This article was published in an abbreviated formin the ESA Teachers Newsletter, Spring
2003.

The full version below is a tranglation of an article published in Italy on the occasion of Elio
Galvagno's School's 15th anniversary.

The Guitar and the Suzuki Method
Interview with Elio Galvagno, pioneer in Europe for hiswork with children

| met Elio Galvagno in his workshop in the old city centre of Saluzzo, a medieval town full
of art and music. Photographs of concerts, children's drawings and posters make for a
pleasant environment in harmony with the music that we can hear being played in the small
rooms.

| am very interested in finding out about the Suzuki Method, going beyond what everyone
knows about it. "Elio, lets begin with afamily that isinterested in studying music in one of
your schools. What should they do?"

| am happy to start our conver sation at this point because thistouchesimmediately on a
fundamental point: the family isat the centre of the method. The family does not just
park the child at the school, but goeson ajourney with him. However, to answer your
guestion: generally, the parents hear about us from other families already involved in
the school or our concerts. After an interview and attending a few lessons, we usually
under stand each other. On the one hand, people who arrive here are not usually wrong
(...my son shows a particular interest in all thingsmusical...) and on the other hand the
one precondition | ask of the family before | begin isa passion for music.

Thisisthe prerequisite that will help over come the usual difficult moments. Families
decideto bring their children to the music cour se, just asthey might take them every
Sunday to the mountains, the seaside, the museum, a concerts and so on. Some families
approach us even before the child isborn and are given a listening programme of
carefully selected music. The mor e onelistens, the more onelearns naturally. These
children hum snatches of music beforethey can say " mum™ or " dad" .

But how should one listen?
It isenough that in the environment where the child isborn and growsup, the music the
child hearsincludesthe music heor shewill start playing at 2 or 3 yearsold.

Excuse my curiosity, but what does one actually do with a2 or 3 year-old child at the
beginning?

Thefirst year isvery important, comparableto thefirst phase of learning a language.
One of the possible definitions of the method is” play asyou speak” . The name of the
first courseis” Rhythmicinstrumental”, created and designed by Prof. Elena Enrico
based on the demands of the variousinstruments. It consists of about fifteen songsto be
performed on the instrument the following year. The child listensto thisrepertoire at
home every day and singsthetexts at school, memorizesthe chor eography, executesthe
rhythm with the legnetti, lear ns simple relaxation sequences, getsto know and to master



increasingly smaller partsof hisbody, finishing with the fingers and phalanxes. He also
learnsto keep a wooden guitar in position through song and movement. Each child goes
at hisown speed and it istheteacher'stask to discover this, but usually after a year the
child starts playing.

To go back to the role of the parent, what should they do at home during this year?

At homethe mother or father should make surethe child hearstherepertoire every
day, then they should find timeto play and repeat what the child haslearned in the
lesson.

And if the child does not want to do this?
Every caseisdifferent, but in general, if the parentsfind thetimeto play with their
children when the children ask them to, thereisno problem.

Y ou said that the child learns the position of the guitar with anursery rhyme using atoy
guitar.

Y es, awooden or cardboard guitar that we build together and that the child bringsto
school with all hisother instruments: the legnetti for the rhythm, the two soft cubes
stuffed with rice to develop manual dexterity and a small sponge tennis ball to play with
to strengthen thefingers. Every activity has a song and develops appropriate
movements: we have lear ning units specifically for the guitar which teach the names of
thefingersof theright hand (thumb, index, middle,............) and of theleft hand (1-2-
3-4), to learn to walk with theindex and middlefinger of theright hand on thetableor
atambourine (at first fregly then with therhythms previously executed with the
legnetti). Each of these unitsincludeslots of games:. the Suzuki teacher, given atheme,
must be able to vary, adapt, improvise and find new activitiesto motivate the children.

| saw the phrase "educating the talent” in the school brochure: what does that mean?

To put it smply, Dr. Suzuki intuited (and studies confirmed it) that each of ushas
talents, including musical talent: developing it to the maximum, whether it isa small or
great talent, depends on the surrounding environment. It isonly in that way that each
individual's growth is harmonious and at peace with itself.

So we are children of our environment?

Yes, Dr. Suzuki did not foresee the battles between different schools of thought that
emphasize hereditary factorsor environment factors. Asfar as hewas concerned, there
was no conflict: for example, without the contribution of the environment children
cannot learn to speak, even if they have a normal ability to learn. The method was
developed just after the First World War when Dr. Suzuki wasin Berlin to continue his
studies of theviolin with Klingler. After two years, he became awar e of hisdifficulties
lear ning Ger man, something that comes naturally to a child of a year or so. So he began
thinking about how we learn a language, something that most peopletakefor granted
but not a genius like Suzuki. And so began ajourney which led to him abandoning his
career asaviolin virtuoso and developing an extraordinary learning method available
to everyone.

Y ou mentioned the mechanisms of learning a language: although we cannot digress too
much, could you outline them briefly?
Therearethree, which becamethe basis of hismethod: listening (when oneisstill in



one's mother'swomb), extremely favor able surroundings (no one reproaches children
when they babble their first words, in fact we encour age them) and repetition (for
example, after learning how to say ‘'mother’, the child does not put thisword aside to
learn others, but kegps on using it with infinite expressionsin infinite contexts).

Let us go back to the time when the child can start playing.

All right. The child, asyou can imagine, isfull of music: music is becoming one of
languages with which he naturally expresses himself. After a year watching other
children play theviolin, the violoncello, the piano, the har p, the mandolin, the flute and
the guitar, he chooses... to play the guitar! At this point, the parents role becomes
paramount again, because in the summer monthsthe parent must prepareto play with
the child. Soin June and September the parentstake eight lessons where they meet
other parentsand compare experiences. They begin to learn smple musical notation
and to play thefirst repertoire.

So the parents play too...

Yes, they learn the very first passagesto play at home with their child. Some parents
continuefor ayear, or two or three, othersstop. It doesn't matter: what isimportant is
that everyone knowsthetechnical pointsand learning methods for every passage, until
the child beginsto be autonomous.

But when does the child start to play? (obviously joking).

You joke, but your impatienceisimportant and indicative: it iswhat the children feel
after ayear of Rhythm, after seeing other children, and even their parents, play...
When they begin, they need exactly theright instruments: 1/16 (36 cm of diapason), 1/8
(42 cm) , 1/4 (49 cm).

Using specia strings?

The companies Dogal and Hannabach produce the best strings made to measure. At
Christmas, after ten or twelve lessons, the child holds hisfirst concert. Thisisabig
party. But we also celebratethefirst time he uses both handsto play D in thefirst
position and make a beautiful sound, (without mosquitoes buzzing around!). You can
find a detailed description of the learning unitsthat take the child up to " playing the
first passage"” on my site.

(See http://www.seicor de.it/galvagnosuzukiquitar )

Y ou talked about concerts. Can you explain what you mean and how they take place?

The concert isthe natural outlet for one of the pillars of the method: the orchestra. On
thispoint Dr. Suzuki was a revolutionary, not so much for the discovery of its
importance (because other teachers had under stood this before him) but for having
stubbornly insisted on it. He discovered that after just one lesson very young children
play with great ease, naturalness, and joy, if they can play the passagesthey were
studyingin little groups. The orchestra is also a meansto over come difficulties that they
would otherwise haveto face alone. It isalways a pleasureto hear from parentsthat
after rehearsing with an orchestra their child isnow ableto play a passage that they

previoudly found very difficult.
Everyone affirms theimportance of chamber music, of the chorus, of the orchestra, but



then... we spread a veil... Something is changing now.

Five volumes of orchestrarepertoiretakethe pupilsfrom thefirst canontoL. Mozart's
Toy Symphony or the Vivaldi concertos. So the concert isaway of communicating what
has happened during the year.

Do you perform many concerts?
Never mor e than ten, even though there are many requests.

But how many lessons do the children attend a week?

Dr. Suzuki did not impose an organizational plan. In Italy (and every country doesthe
same) we have developed a pedagogically specific educational plan over theyears.
However, to answer your question: the child attends a weekly group lesson called
rhythm-instrumental (that in later years becomes Rhythm and Vocality, Choral
Singing, Reading and Dictation), and a single instrumental lesson. The orchestra lesson
isevery two weeks; closeto the concerts some specific orchestral coursesare held. In
addition, the school holds two music camps (one at the end of June and one at the
beginning September) wherethe children live, eat and sleep together.

When | say that my pupilsarefilled with music - and thisisthe most important aspect
for me from the educational point of view, just thinking of people with so much music
insidethem! - | mean that in their minds, apart from the individual instrumental
repertoire and the choral repertoire, there are other hours of orchestral repertoirefor
3,4 or 5voices (I am thinking, for example, of the Lachrimae Antique by J. Dowland)

Do the lessons have some fixed points or not?

Yes. In acheerful atmosphere full of surprisesbut respectful of everyone'srole
(student, parent and teacher), the teacher checksthat the parentsand children listen to
therepertoire at home (listening) and know how to motivate the children to play and
study (motivation). The teacher must also check that the position is still correct
(position) and that the sound isthe best possible (tone). Therest depends on these four

aspects.

| would like to know something about the repertoire.

Warner Bros. haverecently published (distributed by Carisch in Italy) thefirst 4
volumes of therepertoire. | havejust finished arranging the remaining 6 volumes just
approved at last meeting of European Suzuki Guitar Committee. | would like to say
that before being published thisrepertoire wastested out all over the world by about
350 guitar teacherswho have tested the passages and the progression during thousands
of hours of lessons. They sent their observations; therewas an extraordinary level of
communication and | can say that it is probably thefirst time a method has been
developed not from the experience of a single teacher, but from a collective effort which
isgiving riseto unexpected results. Twenty years ago, when Dr. Suzuki encouraged me
to start - Heknew Andres Segovia very well and admired hissound - | had no idea what
would happen or what | would achieve. Today, when theresearch isjust beginning and
continues indefinitely, | can say | am beginning to seethefirst results.

| saw from the posters that you are about to celebrate.

We have two particular eventsto celebrate.

Thisyear the Suzuki School in Saluzzo is officially 15 years old, although | had already
been experimenting alone in my workshop for someyears. In thissense, | wasvery
lucky because | discovered some extraordinary familieswho allowed meto treat their



children like guinea pigs. | discovered so much.
And then 'Chitarrissma’ iscelebrating itstenth edition.

What isit and how did it come about?

It was born from an awareness that our instrument was exploiting little or nothing of its
chamber repertoire or worksfor several guitars.

So | thought that if thiswasimportant for 2-3 year-old children, why not to giveit to
students, to those with a diploma and to professionals? One comesto Chitarrissima to
play in an orchestra, because the orchestrais one of the pillars of the Suzuki method
and not something extra or something added at the end of the day after the master
classes. That isthe main objective around which others are growing (to mention just
one, a project with Dr. Brazzo on the health of the musician)

Secondly, teacherstrained in the Suzuki method haveto be able to organize and to
direct achildren'sorchestra: how will they learn without direct, personal experience?
Therefore, Chitarrissmaisan important aspect of their training.

Do you have many teachersin training?

Thisyear | have 20: there areteachersfrom asfar apart as Napoli and Gothenburg, as
well as Barcelona, Geneva and several other Italian towns (Rome, Varese, La Spezia,
Milan, and Siena. So far, we have trained around 100 teachers.

What motivates a teacher to choose this method?
The conviction that each child can learn and can learn to sing and play just as helearns
to speak.

Whét is the ultimate aim of the method?

The president of the ASTA (American String Teachers Association - the society which
groupstogether all American teachersof stringed instruments), Joseph Cingold, has
said that Dr. Suzuki did morefor theviolin than any other teacher in the last century.
And yet when one asked Dr. Suzuki what hisaim was, he said hewasinterestingin
forming citizenswith heartsfull of wonder, who were willing to listen and under stand
thefeelings and the needs of others. People with thisheart and this sensibility - he
asserted - can then reach the heart of Mozart's and Bach's compositions, the ultimate
aim of making music.

Elio Galvagno Biography

The winner of numerous national and international contests, in 1984 he founded the " G.
Cappa," Ensemble devoted to promoting early 19th and 20th century chamber music. His
knowledge of Antonio Vivaldi's music often led him to be invited to play as a soloist with
leading concert orchestras.

He studied Dr. Shinichi Suzuki's teaching methodology first in Berlin, then in Stockholm. In
1987 he founded the Suzuki Talent Centre in Saluzzo (Piedmont) and was encouraged by Dr.
Suzuki himself to begin experimenting with the guitar.

In the same period he started the Suzuki Method European Committee and the International
Committee for the guitar, to handle al the publications of the "Suzuki Guitar School." The

first four volumes (book and CD) of the Suzuki Guitar School have aready been published
and are available.

He has been President of the Italian Suzuki Institute since it was founded in 1994. He has
held seminars on the Suzuki Methodology in Italy, Europe (Lyons, Geneva, Mainz,



Stockholm, St. Andrews and Edinburgh), and in the USA.

He and his students have played in many prestigious venues and concert halls, including the
Sargjevo Library in May 1998 in a concert for the reconstruction of the city's Children's
Library.

He has pioneered the search for a guitar repertoire suitable for three-year-old children and has
encouraged manufacturers to build high quality guitars for children.

His book "The Child and the Guitar", published by Carisch, describes these experiences.

He teaches at the Pescara Academy of Music.



