’92 and Level III in 2003, I guess. 
 
LF: And you’ve been doing it since 2002? 
 
DN: No, actually 2003. 
 
LF: 2003. Did you have to do something besides do all three levels to teach in the 
program? 
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DN: I don’t think so. With AOSA because all I do is teach recorder and movement, I’m 
not the level teacher. To do that you do have to have extra interning, or there are some 
extra things. 
 
LF: Who is the levels teacher who works with you? 
 
DN: Keri Lynn Nichols did for my first two years.  
 
LF: Where is she from? 
 
DN: Olympia, or Lacy [Washington] actually.   And this year is going to be Linda 
Ahlsted. And I’ve not met her, but she’s a past president of AOSA and she’s from the 
east coast. Keri Lynn was not available to do it this year, so they called her and she’s 
agreed to come out because she had to be in Oregon anyway. But we’re doing it in nine 
straight days; all through the weekend.  
 
LF: That’s different isn’t it? 
 
DN: Yes it’s different, but we’ll see. 
 
LF: What’s the logic behind that? 
 
DN: She just recommended it, because she felt that for people who are coming from out 
of town it would save money on lodging, they wouldn’t have to go back. She found that it 
was easier for her, so we’ll try it. 
 
LF: Now you meet with. How much of the time do the kids spend with you? 
 
DN: I’m not sure of her schedule, but with Keri Lynn I would have. Movement would be 
an hour and a half I think and recorder was, I don’t remember, maybe it was an hour, an 
hour each. And then we had the last hour of the day we had, it was called synergy. The 
three different teachers would take turns teaching that. 
 
LF: What would that encompass? 
 
3:46 
 
DN: It could be like, vocal, specifically choral music. I did a thing on Tinikling and 
gumboot dancing and I also did one on theatre games, acting games. So it’s just different 
things that you can do to supplement. James Harding did history of Orff. 
 
LF: That sounds interesting. So, it’s you and Linda, and there is another person also? 
 
DN: No, this year, we’ll just have the two of us, because last year we had Level I and II 
and this year it’s just Level I. I don’t know if she’ll do the synergy. 
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LF: How do they determine what level to offer? 
 
DN: Keri Lynn offered Level I two summers ago. She’s kind of the one who’s been 
developing this at the U of O. And there were enough people from Level I that she 
wanted to offer a Level II. So she got James Harding from Mills College to come up and 
do the Level II. You know, if there’s enough interest they’ll offer it. 
 
LF: How many students do they usually have? 
 
DN: I think that AOSA to have it even count has a minimum of 18, maybe, I’ll have to 
check those records. I that U of O to pay for it needs 20. And Level II, I think you have to 
have 12 to be a certified course.  
 
LF: Does Keri Lynn or Linda do all of the AOSA stuff? 
 
DN: Yes. 
 
LF: Is there quite a bit of paper work involved? 
 
DN: Yes. I had to do stuff to apply to be certified to teach the recorder. I had to fill out a 
lot of forms and show evidence that I’d had the right training.  
 
LF: So you went through AOSA and now you’re certified in some sense? 
 
DN: I’m  approved. 
 
LF: Approved teacher. In your movement, is that mostly creative movement? 
 
DN: Yeah, and I use a lot of Anne Greengilbert from Seattle. 
 
LF: Greengilbert? 
 
DN: Uh huh. She has a wonderful book called Creative Movement. So it really goes hand 
in hand with the music elements and concepts. It’s really nice, she has wonderful ideas. A 
lot of conceptual teaching. 
 
6:34 
 
LF: I really enjoyed the movement part of my Orff. I did  Orff years ago, Level I at the 
University of Portland, ’92. They haven’t done it for years. They had all three levels that 
year, but it didn’t fly. Monetarily you’ve got to have the enrollees.  Does U of O usually 
have what they need? 
 
DN: Well they have. I don’t know what’s going to happen this year. I’m not sure how 
good the promotion has been for it. Keri Lynn did a lot for that. 
 



         486

LF: What did she do? 
 
DN: She made sure that it was in the Orff Echo, she sent emails to every place that she 
had done clinics or workshops. She has a pretty big following, so she contacted, a lot of 
word of mouth, a lot of promotion.  
 
LF: It takes a lot of effort to keep it going. 
 
DN: Yeah, and I haven’t heard how it’s going to be this year. I know we were working on 
it last year. 
 
LF: And this year nothing. 
 
DN: I haven’t been involved because I’ve been so busy and I don’t want to upstage 
Linda. I’ve never met her. I think she’ll be great, we’ve corresponded. 
 
LF: So she’ll come with a schedule of what’s going on where. Do you usually divide 
them? If you’re just doing Level I do you divide them into two groups or do they all go, 
all twenty of them. 
 
DN: They’ll all go. You really need that many to do a lot of the orchestrations, some 
people dancing, some people singing. 
 
LF: Where do your instruments come from? Does U of O have a full compliment. 
 
DN: Yeah, last year John’s Music in Seattle, and this year they’re not able to come and I 
think that Music West is providing them and of course advertise in exchange and they 
can sell them. 
 
LF: So Music West is doing it this year. How many do they bring in?  
 
DN: Everything. The whole instrumentarium. Probably two or three bass xylophones ---- 
metallophones all the way up to the glocks and the hand percussion. 
 
9:10 
 
LF: Do they bring the contra bass? 
 
DN: Yes. 
 
LF: I love those. We don’t have any in Scappoose. We’re lucky we have a few of this and 
that.  We do have a bass xylophone in each building. 
 
DN: I love the bass xylophone, the kids love the contra bass. 
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LF: Oh, yeah.  So does West then give a bargain? Do they have some sort of deal if you 
buy it from them. 
 
DN: I’m sure they will. I’ve not worked with them before, but John did. 
 
LF: That seems to be pretty traditional. They come in and bring the instruments and then 
they offer them at a discount and they build good will. 
 
DN: Absolutely. 
 
LF: Where does your student population come from? Are they mostly from Oregon? 
 
DN: Mostly, but last year we had some from Idaho and from California and I think we 
had one from Washington as well. 
 
LF: So, they’ve got, they’ve heard of it through word of mouth or the Orff Echo. 
 
DN: Yeah. 
 
LF: Would they let you know ahead of time if they didn’t have enough students. 
 
DN: I hope so. I’m sure they will. I was going to call this morning, but I was too busy. I 
need to know. 
 
LF: Who’s in charge of it at the University of Oregon? 
 
DN: Phyllis Paul. 
 
LF: She’s the one who took over for Randy Moore, isn’t she? 
 
DN: No, that’s actually Harry Price. Phyllis maybe, would she be the Mary Lou Van 
Rysselberghe person. She was hired a year before Randy left. She and Randy actually 
worked together for a year.  
 
LF: Okay.   
 
DN: She has taken over a lot of his job. She’s more elementary music and Harry may be 
music ed. in general. And Randy was the head of music ed. But she does the Orff. 
 
LF: Was she the one who hired Linda when Keri Lynn couldn’t do it? 
 
DN: Yes.  
 
11:28 
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LF: Are most of the teachers who come, new teachers? Old teachers?  Returning, people 
who’ve had Orff before? 
 
DN: Most of them are experienced teachers, at least a year or two. I’d say the majority 
are actually veteran teachers. Maybe they’ve been to POSA to a workshop, or they’re 
working on their Masters or something and somebody’s recommended they take. 
 
LF: Were you ever involved down here in the Lane Orff? 
 
DN: Yes, I was. 
 
LF: That’s a missing piece in my thing. 
 
DN: Oh. 
  
LF: Because I haven’t found anyone who belonged. 
 
DN: Oh.  
 
[recording interrupted due to a visitor] 
 
008 new band on the recording  
 
LF: We’re continuing with Debi Noel. So you belonged to the Lane Orff Association. 
When did it start? 
 
DN: When I became a music teacher in 1987, it was already going, so I can’t tell you. 
I’m guessing ’85 . 
 
LF: Okay. Was it a big group at any one time. 
 
DN: Yeah, we had at one time probably twenty some pretty committed members. And 
other people would come to the workshops and not necessarily join. 
 
LF: So what did they do? 
 
DN: We would have a monthly workshop, bring in clinicians. We didn’t go up to 
Portland, we just had it right here.  
 
LF: That was handy.  
 
DN: We had a lot of really great people. Jim Solomon, Mary Helen, a lot of good people. 
 
LF: What was Solomon’s first name? 
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DN: Jim, and Mary Helen was his wife at the time. She does her own stuff now. And we 
had, Jeff Kriske and Randy DeLelles, they’re from Las Vegas.  
 
LF: So you would contract with these people to come in for your workshops. 
 
DN: Yeah.  
 
LF: What kind of geographical did? 
 
DN: LOSA?  Corvallis to Roseburg, people did come up from Roseburg.  
 
LF: Neat. 
 
DN: That was pretty much it, I think people north of that went to Portland.  
 
LF:  And then it? 
 
DN: Well, they had budget cuts in the state. And so many music teachers were getting cut 
that a lot of our membership was out of a job or not working at the time or working part 
time. It just lost its momentum. Eventually there weren’t enough people involved to pay 
for the clinicians. 
 
2:46 
 
LF: That’s too bad. 
 
DN: And sometimes we’d just have sharing sessions among ourselves. But there’s a point 
at which the sharing . 
 
LF: You can only share, but it’s nice to bring in the outside person.  Did you make a 
profit on the sessions at all? Were you able to charge enough?  You at least broke even? 
 
DN: Broke even. It was just basically pay for the next clinician.  
 
LF: You did clinicians monthly? 
 
DN: I think it was every month during the school year.  
 
LF: That was very ambitious. 
 
DN: Yeah, it was great.  
 
LF: Was it in any way connected to the University of Oregon’s program. Their Orff 
Levels? 
 
DN: No, not really. 
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LF: Were most of the members? Had they done a level or two? 
 
DN: Of LOSA? 
 
LF: Yeah.  
 
DN: I would guess the majority probably had Level I. 
 
LF: You’re not teaching in Eugene right now? 
 
DN: Elementary? 
 
LF: Elementary. 
 
DN: I’m on a leave of absence. 
 
LF: So you took a leave of absence to teach at? 
 
DN: Lane Community College.  
 
4:09 
 
LF: Is Eugene a pretty strong Orff community do you think? 
 
DN: You know Eugene has suffered from budget cuts and so I would say no. Because 
there are a lot of teachers who are going from school to school to school. And they may 
not have a room to teach in. So, you know there are some really excellent Orff teachers in 
town, but there are a lot who don’t use it at all. 
 
LF: What do you think they use if they don’t use Orff? 
 
DN: I think the use McMillian Music and You, just use the book. Some people do use 
Kodály, they’re eclectic. Some people just use books. 
 
LF: How many less music teachers do you have? Did you have actual reduction in staff 
with all the budget cuts? 
 
DN: Yeah, we did. Some went to the classroom, they just got certified to teach 
classroom. Jumped ship.  
 
5:21 
 
LF: Can’t blame them. So do you see any chance of LOSA coming back? 
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DN: I don’t think it would for at least two years. And it would, it depends upon on if the 
state would get support for education so we could get music teachers the whole time. And 
the other thing is with test scores and so on, schools are not giving as much time for 
music. 
 
LF: You’ve got to meet the standards. 
 
DN: I don’t see it coming right away. 
 
LF: Is there anything else significant about Orff in this part of the world that you know 
that I should know? Are there any little enclaves that are big Orff groups? 
 
DN: I think Portland has a great, POSA. Have you been to any? 
 
LF: Yeah, I have been. You know, they just bought a set of instruments to use as loaners. 
So if someone has had Level I they can borrow these and use them as a promotion to get. 
 
DN: The Portland School District? 
 
LF: POSA bought them. 
 
DN: Oh, POSA did. 
 
LF: POSA will loan them to anyone who’s, I believe a member and has had Level I. 
 
DN: Excellent, that’s great. 
 
LF: So, they are very active. 
 
DN: Awesome. 
 
LF: An issue that seems interesting to me is that we have a large POSA group and yet the 
only training is down here. A lot of those people get trained out of state.  
 
DN: That is interesting. 
 
LF: How did you choose Mills to go to? 
 
DN: It was happening at the time when I could go. And also Keri Lynn recommended it. 
She really wanted me to go to Jos Wuytack in south east somewhere, Memphis. But that 
was at the wrong time. But it was huge [Mills]. We had 23 in Level III.  
 
LF: That’s big. 
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DN: That’s big for Level III. And Level I, I think they had two different groups and they 
were huge. And Level II as well, it was big, there were over 140 or 50 students. And they 
teach a Master Class there too. 
 
LF: So that’s something like what Keri Lynn must have done then to become, the master 
teacher. 
 
DN: Yeah, she was up in Olympia. 
 
LF: So is Oscar Munoz who was one of the teachers at the University of Portland. 
 
DN: Yeah. 
 
LF: And his wife was Lynn something, I can’t remember her name. So there’s quite a 
strong group in Olympia of master teachers.  
 
DN: Keri Lynn is thinking of doing a Levels up there next year instead of coming back 
here. 
 
LF: Do you think that they’d have Linda or somebody back? 
 
DN: I don’t know. The thing is that Keri Lynn is really well known in the northwest. 
That’s one reason why I’m not sure if it’s going to fly this year. She doesn’t have a name 
that’s known here.  She’s probably well known in the east. 
 
LF: There’s a definite east coast/west coast. 
 
9:10 
 
DN: Yeah. 
 
LF: Even within Orff and Kodály both. Especially when you’re looking at the pioneering 
movements. When they first came in there were little niches where it started growing, 
which ever method you’re talking about.  There were definitely the east coast people and 
the west coast people. 
 
DN: Uh huh.  
 
LF: Not that they were different camps, but the convenience of where someone was. 
 
DN: Yeah, that’s true.  
 
LF: When you taught here, you did a pretty much Orff program with your classes? 
 
DN: Yes. 
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LF: And were you in one building, or two? 
 
DN: We were at my old school, which has two gyms, so Level I was in one gym and 
Level II was in the other gym.  And then for the synergy we brought everybody together. 
 
LF: And what grade school was that? 
 
DN: Birming Elementary. 
 
LF: Birming? So is that where the Orff levels are always done? 
 
DN: That’s were it was done for two years. And this year it will be at the University of 
Oregon.  
 
LF: Is there a reason for that? 
 
DN: Well, I’m not teaching at …this year. That’s probably the biggest thing. 
 
LF: When you were teaching classroom music you had a full Orff instrumentarium and 
everything? 
 
DN: Well, full enough. I didn’t have the bass bars. There are some now. 
 
LF: Did the person who took over for you have Orff training? 
 
DN: Yeah, I think she had a Level I. She’s just a one year, now she’s gone. Now she’s 
going to teach in Guam. We had a good stash. 
 
LF: Is your administration supporting of hiring an Orff person?  
 
LF: Let me ask you before we turn off the tape, who you are. 
 
DN: I’m Debi Noel 
 
LF: And when you were born, we’re supposed to ask that. 
 
DN: I have to tell you when I was born? 
 
LF: We’re supposed to document that you’re a real person. 
 
DN: I was born on September 21st of 1951. 
 
LF: We’re almost twins. 
 
DN: I know, if you’re one year older than Beth. 
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LF: And where did you get your degrees? 
 
DN: I have a degree in sociology from OSU, a degree/ music certification from U of O, 
Masters degree from OSU, I think that’s it. 
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Interview:    K-005 
Date:     February 23, 2005 
Place:     via telephone 
Narrator:    Dr. Jill Trinka (JT) 
Interviewer:    Lynnda Fuller (LF) 
Re:     Kodály program at Portland State University 
 
 
000 
 
LF:  I am talking to Jill Trinka, right? 
 
JT: Yes 
 
LF: And you were the first teacher of the Kodály Certificate Program at Portland State, 
Right? 
 
JT: Uh huh. 
 
LF: How did you end up doing that whole thing? 
 
JT: Well I had presented the session at the MENC in New Orleans. 
 
LF: What was that on? 
 
JT: David Jimerson came up and introduced himself and said “would you be interested in 
doing something in Portland? 
 
LF: What was your session presented on?  Was it Kodály Methodology? 
 
JT: No, it was making folk music come alive in the classroom. Identifying and preserving 
rhythmic vitality and melodic solidity. 
 
LF: Whoo! 
 
JT: Yes, it was basically my dissertation work 
 
LF: Oh!  So was that what your dissertation topic was? 
 
JT: It was folk song performance style between the series recording and real traditional 
singers. 
 
LF: There’s a little bit of difference. 
 
JT: Yes, so what my task was to identify what is folk song, and then identify …. 
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LF: Whoo, I guess, that’s a lot of work. So David was attracted to the folk song. 
 
JT: Yes, or just do what I was doing you know.   Had you asked him? 
 
LF: I did, he just said that it was amazing and he wanted you to come. 
 
JT: Okay. 
 
LF: He was just blown away by how cool it was or something to that effect. Then the first 
year you did an introduction to Kodály? 
 
JT: Yes. 
 
LF: And that was a one week class? 
 
JT: Yeah. 
 
LF: Was it all day, every day? 
 
JT: Yeah. 
 
LF: Are there OAKE parameters for intro. classes? 
 
JT: No, That’s why … 
 
LF: That’s my dog barking. 
 
LF: Um, so can anyone do those intro classes or are they supposedly done by someone 
who is OAKE Certified, or are they---? 
 
JT: OAKE does not certify people; we have endorsed institutions, endorsed programs. 
 
LF: Okay. So then you came out and--- 
 
JT: You know, anybody can hang up a shingle, there you go. 
 
LF: So you came out and you did that and it was successful David said. 
 
JT: Yeah, it was a great group. 
 
LF: How many were in that? 
 
JT: Um  
 
034 
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LF: About. 
 
JT: Well, I can tell you.  Because I’m a rat pack, pack rat? 
 
LF: That’s a good thing to be. 
 
JT: Something like that. There were 22 people. 
 
LF: Did you find that they knew a little bit about Kodály? Or practically nothing when 
you got that first group? 
 
JT: Um, They knew almost no repertoire, yeah, I mean I really did origin, objectives, 
philosophical tenors, materials, and the principles. You know, just everything…. 
 
LF: So they got a little bit of all of the? 
 
047 
 
JT: Oh Yeah, you know and how to plan lessons, like a model, and stages of a learning 
sequence, stages of a teaching sequence. They got a lot of heavy stuff. Read articles. 
Yeah, it was a great group. 
 
LF: And did they do master copies at all? 
 
JT: They had to research some folk songs. 
 
LF: Uh huh. 
 
JT: And they each presented one. 
 
LF: Uh huh. And then you came back and did it a second year? 
 
JT: You know, that’s the tricky part, I mean all I had was 1994. 
 
LF: When I was looking to…I met with Debbie Glaze who is taking over David’s job.  Is 
there a Sandra Matthias? 
 
JT: Yes, she actually presented an intro class out there before I did. 
 
LF: Okay, so she was, that’s what it--- her name was listed a year or so before yours? 
 
JT: Was it 1993 or 91? 
 
LF: I don’t have that with me right now.  I took notes on it the other day. 
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JT: Yeah, that would be interesting. 
 
LF: I should probably contact her and see what she did. 
 
JT: Yeah. 
 
LF: Because that would have been with David still I guess. 
 
JT: Exactly 
 
LF: But he was blown away by your stuff and went after you. When you go and do an 
intro. class like that is it pretty normal to have the population pretty ignorant, fairly 
ignorant about the Kodály Process? 
 
JT: No, not so much any more, we’ve gotten misconceptions working. 
 
LF: Uh huh. 
 
JT: You know they think it’s real rigid and nothing could be further from the truth. 
 
LF: They think all you can do is so-mi songs for the first few years 
 
JF: Yeah really.  
 
LF: Which is a little bit boring. 
 
JT: Just a tad. 
 
LF: Was Oregon atypical in any way or pretty typical? Of, you know when you are 
starting a program?  I guess what I am trying to find out is before you started did you feel 
as though there was much Kodály teaching going on in the state or practically nothing? 
 
JT: Oh, I knew that there was virtually none. 
 
LF: I wonder why?  
 
JT: You know it’s a matter of people being in the right place at the right time. 
 
LF: Uh huh. 
 
JT: Just getting something going and that hadn’t happened yet. 
 
078 
 
LF: It seem, you know we have some really early people here, Kátinka Dániel was here 
in 1963 and then, of course, Mary Helen Richards who kind of went her own way but 
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people got started with the idea but it didn’t seem to get a foundation of whatever to 
make it so it was an on-going process with people going and getting trained somewhere 
and coming back.  Okay, then you started the levels courses and was that your idea or 
David’s or? 
 
JT: Well the teachers were asking for formal instruction so there was a need, and when 
there’s a need you try to fill it. 
 
LF: That’s a big undertaking for you to be the Academic Director of that. 
 
JT: Yeah but, you know, gosh it’s my passion. 
 
LF: Right, so how many have you started? 
 
JT: Um, let’s see, Portland, other programs were started and I’ve taken over, or I’ve 
taught in them. Hart, North Texas, UT Dallas at Richardson.  
 
LF: You’ve taught all over the place. 
 
JT: I’ve taught at Holy Names. 
 
LF: Does the Portland program stack up pretty well?  I’ve heard that it has a good 
reputation. 
 
JT: Oh, it does.  It really does.  There are programs that I don’t think should be on the 
face of the earth, and you know, I made darn sure Portland had it going. 
 
LF: And it seems to be sustaining itself. 
 
JT: I’m thrilled to hear that. 
 
LF: And have they talked to you about coming back to do a Master’s class of some sort? 
 
JT: Yeah, I just haven’t been able to swing that. 
 
LF: Do you think that will happen? 
 
JT: Oh I’d love to; I’d love to do that. 
 
LF: What kind of a format is that? 
 
107 
 
JT: Oh, it’s very open ended, you could ….in it, you could touch on all kinds of things. 
 
LF: So you kind of go where… 
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JT: Go where the teachers have need. 
 
LF: Uh huh. Is the retention rate in Portland average or above-average with those who 
start Level I and then actually continue on to the final? 
 
JT: Well, you know it’s really hard to say because there were a couple of groups in 
Portland that were, they just bonded, they told each other, “come on, we can do this, we 
can do this” and went through. And that happens in programs periodically.  It’s typical 
that you get a big Level I and you get 60% back and you get 25% back. 
 
LF: So it’s normal that there is an attrition rate? 
 
JT: Oh yeah, I don’t know any program that doesn’t have it.  You know, because it’s not 
for everyone.  
 
LF: It is very intensive. 
 
JT:  There is a lot of work.  You know, it’s not easy and some people just don’t get the 
inclination, the desire, the passion, whatever. 
 
LF: Do you think that even having a Level I changes the way a person teaches? 
 
JT: Well, we hope so, you know, you get exposed to that kind of thinking and you go 
whoa, how can I go back?  
 
LF: I went back to Level II, I haven’t even finished Level III because I was in Texas then, 
and I don’t think I’ll get it this year because I think I’ll be in Texas still. 
 
JT: You’ll be what? 
 
LF: I have to go back, and I think that when Level III is running, hopefully it’s when I’ll 
be graduating. If I get this written. Okay, and then you are responsible, when you are 
doing this, responsible for getting it going with OAKE and OAKE has sent me the 
information on all the hours and things.  Was it very involved for you to get it certified, to 
get a certificate from them starting with them? Was there a lot of paperwork? 
 
JT: Oh yes, there’s a lot of paper work. You just grit your teeth and follow through. 
 
LF: Oh yeah, is that pretty standardized stuff? 
 
JT: OAKE unfortunately is a lot looser about stuff than AOSA.  AOSA really has their 
act together. But it is also one of the big agenda items nationally.  
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LF: I understand that at one time AOSA has kind of two philosophies of the level of 
training going on.  Was there sort of a division and now they have all come together or 
something? 
151 
 
JT: Well, Arvida Steen headed up a teacher education committee in AOSA. They must 
have worked for five years. They had classroom teachers, professors, and master 
teachers, any teacher. There was a huge committee ….and they put together a wonderful 
document of what was required. 
 
LF: So they are all pretty much standardized now then? 
 
JT: Oh yes.  
 
158 
 
LF: That’s kind of a good idea because then it’s all the same.   
 
JT: Yeah. One of the concerns in 1998 oh no, no, no, it was 1988 with OAKE, with the 
Teacher Education Committee, there were so many different kinds of scenarios, so many 
regional differences that they didn’t want to commit to one format and, you know. I think 
they are paying for it now. 
 
LF: So it…there’s a lot of variety, you think, across the board? Thirty-eight or so 
programs. 
 
JT: Oh yeah, I don’t think the standards are the same at all. It’s not to say that standards 
are the same even with AOSA either. I mean, different programs, everybody is different. 
 
LF: Right 
 
JT: I’ve always felt that I didn’t want to direct a program that wasn’t really well rounded. 
 
LF: That’s important. 
 
JT: Well, yeah.  Because I believe that each of the areas deserves equal emphasis and that 
is_________ 
 
LF: If someone goes, theoretically with the Kodály people or OAKE, if someone does 
Level I at one institution, theoretically they should be able to pop into Level II in the 
other but it’s … 
 
JT: It doesn’t always work. 
 
LF: Okay. But if you’ve done Level I or II in Portland; you’re probably okay anywhere? 
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JT: Oh, I would say. 
 
LF: So PSU has a strong program. 
 
JT: I…It’s a strong program, you know, it’s got a rigorous agenda. 
 
LF: And that doesn’t seem to stop it from keeping people enrolled. 
 
JT: No, I mean, people like Jennifer… 
 
LF: Boss?  
 
JT: Yeah, Jennifer Boss and Doug and Richard, these people are passionate about what 
they were doing. 
 
192 
 
LF: And they’re still actively involved. 
 
JT: They are people that really came together and we were all sitting over at that bar at 
the last day of class, I said, why don’t you guys start a chapter and sure enough they did. 
 
LF: So you were kind of the instigator for the chapter. 
 
JT: I just suggested to them that they should. 
 
LF: And they just had a meeting last week. They shared folksongs and stuff from Texas. 
 
JT: Well great. 
 
LF: Do most certification programs, are most of them supported or connected to a chapter 
in some way? 
 
JT: Uh, that’s a good question.  I think the Southern Cal people are. No, not always. 
 
LF: Yet it seems to be extremely significant in Portland.  They seem very tight. 
 
JT: Yes they are because, you know, there’s nobody there fanning the flames during the 
year. So it’s really needed, people who believed in it and thought, wow; this could really 
change the face of music education. 
 
LF: Yeah. 
 
JT: So I think it’s great when there’s a chapter that’s real supportive of the program. 
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LF: They talked about it, I was at the meeting last week, and they were talking about how 
could we support the PSU program?  Because they seem to see that as the only way they 
keep going with new teachers. 
 
JT: Well that’s right because that’s how they’ve been getting new members.  It’s a real 
symbiotic relationship. 
 
LF: And that’s not always the way it is? 
 
JT: No, sometimes there’s no chapter around. 
 
LF: That’s kind of weird. 
 
JT: Yeah. 
 
LF: Are there chapters that are close to your program? 
 
JT: Uh, say that again. 
 
LF: Are there chapters existing in areas that don’t have a certification program going? 
 
JT: Oh, absolutely.  North Carolina would be one, there’s not a chapter with them. 
 
LF: So all of those people have to go somewhere else.   
 
JT: Yeah. 
 
LF: Then come back? 
 
JT: Yeah, so they want to try and bring in their own programs. 
 
LF: Uh huh, The Orff program in Portland has gone on for years and Orff levels training 
has been very sporadic here. 
 
JT: Really. 
 
LF: Uh, the University of Oregon has been doing it now for the last few years and they 
had actual certification. 
 
JT: Yeah. 
 
234 
 
LF: Sometimes, prior to that they would have an Orff class but it would just be an Intro. 
Class it wouldn’t be...  it would just be an Intro. Class it wouldn’t be the levels or it 
would be levels but they weren’t sanctioned because they didn’t have the right staff.  And 
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the University of Portland had Orff for a while because I did my Level I work there, but 
the Portland Orff association has gone on for 20 some years. 
 
JT: Wow. 
 
LF: They were like Chapter 18 or something, 18 or 29 anyway. 
Well is there anything else you can think of that you should tell me that you think is 
important about Portland. 
 
JT: Oh, I think the people there are just so special. I’ve always felt that because I’ve 
taught in a lot of programs.  
 
LF: Uh huh. 
 
JT: And I just always so enjoyed coming up to Portland. I miss it.  I miss being up there. 
 
LF: I hear you are coming for our convention next year? 
 
JT: Yes. 
 
LF: That will be cool.  I think that’s going to be a good convention.  
 
LF: That’s the other thing I need to ask you about.  How many other times have you 
presented workshops in Oregon? 
 
JT: Uh, just once. 
 
LF: That one time at ? 
 
JT: OMEA and that was about, it must have been 2002. 
 
JT: Yeah, I think so. 
 
LF: It wasn’t just last year. 
 
JT: No it was two years ago. 
 
LF: So that’s the only time you’ve done that? Does the Kodály Association actively 
promote anything to get people giving workshops at state conventions? 
 
263 
 
JT: You know, that’s been a discussion.  Kathy…chairs the administrators’ wing and she 
put together a list of conventions for curriculum development for high school music 
teachers, elementary principals, she put together all these conventions. People submit 
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proposals. There was a big push a couple of years ago to get people on local state mea 
conferences.  
 
 
LF: Is there anything else we should do about the Portland State program, so you’d like 
to do a masters thing sometime in the future? 
 
JT: Oh yeah. 
 
LF: Is there anything coming out for high school secondary people with Kodály? 
 
JT: You know, that’s on the horizon, Paul Bauman who is currently secretary of OAKE is 
very interested in the secondary wing. And Sandy Matthias, one of her last actions as 
president was to put together a task force to create a secondary track. So it’s in 
development. 
 
LF: Well I think, if you had a large number of students who came through the elementary 
track that it would make so much sense to continue that with your secondary. 
 
JT: Oh well sure. 
 
LF: And some people don’t do it at all. 
 
JT: Yeah. 
 
LF: Our choir director we had here she did quite a bit of Kodály-type stuff and she never 
had training so it was what she picked up like a lot of us did for years you know. 
 
JT: Uh huh 
 
LF: A little bit of this and a little bit of that.  Okay.  I appreciate you’re talking to me 
 
JT: Well sure Lynnda 
 
LF: I like to. I’m triangulating data.  So when I talk to David and I talk to you and then I 
look at the forms then I say this is something, and I want to make sure that it’s right when 
I write historical account. As I look at somebody else’s dissertation, you double check 
things like Katinka Dániel and I’m thinking you know, if…you gotta make sure your 
doing it correctly obviously 
 
JT: Yes. 
 
LF: Because you make it out of…it’s a document, it’s supposed to be accurate.  Anyway, 
I appreciate it.  I’m supposed to ask you for official purposes when you were born so it 
goes into this archive 
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JT: In 1953. 
 
LF: And where did you get your degrees? 
 
JT: I have a B.S. in Music Education from the University of Illinois in Champaign-
Urbana. And then I went straight to the Liszt Academy as a Ford Foundation Fellow. 
 
LF: Whoo that’s cool 
 
318 
 
JT: And six months at the academy and then six months teaching Miskulc School? 
 
LF: How would you spell that?  
 
JT: It’s M i s k u l c. 
 
LF: That must be an experience. 
 
JT: It was incredible. And I started a masters degree at Hart, and ended up moving to 
Texas and I thought I would,  
 
LF: Everybody ends up going to Texas. 
 
JT:  Well I thought I would, but I thought I would check out the music ed. program down 
there. During the drive down there and lo and behold the person who would be chairman 
was my former choral methods professor and advisor. 
 
LF: Oh my heavens. 
 
JT:  At the University of Illinois. Who had written me the recommendation to get the 
scholarship to go to Hungary.  So years later we ran into each other he said; what you did, 
working with the ….is a masters, above and beyond. So he wrote formal education, and I 
don’t have a master’s degree. I just have a doctorate.  
 
LF: So you got that from, the Ph.D. from? 
 
JT: From the University of North Texas. 
 
LF: And then you were done. 
 
JT: Well one is never done. 
 
LF: When I’m done with this, I’m going to take a class that I want to take. 
 
JT: Good 
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LF: And I don’t have to take. 
 
JT: That’s great. 
 
LF: David and I went through, I have listed all of the faculty as they came on board. 
 
JT: Yeah, the first one was Rita, right? 
 
LF: Right. 
 
JT: Yeah. 
 
LF: And you were just responsible for all that 
 
JT: Yes. 
 
LF: So you pick your faculty and told David what you paid them. 
 
JT: Yes 
 
LF: That’s a good deal.  And did you try to keep it the same, most of the time?  
 
JT: Oh, as much as I could.  Absolutely.  But you know people love handing me things 
you know, and so you got to go with the flow.  What I always look at is the integrity that 
each faculty member brought to the program. The expertise and I knew that there’d be 
thousands of …. and thousands of pedagogues. 
 
LF: When did Susan Brumfield come on?  Meaning, she was like the third person. 
 
JT: Yeah, actually I think Vicki. 
 
LF: Okay, and then Susan? 
 
JT: I’m not so sure about that. I’d have to go through the files. 
 
LF: I think I’ve got that written down. As you added faculty then did you just assign what 
they wanted to teach? 
 
JT: Oh, I’d work out with them how it would all go. 
 
LF: Uh huh. 
 
JT: Yeah, because the problem is that some of us just like to teach everything. 
 
LF: Uh huh. 
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JT: You know, I mean I love teaching musicianship, I love teaching folk music, I love 
teaching pedagogy, but there becomes a point where you say all right. And people just 
kind of fall into teaching something. 
 
LF: And you all seem to work really well together. 
 
JT: Yes, That’s important, there’s got to be camaraderie. 
 
394 
 
LF: Are these when you are looking for people, your looking for people you’ve known 
from other places, right?  Is there a master bank list of Kodály teachers? 
 
JT: Well, there’s a list but I took a gamble when I hired Pani.  I didn’t know her from 
Adam. But she had a spirit about her that I loved and I knew it would be a real positive 
influence And you know, she’s great. 
 
LF: She seems to be very popular. 
 
JT: Oh yes. 
 
LF: When you go to a SWOKE meeting they’re talking well Pani’s coming. 
 
JT: Yeah. 
 
LF: What else did I have on the list, I’m really brain dead with this cold. 
 
JT: We pretty much covered everything. 
 
LF: I think, the whole program changed the way I teach. 
 
JT: Well good. 
 
LF: And it may, especially after the second year, because I only teach up to fourth grade 
right now, it put all those pieces together. 
 
JT: Yep, Level I is like a dangerous thing.  You have to get through Level II.   
 
LF: Yeah. 
 
JT: Once you get through Level II it like, we so, Level III. 
 
LF: I’m going to have to do that once I finish this. 
 
JT: And then Level IV 
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LF: That’s a lot of work 
 
JT: Yes. 
 
LF: And I think that’s what…I mean it scares me off and I… 
 
JT: But you know what, those people who have done it are so darn proud of what they’ve 
done. 
 
LF: Oh yeah. 
 
JT: And, you know, it’s something earned and this Girl Scout badge. 
 
LF: Uh huh. 
 
JT: Well then you feel, of course______ 
 
LF: I was talking to Jennifer Boss and she was saying there’s always more things to 
analyze. 
 
JT: You’re never done. 
 
LF: And to put together and you see them all…I’ve got a friend at school who grew up, 
part of her life, in Finland but her parents grew up in Finland and I keep thinking I’ve got 
to get her to sing for me some of these cute little Finnish songs that she knows. 
 
JT: That’s right. 
 
LF: And then because she reads and writes also. 
 
JT: Yeah. 
 
LF: Get her to write it out in Finnish so I could have it correct.  She’s always, she brings 
her first grade class in and we’re singing something and she says, “Oh in Finland we sing 
this…” and it’s like a correlated song somehow. 
 
JT: Yeah you really need to. 
 
LF: And she is such a treasure trove of things that I need to get busy with that. 
 
JT: Yeah. 
 
LF: But I have to finish this. 
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ISME WORLD CONFERENCE SITES 
I  BELGIUM  1953 Brussels 
II  GERMANY  1955 Lindau 
II    SWITZERLAND  1955 Zurich 
III    DENMARK  1958 Copenhagen 
IV    AUSTRIA  1961 Vienna 
V     JAPAN   1963 Tokyo 
VI    HUNGARY  1964 Budapest 
VII    U.S.A.   1966 Interlochen 
VIII    FRANCE  1968 Dijon 
IX    U.S.S.R.  1970 Moscow 
X    TUNISIA  1972 Tunis/Carthage 
XI    AUSTRALIA  1974 Perth 
XII    SWITZERLAND  1976 Montreux 
XIII     CANADA  1978 London 
XIV    POLAND  1980 Warsaw 
XV    U. K.   1982 Bristol 
XVI   U.S.A.   1984 Eugene 
XVII    AUSTRIA  1986 Innsbruck 
XVIII   AUSTRALIA  1988 Canberra 
XIX     FINLAND  1990 Helsinki 
XX       KOREA   1992 Seoul 
XXI      U.S.A.   1994 Tampa 
XXII    NETHERLANDS 1996 Amsterdam 
XXIII   SOUTH AFRICA 1998 Pretoria 
XXIV    CANADA  2000 Edmonton 
XXV     NORWAY  2002 Bergen 
XXVI    SPAIN   2004 Tenerife 
XXVII   MALAYSIA  2006 Kuala Lumpur678 
 

 

 

 

 

 

 

 

                                                 
678 Judy: ISME Respondent, email to author 15 August 2005. 
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