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PREFACE 

 

Curricular concreteness is understood as all those 

decisions that are adapted to the specific 

situation of a project / educational center. They 

are carried out through three specific levels, 

ranging from the general aspects common to all 

to those specific to a specific school and 

classroom. The three levels of curricular 

concretion are: 

 

First level of concreteness: Fundamental aspects 

 

Theoretical Framework: In this section the main 

educational characteristics and general aspects 

are unified, establishing the Theoretical 

Framework of reference of the curricular design. 
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Second level of concretion: Curricular 

Concretion 

 

Adaptation to the context: The curriculum has an 

open character that allows its contextualization 

by educational centers. The second level of 

concreteness marks the what, how and when of 

the teaching-learning process adapted to the 

characteristics of the environment and the 

students to whom they are directed. 

 

Third level of concreteness: Classroom 

Programming 

 

Adaptation to the classroom: Based on the 

decisions made for a specific educational 

context, teachers develop what is called 

classroom programming, which adapts the 

approaches of the curricular concretion, the 

educational project, to the characteristics of a 

specific classroom and to the needs of its 

students in particular. 
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1. INTRODUCTION 

MOVEMENT is an initiative that was born in the 19/20 academic year with the 

crisis of the COVID pandemic. This extraordinary situation modified the 

educational and social structures highlighting the vulnerability of large sectors 

of the population, increasing the precariousness of many families and 

expanding the rates of poverty and social imbalance with the consequent 

consequences in family environments that have a direct impact on our 

schoolchildren. 

 

Starting from the idea that the school is the reflection of a society, the 

Fondazione per la Scuola from its extensive trajectory collaborating in the 

development of national and international projects, proposes to a group of 

partners from different countries the joint elaboration of a curricular design with 

the musical and artistic expression as an educational engine,  Thus creating the 

Movement Association composed of teachers from different artistic disciplines 

who have been working in schools through formal and non-formal education 

from the approach that the arts and specifically music is, in essence, a tool for 

social change and personal development. The group configuration is as 

follows: 

 

COUNTRY ZONE MEMBERS OF THE MOVEMENT ASSOCIATION 

ITALY 

Turin 
Foundazione per la Scuola 

Small Footprints Association 

Piacenza IV Circolo Didattico 

Aosta UNIVDA (Università della Valle d'Aosta) 

SPAIN 

Madrid 
Manuel Núñez de Arenas Public School 

Grow with Music Association 

Manises Ateneu Cultural Ciutat de Manises 

FINLAND Helsinki Helsinki Central Institute of Music 
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Transnationality is at the center of the MOVEMENT since it allows us to generate 

a curricular design from diverse imaginaries that guarantee that its application 

is possible, viable and replicable in the diverse and multiple perspectives that 

we can find in school environments. Therefore, the partners of this network have 

come together to address the needs detected, from a positive, proactive and 

creative mood based on common goals, through their fields of action in similar 

contexts of action:  

 

 

  

MOVEMENT

PURPOSE

We  understand this 
transnational association 

as a means to systematize 
techniques, and verify the 
replicability and scalability 
of the initiatives we carry 

out, to other socio-
educational environments 

from a perspective of 
social transformation.

FIELDS OF ACTION

Wedevelop musical and 
artistic programmes from 
an inclusive perspective in 
different school contexts 
linking formal and non-

formal education.

CONTEXTS

In local contexts with 
special multifactorial 

educational attention, 
research and implement 
projects that generate a 

more systematic and 
recognized use of music 

and creative disciplines to 
promote social inclusion in 

schools.
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2. MOVEMENT AND THE IMPORTANCE OF MUSIC AND 

ARTISTIC EDUCATION IN SCHOOLS 

 

Movement was born with the illusion of transforming social contexts from schools 

and through music. The artistic experience is presented as a socializing axis to 

increase social cohesion, reduce inequalities, break racial prejudices and feed 

dynamics of solidarity between generations and ethnic groups. 

 

In order to carry out this ideal, it is necessary that the school becomes a nucleus 

that allows the access of the entire population to artistic disciplines in an 

equitable and egalitarian way. We already have numerous experiences that 

have shown how inclusive musical projects are a powerful engine of change by 

allowing access to those populations that are normally excluded from a space 

of coexistence in equality. We want to highlight in this first part of the curriculum 

that we do not understand inclusion as assimilation of the different in the majority 

norm, because our schools are rich in diversity, but of multidirectional social 

learning by the coexistence between different people. In this sense, we consider 

it essential to continuously train the alert of all people in the educational 

community to the normalization of some forms of life in the face of the signaling 

of the others. The values that we understand should govern these projects are 

solidarity, mutual support, sceptance to differences, shared enjoyment, good 

treatment and social justice.   

 

Embracing a vision of expanded education, where the school is a space for 

multiple social interactions and not only a place of instruction and transmission 

of formal knowledge, we can affirm that learning through the arts is the ideal 

educational line for our contexts. We believe that an education in which content 
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prevails over values will hardly generate individuals sensitized and involved in the 

social change so necessary at this time in our history.  In the same way, we look 

for structures that allow us to establish personal and group commitments for the 

care of our environment and the environment. Thisarea (language, 

mathematics, science) should be understood as a learning space in specific 

competences that follows the lines described above and can be braided for 

interdisciplinary learning. 

 

Over the years, we have been verifying how through the artistic-musical projects 

carried out, the twinnings and artistic collaborations of different kinds, our 

educational communities were enriched, achieving an effect of irradiation to 

the entire environment of the schoolchildren who participated in these projects 

in Italy, Finland and Spain. From our experience through the different projects 

that until now we had addressed we set ourselves the challenge of finding a 

common educational line from which to approach these learnings with a global 

perspective that involved all our children, and we found it in a language with 

which everyone could express themselves: THE MUSICAL LANGUAGE. 

 

The EUROPEAN ERASMUS program has allowed us to carry out research and field 

action work, from which to address a design that serves as an inspiration to other 

specialists who are immersed in transformation processes from the musical line, 

offering them a theoretical and curricular framework of reference and providing 

them with didactic tools based on the sharing of our experiences. 
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3. EUROPEAN REFERENCE FRAMEWORK 

 

Europe and its societies are immersed in a deep debate about their future. Many 

citizens wonder about the evolution of their jobs, the future of the welfare state 

and the global environment, the evolution of democratic societies or about the 

role of Europe in the world, as a response to these uncertainties Europe has been 

growing in its awareness of the importance of the social pillar and the 

contribution of education to it. 

 

That is why we must take a step forward in the strategic approach to education 

and training in Europe. The key to the European method of cooperation in 

education is based on enhancing mobility and meetings between members of 

the educational community and with other sectors, preferably face-to-face, but 

also virtual. These meetings enable the multiplication of knowledge through 

peer-to-peer learning, the exchange of good practices and the application of 

applied and evidence-based intelligence that allows comparative analysis and 

reliable monitoring of results. This is and has been the key to the success of the 

Erasmus Programme, through individual mobilities, "partnerships" and actions 

aimed at supporting the decision of public educational policies. We must 

address the challenges by deepening the open framework for cooperation that 

has so far been set and by focusing on people. 

 

All this will require new forms of cooperation between countries, more intense, 

flexible and adapted to the needs of the educational community. Education 

administrations will have to find political debates that inspire change, which 

motivate adaptation to new circumstances. These debates should allow us to 
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better understand the role that society demands of education and the 

generation of solid bases for the setting of priorities that generate synergies with 

the rest of the political and social strategies. A laudable attempt in this regard is 

the work that the United Nations wants to promote through the creation of the 

2030 Agenda for sustainable development.  

Article 3 of the Treaty on the Functioning of the European Union states that the 

Union 'aims to promote peace, its values and the well-being of peoples'. Without 

these specific values listed in Article 2 (respect for human dignity, freedom, 

democracy, equality, the rule of law and respect for human rights, together with 

those of pluralism, non-discrimination, tolerance, justice, solidarity and equality 

between women and men), the ideal of Europe could decline as a common 

project. All means should ultimately serve to achieve this goal. There is no identity 

without the free, individual and collective appropriation of common values that 

are recognized as pillars of coexistence and daily well-being. This awareness of 

identity and belonging to the community should be presented in an attractive 

and real way so that it does not crystallize into abstract values, unable to solve 

the challenges posed by everyday reality. 

 

In this sense, education becomes an ideal instrument for the sensitive and 

practical manifestation of these values. Education is one of the strategic 

instruments to deal with the uncertainty generated by these liquid times. From 

education, we enhance doubt, we generate discomfort to favor critical, 

reflective and conscious profiles. If we give the answers, if we clear uncertainties, 

concerns and doubts, we generate compliant citizens, without critical thinking.  

 

Europe's contribution to education, under its motto of unity in diversity, thus 

becomes an invaluable aid in the construction of cohesive, supportive and 

inclusive societies. Aware of our own identity, accepted and integrated into 

common actions, we will be able to build bridges between different origins, 

thoughts, cultures and religions, in a climate of respect and acceptance of the 

different, generating processes of justice and mutual solidarity, so necessary to 

overcome the crises that we have to face together. Europe and education need 
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each other. The development of one should be accompanied by the 

development of the other. Let's get to work.  

 

 

Article "More education in Europe, more Europe in education" 

Andrés Contreras Serrano/Cristina Galache Matabuena 

Education Councillors at the Permanent Representation of Spain to the 

European Union 
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4. RESEARCH FOR THE DEVELOPMENT OF CURRICULUM 

DESIGN 

 

This design is based on a Framework Study carried out by UNIVDA in close 

cooperation with the Fondazione per la Scuola. The content of the study includes 

the research process carried out around the projects that all the partners of the 

project have been developing for years with music and the arts as an engine of 

integration in their local contexts. The results and conclusions of the same 

suppose the conceptual framework of this curricular design (Framework Study | 

Movement EU-Project (projectmovement.eu)) whose most noteworthy parts we 

summarize below: 

 

Key Idea 1: Child Overview 

 

He is the social actor whose well-being must be treated, through 4 dimensions: 

physical, cognitive, social and emotional (affective). 

 

Key Idea 2: Student Personal Growth and Life Skills as The Main 

Concerns of a Music Curriculum 

 

Our theoretical framework of study takes as a reference the 8 skills for lifelong 

learning (LLL) drafted in 2006 by the Council of Europe and based on two models:  

 

https://www.projectmovement.eu/framework-study
https://www.projectmovement.eu/framework-study
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● The OECD model distinguishes cognitive and non-cognitive skills understood 

as social and emotional skills that can be learned but are not part of curricular 

programs and explicit pedagogical actions. These are those that have 

relevance for the human being since they represent the basis of social, cultural 

and professional development because they are linked to the achievement 

of the objectives in adult life. 

● WHO defines life skills as all positive skills and behaviors that enable adults and 

children to effectively cope with everyday life, in the multiplicity of their 

challenges and demands. Life skills education aims to promote personal and 

social development, prevent social and health problems and protect human 

rights.  

 

We assume both theoretical models for our design since they are perfectly 

complementary. The effective and balanced combination of cognitive and 

non-cognitive skills generates better school results, lower risks of dropping out of 

school, greater permanence in the educational circuit, greater inclusion and 

social participation, better opportunities in the labor market, greater protection 

against unemployment, higher quality of life and general well-being. 

 

Key Idea 3: Inclusion in Curriculum Design to Bridge Equity Gaps 

 

An inclusive design has the ultimate goal of offering all students a high-quality 

curriculum that allows them to reach their full potential as they are, respecting 

their characteristics, needs, abilities and diverse expectations, and eliminating 

structural and cultural barriers, including prejudice and discrimination, 

recognizing and valuing diversity so that all students can experience an enriching 

school life. 
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Key Idea 4: Inclusion for whom? 

 

- Inclusion for all. Children with greater economic possibilities often suffer 

disappointment and disenchantment, in many cases they become slaves to 

tablets and virtual reality. They need a sense of reality, harmony, complicity, 

teamwork. 

- Inclusion for specific needs. Children from disadvantaged groups (i.e. 

immigrants, economic disadvantage, special needs, different abilities, cultural 

minorities) have specific needs for inclusion within a loving and structured 

community, in which they can recognize themselves in a common space, with 

a common language. 
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5. RESEARCH FOR THE DESIGN OF AN INCLUSIVE 

CURRICULUM 

 

The starting point for designing this curriculum was a critical analysis of the 

evolution and social impact of our educational performances, the conclusion 

was that some musical experiences in primary schools do not build their 

fundamental principles on inclusion. Inclusion is often not sufficiently highlighted 

in the curriculum of music teaching and implementation through specific actions 

and activities is not consistent with the principles set forth in the school's 

educational curriculum. From this analysis we extracted the following keys that 

we all consider essential to be able to address an inclusive teaching in a context 

of musical learning: 

● Start-up conclusion: In an inclusion perspective, all students can benefit from 

music learning opportunities as they are, with their own profiles and learning 

needs. We can affirm that the system must change to adapt to the student, 

and not the other way around (UNICEF, 2014; OECD, 2020). 

● Key aspects of an inclusive perspective: 

- Music learning contexts do not assume the same standards for all students 

- An inclusive musical activity respects and values the unique needs, 

talents, aspirations and expectations of each student 

- Removes barriers to participation by certain groups of students (especially 

minorities) 

● The keywords for an inclusive experience: 

- no selection, no distinction: race, social status, cultural skills, disabilities 

- understand differences as a wealth: gender, age, class, technical and 

disciplinary level 
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- the individual contribution to achieving a common goal: everyone, 

equally, contributes significantly to the final result. 

● Specific actions to build inclusive music learning 

- create new spaces where children can develop creativity through art, 

where they develop feelings of belonging to a group and feel that their 

contribution is important regardless of their ability, culture, race or gender. 

● The effects of social inclusion in a musical learning context 

- feel part of a community, 

- sharing emotions, enjoying doing something with other people who are 

different from me 

- express themselves through art without cultural barriers being an obstacle 

- feel that cultural tradition and my skills are valued and enrich the 

community 

- each student can be part of the group by sharing their own effort and 

competence, which creates the feeling of being part of the group.  

- Cooperative work creates the feeling of belonging and thus builds the 

spirit of the group. 

● Social inclusion through music takes place when: 

- Boundaries between the mainstream and minorities cease to exist 

- All students learn music with and from others 

- All students can reach their full music learning potential 

- The social value of diversity is supported by musical and artistic activities 

 

In short, we understand that inclusion in curriculum development can be defined 

as offering all learners a high-quality curriculum that allows them to reach their 

full potential from who they are, respecting their various characteristics, needs, 

skills and expectations and eliminating structural and cultural barriers, including 

biases and discrimination, therefore,  an inclusive curriculum should be a 

curriculum that recognizes and values student differences and embraces 

diversity so that all students can experience an enriching school life. 
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6. IDEOLOGICAL PRINCIPLES OF AN INNOVATIVE 

CURRICULUM 

 

In numerous legislative frameworks in the field of education it is established that 

the curriculum must be "open and flexible", this aspect is in contrast to those 

directive administrations that make their reading of these terms finally imposing, 

a curriculum in schools that requires that the teachings are produced from the 

literality of their decrees which leads to that competitive and quantitative style 

that marks the margins of success depending on the results  academics 

generating the preponderance of some subjects over others, dismissing the 

importance of learning from the interrelation of the teaching areas and 

influencing, from this rupture, in the globality of learning. 

There is no doubt about the need for laws 

that draw general lines that unite and 

guarantee the unity of knowledge at the 

territorial level, but from these, it must be 

the educational community who 

develops the educational lines that will 

characterize its center knowing the 

reality that surrounds it, taking into 

account the location, the sociocultural 

characteristics of the families,  the 

characteristics of the cloister, the 

resources of the center or the possibilities 

of the social and natural environment, 

and based on them it will be the 

specialist teachers who concretize them 

with their practice in the classroom 

keeping in mind the values collected 

and approved by the educational 

community, values with which everyone 

feels recognized and represented.  

 

"The school should prioritize 

learning to live rather than 

learning instrumental things 

that can be easily accessed 

today. What is evident is that 

you have to learn to read, to 

write, you have to know 

mathematics, history... But this 

learning must be the excuse to 

develop the individual" (Marina 

Subirat) 
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The personalization of the curriculum is what allows you to assign the innovative 

adjective, from the moment you assume the peculiarities of your context, the 

characteristics of your students and choose the educational profile you need so 

that your educational commitment generates the desired success. This process 

requires a continuous renewal of approaches and teacher training in line with 

the requirements of its students. The school must be understood as a "moving 

entity" and adapt to the fluctuations generated by changes. Education is a 

continuous challenge that the teacher must assume if he wants to offer quality 

teaching. In the article "The uprooted curriculum", Paula Gómez Rosado (MCEP-

Huelva) presents the following keys to an innovative design coinciding with the 

approaches included in our framework study: 

● Original, that is, designed for the concrete center taking into account all its 

characteristics. That responds to the real needs and demands of students 

and their families, following the current regulatory and legislative 

recommendations. 

● Participatory, that is, written with the contributions of the entire educational 

community, which collects all the diverse perspectives because each group 

of the community contributes an important aspect to the realization of the 

educational project, each one from his perspective sees a part and the 

whole is always the sum of all the parts. If any are missing, the project is 

incomplete and in addition, those who do not participate, do not consider it 

theirs. 

● Always open in which the new situations that occur in the center or the 

environment have a place, that allows to be nourished by the creativity of 

all the members of the community at a time, that allows the changes when 

they are considered necessary for any circumstance. Because the important 

thing is that it is at the service of the community and not vice versa. 

● Inclusive that responds to the needs of the entire community and the 

diversity of all the people who compose it, not only the students. Families may 

also need adaptation of tutoring schedules or teachers need time changes, 

which is contemplated. That it collects the responses to the diverse 

sensibilities and welcomes the contributions of the different cultures and 

languages as forms of enrichment. 
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● That puts at the center the well-being of the people who make up the 

educational community and values good treatment, cooperation and 

respect for each person and group as the basis for creating a good 

environment that helps flow with enthusiasm, as a guarantee of success. 

● That values creativity as the basis of personal autonomy assuming that every 

situation has different approaches, each look will find a path and all paths 

are valid if they reach somewhere. Therefore, respect and value the possible 

answers that each student gives, encourage them to express themselves 

openly, work on divergent thinking with tasks that do not respond to a single 

closed answer, work on the arts, music, free text ... 

● That it transmits the value of culture but questions what culture the school 

transmits;  why part of the bourgeois and patriarchal concept of big names, 

men, and grandiloquent facts but the culture that flows from the near is not 

valued, there is no talk of the daily construction of history, the peculiarities of 

local speech are not worked on or valued..."The danger of the unique history" 

(Chimamanda Ngozi Adichie)  

Therefore, let us rethink the conception of culture and flee from the colonization 

of concepts, values and cultural contents without questioning them. Let's start by 

helping them to know and value the culture of their community (their 

companions, the municipality, the neighborhood, the province ...) with critical 

eyes so that once they appreciate the positive and dismantle what is not worth 

them, they can know, understand and value the cultural diversities and the great 

facts, characters, literary, musical or artistic universal works. An inclusive culture 

that gathers the contributions of the women and men of those who have 

deserved to go down in history with their own name. A culture that collects the 

contributions of minorities and flees from stereotypes and rigid labels to people 

and groups. 

In the article cited, Paula Gómez proposes the following aspects to keep in mind 

in the elaboration of a curricular design: 

a) That it starts from a culture in favor of life, that values the care for oneself, for 

other people, and for material and immaterial collective goods. All people 

can contribute to productive work and it is all important that we learn to 
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assume our own care responsibly and co-responsible for those who 

correspond to us to take care of the collective or dependent people. 

b) The culture of care, this entails overcoming violence and building relationships 

based on respect for individual freedom, negotiated resolution of conflicts, 

cooperation and mutual aid, solidarity with the most vulnerable people and 

a fairer distribution of wealth.  "Care is an antidote to abuse, precisely because 

it is about learning good treatment. Caring is looking at needs to cover them, 

not to demand their coverage from other people" (Elena Simón "Equality is also 

learned. Question of co-education") 

c) That teaches to know and value the Earth and helps to develop the critical 

vision towards the forms of life that prey on the planet and exploit people or 

other species of non-human animals and the commitment to ways of life with 

sustainable growth and a fairer and more supportive economy. 

d) That contemplates an affective-sexual education that starts from the 

acceptance, valuation and care of one's own body "The world is inscribed in 

oneself through the senses, which detect it, capture it, smell it, see it, touch it, 

feel it. To live is to feel and to feel" (Charo Altable "Sentimental and erotic 

education").. An education that dismantles the myths of romantic love and 

goes from complementarity to reciprocity. 

e) That implies education in democratic values and human rights, that instills in 

the students respect for life, physical integrity, biological characteristics, 

culture ... of different people, to promote democratic participation in their 

environment, in respect for all the rights contained in the UN Universal 

Declaration of Human Rights and in constitutional rights and duties. 

f) That helps students to have their own opinion, based on critical analysis and 

to express it assertively, to organize themselves to defend their rights or support 

the rights of others. In a society in which the constant bombardment of biased 

information and crazy opinions abound, people who have the capacity to 

reflect with a critical analysis to build serious and coherent arguments before 

any reality, will not only live with a better mood before reality and will have 

the ability to make the most accurate decisions in situations, however adverse 

they may be,  they will also contribute to the collective well-being by 

contributing their sensible opinions to the groups in which they operate. 
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g) That uses New Technologies as educational and communicative tools from a 

practice that empowers the person, not that inhibits him from virtual 

anonymity.  Today we can not ignore that life goes through the screens, 

therefore, it is important that the school teaches to technically handle all the 

new devices so that they can get the most out of it... it is a very free and very 

complex system in which it is sometimes not easy to distinguish the positive 

from the harmful. That is why it is necessary to educate in good use, with its 

double meaning of making honest use of the media and learning to distinguish 

the positive from the false or negative. 

h) Prioritize emotional and sentimental education. We are moved by emotions 

that drive us to react spontaneously and feelings that guide us in the decisions 

we make in our lives. Therefore, the school needs to keep in mind at all times 

the emotions that move in the classroom or in any of the interactions that 

occur in the center. Educating in emotions starts from allowing their free 

expression and helping to express with assertiveness, which begins by helping 

them recognize and name what they feel, integrate it into their emotional 

map and express it at the right time, in the right way and before the right 

people. 

Sentimental education goes further because girls and boys arrive at school 

with a sentimental load tinged with sexism and with a belief system often 

erroneous and you have to start by helping them to know, love, care for and 

respect their own person while learning to treat other people well. That is, it is 

essential to work the good treatment with you and the rest of living beings, 

human and non-human, dismantling false beliefs and helping them to love 

each other well in order to love other people. As Claudio Naranjo says in "The 

Revolution We Expected": 
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"It is not that emotional education is all that needs to be introduced into the 

education that is currently taught, since the critical times we are going through 

will also require us to be wise, and not only to know the things that the sciences 

teach; but perhaps the most urgent thing for the future of our violent and 

competitive society, as well as for our human development, is that we manage 

to become more benevolent, empathetic and supportive." 
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7. METHODOLOGICAL FOUNDATIONS 

 

In line with the principles set out so far and with the research process, we sought 

a pedagogical approach in which we could frame our practice to provide it 

with a methodological philosophy that met the requirements of our design. 

From this design we are committed to alternative pedagogies and encourage 

other teachers to immerse themselves in them through the teachings of great 

teachers who have prepared the way for us. Teaching must be based on 

pedagogical principles that give form and meaning to our work. It is notabout 

the subject taught by the teacher, but  about the way he does it, the dimension 

he intends to achieve in his way of doing and the impact he will achieve in his 

students.  The teacher is the connoisseur of the "starting point" and "the point of 

arrival", he is responsible for the purpose of teaching, but a companion in the 

learning process. Itsmission is to educate children to take an active role in their 

personal construction, in such a way that they are aware that the FUTURE IS IN 

THEIR HANDS, being them RESPONSIBLE and DRIVERS of their own life. 

In line with the objectives and lines of action followed by the partners, moving 

away from a traditionalist philosophy of learning and immersed in transformative 

processes that give meaning to design, we expose below the methodological 

currents that will serve as a pedagogical foundation for our curricular concretion. 

In no case do they suppose an imposition, each design from its ends must be 

framed in a pedagogy that responds to the tasks that have been proposed. 

Through pedagogy we understand how education evolves, it presents us with 

methods, teaching conditions and the impact on learning environments. Its main 

objective is to plan, develop and evaluate teaching and learning processes to 

improve the educational reality in different areas. In our case, we converge with 

these currents because as a whole they respond from their foundations to the 

purposes of our design:  
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A) A RESPECTFUL AND SOCIO-CONSTRUCTIVIST PEDAGOGY 

 

Also called "Pedagogy of Wonder" it was developed by Loris Magaluzzi and 

made a reality in the Reggio Emilia schools.  "If real things are done, their 

consequences are also real" that idea of Malaguzzi describes well the 

responsibility we have as childhood companions, immersed in a project or 

educational center, which is immersed in turn in a population, a society and 

a global community.  That is, we are part of a system where all its elements are 

related. Therefore, each act we carry out from an educational project will 

have an impact on every nearby community.  The image of a child that 

defends this philosophy corresponds to the image of a being: 

● Autonomous and responsible for its own evolution: 

-  By considering the child as an active being in his learning , we demolish 

the traditional model where the adult transmits knowledge. We come 

to believe in children's innate ability to learn in direct interaction with 

materials and people. It is important to emphasize that this learning 

process is based on trial and error, as an indispensable part of the 

process. The error is not judged but observed and analyzed for the 

better. 

- Collaborating teacher, researcher and guide: the adult becomes an 

attentive observer of natural processes. It is a constant process of 

learning through observation and reflection of how, why and for what. 

● Interactionist: Learning from others and the environment 

- The importance of relationships: One of the great contributions of this 

philosophy is the learning that occurs in the interaction with peers, 

educators, center workers and families. All relationships are important 

and carry valuable learnings with them, because they are all part of a 

living system. Everyone has a fundamental place in the social network 

of the school and are looked at as childhood companions. Dialogue is 

promoted between all the people who make up the school (children, 

families, educators and staff of the center) and their opinions are 

valued. 
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- The environment as a third educator: Constant game scenarios are 

created where the adult prepares the staging (the initial environment) 

but does not prepare the performance (the dialogue and interaction 

between the characters). In this aspect we find words such as 

aesthetics or environment whose meaning advocates a care of the 

physical environment, but also of the social environment.  

● With enormous potential to be looked at and heard 

- Pedagogy of listening: In order to better understand the daily processes 

and situations of school life, attentive listening is necessary, understood 

as the search for shared meaning.  

● Flexible, active and research 

- The value of the everyday: As educators we often get lost in the pre-

established curriculum without giving time to observe the daily 

phenomena that happen in all the spaces of the center; situations that 

deserve to be looked at and valued as real and meaningful learning 

for children, which go unnoticed by adults but are surprising to the 

senses of children. Those are the learnings that we need to rescue from 

school.  

- Complexity and uncertainty of processes: it is necessary to accept the 

plurality, ambiguity, flexibility and uncertainty of processes. The plurality 

to approach situations that can be diverse, the flexibility to understand 

what is perceived from different points of view, the uncertainty not to 

close the possibilities to the children's imaginary. It is also important the 

continuity of the processes, giving time and space to actions of the 

children: repeat, redo, rebuild, rework, test and change.  

● Creator and creative, who expresses himself with different languages 

- Aesthetic sensibility: In Loris Malaguzzi's famous poem The 100 

Languages of Children, this appreciation is clearly defined by the 

subtlety with which children express themselves through their bodies. All 

these details go unnoticed by the adults in the environment. This is how 

the figure of the artist enters the centers: a transforming agent of the 

community, who invites it to look at itself with that curious and 

https://www.bellellieducacion.com/blog/2014/10/15/los-nios-tienen-cien-lenguajes
https://www.bellellieducacion.com/blog/2014/10/15/los-nios-tienen-cien-lenguajes
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understanding eye. Its task is to break with everyday life, to give space 

to the expression and imagination of children and adults, to represent, 

signify and narrate experiences and events of the community. 

- Multidisciplinary team: By believing in this multitude of expressions of 

childhood, the plurality of perspectives is also necessary. Each person 

interprets from their own experience and area of knowledge. This 

professional complement is one of the reasons why it breaks with the 

loneliness of the educator to expand the team to the educational 

couple or the triad. I no longer decide alone on "my children" but a 

team that works by contrasting, defining and agreeing on lines of 

action.  

● Able to give meaning to his life and a hope for the future to humanity 

- Social and community commitment: The first step is to open the doors 

to dialogue with families and a better understanding of the reality of 

the children with whom we work. Our educational practices will be truly 

meaningful to the extent that they recognize the child, their family and 

real environment without wanting to hide them behind the walls of the 

school. Transparency and breaking down walls is the basis for 

understanding and collaboration. 

To the specialists of education, this current is not new in its background since 

it took as theoretical references authors of the precursor schools of 

constructivism such as: Pestalozzi, Freinet, Piaget, Vygotski, Bruner, Freire, 

Fromm and Gardner among others. 
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B) THE NATURAL METHOD 

 

Célestin Freinet was one of the most important innovative references of 

modern and popular pedagogy. The natural method of experimental testing 

that it proposes, starts from understanding the child as a being who has a series 

of knowledge and experiences prior to school entry and that his natural 

tendency is to action, creation and spontaneous expression in a framework of 

freedom, it is about knowing how to listen to students and understand their 

needs,  trust in him and his ability to direct his own learning, in order to educate 

in a more natural and realistic way, understanding his demands as a way to 

respond to diversity, promoting self-regulation, cooperation and meaningful 

learning. The principles of its philosophy are:  

 

 

● FUNCTIONALITY: The school is useful, it serves to respond to the situations 

of "life". "Education is not a school formula but a work of life." 

● ACTIVITY: "Children learn by working (doing). In this way they build their 

own learning. The natural and universal way of learning is experimental 

testing." 

● GLOBALIZATION: attend to and understand the global vision of the reality 

presented by the psychological characteristics of children. 

● KNOWLEDGE OF THE STUDENT: it is vital to be able to guide and channel 

them according to their own individuality and the group. 

● SOCIALIZATION: The school must correct the differences generated by the 

inequalities of the environment. Collaborative work harmonizes the 

individual-society binomial. 

● HARMONIZATION-FREEDOM-ORDER: A cooperative organization is 

required to generate an order that makes freedom possible, to share 

thought and affectivity. 

http://tecnicasfreinet.blogspot.com.es/2017/02/principio-1-funcionalidad.html
http://tecnicasfreinet.blogspot.com.es/2017/02/principio-2-actividad.html
http://tecnicasfreinet.blogspot.com.es/2017/02/principio-3-globalizacion.html
http://tecnicasfreinet.blogspot.com.es/2017/02/principio-4-conocimiento-de-ella-alumnoa.html
http://tecnicasfreinet.blogspot.com.es/2017/02/principio-6-socializacion.html
http://tecnicasfreinet.blogspot.com.es/2017/02/principio-7-armonizacion-libertad-orden.html
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● COOPERATION: It is the cornerstone of Freinet Pedagogy. It is carried out 

through a collective and team work for both students and teachers. 

● INTEGRATION OF EXPERIENCES: Life and school must go together. The 

integration of experiences is necessary from the methodological and 

personal point of view. 

This model reacts against the school separated from life, isolated from the social 

and political facts that condition and determine it. The educational essence 

must be developed from a unitary and dynamic pedagogy, which relates the 

child to life; with your social environment and with the problems you face, both 

personal and your environment. It also understands that the school must be the 

continuation of family life and the community in which the school interacts, so 

that the task of the teacher must be disputed in a living school in solidarity with 

the reality of the child, his family and his environment. To develop their 

methodology in the classroom, teachers must take into account the following 

criteria: 

● Cooperative learning. To put it into practice within education, regardless of 

the stage where we want to implement it, the teacher must make his own 

material with which to teach the children, in order to avoid using a single 

manual in the classroom that homogenizes learning and does not take into 

account the context or the needs of the students.  

● Learning networks. They are online learning environments that help 

participants develop their competencies by collaborating and sharing 

information. These experiences give teachers the opportunity to create 

communication routes that allow them to be inspired by the good 

practices carried out by other teachers, in addition to being able to identify 

student-centered teaching works, among others.  

● Make a work plan. Students should know what is expected of them to 

commit to the task. It is a way of empowering and turning students into an 

active subject of their own learning process from the realization of what 

and for what?, the child needs to know what is required of him and the 

teacher to have the answer, from this conception we reactivate much of 

the intrinsic motivation of the school. Obviously, teachers must guide these 

students, guiding their decisions and steps.  

http://tecnicasfreinet.blogspot.com.es/2017/02/principio-8-cooperacion.html
http://tecnicasfreinet.blogspot.com.es/2017/02/principio-9-integracion-de-experiencias.html


P a g e  29 | 121 

 

● Weekly cooperative assemblies. Assemblies will be held that will be 

directed by the students. The function of these assemblies is to deal with 

possible problems, as well as to create healthy habits of communication 

and active and pedagogical listening. 

Freinet adopts thirty principles that must operate in any educational situation, 

he calls them pedagogical invariants, among them we highlight the following: 

● The child is of the same nature as the adult 

● A child's school behavior depends on his or her physiological, organic, and 

constitutional state. 

● No one likes to be sent authoritarianly; in this the child is no different from 

the adult. 

● Everyone likes to choose their job, even if the selection is not the best. 

● No one likes to work without goals, to act like a robot, that is, to bend to 

thoughts inscribed in routines in which it does not participate. 

● Work must always be motivated. 

● Grades and grades are always a mistake. 

● No one, child or adult, likes control or sanction, which are always 

considered an offense to dignity, especially if exercised in public. 

● The normal way of acquisition is by no means explanation and 

demonstration, an essential process in school, but experimental testing, a 

natural and universal way. 

● One can only be educated within dignity. Respecting children, and 

respecting their teachers and their peers, is one of the first conditions for 

school renewal. 
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C) THE ECOSOCIAL CURRICULUM: "Educating for social 

transformation".  Guidelines for the incorporation of the 

ecosocial dimension into the curriculum" 1 

Providing the curriculum with an ecosocial perspective is based on the 

conviction that the aims of education are to consider the school as a space 

of emancipation and not of social reproduction. A space that allows us to 

educate a critical citizenry, with an adjusted vision of the great challenges 

posed by their environment and with the ability to intervene in it with a 

transformative vision. We will have to equip them with skills to analyze reality 

with a critical perspective, skills related to dialogue, cooperation and conflict 

resolution, and a set of values that allow them to face the necessary changes 

from a perspective of social and democratic justice. 

How to promote a cross-cutting ecosocial approach: Let's start from the 

outside in. An ecosocial educational project wants to place students in front 

of their reality, as a previous step for intervention.  In any case, this separation 

between emotion and reason is fictitious, since both are not separable. You 

do not think or feel, but you feel thinking and you think feeling (Damasio, 2006).  

The educational processes in schools are not only what happens within school 

hours, but also what happens in extracurricular periods. In this way, a first way 

to introduce this transversal approach is the incorporation of extracurricular 

activities under this prism throughout the course. This perspective is particularly 

suitable for the participation of the entire educational community. These 

spaces can be especially conducive to developing recreational activities with 

an ecosocial background such as periodic outings to the countryside or 

classes of dances of the world. 

The objectives are articulated around these three, of a more general nature: 

a. Perform a complex and critical analysis of present and historical reality.  

b. Enjoy a good life and transform reality. 

c. Develop attitudes and values for ecosocial transformation 

 
1 (This work is a collective elaboration of FUHEM). 
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Transversal axes that they propose to work from an ecosocial pedagogy, we 

highlight the following: 

● Holistic view: Our bond with human beings, as well as with other living 

beings and ecosystems as a whole is terribly damaged. In this sense, and 

with the perspective of building a culture of sustainability of life, based on 

social and ecological justice, the holistic vision considers people as one 

more component, in egalitarian terms, with respect to the different parts 

that constitute the biosphere. This vision shows people who live and 

behave accordingly, respecting the other manifestations of life and its 

functions, naturally assimilating ecodependence and interdependence 

with and between them. Three changes can be drawn necessary to have 

a holistic vision: 

a) On the emotional level, we must develop empathy and compassion 

(shared passion) for all beings, beyond the narrow circles of close 

beings. 

b) On the intellectual level, to understand the complex interdependence 

and ecodependence of the systems we are, and the systems where 

we live. 

c) On the spiritual level, question egocentrism and try to live from an 

ecological self. 

● Climate change: Since the origin of our planet, the climate has not 

stopped changing. What differentiates current climate change from 

those recorded in the past is that in this case it is human activities that are 

altering the climate system as a result of the intensive emission of 

greenhouse gases. While the bulk of the responsibilities fall on the 

populations most enriched by their high consumption and influence on 

the policies carried out, most of the consequences are suffered by the 

most vulnerable population. That is why it is necessary to generate 

transformative and collective experiences framed in the social economy 

based on values such as solidarity or care for the environment. School 

environments are an opportunity to build, in multiple ways, a more socially 

just and ecologically sustainable world. 
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● Feminisms and gender inequality: Formal equality and real inequality. In 

no State, even the most legislatively advanced, do women and men 

enjoy in practice the same rights and duties. At the beginning of the 

twenty-first century, women represent two thirds of the world's illiterate 

people and one third of them have suffered some type of physical or 

sexual violence, the number of women victims of femicides is unbearable 

in a progressive society. This inequality is the first step to gender violence 

that can be explained through the sex/gender system in which, on the 

evidence of a biological difference, what we call sex, social inequality has 

been built, what we identify as gender. 

When we talk about gender, we refer to a social construction, that is, the 

set of patterns of behavior, practices, symbols, relationships, norms and 

values that societies elaborate from sexual difference. Gender relations 

are not universal and immutable, as they vary according to historical 

context, social class, nationality, ethnicity, religion, sexual orientation, etc., 

but they have something in common, limit the freedom of all people and 

affect very negatively the exercise of women's rights, due to the lower 

valuation given to the characteristics and activities identified with the 

feminine. 

● The diversity of discriminations: areas of inequality: Discrimination is the 

determining factor of inequality; we can list a high variety of them that 

contribute to some people having more social rights than others: 

- Class: the rights of the working class of the enriched territories are 

greater than those of the same class in the impoverished. 

- Gender: Based on their subaltern structural situation in a patriarchal 

society, women as a social group are more at risk of suffering processes 

of exclusion. 

- Origin: In the history of humanity, the main reason for people to change 

their place of residence has been the search for better living conditions. 

At present, the dimension of these migratory flows is altering the reality 

of all the societies involved in the process. The fruit of migration policies 

is assuming that a substantial part of the migrant population lives in 
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hiding, deprived or semi-private of rights. Only networks of solidarity and 

mutual aid allow them to face the fear of arrest and deportation. 

- Ethnicity: Ethnic differences have historically been used to justify 

colonialism and the social differences it entails. This discrimination is still 

in force and is especially marked with some groups, such as the Roma 

population. 

- Functional diversity: The recognition of citizenship implies conceiving 

the human being with functional diversity as an active moral subject 

who, having specific particularities both individually and collectively, 

suffers permanent discrimination and violation of their rights. 

"Deficiencies" exist in socio-political structures, not in people. 

- Sexual diversity: Historically, the presence of the affective-sexual 

dimension in the public space has been dominated by normative 

heterosexual relationships and, consequently, the rest of the 

relationships have been stigmatized. Currently, many societies oscillate 

between tolerance and the progressive recognition of citizenship rights 

for LGTBQI groups. This process is especially delicate in childhood where 

the child is very limited in his gender expression, in his right to "feel" and 

to be recognized by others from the normality of "who he is" without 

having to justify throughout his school life his condition, which like that 

of his peers, it will go through different stages until it reaches maturity. 

● Ecosocial skills and values: Emotional education has been gaining 

importance in educational contexts. From this proposal they approach it 

from the perspective of vital intelligence, which integrates the emotional 

with the rational from an ecostatic perspective. 

This approach will be immersed in the curricular concretion through the 

Sustainable Development Goals promulgated by UNESCO as they show 

related correlations. We found it interesting to highlight it because it responds 

to the call that the guide "Education for the Sustainable Development Goals 

Learning Goals” makes to educational institutions in point 2.4. "Teaching ESD 

in the classroom and in other learning environments" in which it is demanded: 

"ESD is not only about teaching sustainable development and adding new 

content to courses and trainings. Schools and universities should conceive of 



P a g e  34 | 121 

 

themselves as places of learning and experience for sustainable development 

and should therefore orient all their processes towards the principles of 

sustainability. For ESD to work, the entire educational institution has to be 

transformed. The approach at the institutional level aims to integrate 

sustainability into all aspects of the educational institution. It includes rethinking 

curricula, campus functions, organizational culture, student engagement, 

leadership and management, community relations and research (UNESCO, 

2014a)." 

A key issue in the current educational debate should be whether we educate 

to legitimize the current model, and that students position themselves in it in 

the most advantageous way possible, or to understand the great problems 

we already face, and acquire values, skills and knowledge that allow them to 

face them critically. From the ecosocial perspective, they are committed to 

an education aimed at solving social, economic and ecological problems 

that focuses on achieving well-being for those who inhabit this planet, which 

makes us capable of perceiving ourselves as eco-dependent and aware of 

the deep interdependencies that allow us to live. An education that places 

life at the center of reflection and experience, that allows linking to the nearby 

territory and the community, that unmasks and denounces the current model 

of development and gives way to imagine, build and experiment with 

alternatives. Only in this way can it play a fundamental role in a change that 

is increasingly urgent. 
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1. CONTEXTUALIZATION: PERSPECTIVE OF THE 

MOVEMENT 

 

Music will be, from the perspective of MOVEMENT, valued as a means to develop 

"life skills" with social inclusion as a priority.  Therefore, we are talking about a 

transformative curricular design through music as an axis of learning.  

Our goal is not to offer      technical programming for music learning. This design 

is a medium that employs art in order to promote personal and social 

development, prevent social and health problems and protect human rights.  

The expected results are the obtaining of better academic results, lower risks of 

desertion, greater permanence in the educational circuit, greater inclusion and 

social participation, more perspectives in the labor market, greater protection 

against unemployment, quality of life and a satisfactory general well-being, thus 

adding to the European intentions included in the theoretical part of this 

document.  

Taking as a reference the study carried out in the schools participating in the 

MOVEMENT, we expose below the 5 areas of skills, the procedures and attitudes 

to enhance the personal growth of the students and the effects of social inclusion 

in a context of musical learning that would be concretized in:   
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SKILLS PROCEDURES AND ATTITUDES IMPACT ON SCHOOL 

ENVIRONMENTS 

Decision making 

and problem 

solving 

• Find strategies to solve 

problems and difficulties. 
▪ feel part of a 

community 

▪ sharing emotions with 

other people who 

are different from me 

▪ communicating 

through art beyond 

cultural barriers 

▪ feeling that my 

cultural tradition and 

skills are appreciated 

▪ each student can be 

part of the group by 

sharing their effort 

and experience, 

which creates a 

sense of being part 

of the group 

▪ sharing with others 

the same experience 

of resonance, 

synchrony, rhythm, 

creates a sense of 

belonging and in this 

way builds the spirit 

of the group 

 

Creative and 

critical thinking 

• Ability to exercise critical 

thinking. 

• Creativity 

• Empower divergent thinking 

Communication 

and interpersonal 

skills 

• Cooperate 

• Share the space with others 

• Argue your opinions, theses 

and ideas 

• Respect people, things and 

processes  

• Expressing one's own 

creativity 

Self-awareness 

and empathy 

• Get involved and let yourself 

be involved on an emotional 

level 

• Become aware of one's own 

abilities, limitations and merits 

• Listen and listen to each 

other 

• Know how to suspend the 

trial 

• Cultivate a constant and 

intense interest in one's inner 

world 

• Understand others 

Coping with 

emotions and 

stress 

 

• Trusting yourself 

• Express ideas and emotions. 

• Generate empathy from 

interrelation and knowledge 

• Feel capable in the 

performance of tasks 

 

After a few months of research, transmission of information, exchange of 

practices and dialogue between the different partners, we established lines of 

joint action that have formed the bases from which to address the main actions 

that support this design.  Music will be, from the perspective of MOVEMENT, 

valued as a means to develop "life skills" with social inclusion as a priority. 
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Therefore, we are talking about a curricular design of a social nature where the 

integral development of the person prevails over the musical technical 

development. 

We agreed that the priority aspect to achieve this end was to elaborate an open 

proposal among music specialists, artists and teachers of different subjects that 

could be integrated into the school dynamics from any subject in accordance 

with the projects of the center, based on the theoretical framework that served 

as a reference. As a result of this work, we propose the starting point of this 

programming from the following certainties:  

• Art brings us closer to the different; it is a tool for awareness, edging and 

questioning the standard. 

• Art brings us closer to the unknown, to open questions, to uncertainty. The 

restlessness generated by the study of it enhances critical reflection and 

tolerance for frustration. 

• Artistic creation is a space for experimentation. 

• The game is a very serious thing.  

• The technique is acquired at the same time as it is created. 

• The challenge is to imagine different approaches to different technical 

capabilities. 

• Music is within the body and the body has music. 

• There are endless relationships between rhythm, music, sounds, objects, 

images, movement and the human body. 

• Learning should not be based on virtuosity at any educational level.  

• We believe in art for everyone, where the good is enjoyed from different 

ages, backgrounds and abilities. 

• Cultural repertoires have a history, a tradition, a sense in communities to 

explain and research in relation to many areas of the school curriculum. 

• The ability of students to enjoy is directly proportional to the ability of 

teachers to enjoy. The mantra will be to do the teaching team what we 

expect students to do: play together, act together, work together, learn 

together. 

• Social justice begins with an educational community that dares to 

question itself from an intersectional perspective. 

• Do not abandon pedagogical research, as well as do not forget to 

experience life.  
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2. CURRICULAR DIMENSIONS AND APPROACHES 

This design is committed to a multidimensional educational model aligned with 

the curricular elements from the following dimensions:  

 

● Comprehensive: it offers all students, no matter how diverse, the same 

training opportunities and the same educational experiences, adapting the 

educational process to the child and not the other way around. 

● Integrative: assumes that the educational needs of all students will be 

satisfied by adapting to the different interests, motivations and abilities 

present in the heterogeneous classroom. 

● Inclusive: incorporates measures of equity from a broad sense of 

vulnerability. We understand the concept of vulnerability as a multifactorial 

compendium that can be analyzed from different scales: structural (at the 

family level), social (living environment), school (academic difficulties, school 

adaptation, bullying ...), characteristic (inhibited emotional or maturing 

development), sexual or physical-cognitive identity. In some cases, 

vulnerability is marked by cognitive or physical conditions from which the 

child faces their challenges of adaptation to the environment, in other cases, 

the very configuration of the psycho-emotional character of the individual 

can make him an object of vulnerability due to his inability to react to specific 

situations for which he has not generated response tools. 

● Committed: from the knowledge projects activities will be addressed with the 

pretension that our educational actions produce the desired changes in the 

subject and have an impact on his environment making him aware of his 

responsibility to himself, to others and to the planet.  
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Methodological 

strategies 

Heterogeneous 

groups, widespread 

diversity 

Character 

multidisciplinary 

 

ALTERNATIVE PEDAGOGIES 

  

Built-in as learning 

standards 

 

INCLUSIVE 

 Treated from the 

transversality as purposes of 

a project 

      LIST OF       

 

TOOLS 

FOR LIFE 

 

COMPREHEN

SIVE 

 

PRINCIPLES OF 

DESIGN WITH THE 

ELEMENTS  

 
ENGAGED 

 
EDUCATION 

FOR 

SUSTAINABLE 

DEVELOPMENT 

 

   

      CURRICULAR  

Plan of 

 Cohabitation 

  

INTEGRATOR 

        

  

FLEXIBILITY OF CURRICULAR ELEMENTS 

 

Gradation of content by 

levels 

Choice of learning 

standards according 

to the purpose to be 

achieved 

Community assessment 

of the achievement of 

objectives and 

proposals for 

improvement 

 

 

The elements are included in the scheme in a representative way, they do not 

require that order in their development. The scheme aims to be a starting model 

to exemplify the versatility of each element and the interrelation between each 
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of them. The purpose is that the design develops the 4 dimensions prevailing the 

criterion of flexibility of the curricular elements, without losing sight of the 

emotional tools.  The understanding of the scheme, its relationship with the 

pedagogical principles and the interrelation of elements can be seen in greater 

proportion in the following table: 

 

DIMENSIONS  TREATMENT 

APPROACH

ES 

STRATEGIES METHODOLOGY 

INCLUSIVE Alternative 

pedagogie

s 

Flexibility of curricular 

elements that allows to 

combine the elements 

according to the 

objectives of the project 

and the learning goals 

Socio-constructivist 

COMMITTED Education 

for 

developm

ent 

sustainable 

Approach them from the 

transversality or as an 

engine of the project 

Sustainable 

Development 

Goals/Ecosocial 

Curriculum 

INTEGRATIVE Tools for life Include them as standard 

in programming, as they 

are understood as 

functional axes of 

development 

Natural Learning: 

Vital Intelligence 

COMPREHE

NSIVE 

Coexistenc

e Tools 

Draw up a plan in 

accordance with the 

principles of the design 

that establishes the 

necessary regulations so 

that an environment 

conducive to 

collaboration, esteem 

and respect is generated 

The previous three 

highlight the 

importance of 

coexistence. From its 

essences are 

nourished numerous 

programs of 

coexistence in line 

with the Democratic 

School. 

Principles, methodologies, purposes and elements are linked generating the 

interweaving basis of the design. Its concretion at the classroom level will lead to 

the performance of the teaching and learning work, understanding this process 

from the theoretical parameters exposed so far: an approach shared by a team 
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of teachers who teach from a representative ideology for all, learns with and 

through the accompaniment of the student, has defined common goals that 

involve the entire community. 
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3. APPLICATION OF METHODOLOGICAL CURRENTS TO 

TEACHING PRACTICE 

 

In this section we establish the correlation of methodological currents with 

educational practice. Their contributions form the basis of "how we want to 

teach" from the alternative pedagogies they offer us: 

 

A. SOCIO-CONSTRUCTIVIST APPROACH 

 

- Highly effective approach to everyday classroom dynamics.  It is an 

educational proposal that offers the possibility of seeing the child as a being 

full of potentialities, capable of creating and building their learning, you just 

have to provide the environment for them to develop. 

- The child is an extraordinary, complex and individual being who exists 

through his relationships with others and always within a particular context. 

From the beginning of his life the child emerges as a co-builder, of 

knowledge, culture and of his own identity; is understood and recognized 

as an active member of society, in the words of Loris Malaguzzi, it is about 

making it "rich in potential, strong, powerful and competent". 
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CONTRIBUTION TO THE TEACHING PROCESS 

 

• Social dimension: Reggio's pedagogy starts from the conception of the 

child as a being rich in capacities and potentialities that, builds 

knowledge in relation to the other, allows the child to acquire security, 

feels identified with his peers, becomes participatory, communicative and 

able to solve situations that arise. 

• The dimension of listening: "we should listen to children, so that they can 

express their fears, but also so that they give us the courage to face ours, 

by and with them; so that his wisdom may give us comfort, so that his 

"whys" may guide our search and give us the strength to find non-violent, 

honest and responsible answers; courage for the future and help us find a 

new way to dialogue with them and with ourselves" (Rinaldi 2004). 

• The adult as a companion: the learning is carried out by the child by his 

own means, making use of the resources offered to him, the teachers do 

not act as depositors of knowledge, but become observers who 

document each activity and provoke in the child the search for 

knowledge. 

• The family-school relationship: this relationship through active 

participation in the process, gives children, security, motivation and more 

interest in their environment. 

• The importance of observation: understood as the way to investigate and 

know the capacities, relationships, the way to operate the thoughts of 

children when they work in a group and in this way, better understand 

their resources and potentialities to transform and improve our 

educational practice. 

• The role of the teacher: within this methodology is that of continuous 

training, the teacher has to feel the need to train more every day, causing 

changes in actions. A capable child needs a capable teacher. 

• Teachers also learn: not just boys and girls. It is necessary to maintain the 

concern for research. Pedagogical learning and documentation is a 

valuable material for teachers, but also for children and families and for 

those who wish to approach children's thinking strategies. 
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CONTRIBUTION TO THE LEARNING PROCESS 

 

Relational Pedagogy: aims to reinforce in each child the sense of their own 

identity through the recognition of contemporaries and adults, until the child 

can feel that degree of security and belonging. Children do not learn by a 

linear cause-effect relationship, nor by a type of direct teaching with the 

teacher, learning is the merit of children, their activities and the use of the 

resources they have. This pedagogy allows him to accept and participate in 

the transformation of the situations he lives, it is the one that best explains 

how a group of children is made of individualities and associations of children 

with different affinities and abilities. 

 

Pedagogy of listening: Listening is the ability to perceive what we want to 

communicate, not only through words, but through gestures, movements 

and art, even through silence itself. Observation is important to listen to what 

the child wants to tell us, they do not express themselves exclusively through 

speech as long as we offer them the resources to make themselves heard, 

adults are the ones who must develop the ability to understand their 

"hundred languages". 

 

The environment as the third teacher: it constitutes by itself a curricular 

message, an educational model, a way of raising the meaning of what we 

intend to achieve. Spaces to make and undo, to create, to discover, to 

acquire new skills, to learn and also to make mistakes and where all the 

experiences lived are of great value, since they bring them closer to the 

complexity of the adult world and help them in their own process of growth. 

 

 

 

 

 



P a g e  47 | 121 

 

CONTRIBUTION OF THE APPROACH TO THE ARTISTIC LINE 

 

• The learning of Music carries out specific formative functions/dimensions, 

interdependent with each other: cognitive-cultural; emotional-affective; 

linguistic-communicative; body awareness; identity; relational; critical-

aesthetic... The socio-constructivist approach offers us keys to address 

these functions from the teacher to encourage the learner to be formed 

from the different dimensions that make up their social personality.  

• In this aspect Malaguzzi, when he speaks of the hundred languages, does 

so metaphorically to mention gardner's multiple intelligences which are 

creatively expressed in art, painting, modeling, dance, dramatization, 

singing, music, etc. All this can be achieved in the spaces provided by the 

school 

• Workshops and the atelierista: Art is a very important aspect in the Reggio 

Emilia Schools, although it is not only an artistic education. Therefore, the 

workshop is the place where the vital elements are found to ensure 

attention to art, visual research and aesthetics and the atelierista is a 

person with knowledge of art and who works in coordination with the 

other masters. 

• The rediscovery of creativity: Creativity is conceived as an inherent trait of 

any person; since it is not only an artistic or inspirational issue, but a 

developable faculty of generic application.  
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B. NATURAL METHOD APPROACH 

 

It represents a radical break with the traditional school model that Freinet calls 

"scholastic" and involves the transformation of the school form itself "the child 

learns by doing". This essentially means that the activity does not come from a 

programming conceived by the teacher, but from propositions of the students 

themselves, authors of their own tasks and co-authors of social life in 

cooperation: "None, absolutely none of the great vital acquisitions are made 

by apparently scientific processes. It is walking that the child learns to walk; it 

is by speaking that he learns to speak; it is drawing as he learns to draw. We 

do not think it is an exaggeration to think that such a general and universal 

process should not be valid for all school learning." (Celestin and Elise Freinet 

"Modern School") 

 

CONTRIBUTION TO THE TEACHING PROCESS 

 

• The power of life: "The human being in all his actions is animated by a 

principle of life that pushes him to grow incessantly, to perfect himself, to 

acquire mechanisms and tools to acquire a maximum of power over the 

environment that surrounds him."  There are three basic principles 

underlying this pedagogy: freedom of expression, cooperative life, and 

realization and emancipation through work. 

• Active school:  part of the child's activity, an activity closely linked to the 

environment. The child with his needs, with his spontaneous proposals, 

constitutes the core of the educational process and the basis of the 

method of popular education. Therefore, the center of the teaching-

learning process is not the teacher but the child. 

• School activities must be based on the interest, the needs of the child and, 

therefore, the work must be perceived by him as useful tasks. To cultivate 

interest and keep it alive, Freinet looks for the most appropriate strategies 

so that the child feels the need and importance, individual and social, of 

what he does. Then the teacher's work will be limited to helping him move 
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forward; hence, the basis of school activities is the individual or team work 

of affinities, always focused on the interest of the student. 

• The "Experimental Testing": allows each student to creatively develop their 

life power, and favors, through work and inventions, the increase of 

empowerment, of the desire to do, in a cooperative social environment. 

• Applied knowledge: for learning to be meaningful, it must be borne in 

mind that a child never learns from "nothing", he has his own knowledge 

based on his experiences. This being his reference, the teacher must place 

his didactic proposal and advance from the most concrete to the most 

abstract taking them as starting points. 

• Affective development: One of the Pedagogical Invariants of C. Freinet, 

says "The child is of the same nature as the adult", therefore his life and 

behavior, like that of the adult, is subject to the physiological state, 

emotions and feelings and social conditioning. 

• Emotional education: is a key piece of mental health: The techniques, 

activities and strategies that applied and developed in the classroom 

must be aimed at the child learning to manage their affective and 

emotional world to: 

- Learn to recognize, name and express one's feelings. 

- Being able to be honest with yourself about your own feelings. 

- Learn to recognize the feelings and emotions of others. 

- Understand that our emotional system is made up of different 

components related to each other: positive or negative thoughts, 

emotions or physiological responses and acts or behaviors. 

- Understand the simultaneity of emotions. 

- Learn to regulate our emotions. 

- Experience positive emotions and feelings in the school and family 

environment. 

- Develop self-esteem, as a recognition of one's own value and 

competence. 
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CONTRIBUTION TO THE LEARNING PROCESS 

 

− All natural learning is subordinate to experience, which involves a work 

of reflective research on the most diverse physical or mental materials, 

aptitude to observe, manipulate, relate, issue hypotheses, verify them, 

apply laws and codes, and understand increasingly complex 

information. In short, from his own experiences in dialectical 

confrontation with the world, the learner will build his personality and 

provide the elements of his own culture. 

− Learning is built experientially, it is learned for life and from life, educating 

from freedom and respecting individual rhythms and interest. 

− Emotional education: From an integrative conception where sentimental 

education and emotions occur naturally and implicitly in the 

educational environment, which contemplate it as an essential element 

of the curriculum and the integral development of the person. This is 

achieved: 

- Creating spaces and moments in the life of the classroom for the 

expression of emotions and feelings, incorporating joint reflection on 

them. 

- Proposing activities aimed at the construction of personal identity 

(body, affective-sexual, feelings, emotions, self-esteem, role and 

social and moral values, gender identity,...). 

- Making the school connect with family life and the community in 

which the school interacts, becoming a living and supportive school 

with the reality of the child, his family and his environment. 

- Favoring relations of friendship, acceptance, cooperation and 

mutual aid. 
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CONTRIBUTION OF THE APPROACH TO THE ARTISTIC LINE 

 

In this section we want to highlight the fundamental role of Elise Freinet co-

founder of this pedagogy together with Célestin and continuator of the task 

in the common struggle at the service of children and people, after his 

death.  Pedagogue, artist and reformer of education in France, highlights 

the importance of "this educational branch without which education is not 

complete because it is a vital and inherent component in the essence of 

human development". She elaborated the term "free drawing" equating it 

in importance to "free text" as a means of expression (Freinet Techniques). 

Art education directly influences: 

 

- Fundamental thinking skills and abilities: Learning the various art forms 

strengthens essential cognitive abilities, such as conditioned reasoning, 

mental ordering for problem solving, and creative thinking. 

- The motivation to learn: from the development of their artistic productions, 

curiosity for knowledge is fostered, personal goals are strengthened, 

perseverance deepens, discipline develops, increases attention span and 

increases school retention. 

- Social behavior: The teaching of the arts stimulates the strengthening of 

self-esteem, broadens awareness of one's own identity and develops self-

control skills. These elements lead to a greater degree of aptitude for 

problem and conflict resolution, drive a greater inclination towards 

collaborative work and lead to tolerance and social empathy. 

- School Environment: Teaching and learning in the arts promotes an 

environment of collaboration between teachers and students by 

facilitating innovative teaching strategies, developing a positive 

professional culture, and greater engagement with the community. 

- The importance of the body: The body in motion is the gateway to the 

most abstract codes: reading, writing and mathematics. To stop a child's 

body is to deny him learning and the search for who he is. There is no life 

without movement, every movement causes a vibration and every 

vibration sounds. 
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C. ECOSOCIAL APPROACH: Contribution of design to the Goals 

of the 2030 Agenda (UNESCO 2017) 

 

The ecosocial curriculum: puts life at the center of school activity, studies and 

analyzes our interdependence and ecodependence and acts to transform 

the educational center and the ecological and social environment. This being 

so, ecosocial education aims, through pedagogy, to address the main 

challenges facing humanity, such as the environmental crisis, justice and 

democratic inclusion. 

 

If we agree that we must carry out transformative actions that create spaces 

for transition towards more just and more ecologically balanced societies, we 

also need an educational transition. To create a more just, more peaceful and 

sustainable world, all individuals and societies require a collective effort and 

this is where Education for Sustainable Development and  Ecosocial Education 

playa crucial role to play, building knowledge, developing skills, establishing 

new values and education for transformative action. 

 

The Global Education Agenda 2030: This programme is part of a global 

movement to eradicate poverty by achieving 17 Sustainable Development 

Goals by 2030. Education, fundamental to achieving all these goals, has its 

own specific goal, SDG 4, which has set out to "ensure inclusive, equitable and 

quality education and promote lifelong learning opportunities for all".  This 

document is a guide that provides guidance for the implementation of this 

ambitious goal and its commitments. 

 

• Education for Sustainable Development: ESD is a holistic and transformative 

education, addressing learning content and outcomes, pedagogy and the 

learning environment. Consequently, ESD not only integrates content such 

as climate change, poverty and sustainable consumption into curricula, 

but also creates interactive and student-centred teaching and learning 

contexts. What ESD requires is an evolution from teaching to learning. It 

seeks a transformative and action-oriented pedagogy, and is 

https://es.unesco.org/themes/educacion-desarrollo-sostenible


P a g e  53 | 121 

 

characterized by aspects such as self-taught learning, participation and 

collaboration, problem orientation, inter and transdisciplinarity, and the 

creation of links between formal and informal learning.  

• 17 goals to transform our world: The Sustainable Development Goals are the 

blueprint for a sustainable future for all. They interrelate with each other and 

incorporate the global challenges we face every day, such as poverty, 

inequality, climate, environmental degradation, prosperity, peace and 

justice.  

1. End poverty 7. Affordable and clean 

energy 

13. Climate action 

2. Zero hunger 8. Decent work and 

economic growth 

14. Underwater life 

3. Health and well-

being 

9. Industry, innovation and 

infrastructure 

15. Life of terrestrial 

ecosystems 

4. Quality 

education 

10. Reducing inequalities 16. Peace, justice and 

strong institutions 

5. Gender equality 11.Sustainable cities and 

communities 

17. Partnerships to 

achieve goals 

6. Clean water 

and sanitation 

12. Responsible production 

and consumption 

 

 

These objectives are included in the document "Education for the 

Sustainable Development Goals. Learning Objectives" (Published in 2017 by 

the United Nations Educational, Scientific and Cultural Organization). The 

treatment of each of them is concretized through specific learning 

objectives, described in the cognitive, socio-emotional and behavioral 

domains, in addition to each SDG suggestions for pedagogical themes and 

approaches are presented: 

- The cognitive domain comprises the knowledge and thinking tools 

needed to better understand the SDG and the challenges involved in 

achieving it. 
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- The social-emotional domain includes the social skills that empower 

students to collaborate, negotiate and communicate in order to 

promote the SDGs, as well as the skills, values, attitudes and self-reflection 

incentives that enable them to develop. 

- The behavioral domain describes action competencies. 

These goals should not be conceived as separate from the key sustainability 

competencies that will support us in our transition to a sustainable world. 

Learning objectives and key competences should be pursued together. 

• Key cross-cutting competencies to achieve the SDGs: Competencies 

describe the specific attributes that individuals need for action and 

autonomy in different contexts and complex situations. They include 

cognitive, affective, volitional and motivational elements. Therefore, they 

are an interaction between knowledge, capabilities, attitudes and values. 

Competences cannot be taught, but must be developed by the students 

themselves. In general, they are acquired during the action, on the basis of 

experience and reflection. 
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KEY COMPETENCES FOR SUSTAINABILITY 

COMPETENCE 

OF 

SYSTEMS 

THINKING 

skills to recognize and understand relationships; to analyze 

complex systems; to think about how systems are integrated 

within different domains and scales; and to deal with 

uncertainty 

COMPETENCE 

OF 

ANTICIPATION 

 

skills to understand and evaluate multiple future scenarios 

(possible, probable and desirable); to create their own visions 

of the future; to apply the precautionary principle; to assess 

the consequences of actions; and to deal with risks and 

changes 

REGULATORY 

COMPETENCE 

skills to understand and reflect on the norms and values that 

underlie our actions; and to negotiate sustainability values, 

principles, objectives and goals in a context of conflicts of 

interest and mutual concessions, uncertain knowledge and 

contradictions 

STRATEGIC 

COMPETENCE 

ability to collectively develop and implement innovative 

actions that foster sustainability at the local level and beyond 

COMPETENCE 

OF 

COLLABORATI

ON 

 

skills to learn from others; to understand and respect the 

needs, perspectives and actions of others (empathy); to 

understand, identify and be sensitive to others (empathic 

leadership); to address group conflicts; and to facilitate 

collaborative and participatory problem-solving 

COMPETENCE 

OF 

CRITICAL 

THINKING 

ability to question norms, practices and opinions; to reflect on 

one's own values, perceptions and actions; and to take a 

stand in the sustainability discourse 

COMPETENCE 

OF 

AWARENESS 

 

ability to reflect on the role each has in the local community 

and in society (worldwide); to constantly evaluate and 

promote the actions that one performs oneself; and dealing 

with personal feelings and desires 

INTEGRATED 

COMPETENCE 

OF 

RESOLUTION 

OF 

PROBLEMS 

general ability to apply different problem-solving frameworks 

to complex sustainability problems and devise equitable 

solution options that promote sustainable development, 

integrating the aforementioned competencies 
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KEY PEDAGOGICAL APPROACHES IN ESD 

 

a) Student-centered teaching 

- It conceives of students as autonomous learners, and emphasizes 

the active development of knowledge rather than its mere transfer 

and/or passive learning experiences. 

- Part of the previous knowledge of the students, as well as their 

experiences in social contexts. These are the starting points to 

stimulate the learning processes in which students build their own 

knowledge base. 

- It requires students to reflect on their own knowledge and learning 

processes in order to manage and monitor them. Teachers should 

encourage and support these reflections. 

- They change the role of the teacher, who becomes a facilitator of 

learning processes, rather than an expert who only transfers 

knowledge structures.  

b) Action-oriented learning 

- Action-learning increases knowledge acquisition, competency 

development and value clarification by connecting abstract 

concepts with the student's personal experience and life. Action-

learning is based on Kolb's Theory of the empirical learning cycle 

with the following stages (Kolb, 1984): 

1) Have a concrete experience. 

2) Observe and reflect.  

3) Form abstract concepts for generalizations 

4) Apply them to new situations  

- The role of the teacher is to create a learning environment that 

stimulates students' reflective experiences and thought processes. 

- Students participate in actions and reflect on their experiences in 

terms of the desired learning process and their personal 

development. 
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c) Transformative learning 

Transformative learning can be better defined by its objectives and 

principles than by a concrete teaching or learning strategy. It seeks to 

empower students to question and change the ways they see and think 

about the world, in order to better understand it. The teacher is a 

facilitator who empowers and challenges students to alter their 

worldviews (Slavich and Zimbardo, 2012; Mezirow, 2000).  

 

 

 Alternative pedagogical systems contribute to creating a more just and integral 

society by providing the best of each student, providing the appropriate tools 

adapted to each situation. In this sense, the different contributions studied, 

coincide in several fundamental points: 

- The student is understood as the protagonist of their learning, being their 

interests and motivations respected and granting them the time they need 

to be children. 

- These pedagogies shy away from rote learning and allow students to make 

mistakes so they can learn from them without being penalized. In contrast to 

traditional education, cooperation takes precedence over competition, 

avoiding labels to favorably develop a healthy and balanced personality. 

- Children acquire and internalize the rules by respecting them without any 

imposition since they understand their meaning. 

- It seeks to achieve an integral education, that is, an education FOR LIFE, 

promoting the development of skills such as creativity, conflict resolution, 

empathy or critical thinking, which allows students to be able to solve by 

themselves the difficulties that are presented to them throughout life. 

- They highlight the importance of connecting and relating to the natural 

environment, which is a source of knowledge, well-being, health or peace. 

- They highlight the transformative quality of artistic education from its creative 

potential. 
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4. GENERAL AND SPECIFIC OBJECTIVES OF 

PROGRAMMING 

 

GENERAL OBJECTIVES 

 

1. Consolidate the importance of artistic disciplines in schools with the 

interrelation between formal and non-formal education: establish the 

presence of art as a vehicular element in the classroom, highlighting its role 

as an axis of learning from transversality, and its importance in the acquisition 

of skills, highlighting its value from its direct relationship with any curricular 

area. 

2. Promote the importance of music and creative practices in schools not only 

as recreational components but as a key feature to build the citizens of 

tomorrow with a set of transversal competences (social skills, 

communication, learning to learn, creativity, etc.) that seek to achieve the 

integral development of the person that allows him to adapt to the demands 

demanded by a society in constant change and respond to it from a spirit 

critical and supportive. 

3. To provide the learning of music with a multidisciplinary objective that goes 

beyond the exclusive and virtuous learning of an instrument, linking it with the 

rest of the artistic disciplines that give it collective meaning. We believe that 

we must evolve musical education and give it broader projections by 

opening it to other artistic fields, because music is an edge of art and we 

must not disconnect it from the rest of the disciplines. This must be an 

objective of the teaching musician, if we want the work, we do to be 

transmitting we must not isolate it in its field, it must be nourished from the rest 

of the arts to survive and reach its maximum potential as a universal 

language. 

4. Strengthen the resilience and adaptability of children under the cognitive, 

emotional and social aspects (especially in those most vulnerable students 

who see the full development of these aspects slowed down by cultural, 
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social, economic or functional or cognitive diversity conditions) through its 

educational staff from a "training of trainers" approach, thus granting greater 

sustainability to the project. 

5. Involve the entire educational community from the active participation in 

artistic projects: offer them spaces for participation from the management, 

organization, accompaniment, work commissions, intergenerational 

learning that promote peer learning (adult / child). From the project, 

channels of participation must be generated so that each individual of the 

educational community finds a place from which to be able to participate 

in the project according to their interests and possibilities. By opening the field 

of participation, we ensure the involvement, recognition and valuation of 

projects like ours. 

6. Generate transversal school-family-neighborhood dynamics: from an idea 

of expanded education, where the school is not a closed space, but a 

porous place that feeds and cultivates multiple interactions and learning 

experiences.  
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SPECIFIC OBJECTIVES 

 

1. Eliminate all forms of discrimination in their contents, in the materials used 

(e.g. in the choice of musical instruments), in musical learning activities 

and in music lessons (the learning environment); 

2. Recognize the expressive-creative needs of students, assimilate and 

develop towards greater cognitive boundaries the social and cultural 

baggage that each one possesses, developing metacognitive tools for 

their progressive and permanent expansion; 

3. Select the contents and musical materials that will be proposed to the 

students based on their previous knowledge, based on the concrete forms 

of musicality embodied through the design of a coherent progression of 

learning of musical activities.  

4. Enable the adjustment of pedagogical support to the characteristics of 

each person and the way in which they develop their learning. 

5. Promote a high degree of activity on the part of students, alternating 

different types of tasks and situations, and trying to turn learning into a 

motivating and rewarding experience. 

6. Promote meaningful learning through the design of situations and the use 

of strategies that allow students to relate new knowledge with those they 

already have.  

7. Contribute to the progressive self-regulation of students, providing them 

with tools and strategies that make them more autonomous and able to 

plan, control and assess their own progress. 

8. Take into account the need to integrate the contents of the different 

subjects so that students acquire a global and interdisciplinary 

perspective. To do this, it is necessary to work for key competences, 

adding ecosocial competence to the classic ones. 

9. Adopt a socio-affective approach. In general, people mobilize (or stop 

doing so) for our needs. Its management produces emotions that have to 

do with satisfaction or frustration. That is, more than reason, more than 

data, we are driven by the emotions generated by needs.  

10. Promote collaboration and cooperation between students for whom 

dialogue is a fundamental tool. 
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5. ACTIONS FOR THE DEVELOPMENT OF THE 

OBJECTIVES 

 

REGARDING THE CENTER 

 

- Consolidate the learning workshops of music (instrument, singing and 

body expression among others) in a cohesive way from a curricular vision 

common to all specialists and consistent with the educational project of 

the centers where it is applied and their teaching contexts. 

- Integrate this curricular design in the General Programming of the Center 

as a device for production and musical and scenic creation in which 

children will be the protagonists and our goal of inclusion in school time is 

met. 

- Use the school space as the basis of our musical projects creating in this 

space a cultural reference in the neighborhood in which cooperative 

learning environments are generated in extracurricular time (non-formal 

education) in line with what happens during school hours (formal 

education) so that the impact of our work is not limited to the group-

school expanding the radius of action to children who otherwise could not 

choose to music education due to its socio-family circumstances, creating 

positive leisure spaces for the most vulnerable population. 

- Coordinate and establish joint networks of action with the collaborating 

external agents (foundations, associations, specialists ...) so that all the 

participants in the project can work from a common pedagogical line in 

which the teaching-learning goals converge, thus seeking to achieve 

conceptual, social, cultural and personal development enrichment 

through the artistic disciplines we practice. 

- Develop a Family Participation Plan that guarantees the involvement of 

the entire group  

- Beyond their management responsibilities in the School Council, it is about 

offering families ways of participating in the daily dynamics that link them 

with the school projects. In short, schools must open their doors outwards 

to give visibility and amplitude to what happens inside. 
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REGARDING STUDENTS 

 

- Generate multidisciplinary experiences linked to artistic languages 

designed specifically for students at each level. 

- Offer children an exploratory immersion in instrument classes with the aim 

of linking them with the instrument with which they feel related and 

commit to its study.  

- Provide the teaching of the instrument with concrete objectives at the 

group level, understanding the need for individual progress in learning, as 

a personal engine, which has a direct impact on collective production. 

- Establish singing and work with the body as vital aspects for musical 

learning and scenic work as an engine of creation. 

- Promote inter-level musical and scenic interaction, promoting motivation 

in the little ones when they feel them a role model and in the older ones 

when they feel referents and companions of the learning of the little ones. 

- Encourage collaborative creation, expressive skills, reflexibility and group 

cohesion through the generation of own proposals. It is about them 

becoming progressively more autonomous with respect to their work, 

relying on the artistic group of which they are part, linking what happens 

to them in the classrooms and the assembly processes of the center with 

what happened in the workshops, activities, research / creations / artistic-

musical actions.  

- Involve students in the organization of actions and twinning, involving 

them in the coordination of activities from the different levels of 

responsibility and commitment they can offer. 

- Offer secondary school students the opportunity to continue their musical 

learning once they have finished their primary studies from the offer of 

extracurricular classes so that they do not dissociate themselves from the 

project and continue to understand how important they are in the 

continuity of it.  

- Encourage and promote the incorporation of students in extracurricular 

musical activities, so that they can expand and give solidity to their 

training in instrument and singing. 
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REGARDING THE TEACHING STAFF 

 

Create spaces for training and joint reflection between internal and external 

teachers (specialists) to guarantee the common goals of the project: The 

pedagogical seminar will promote coexistence and mutual learning 

between external specialists and the faculty. In addition to the specific 

sessions of presentation of the project to be developed of the research 

material and joint assessment, during the course there will be a specific 

training linked to the key axis of the project: music for social inclusion. Key 

strategies will be provided for the design of classroom sessions. 

• intersectional and situated pedagogy (feminist, anti-racist, anti-capacitist 

and environmentalist) in favor of a framework of social justice. We will work 

on the teaching team's own perspective and their role as an active 

observer of class dynamics. The roles of power that operate in the groups 

including the teacher as part of it will be raised. What happens in our 

classrooms? What behaviors do we have as referents?  

•  critical pedagogy that helps us to ask key questions and pose them to 

students in all phases of the creation-learning process. We will apply the 

maxim of the suspension of the trial so as not to take things for granted 

and transfer to children the need to question the why of things as well as 

dare to formulate new questions from the basic ones.  

• innovation methodologies through artistic practices.  The strategies for 

"assisted didactics" will be shared with the teaching staff, that is, the 

replication of the exercises, songs, routines used by the specialist in 

ordinary classes.  

• the collective and horizontal creation practices fed in the assembly 

trajectory itself that guarantees democratic development and establishes 

the common goals that we intend to achieve from the socio-educational 

implantation of the artistic-musical project. 
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REGARDING FAMILIES 

 

The family-school alliance is paramount, it is not enough to work in the school 

if the internalized learnings are in contrast to what is transmitted from the 

different cultures of upbringing. The involvement of families in schools must 

go beyond participating in an outing or in a certain activity: we must work in 

tune with the ideology of the center. The responsibility of working on diversity 

from a broad approach must be shared, for this families must share this idea, 

coincide with the educational approach, know the various realities that 

make them up and act in accordance with them without renouncing their 

particularities, but respecting those of others, only in this way is respect for 

the other built, this is the fundamental norm of coexistence.  The way to 

achieve the involvement of families must also go in the opposite direction: 

that the school penetrates the houses. 

Participation is the most useful tool for schools to stop being exclusive places 

for the education of students and become multifunctional spaces where the 

whole community has a place:  

- Offering them defined spaces for collaboration in school dynamics. 

- Working from methodological lines that allow them to enter the 

classrooms and help in the teaching task.  

- Generating mixed teacher-teacher commissions to act jointly in specific 

or long-term initiatives. 

- Collaborating in the transformation of the environment through actions 

based on service-learning, carrying out actions of recovery or 

modification of school spaces. 

- Participating in the pedagogical seminars to know the different 

methodologies that underlie the teaching-learning process and the 

purposes of the projects that are developed.  

The participation of families favors: 

- Education for life since it involves working from all levels of it, so the family-

school binomial is fundamental because it unites the living spaces of 

schoolchildren. 
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- They make it possible for what happens inside the school to have an 

impact on what also happens outside. 

- They represent an egalitarian meeting point between families and 

educators that allows us to weave complicities valuing the importance 

of their contribution in the achievement of joint goals. 

- They contribute to cultural integration, since the projection of the work 

carried out in the school in this sense will be enriched with the direct 

contributions of family diversity. 
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6. CONTRIBUTION OF THE PROJECT TO THE ACQUISITION 

OF KEY COMPETENCES 

 

The Council and the European Parliament adopted, at the end of 2006, a 

reference framework identifying and defining the key competences that citizens 

need for their personal fulfilment, social inclusion, active citizenship and 

employability in the knowledge society; supports initiatives to ensure that, at the 

end of initial education and training, young people have these skills and adults 

are also able to develop and update them. 

 

The 8 key competences are defined, as the set of skills, knowledge and attitudes 

appropriate to the context, that all students must achieve for their realization and 

personal development, as well as for active citizenship and social integration: 

- Knowledge: collects facts, ideas and concepts that we acquire in an 

abstract way; 

- The capacities ("know-how") are those that allow to use and articulate the 

knowledge assimilated in a given context, thus obtaining concrete results. 

- Attitudes ("knowing how to be" define mentalities and the willingness to act 

in the face of certain ideas or situations. 

 

The purpose of including them in the curriculum is due to the fact that teaching 

by competences allows to integrate diverse learning, favoring the transversality 

of knowledge, making functional the different types of contents from their 

effective application in different situations and experiential contexts.  The 

European reference framework establishes eight key competences (definition 

included in the ANNEX---), from the curricular approach we consider that Music 

Education contributes fully to the acquisition of key competences from its global 

perspective, as an illustration we highlight: 
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1) Competence in linguistic communication: through the significant increase of 

specific vocabulary and communicative exchange through scenic 

performances, it favors diction through singing and the expression of 

emotions. 

2) Mathematical competence and basic competences in science and 

technology: it relates to music through the use of space and time, scales, 

graphic representations, geometric elements, symbols. The activities carried 

out from the artistic disciplines stimulate and favor the perception, 

conceptualization of space and time. 

3) Multilingual competence: It involves using different languages. Singing or 

listening to music in other languages helps pronunciation, expressive rhythm, 

enhances understanding, motivates the study of other languages and brings 

us closer to other cultural contexts.  

4) Digital competence: the use of technology as a tool to approach the visual 

arts and music, the creations of others and the configuration of one's own 

creation, the analysis of images and sounds and the messages they contain, 

invite creation through music composition programs. 

5) Social and civic competences: carrying out teamwork actions that require: 

cooperation, assumption of responsibilities, monitoring of rules and 

instructions, care and conservation of materials and instruments. Two areas 

directly linked to the area understood as skills and abilities for coexistence, 

respect and understanding between people, since their acquisition is 

necessarily enhanced with the use of the arts as sources of communication 

and expression. 

6) Competence in consciousness and cultural expressions: the arts are the 

direct link of approach to other forms of thought and expression, of 

understanding of the nearby environment and of the configuration of valid 

criteria of respect for other cultures. 

7) Competence to learning to learn: It is carried out through the sensory 

exploration of sounds, textures, shapes or spaces, so that the knowledge 

acquired provides children with  sufficient baggage to use them in different 

situations and reflection on their participation in the processes of creation. 

8) Sense of initiative and entrepreneurial spirit: promotes the knowledge of 

oneself, their interests, their possibilities, and their involvement in the 

development of plans promoted by the students themselves and their 

participation in their development. 

https://www.monografias.com/trabajos901/evolucion-historica-concepciones-tiempo/evolucion-historica-concepciones-tiempo.shtml
https://www.monografias.com/trabajos11/estadi/estadi.shtml#METODOS
https://www.monografias.com/Tecnologia/index.shtml
https://www.monografias.com/trabajos11/metods/metods.shtml#ANALIT
https://www.monografias.com/trabajos10/tequip/tequip.shtml
https://www.monografias.com/trabajos5/biore/biore.shtml#auto
https://www.monografias.com/trabajos14/trmnpot/trmnpot.shtml
https://www.monografias.com/trabajos10/formulac/formulac.shtml#FUNC
https://www.monografias.com/trabajos16/espacio-tiempo/espacio-tiempo.shtml
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7. RELATIONSHIP OF MUSIC EDUCATION WITH THE REST 

OF THE AREAS OF THE CURRICULUM 

The globalized approach to programming establishes the interconnection of 

contents between areas, seeking that learning objects complement and 

consolidate, from work through experiential approaches and different 

perspectives. In general, we expose the relationship of artistic teachings with the 

rest of the areas: 

Language: the relationship with this area is undoubted, from all expressive planes, 

comprehension, language expansion, semantic structures and introduction to 

the literary world through the creation of texts or reading of theatrical scripts. 

Sciences: the entire format of this program has a close relationship with natural 

and social, since to a large extent, it is inspired by the social and natural 

environment. From this scenario, in the different workshops a work of expression, 

recognition, awareness and contact with the physical and social world is made 

from the artistic manifestations. 

Mathematics: allows the use of different codes that favor abstract thinking, 

develop spatial perception, the functional application of numbers, fractions and 

measures through plastic or rhythms and compasses. 

Physical Education: from both disciplines, artistic and musical, the body and 

movement are used as driving axes of learning and experiences, play as an axis 

of teaching and cooperation from the need to belong to a team to achieve 

common goals. 

Foreign language: singing in other languages, including compulsory English, 

favors auditory education, works diction from the use of other phonemes, 

expands idiomatic knowledge and breaks blocking barriers against the use of 

other languages that are not one's own. 

Starting from the intentionality of the activities and emphasizing the procedural 

nature of the educational task that is intended to be put into practice, the design 

of this program is aimed at the acquisition of tools that contribute to complement 

and consolidate learning standards related to the different areas.  Below, as an 

example, a table is presented with the workshops, areas and type activities that 

relate them: 
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WORKSHOPS 
Area Type Activities 

Theatre Language Area 

Plastic Area 

Social sciences 

Education in Values 

- Written Expression- Reading 

Ability  

- Oral Expression- Reading 

Comprehension   

- Plastic and Creation 

Dance Physical Education Area 

Education in Values 

- Motor coordination 

- Movement and space 

-  Expression and Body Awareness 

- Cooperative Work  

Instrument Mathematics Area 

Social Area 

Language Area 

Musical language 

- Learning an instrument 

- Musical language 

- Calculation: rhythm and 

compass 

- Sweep reader: score 

Vocal/Singing Language Area 

Social Area 

English Area 

Education in Values 

- Auditory development- Listening 

comprehension  

- Written Comprehension - 

Comprehensive Reading  

- Group coordination- 

Cooperative work  

- Memory   - 

Pronunciation and diction 

 

The experiences developed so far in the classroom and outside it framing artistic 

learning in a joint project have shown us the integrating role of music in human 

faculties, in addition to enhancing many of our senses, stimulates intelligence, 

memory, creativity and communication. In its interweaving with other disciplines, 

it increases its potential from the affective, intellectual and cultural dimensions, 
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approaching its teaching through active methodologies (that enhance 

participation), warm (that offer spaces of trust for learning) and flexible (that 

promote creation, spontaneity, improvisation ...). From these statements, we 

promote the rescue of artistic education in the curricula as an isolated subject 

from its intrinsic value to all human development. 

 



 

PART II 
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PRACTICAL DEVELOPMENT OF 
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PRACTICAL DEVELOPMENT OF PROGRAMMING 

 

This project is articulated around different teaching proposals with music as a 

"transformative engine" that acts as the backbone of learning linked to other 

artistic disciplines. Our goal is to combine all of them in a single project, from the 

conviction, that music education in collusion with the rest of the artistic disciplines 

has a greater impact. To this end, the curricular proposal of the MOVEMENT is 

based on each center proposing a creation-research experience to its students 

around a topic in which the contents and learning goals that each teacher 

proposes are framed.   

How to do it? Tools for the development of a project.   

1st. From MOVEMENT we will choose an objective of the 2030 agenda on which 

all the partners can work. In addition, a "content map" will be provided for the 

teaching of music (tables of contents) organized into three levels of learning. 

They will be blocks or lines that can be taught / learned in one order or another 

depending on the characteristics and needs of each group as well as the 

relationship with the project. In this way the students will have the feeling of 

learning with a concrete and manageable objective from the point of view of 

the child.  

2nd. From the CENTER each educational team will concretize this objective of 

central sustainable development in a project topic (choosing a material on 

which to investigate, a specific repertoire, a reference artist, a play, a title, etc.). 

The process of choosing this topic must be consistent with the modes of operation 

of the center (decision in the cloister, with the families, assembly in the 

classrooms, etc.). In addition, the "content map" will be chosen as the ones that 

best suit your course. It will therefore generate its own project that it will share 

with the entire educational community and specifically with teachers and music 

specialists.  

3rd From the CLASSROOM each teacher and specialist will generate a third 

specific map for their classroom on which they will design the programming. This 

map will start from the knowledge of the groups, their strengths and their needs. 
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9. PROGRAMMING DEVELOPMENT ACTIONS 

 

On this basis the design is articulated around 4 actions focused specifically on 

consolidating the presence of music and performing arts in our educational 

community and promoting the arts as a vehicular element of learning: the Music 

Teaching Workshops, acting in a large group, Projects open to the environment 

and the Pedagogical Seminar, we proceed to describe them in more detail, also 

explaining its methodology. 

 

Action 1: MUSICAL TEACHING WORKSHOPS (instrument, choir, 

theater, dance) during school hours 

 

These workshops are proposed as a vehicle for research/creation/action. 

Technical learning will be combined with the development of expressive skills 

and awareness of values.  

We expose below some of the didactic strategies that seem fundamental to us 

and that will be the starting point:  

- The game and the playful nature of the activities 

- Cooperative dynamics 

- Multidisciplinary or transversal work to other areas of knowledge and 

curricular content worked on in the classroom 

- The body and instruments as a center of experimentation and expression 

- Listening as a key to learning and co-creation 

- Collective and horizontal creation 

- The importance of interpersonal relationships and conflict resolution 

- The valorization of subaltern cultures through research processes that 

question aesthetic hierarchies 

- Research as a starting point for the processes of learning and artistic 

expression: what, how and why we do what we do 

- Working with referents that open us to other realities, experiences, 

sensitivities, to foster critical curiosity and tolerance 
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Action 2: ACT IN A LARGE GROUP 

 

They will be spaces where the groups that usually work separately come 

together. They will serve to learn to play with other instruments (orchestra) and 

also to mix disciplines (theater or dance and music, for example).   It will function 

as a kind of common forum where both curricular objectives and values are 

shared and visualized as a collective project.  Concerts and performances open 

to the public may be rehearsed. It will act as a porous membrane that connects 

the outside (neighborhood, other institutions, other agents, other schools ...) with 

the inside (teachers, the rest of the students, families, PAS ...), transmitting learning 

or concerns that cross our school community and its environment.  

The spaces for the large group will also allow the participation of those students 

who do not feel so safe or comfortable on stage, but can take care of other tasks 

necessary in the group for the day to day and for the performances, such as 

designing and manufacturing costumes and sets, documenting the actions / 

creations, act as a light and sound technician.... It will be important to have as 

many profiles within the team as there are interests in children, opening the range 

of possibilities and abilities without discrimination and adapting to the 

motivations of each one. 

 

Action 3: MUSICAL PROJECT OPEN TO THE ENVIRONMENT 

 

For the transformation of the social context, we will work on communication with 

families and other agents of the environment. It will be essential to value the 

transformation that involves the learning of the arts and in particular of music. To 

this end, two opening spaces are proposed:  

 

a)  Spaces for the active participation of families and / or other agents of the 

environment.  They will be spaces where families can demonstrate in a 

practical way how to learn in MOVEMENT projects. With the format of 

"open class" punctual, accompaniment in the first sessions or shared class, 
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people from outside the school will be able to share as equals the learning 

of music with children. 

b) Sample spaces: Always focusing on the process as the most important 

thing, an appropriate format will be sought to share with the environment 

the learnings made throughout the school year. Concerts, performances, 

parades, recordings, etc. will be proposed. 

c) Exchanges of experiences: Meetings with related projects will be 

promoted to expand the transformative vision of what is done in our 

centers. The goal will be to expand the impact on the environment.  

 

Action 4: PEDAGOGICAL SEMINAR 

 

It will be a common learning space that integrates specialists in the arts, teachers 

of the center with the aim of combining pedagogical principles, sharing 

methodologies, learning through exchange, monitoring and continuously 

evaluating the different actions. The group will be nourished both by the 

contributions of its members and by guests who are summoned punctually, 

whether they are external or part of the network of collaborators and twinnings. 

The rest of the agents of the educational community will be invited to participate. 

This space will aim to:  

- Enhancement of the arts and especially music for all the teachers of the 

center.  

- Presentation of the school project to be developed during the school year 

(with an SDG as a transversal axis) from which the teachers will generate their 

classroom programming.  

- Sharing of the concerns of the teaching staff around the themes of the 

project in relation to the behaviors or attitudes observed in the students.  

- Joint training on the key strategies for the development of the project: 

situated and intersectional pedagogy, critical pedagogy and innovation 

through the arts (assisted didactics).  
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10. THE PROFILE OF THE SPECIALIST 

 

MUSIC SPECIALISTS 

 

Music is a particularly complex discipline to teach since it presents two realities, 

traditionally ignored in the academic world. 

On the one hand there is music as a theoretical construct, in this sense, a logical 

building with great similarities to those created by other scientific disciplines such 

as mathematics. This would refer to the theory. On the other hand, music is 

practical, it is experience, it is an art with subjectivities and open responses. 

What makes teaching music special and especially complex is that both worlds 

coexist and need each other to describe music as reality. 

Music, sound, is a reality and runs continuously, the musical language is 

responsible for discretizing this reality within a series of self-imposed logical 

constructs in order to generalize and understand it. 

In the teaching of music, we must be aware that music is NOT what the theory 

describes but that certainly, we need that description to understand it. 

Numerous examples can betray what is described above: a child knows how to 

imitate a melody but is unable to read the score that "reflects" that sound reality, 

one can be an eminence and know a lot about the life, work and compositional 

style of Mozart but at the same time be unable to interpret such music or create 

something similar at the same time as another, just by listening to it, he is able to 

assimilate such stylistic traits and create a much richer interpretation. 

Music requires cognition, abstraction, high-level cognitive skills, but in turn, it 

requires experience, emotion, creativity, ingenuity... It is a cognitive fact and it is 

an emotional fact, two realities that intend to be reflected in the curriculum that 

is proposed. 
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This that a priori could seem an element of complexity, is in turn an integrating 

element since the student can always find a facet of this reality with which he 

feels identified. 

That is why the teaching of music must contemplate all these facets and present 

them without conditions and with the same weight. Traditionally, the great 

protagonist has corresponded to the musical language, to the reading of notes, 

but music is much more and must be taught as such. 

It is especially interesting, the ability that music has to integrate in the same 

context of the classroom different demographics, the child imitates and creates 

freely and easily, the adult abstracts and sequences constantly. Both skills can 

be integrated into a more complete view of the discipline through projects that 

enable it. 

In order to achieve all this, the role of the music specialist as a specialist in music 

dissemination is of vital importance. Musical/artistic education should not be 

based so much on explaining concepts but on generating doubts, disseminating 

musical realities superficially but looking at all its facets (as opposed to focusing 

on a single one in a deeper way). 

Through these doubts arises the restlessness, from the restlessness arise answers, 

from the answers, more doubts ... It is therefore the role of the specialist to keep 

this virtuous circle alive without worrying about specific goals or objectives to be 

met. Let the sole objective be to sowdoubts. 
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BODY EXPRESSION SPECIALISTS 

 

The specialist in body expression brings to the school a specific knowledge about 

the body as an instrument for self-discovery as well as for the expression of 

emotions or ideas. Unlike the specialist in gymnastics or physical education, the 

body takes on a poetic dimension in this space. Therefore, the experience of the 

specialist in fields such as theater, dance, circus or performance will be very 

interesting.   

 

In the learning of music, the relationship with the body is inherent because there 

is no way to learn to play or without getting excited or rhythm without movement. 

The first pulse is our vital pulse and the only way to remember something is that it 

has already passed through the heart once (etymologically re- cordar is to pass 

twice through the heart, in English learn something by heart).  The body is our first 

musical instrument and what we always have, so learning to play and sing only 

with the body as an element is a lifelong learning and for all context regardless 

of the economic resources you have. Now, for that it is essential to generate 

spaces for self-knowledge and reconciliation with ways of expressing ourselves 

that in our societies are continuously censored. Do not forget that children are 

no strangers to the taboos that govern the lives of adults for whom moving is very 

usually feeling exposed or exposed. Thus, social transformation goes through a 

personal transformation and to understand the plastic of our movements is to 

understand the plastic of our behaviors. If we are educating from art, it is 

because we know that there is no norm that is not questionable, just as there is 

no body that is not performable.  

 

Therefore, the body expression specialist will have to be attentive to the 

repertoire of movements and gestures that circulate in the classroom to propose 

an opening of the gaze as well as play spaces to transform themselves expressing 

themselves differently. For this transformation, the space of the class must be a 

safe space, being the task of the specialist the elaboration of norms together 

with the group that allow the development of the exercises without a judgment 

to the others that damages their self-esteem in the exposure to others.  
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11. TREATMENT OF CURRICULAR ELEMENTS 

 

STRATEGIES FOR THE FORMULATION OF LEARNING STANDARDS 

 

Learning standards will be formulated in a manner consistent with the objectives 

of the project. Teaching strategies should serve to:  

● Consolidate Crecer con Arte as a unique Artistic project from each of its 

aspects.  

● Observe how the artistic profile is integrated into our school documents and 

its expression in the school dynamics.  

● Promote the possibilities offered by the different activities planned in our 

programs in the development and evolution of girls and boys.   

● Delve into the factors that will determine a "good job" from the workshops.  

● Explore different pedagogical and didactic methods around this subject.  

● Devise practical proposals and teaching-learning alternatives.  

● Promote artistic education as an axis-engine of school learning.   

● Make students protagonists of their research and creation processes 

following the assembly methodology of the center itself. 

● Based on the specific research materials chosen each course, encourage 

them to permeate the work in the classrooms, and raise awareness in relation 

to the values of the project through situated and intersectional pedagogy. 

● Generate mechanisms for the participation of the school community and 

the neighborhood through Crecer con Arte y su Compañía, promoting the 

expansion and porosity of the project in order to transversalize it in the life of 

the center and the environment as much as possible.  
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DISTRIBUTION OF CONTENT 

 

Music education: A key concept for the integration of different realities found in 

the classroom and in music, is to see in this discipline something beyond the 

reading and interpretation of notes. From this curriculum it is proposed to work 

this education from five different perspectives, each corresponding to a block 

and guided as a common thread by the role of important roles in music. Music is 

much more than notes, squeezing the possibilities of this reality, provides 

numerous benefits for students to find their place in this vast discipline. These are 

the blocks that we contemplate: 

 

- Block 1 - Rhythmic: Inspired by the role of the director. Control the rhythmic 

components of music, assume leadership, communicate and assist in 

conflict resolution. 

- Block 2 - Composition/Singing: Inspired by the role of the composer. Get to 

know the melodic components of music, sing and create. It conveys 

meaning through composition. 

- Block 3 - Interpretation and analysis: Inspired by the role of the interpreter. 

Know the analytical and interpretative elements of music. It conveys 

meaning through interpretation, not just notes. 

- Block 4 - Auditory education: Inspired by the role of the scientist. It analyzes 

sound as a physical phenomenon and separates it into its components. 

- Block 5 - Musicology and history of music: Inspired by the role of the 

musicologist/historian. He knows the history of music and its context, he has 

an awareness of the past, the present and the future. 

 

Body expression: The body is always present in our relationship with the world and, 

of course, with ourselves. It is, however, ignored in the traditional teaching 

processes, very based on the discipline of the same for rational learning. Mind-

body dissociation is already amply overcome in contemporary methodologies 

that are aware of the importance of working in an integrative way. The 

performing arts (theatre, dance and music) are a privileged space for working 

with and from the body as a creative instrument. It will be important to know how 
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it works, to iron out the barriers (modesty, complexes, taboos), to awaken 

curiosity about the diversity of bodies and to maximize their motor and expressive 

capacities.  The blocks from which this discipline will be worked are: 

 

- Block 1: Body Awareness 

- Block 2: Body expression 

- Block 3: Body and voice 

- Block 4: Listening and rhythm 

- Block 5: Spatial Awareness 

- Block 6: Composition 

 

This program will include in the specific section of each workshop, the contents 

developed in the standards set by law.  Likewise, from the perspective of 

transversality raised in previous sections, these standards will be developed and 

expanded as the project progresses, seeking the globality of the learning that is 

intended from the different workshops that compose it and in a coherent and 

consistent way with the pedagogical and didactic philosophies that define it.  
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CHOICE OF ACTIVITIES. TEACHING STRATEGIES AND STANDARD 

ACTIVITIES: 

 

Warming and concentration activities 

 

The goal of these activities is to prepare us for work. It is essential to warm up 

before each session so as not to hurt ourselves with the proposed exercises and 

for concentration. They will also link with the body awareness block, serving us 

warm-up activities to learn about our own body.  

In addition to a body warm-up, it is recommended to use easily memoizable 

routines that serve to come into contact with the instrument / voice while 

generating a feeling of group. That is why activities are recommended where 

participants assume roles and these roles change. 

 Didactic strategies: Position 0 and body scanner, routine mobilization of body 

parts with associated sounds, warm-up based on a narrated story, activation 

games, massages from one to another with the focus on different levels of the 

body (skin, muscles, joints), breathing exercises.  

 

Group cohesion, disinhibition and trust activities 

 

The goal is to achieve a safe climate for personal and collective creation. It is 

about creating an environment free of judgment where you feel comfortable to 

propose and expose yourself. In addition, listening will be promoted as a 

technical tool for group work. 

Didactic strategies: Collective challenges, guides from one to another, games to 

get to know each other, etc.  
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Technical training activities 

 

Each session we will decide which technical element we will train in a specific 

way, dedicating time for practice with affordable challenges according to the 

levels.  

Didactic strategies: Precision in the actions, tuning, maintaining the pulse, etc.  

 

 Experimentation and expression activities (improvisation) 

 

Each session we will dedicate some time to the creation of sounds, characters, 

choreography, actions, images, etc. according to the moment of the process in 

which we find ourselves. It will start from the exploration and experimentation of 

the tools learned from a technical perspective but more freely.  

In the case of musical improvisation activities, these may be accompanied by a 

piano that generates an atmosphere for such improvisation. 

Didactic strategies: sound of a story, setting of scenes, free movement following 

a melody, qualities of movement according to the intensity of the sound, 

narration of a story or description. 

 

Composition and exhibition activities 

 

They are activities aimed at the individual or group creation of songs, actions, 

steps, choreography, sound pieces, etc. that are fixed and therefore memorized 

and can be repeated several times with the greatest degree of precision 

possible. Depending on the level, guided compositions can be made or based 

on a premise, this can be theoretical or based on the possibilities of the students 

These materials will be shown to the rest of the class. Practice as an audience will 

be important: respect, attention and adequacy of feedback.  

Didactic strategies: sound scene, creating a melody on a lyric, group dance on 

a musical theme, etc.  
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Hearing discrimination activities 

 

Through game dynamics in which the objective is to discriminate auditorily some 

element of theory, practice and musical experience. 

Didactic strategies: Distinguish instruments from a piece of music, distinguish the 

qualities of chords, distinguish intervals based on songs, distinguish the dynamics 

and characters of music... 

 

Relaxation activities 

 

These activities linked to energy control are especially useful at the end of each 

session. They will serve to reduce agitation, rest and settle what was worked in 

the class.  

Didactic strategies: massages, guided meditation, nannies, etc.  

 

Dialogue activities, decision making and feedback collection 

 

Throughout the creative and learning process it will be important to leave spaces 

for listening to the opinions and feelings of each of the people in the group. That 

collection will be what allows us to implement improvements in the coming 

months. In the form of an assembly or rounds of dialogue, it will be the right time 

to raise questions that have arisen in the process of creation, taking research 

beyond artistic production to enhance the critical spirit. They will also be spaces 

for decision-making regarding joint creation. 

Didactic strategies: assemblies, anonymous papers, roles, murals, library of 

materials, etc.  
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Material creation activities 

 

In the creative process we can generate our own materials relating to the 

environment in a conscious and sustainable way.  

Didactic strategies: construction of scenographies with recycled materials, 

cotidiophones (instruments with recycled materials). 

 



 

PART III 

 

 

CLASSROOM PROGRAMMING 

 

- 

 

TABLES OF CONTENTS, 

STANDARDS AND INDICATORS OF 

ACHIEVEMENT 
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VOCAL AND INSTRUMENTAL MUSIC CURRICULUM - GENERAL OVERVIEW 
 

  

 
2 Composition for the instrument curriculum and singing for the singing curriculum 

BLOCKS Rhythmic Composition/Singing2 Interpretation and 
analysis 

Auditory Education Musicology and history of 
music 

DESCRIPTION 

Inspired by the role of 
the director. 

 
Control the rhythmic 

components  of 
music, assume 

leadership, 
communicate and 

assist in conflict 
resolution. 

 
 

Inspired by the role of 
the composer. 

 
Get to know the melodic 
components  of music, 

sing and create. It 
conveys meaning 

through composition. 
 

Inspired by the role of 
the performer. 

 
Know the analytical and 
interpretative  elements  

of music. It conveys 
meaning through 

interpretation, not just 
notes. 

Inspired by the role of 
the scientist. 

 
It analyzes sound as a 
physical phenomenon 

and separates it into its 
components. 

Inspired by the role of the 
musicologist/historian. 

 
Know the history of music 

and its context, has a 
awareness of the past, 

present and future. 
 

STAGE 
CONTENTS 

• Rhythmic figures, 
reading and 
writing. 

• The feeling of 
tempo. 

• Cooperation and 
leadership. 

• Musical notes, 
reading and writing. 

• Singing 

• Creativity. 

• Words and their 
meaning. 

• Dynamic nuances 

• Character. 

• Joints. 

• Sentence structure 

• Independence and 
study habits. 

• Self-resolution of 
conflicts. 

• Auditory 
discrimination of 
notes, rhythms, 
melodies, textures, 
qualities of chords, 
phrases... 

• Perseverance. 

• Scientific method, 
rational thinking. 

• Structure and order. 
 

• Origin of the musical 
elements.  

• History. 

• The creative person.  
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SUMMARY 
 

 

 

 

 

 

 

 

 

 

 

  

BLOCKS Rhythmic Composition/Singing Interpretation Auditory education Musicology/history 

LEVEL 1 

DI1 CO1 IN1 CI1 MU1 

LEVEL 2 

DI2 CO2 IN2 CI2 MU2 

LEVEL 3 

DI3 CO3 IN3 CI3 MU3 
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INSTRUMENTAL MUSIC CURRICULUM 
 

RHYTHMIC CONTENTS LEARNING STANDARDS INDICATORS OF ACHIEVEMENT 

LEVEL 1 1. The rhythmic figures: quarter note, half note, eight note and 
sixteenth note. 

2. Ability to follow the tempo of a piece. 
3. Time signatures of 2, 3 and 4 beats. Plumb, triangle and cross 

markings. 
4. Tempo indications: Lento, Moderato, Andante and Allegro. 

1. Recognize musical figures and their 
relationship.  

2. Mark the time signatures from 2 to 4 
beats.  

3. Conduct with different tempos.  

1. I know how to recognize musical 
figures and their relationship. 
2. I know how to mark the time 
signatures from 2 to 4 beats. 
3. I know how to conduct in different 
tempos. 

SKILLS 

1. Own assessment and respect for intervention shifts. 
2. Respect for colleagues. 

1. Wait your turn of intervention and 
positively value your act.  

2. Respect the sound of the voice of 
the partners.  

1. I know how to wait for my turn of 
intervention and I value my act 
positively.   
2. I know how to respect the sound of the 
voice of my colleagues.  

LEVEL 2 1. The rhythmic figures: dotted quarter note, quarter note rest, 
triplet. 

2. Time signatures: Repetition bars, compass dividing bar, final bar, 
double bar. 

3. Upbeat. 
4. Strong and Weak pulse. 

1. Recognize musical figures and their 
relationship.  

2. Play the repeat bars correctly. 
3. Identify, play and reason anacrusis 

(upbeat).  
4. Clarify the strong and weak pulsation 

in musical speech.  

1. I know how to recognize musical 
figures and their relationship.  

2. I know how to run the repeat bars 
correctly. 

3. I know how to identify, play and 
reason anacrusas.  

4. I know how to clarify the strong and weak 
pulsation in musical discourse. 

SKILLS 

1. Perseverance and personal improvement. 
2. Oral and musical expression. 

1. He is able to enjoy the repetition 
bars as a test of personal 
improvement.  

 

2. He is able to relate the tonic 
syllables and atones with the strong 
and weak pulsations of the bars.  

1. I know how to enjoy the repetition 
bars as a test of personal improvement.  
 
2. I know how to relate the tonic syllables 
and atones with the strong and weak 
pulsations of the bars. 

LEVEL 3 1. The rhythmic figures: two sixteenth notes and a quarter note, 
quarter note and two sixteenth note, sixteenth note-quarter 
note-sixteenth note, dotted quarter note and sixteenth note, 
sixteenth note and dotted quarter note. 

2. Time signatures of 1 pulse and more than 5. 

1. Conduct any beat with combinations 
of sixteenth notes.  

2. Conduct and understand any time 
signature and its equivalences.  

3. Conduct any tempo prompt.  

1. I know how to conduct any beat with 
combinations of sixteenth notes.  

2. I know how to mark and understand 
any compass and its equivalences.  
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3. Tempo indications: All. In addition to the combinations. 
Indications with Italian words, metronomic references or PBM. 

4. Annacrúsic, thetic or acephalous beginnings. 

4. Recognition of the three types of 
beginnings for a correct 
interpretation.  

 

3. I know how to conduct any tempo 
indication.  

4. I know how to recognize the three 
types of beginnings for a correct 
interpretation.  

 

SKILLS 

1. Commitment and teamwork. 
2. Respect and appreciation of silence. 

1. He is able to work as a team with the 
commitment to execute his actions 
for his own happiness and that of 
the rest of his colleagues.  

2. He is able to value and respect 
silence.  

1. I know how to work as a team with 
the commitment to execute my 
actions for my own happiness and 
that of the rest of my colleagues.  

2. I know how to value and respect 
silence.  

 

 

COMPOSITION CONTENTS LEARNING STANDARDS INDICATORS OF ACHIEVEMENT 

LEVEL 1 1. The musical notes: Do-Re-Mi-Sol-La (pentatonic scale of C). 
2. The voice as an instrument. The body as a complete instrument for 

singing 
3. Screaming vs singing 
4. Intonation of melodies in unison 

1. Recognize musical notes: Do-Re-Mi-
Sol-La 
2. Sing and sing correctly the musical 
notes of the pentatonic scale.  
3. Recognize the body as a whole for 
singing. 
4. Sing melodies in unison in chorus.    

1. I know how to recognize the musical 
notes: Do-Re-Mi-Sol-La.  
2. I know how to sing and sing correctly the 
musical notes of the pentatonic scale.  
3. I know how to recognize my body for the 
exercise of singing.  
4. I know how to sing melodies in unison in 
chorus.  

SKILLS 

1. Breathing, in and out of music. 
2. Imagination. 

1. Assess the importance of breathing.  
2. Imagine and write simple scores. 

Addressing himself/herself. 

1. I know how to value the importance 
of breathing.    
2. I know how to imagine and write simple 
scores.  
3. I know how to conduct my own scores.   
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LEVEL 2 1. The musical notes of the major and minor scale. 
2. Tongue twisters. 
3. Intonation of songs for 2 voices. 

1. Create major and minor scales.  
2. Say a tongue twister with a single 

breath and correct pronunciation. 
3. Sing correctly the musical notes of the 

major and minor scale.  
4. Sing melodies for 2 voices.  
5. Create small melodies.     

1. I know how to create major and minor 
scales.  

2. I know how to say a tongue twister 
with a single breath and correct 
pronunciation. 

3. I know how to sing correctly the 
musical notes of the major and 
minor scale.  

4. I know how to sing melodies for 2 
voices.  

5. I know how to create small melodies.     

SKILLS 

1. Emotional education. 
2. Autonomy. 
3. Maturity and cognitive flexibility. 

1. He is able to relate the functions of 
chords to his feelings.  

2. He is able to imagine, create, 
organize and make decisions.  

3. Be able to understand that the same 
thing is different depending on the 
time of day you feel it.  

1. I know how to relate the functions 
of the chords with my feelings.  

2. I know how to imagine, create, 
organize and make decisions.  

3. I understand that the same thing is 
different depending on the time of 
day I feel it. 

LEVEL 3 1. The musical notes of the chromatic scale 
2. Melody writing with chords. Chord notation. 

1. Sing any type of interval and melody 
using all the notes of the chromatic 
scale.  

2. Creation of own melodies of up to 
16 bars with indication of chords. 

 

1. I know how to sing any kind of 
interval and melody using all the 
notes of the chromatic scale.  

2. I know how to create melodies of up 
to 16 bars with indication of chords.  

 

SKILLS 

1. Long-term vision. Vision and mission. 
2. Capacity for expression and empathy. 
3. Imagination and creation. 

1. It is able to appreciate through the 
use of chord functions that a 
direction can be given to life.  

2. He is able to understand the 
importance of transmitting 
knowledge and his ideas.  

3. He is able to imagine, create and 
perform his own music.  

1. I know how to appreciate that a 
direction can be given to life.  

2. I know how to understand the 
importance of transmitting 
knowledge and my ideas. 

3. I know how to imagine, create and 
perform my own music.  
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INTERPRETATION 
AND ANALYSIS 

CONTENTS LEARNING STANDARDS INDICATORS OF ACHIEVEMENT 

LEVEL 1 1. The dynamics forte and piano 
2. Expression ligatures. Breathing markings and/or arches. 
3. Character indications: Aggressivo-dolce | cantabile-marziale | 

tranquillo-giocoso 
4. Signs of prolongation of the sound: Ligatures of union, Calderón. 
5. Musical phrase. 

1. Use the forte and piano dynamics.  
2. Integrate expression through 
breathing and/or arcs. 
3. Determine and play character 
indications.   
4. Use the sound prolongation signs. 
5. Recognize first formal structures. 

1. I know how to use the forte and piano 
dynamics.  
2. I know how to integrate expression 
through breathing and/or arcs. 
3. I know how to determine and play 
character indications.   
4. I know how to use the signs of sound 
prolongation. 
5. I know how to recognize simple formal 
structures: Phrase and semiphrase.  

SKILLS 

1. Oral and musical expression. 1. Enjoy telling stories. Either spoken, 
sung or through the use of a musical 
instrument.  

1. I know how to enjoy telling stories. 
Both spoken, sung and using my musical 
instrument.   

LEVEL 2 1. Character indications: agitato| animato | dolce | with anima | 
with brio | with grazia | | comfortable | with amore | with fuoco 
| with | pain |pressive lontano | maestoso | marziale | mesto | 
mysterious | mosso | piacévole | risolute | scherzando | | 
tranquillo | vigore 

2. Articulation: Staccato, Staccatissimo, Underlined. 
3. Accentuation: Sforzando and Acento. 
4. Dynamics: All. 

1. Assimilate and Use all dynamic 
nuances.  
2. Assimilate and Use the signs of 
articulation and accentuation.  
3. Assimilate and Use character terms.  
 

1. I know how to assimilate and use all 
the dynamic nuances.  
2. I know how to assimilate and use the 
signs of articulation and accentuation.  
3. I know how to assimilate and use 
character terms.  
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SKILLS 

1. Maturity and ability to stop and think.  
2. Ability to frame problems within broader contexts. 
3. Tolerance and integration towards diversity. 
4. Maturity and ability to value things rigorously. 

1. He is able to make pauses in his life, 
for the pulsations to think and 
investigate.  

2. He is able to understand the 
diversity through the comparison 
between, accentuations and 
indications of character.  

3. He is able to rigorously assess the 
notes, phrases and highlights of a 
score.  

1. I know how to make pauses to my 
life, to think and investigate.  

2. I understand the diversity through 
the comparison between, 
accentuations and indications of 
character.  

3. I know how to rigorously value the 
notes, phrases and highlights of a 
score.  

LEVEL 3 1. The culminant point. The highest note in pulse or strong 
subdivision, the first time it appears. 

2. Strange notes and their interpretation. 

1. Implementation of the directionality 
of music.  

2. Recognition and assimilation of the 
different strange notes.  

3. Interpretation of the culminant 
point and strange notes.  

1. I know how to implement the 
directionality of music.  

2. I know how to recognize and 
assimilate the different strange 
notes.  

3. I know how to execute the 
culminant point and strange notes.  

SKILLS 

1. Perseverance and patience. 
2. Critical and scientific reflection. 
3. Aesthetic valuation. 

1. He is able to assume the words 
constancy and patience. 

2. It allows time to think, hypothesizing 
and researching.  

3. He is able to value and appreciate 
study as something beautiful and 
important for life.  

1. I know how to assume the words 
perseverance and patience. 

2. I know how to allow myself time to 
think, hypothesizing and 
researching.  

3. I know how to value and appreciate 
study as something beautiful and 
important for life.  
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AUDITORY 
EDUCATION 

CONTENTS LEARNING STANDARDS INDICATORS OF ACHIEVEMENT 

LEVEL 1 1. Auditory discrimination of heights as high and low. 
2. Auditory discrimination of dynamics such as fort and piano. 
3. Auditory discrimination of major and minor tonalities. 
4. Auditory discrimination of major triad chords and minor triads. 

1. Differentiate aurally high and low. 
2. Differentiate aurally dynamic F and p.  
3. Aurally classify major and minor tones.  
4. Auditorily classify major and minor 
triad chords.  

1. I know how to differentiate aurally 
high and low. 
2. I know how to differentiate dynamic 
aurally F and p.  
3. I know how to classify major and 
minor tonalities aurally.  
4. I know how to aurally classify major and 
minor triad chords. 

SKILLS 

1. Body awareness. 1. Appreciate the human body as the 
best machine we have.  

1. I know how to appreciate my body as 
the best machine I have.   

LEVEL 2 1. Auditory discrimination of triad chords in the Key: Major, minor, 
diminished and augmented. 

2. Auditory discrimination of musical phrases. 

1. Recognize and classify aurally the four 
types of triad chords.  
2. Recognition of suspensive and 
conclusive sentences through cadences.  
 

1. I know how to recognize and classify 
the four types of triad chords aurally.  
2. I know how to recognize, by cadence, 
suspensive and conclusive phrases.  
 

SKILLS 

1. Cognitive flexibility and relational ability. 
2. Tolerance, enjoyment and integration towards diversity. 

1. It is able to contextualize and / or 
find similes with nature. Example: 
Tonal System = Solar System.  

2. He is able to value sound diversity 
and multiple combinations.  

1. I know how to contextualize and/or 
find similes with nature.  

2. I know how to value sound diversity 
and multiple combinations.  

LEVEL 3 1. Articulation and accentuation: Combinations of symbols and their 
explanation through Attack, decay, sustain and release. 

2. Natural Harmonic Series. The concept of timbre. 
3. Auditory discrimination of culminant points. 
4. Auditory discrimination of chord functions. 

1. Understanding of Attack-decay-
sustain-release of a sound.  
2. Modification of the Attack-decay-
sustain-release through articulation and 
accentuation.   
3. Assessment of the concept of timbre.  
4. Auditory recognition of culminant 
points.  
5. Auditory recognition of chord 
functions.   
 

1. I understand Attack-decay-sustain-
release of a sound.  
2. I know how to modify the Attack-
decay-sustain-release by articulating and 
accentuating.   
3. I know how to appreciate the concept 
of timbre.  
4. I know how to recognize aurally 
culminant points.  
5. I know how to recognize the functions 
of the chords aurally.   
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SKILLS 

1. Investigative attitude. 1. He is able to develop a research 
attitude.  

2. He is able to value diversity by 
understanding the harmonic series 
and the concept of timbre.  

1. I know how to develop a research 
attitude. 

2. I know how to value diversity by 
understanding the harmonic series 
and the concept of timbre.  

 

 

MUSICOLOGY AND 
HISTORY OF MUSIC 

CONTENTS LEARNING STANDARDS INDICATORS OF ACHIEVEMENT 

LEVEL 1 1. The origin of the pentagram.  
2. The origin of the name of the musical notes. Hymn to St. 
John.  
3. The origin of the keys.  

1. Appreciate the history of the origin of 
the pentagram.  
2. Appreciate the history of the origin of 
the name of the musical notes. Hymn to 
St. John.  
3. Appreciate the history of the origin of the 
keys. 

1. I know how to appreciate the history and 
origin of musical elements such as the 
pentagram, the name of the notes and the 
drawing of the keys.    

SKILLS 

1. Historical consciousness. 1. Empathize with other times, places 
and / or people.  

1. I know how to empathize with other 
times, places and / or people.   

LEVEL 2 1. The International Acoustic Index.  
2. Chord notation. History of the origin of modern notation (which is 
the oldest).  

1. Use and name sounds according to 
the International Acoustic Index.   
2. Assess the origin and classification of 
the notes using the alphabet.   
 

1. I know how to use and name the 
sounds according to the International 
Acoustic Index.   
2. I know how to appreciate the origin 
and classification of the notes by the 
alphabet.   
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SKILLS 

1. Unified diversity.  
2. Code encryption capability.  

1. It is able to unify criteria in the face of 
diverse opinions and traditions.  
2. It is capable of encrypting communication 
codes using chord notation. BACH = Sib-La-
Do-Si 

1. I know how to unify criteria in the face of 
different opinions and traditions.  
2. I am able to encrypt communication codes 
using alphabetic encryption.  

LEVEL 3 1. The origin of the word music. "Mousiké". The muses.  
2. The classical era in music (1750-1791) vs the classical era in the 

rest of the disciplines (Greeks and Romans).  
3. The origin of the harmonic series. Pythagoras and the number.  
4. Who writes the music? The creative part.  
 

1. Develop curiosity about Greco-Roman 
mythology.  
2. Discern classical period in music.  
3. Appreciate the origin of the harmonic 
series.  
3. Reflect on the authorship of music and its 
time.  

1. I know how to develop curiosity about 
Greco-Roman mythology.  
2. I know how to discern classical period in 
music.  
3. I know how to appreciate the origin of the 
harmonic series.  
3. I know how to reflect on the authorship of 
music and its time.  

SKILLS 

1. Development of awareness about the importance of the Greco-
Roman era in the history of the world.  
2. Reflection on the creation of art. The person behind creation.  

1. Is able to recognize the importance of 
history.  
2. It is able to deconstruct the score and 
imagine the process of creation.  

1. I know how to recognize the importance 
of history.  
2. I know how to deconstruct the score and 
imagine the creation process.  
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VOCAL MUSIC CURRICULUM 
 

Here, we specify the vocal music curriculum regarding the block singing which is analog to that of composition in the instrumental curriculum. Please, refer to the rest of the 

blocks in the instrumental curriculum to complement the vocal curriculum as their contents remain the same in instrumental and vocal teaching. 

SINGING CONTENTS LEARNING STANDARDS INDICATORS OF ACHIEVEMENT 

LEVEL 1 1. The voice as an instrument. The 

body as a complete instrument for 

singing: Basic conception of the 

anatomical elements of vocal 

technique.   

2. Screaming vs. singing 

3. Intonation of melodies in unison 

4. Conception of joint group and 

individual responsibility 

5. Exercise memory  

6. Communication with the conductor, 

other musicians and the public  

7. Discipline of rehearsal, coexistence 

and respect 

8. Development of intonation 

1. Recognize the anatomical elements involved in singing such 

as: jaw relaxation, optimal breathing to sing 

(diaphragmatic, abdominal etc.), use of the soft palate and 

resonators. To be able to identify them, experiment with 

them and use them when singing. 

2. Be aware of when singing is shouted or emitting the sound 

in a healthier way. 

3. Correctly sing the melodies in unison with the other 

partners. 

4. Modulate the volume and individual phrasing to be able to 

go with the group, without highlighting or without singing 

little, support the partners singing safely. 

5. Sing the lyrics and songs from memory, without text or 

music references. 

6. Be aware of the director's instructions and respond to his 

proposals. In the same way it is done with other musicians. 

7. Respect other classmates through silence, cooperation and 

appropriate behaviors so that the class and rehearsals can 

be done with tranquility 

8. Correctly sing simple melodies together with the rest of the 

partners. 

1. I recognize what parts of my body are involved in 

singing, I can experiment with the sensations and 

apply them to singing. 

2. I am aware of when I am screaming and when I 

am singing, I recognize the difference in sound 

and physical sensation. 

3. I correctly tone the melodies with the other 

partners. 

4. I sing in a way that doesn't damage the sound of 

the ensemble, I don't seek to sing louder than 

everyone else but I also sing my line safely so I can 

support the mates. 

5. I sing the songs from the heart. 

6. I am aware of the instructions of the director, I 

respond effectively, I do the same with the other 

fellow musicians 

7. I act respectfully so that the classes and rehearsal 

can function properly. I use silence and respect as 

my main tools of work. 

8. I am able to sing in the same way as my peers. 

 

SKILLS 

1. Development of an open mind.  
2. Better knowledge of oneself.  
3. Improve the relationship with 

your environment, value human 
relationships.  

1. Be able to relax the body and isolate sensations in isolated parts.  
2. Development of emotional regulation in order to better interact 

with peers.  
3. Value silence as a necessary part of communication.  
4. Feeling human being a homogeneous part of a group with the 

same ends.  

1. Be aware of the importance of our 
functioning within a human group.  

 
2. Understand respect as a vital key that opens 

paths and experiences.  
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LEVEL 2 1. Verbalization of vocal technique 

concepts 

2. Specific dynamics and articulations 

of vocal technique. 

3. Text/communication analysis 

4. Communication with the director in 

more detail 

5. Melodies to different voices 

6. Body expression, concert attitude.  

 

1. To be able to explain in a basic way the concepts of vocal 

technique to demonstrate at least an understanding and try 

to differentiate singing over shouting.  

2. Perform a more elaborate phrasing, in terms of dynamics 

and articulations. Understand the names of these and 

understand how they sound in the voice (piano, forte, 

legatto etc.) 

3. To be able to understand and explain the texts of the songs, 

in order to try to express the meaning of these.   

4. Recognize different types of gestures offered by directors 

and relate it to different articulations and dynamics.  

5. Gradually detach yourself from the unison and start singing 

to different voices.  

6. Use the body as a tool of expression when singing. 

 

1. I can explain the concepts of vocal technique, at 

least in a basic way. I can explain the difference 

between singing and screaming and give 

examples of both.  

2. I understand concepts like piano, forte, legatto 

and can sing in different ways when required.  

3. I understand the texts of the pieces that are sung. 

I can explain to the colleagues the theme of the 

piece and I can begin to express the meaning to 

the audience.  

4. I recognize the different gestures proposed by the 

director and respond to them effectively. 

5. I can sing a different melody than my peers if 

necessary.  

6. I maintain an optimal body attitude to sing and 

that expresses either the meaning of the text to 

sing or a willingness to communicate. I 

understand the importance of a bodily attitude 

when singing. 

 

SKILLS 

1. Understand that there are 
different forms of 
communication all of them valid 
as long as the message is sent.  

2. Work the body as part of our 
external expression and use it to 
communicate moods and 
attitudes. 

 
 
 
 

1. Be consistent with those acts that are in line with our 
thoughts.  

2. Share the knowledge you have with others seeking to 
achieve a greater common welfare.  

3. Understand yourself as a being full of possibilities.  

1. I know that practice is part of learning and 
growth and therefore accept error as part of 
the process.  

2. I accept the experiences of others with a 
reflective and introspective character.  
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LEVEL 3 1. Understanding the text/music 

relationship 

2. Vocal colors 

3. Understanding musical styles 

4. Ability to sing alone 

5. Auditory training applied to the 

vocal ensemble. 

6. Need for communication 

 

1. Understand the relationship between text and music. To be 

able to explain (in a basic way) how these two elements are 

related.  

2. To be able to perform different types of broadcast 

depending on the needs of the music. Always within a 

healthy vocal emission and understanding which elements 

of the singing instrument are involved in the different types 

of emission.  

3. Understand what basic elements differentiate the musical 

styles seen in class and be able to adapt within a margin of 

comfort and vocal health.  

4. Be able to sing alone (without the support of string mates), 

either the vocal line itself or a solo section if necessary. This 

in order to demonstrate understanding of the concepts.  

5. To be able to listen and differentiate some harmonies, 

articulations, dynamics and instruments.  

6. Communicate with singing, express, share with the public 

and other musicians.  

 

1. I understand the meaning of the text I am singing, 

I can explain and argue how it relates to the music 

that is sung.  

2. I can sing in different ways, with different vocal 

colors. I do it conscientiously and with a basic 

understanding of how I'm doing it.  

3. I can differentiate different musical styles and 

explain what makes them different. I can adapt 

my way of singing depending on the style or type 

of song.  

4. I can sing alone, without the support of my peers.  

5. I can differentiate some harmonies, colors, 

dynamics and distinguish the sound of some 

instruments. I'm attentive to the different 

elements that are in the songs.  

6. By singing I am in contact with everyone, with the 

audience, the conductor and the other musicians. 

I am not only focused on my own, but I 

collaborate and share with everyone.  

 

SKILLS 

1. Be able to communicate correctly 
and completely.  
 

1. Enjoy the arts beyond one's own interpretation; the 
effect and relationship it creates with the public.  

1. I enjoy the arts as an expression for myself 
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BODY EXPRESSION CURRICULUM 
 

 

BLOCK 1: BODY AWARENESS 

LE
V

EL
1

 

CONTENTS LEARNING STANDARDS INDICATORS OF ACHIEVEMENT 

The body as psychomotor 

reality 

Identify the parts of my body: head, neck, arms, hands, fingers, chest, waist, legs, 

feet. 

I know the parts of my body: head, neck, arms, hands, fingers, chest, waist, legs, 

feet. 

Recognize diversity of bodies and skills. 
I understand that all bodies are different and recognize that each person’s body has 

its own capabilities and limitations. 

Proprioception Moving indicated body parts without looking at them. I move without looking at the parts of the body indicated to me. 

Coordination Move symmetrically different parts of my body. I can move symmetrically different parts of my body. 

The 5 senses Recognize hearing as a rich sense that links me to the world and others. I recognize hearing as a rich sense that links me to the world and to others. 

Life skills 

Curiosity: Encourage curiosity in all types of body forms, including non-

normative ones. 
I am curious to know how my body and others different from mine work. 

Encourage self-regulation and self-care by getting to know my own body better 

(Self-awareness and empathy) 

I know how not to hurt myself with the exercises because I know and take care of 

my body. 

Persistence: Enhance persistence when facing difficulties. 
I keep trying to carry out the proposals made for me, even if they are difficult, and I 

don’t give up if I don’t get them right the first time. 
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BLOCK 1: BODY AWARENESS 
LE

V
EL

 2
  

The body as psychomotor 

reality 

Identify different body joints and musculature. I know the different body joints and musculature. 

Recognize diversity of bodies and skills. I understand that all bodies are different and recognize that each person’s body has 

its own capabilities and limitations. 

Propioception Maintain balance with different positions and points of support. I maintain balance with different positions and points of support. 

Coordination Move the upper and lower body in a dissociated way.  I can move the upper and lower body in a dissociated way. 

The 5 senses Recognize touch and sight as a rich and stimulating sense for creation.  I recognize touch and sight as a rich sense that links me to the world and to others. 

Life skills Persistence: Enhance persistence when facing difficulties. (Coping with  

emotions and stress) 

I keep trying to carry out the proposals made for me, even if they are difficult, and I 

don’t give up if I don’t get them right the first time. 

Curiosity, tolerance: Encourage curiosity in all types of body forms, including 

non-normative ones  

I am curious to know how my body and others different from mine work. 

Encourage self-regulation and self-care by getting to know my own body better 

(Self-awareness and empathy) 

I know how not to hurt myself with the exercises because I know and take care of 

my body. 
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BLOCK 1: BODY AWARENESS 
LE

V
EL

 3
  

CONTENTS LEARNING STANDARDS INDICATORS OF ACHIEVEMENT 

The body as psychomotor 

reality 

Identify the bones and organs of the body (including the skin)  I know the bones and organs of my body (including the skin). 

Recognize diversity of bodies and skills. I understand that all bodies are different and recognize that each person’s body has 

its own capabilities and limitations. 

Propioception Be aware of one's own posture: Position 0   I am aware of my posture and I know how to place myself in position 0. 

Coordination Move the right and left side of the body in a dissociated way. I can move the right and left side of the body in a dissociated way. 

The 5 senses Recognize smell and taste as a rich sense that links me to the world and others. I recognize smell and taste as a rich sense that links me to the world and others. 

Life skills Encourage self-regulation and self-care by getting to know healthy postures for 

body.  (Self-awareness and empathy) 

 

I know how not to hurt myself with the exercises because I know healthy postures 

for my body 

Persistence: Enhance persistence when facing difficulties. (Coping with  

emotions and stress) 

I keep trying to carry out the proposals made for me, even if they are difficult, and I 

don’t give up if I don’t get them right the first time. 

Curiosity, tolerance: Encourage curiosity in all types of body forms, including 

non-normative ones.  

I am curious to know how my body and others different from mine. 
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BLOCK 2: BODY EXPRESSION 
LE

V
EL

 1
  

CONTENTS LEARNING STANDARDS INDICATORS OF ACHIEVEMENT  

Movement qualities Know and experience the different movement qualities according to the 4 

elements: water, fire, air and earth. 

I know and I have experienced the different movement qualities according to the 4 

elements: water, fire, air and earth. 

Movement motors Mobilize the body starting from the limbs. I can mobilize my body starting from the limbs. 

Imagination Imagine landscapes in which to enter, verbalize and share them with peers. I know how to imagine landscapes in which to enter and explain them to the others. 

Emotions Recognize joy, sadness and fear in another person. I can recognize joy, sadness and fear in another person. 

Express through my body joy, sadness, anger, fear.  I can express through my body joy, sadness, anger, fear. 

Express emotions through my body in a contained and expansive way. (Coping 

with emotions and stress) 

I can express emotions through my body in a contained and expansive way. 

Life skills Learn to control one’s emotions. (Coping with emotions) I can control my own emotions.  

Promote disinhibition and confidence with oneself and others (Communication  

and interpersonal skills) 

I am not paralyzed by embarrassment when it comes to expressing myself and 

doing the exercises in front of my colleagues. 

Promote empathy by learning to read another person's non-verbal expression. I can understand how another person is, even if they don’t say so, by their body 

attitude. 
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BLOCK 2: BODY EXPRESSION 
LE

V
EL

 2
  

CONTENTS LEARNING STANDARDS INDICATORS OF ACHIEVEMENT 

Movement qualities Combine the different qualities of movement in movement sequences (water, 

fire, air and earth) 

I can combine the different qualities of movement in movement sequences (water, 

fire, air and earth). 

Movement motors Mobilize the body starting from the spine. I can mobilize the body starting from the spine. 

Imagination Imagine characters to embody and share them with peers. I can imagine characters to embody and explain them to others. 

Emotions Recognize tension and relaxation in another person. I can recognize tension and relaxation in another person.  

Promote empathy by learning to put oneself in the other's place (empathy). I can put myself in the other’s place. 

 Life skills Learn to control one’s emotions. (Coping with emotions) I can control my own emotions.  

Promote disinhibition and confidence with oneself and others (Communication  

and interpersonal skills) 

I am not paralyzed by embarrassment when it comes to expressing myself and 

doing the exercises in front of my colleagues. 

Promote empathy by learning to read another person's non-verbal expression. I can understand how another person is, even if they don’t say so, by their body 

attitude. 
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BLOCK 2: BODY EXPRESSION 
LE

V
EL

 3
  

CONTENTS LEARNING STANDARDS INDICATORS OF ACHIEVEMENT  

Movement qualities Combine the different qualities of movement in movement sequences including 

direct and indirect movements. 

I can combine the different qualities of movement in movement sequences 

including direct and indirect movements. 

Movement motors  Mobilize the body starting from the center. I can mobilize the body starting from the center. 

Imagination Imagine situations about which to create scenes and verbalize them to share 

them with others. 

I can imagine situations to create scenes and explain them to others. 

Emotions Recognize comfort or discomfort in another person. (empathy) I know how to recognize comfort and discomfort in another person by their bodily 

attitude. 

Express through my body comfort or discomfort. I can express through my body comfort or discomfort. 

Life skills Learn to control one’s emotions. (Coping with emotions) I can control my own emotions.  

Promote disinhibition and confidence with oneself and others (Communication  

and interpersonal skills) 

I am not paralyzed by embarrassment when it comes to expressing myself and 

doing the exercises in front of my colleagues. 

Promote empathy by learning to read another person's non-verbal expression. I can understand how another person is, even if they don’t say so, by their body 

attitude. 
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BLOCK 3: BODY AND VOICE             
LE

V
EL

 1
 (

6
-8

) 

CONTENTS LEARNING STANDARDS INDICATORS OF ACHIEVEMENT  

Voice as physical reality Know the existence of the vocal cords and how they work. I know what vocal cords are and how they work. 

Resonators and breathing  Know the path of the air inside the body when breathing. I notice and experience the path of the air inside my body when I breathe. 

Projection and 

vocalization 

Learn to articulate the mouth (tongue, lips, jaw, palate) so that each sound can 

be clear and independent. 

I know how to articulate my mouth (tongue, lips, jaw, palate) and make clear and 

independent sounds. 

Voice and emotion Modulate the voice according to the basic emotions: joy, sadness, euphoria, 

anger. 

I can distinguish the basic emotions according to the tone of the voice. 

 

Life skills Encourage self-regulation and self-care by getting to know how to use aur voice 

without getting hurt.  (Self-awareness) 

 

I know how not to hurt myself with the voice exercises because I know how to take 

care of it.  

Creative and critical thinking : Explore with the voice different voice registers to 

express different emotions 

I know how to imitate sound using different registers of my voice to express 

different emotions 

Analyze why each emotion corresponds to a tone of voice  (Coping with 

emotions)).  

 

 

I identify in others their mood by the tone of their voice. 
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BLOCK 3: BODY AND VOICE             
LE

V
EL

 2
  

CONTENTS LEARNING STANDARDS INDICATORS OF ACHIEVEMENT  

Voice as physical reality Know and explore the mobility of the tongue and glottis. I know the possibilities of movement of the tongue and glottis. 

Resonators and breathing  Know and practice abdominal breathing or diaphragmatic breathing. I know how to breathe by activating the abdomen. 

Projection and 

vocalization 

Differentiate pronunciation of vowel and consonant sounds, nasal, occlusive 

and vibrant sounds. 

I know how to pronounce distinguishing between vowel and consonant sounds, 

nasal, occlusive and vibrant sounds.  

Voice and creativity 

 

Modulate the voice to imitate nature and artificial sounds.  I can modulate my voice to imitate nature sounds. 

 Life skills Encourage self-regulation and self-care by getting to know how to use aur voice 

without getting hurt.  (Self-awareness) 

 

I know how not to hurt myself with the voice exercises because I know how to take 

care of it.  

Creative and critical thinking : Explore with the voice different voice registers to 

imitate sounds 

I know how to imitate sound using different registers of my voice 

Persistence: Enhance persistence when facing difficulties. (Coping with  

emotions and stress) 

I keep trying to carry out the proposals made for me, even if they are difficult, and I 

don’t give up if I don’t get them right the first time. 
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BLOCK 3: BODY AND VOICE              
LE

V
EL

 3
 

CONTENTS LEARNING STANDARDS INDICATORS OF ACHIEVEMENT  

Voice as physical reality Know the technique of voice support. I know how to support my voice. 

Resonators and breathing  Know and explore the different resonators of the body. I know and have explored the different resonators of the body. 

Projection and 

vocalization 

Llearn to project the voice (energy) I can project my voice so that I can be heard far away without hurting myself.  

Voice and creativity 

 

Modulate the voice to create a character specific voice I can modulate my voice to create a character specific voice. 

Life skills Encourage self-regulation and self-care by getting to know healthy postures for 

the voice use.  (Self-awareness) 

 

I know how not to hurt myself with the voice exercises because I know how to take 

care of it.  

Creative and critical thinking : Explore with the voice different voice registers to 

imitate sounds 

I know how to imitate sound using different registers of my voice 

 Persistence: Enhance persistence when facing difficulties. (Coping with  

emotions and stress) 

I keep trying to carry out the proposals made for me, even if they are difficult, and I 

don’t give up if I don’t get them right the first time. 
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BLOCK 4: LISTENING AND RYTHM           
LE

V
EL

  1
  

CONTENTS LEARNING STANDARDS INDICATORS OF ACHIEVEMENT  

Rythm/tempo Maintain a pulse without speeding up or slowing down. I can maintain a pulse without speeding up or slowing down. 

Concentration Learning to focus the gaze on a fixed point. (self-control)  I have learnt to focus the gaze on a fixed point. 

Action- reaction Purchase strategies to take care of the space and the objects used in class. (co-

operation, responsability) 

I know how to take care of the space and the objects we use in class. 

Attention and care Learn to follow another person in mirror image simultaneously (empathy) I can move at the same time as another person in a mirror image. 

Life skills Learn how not to lose the concentration when having a fixed objective (self 

control)  

I don’t lose my concentration when I have a fixed objective to reach.  

Learn to change form a strategy to other if I find some problem to reach my 

objectives (Decision making and problem solving ) 

I know when I have to change from a strategy to if I find some problem to reach my 

objectives 

Persistence: Enhance persistence when facing difficulties. (Coping with  

emotions and stress) 

I keep trying to carry out the proposals made for me, even if they are difficult, and I 

don’t give up if I don’t get them right the first time. 

 

 

 

  



P a g e  113 | 121 

 

BLOCK 4: LISTENING AND RYTHM           
LE

V
EL

 2
  

CONTENTS LEARNING STANDARDS INDICATORS OF ACHIEVEMENT  

Rythm/tempo Maintain the tempo of a movement simultaneously with another person. I can maintain the tempo of a movement simultaneously with another person.  

Concentration  Develop peripheral gaze. I have learnt to use peripheral gaze. 

Attention and care Acquire strategies for the care of others when performing body manipulations 

(co-operation, responsability). 

I know strategies for the care of others when performing body manipulations. 

Action- reaction  

 

Learn to perform a movement in response to another movement. (empathy)  I can react to the movement from another person by responding with my own 

movement.  

Rythm/tempo Maintain the tempo of a movement simultaneously with another person. I can maintain the tempo of a movement simultaneously with another person.  

Life skills Learn to change form a strategy to other in order to deal with body 

manipulation. (Decision making and problem solving ) 

I know when I have to change from a strategy to other when I am manipulating 

someone’s body and I find any problem 

Persistence: Enhance persistence when facing difficulties. (Coping with  

emotions and stress) 

I keep trying to carry out the proposals made for me, even if they are difficult, and I 

don’t give up if I don’t get them right the first time. 

Learn to work as part of a team (Communication and interpersonal skills) I know how work as part of a team  
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BLOCK 4: LISTENING AND RYTHM           
LE

V
EL

 3
  

CONTENTS LEARNING STANDARDS INDICATORS OF ACHIEVEMENT  

Rythm/tempo Maintain the tempo of a movement or an action in alternation or cannon with 

other people. 

I can maintain the tempo of a movement or an action in alternation or cannon with 

other people. 

Concentration  Develop the capacity of concentration in a group at the same time to reach the 

same goal.  

I can concentrate inside a group to reach a common goal. 

Attention and care Acquire strategies for the care of the atmosphere in class. (co-operation, 

responsability) 

I know how to take care of the atmosphere in class and I know what to do if the 

energy available is not adequate. 

Action- reaction  

 

Learn to realize a movement as a translation of external stimulus (sound, image, 

etc.) (Creativity, energy)  

 

 

I know how to translate an external stimulus (sound, image, etc.) into a movement. 

Life skills Learn to change form a strategy to other to make a new movement with a 

concrete objetive (Decision making and problem solving ) 

I know to change form a strategy to if the first idea I have to make a movement 

doesn’t work 

Persistence: Enhance persistence when facing difficulties. (Coping with  

emotions and stress) 

I keep trying to carry out the proposals made for me, even if they are difficult, and I 

don’t give up if I don’t get them right the first time. 

Learn to work as part of a team (Communication and interpersonal skills) I know how work as part of a team  
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BOCK 5:  SPATIAL AWARENESS          
LE

V
EL

  1
  

CONTENTS LEARNING STANDARDS INDICATORS OF ACHIEVEMENT  

The kinesphere Know the vertical dimension and become aware of the movement from top to 

bottom and vice versa. 

I know the vertical dimension and I am able to move consciously from top to 

bottom and vice versa. 

The 3 levels Know the high, middle and low levels and move in any of them. I know the high, middle and low levels and I can move in any of them. 

Paths and positions Acquire the notion of spatial balance and learn how to position myself in a 

group (self-efficacy). 

I know what a “balanced space” is and how to contribute to the group to make it so. 

Life sikills Learn to make personal decisions to compose in group in the same space 

(Communication and interpersonal skills) 

I Know how to make personal decisions to compose in group in the same space  

Coexisting in the same space with different proposals (Communication  

and interpersonal skills) 

I feel comfortable sharing in the same space with partners with different proposals 
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BOCK 5:  SPATIAL AWARENESS 
LE

V
EL

 2
 

CONTENTS LEARNING STANDARDS INDICATORS OF ACHIEVEMENT  

The kinesphere Know the horizontal dimension and become aware of the movement from right 

to left and vice versa. 

 

I know the horizontal dimension and I am able to move consciously from right to 

left and vice versa. 

The 3 levels Develop linear sequences combining the different levels.   I can develop linear sequences combining the different levels.  

Paths and positions Trace curved and straight trajectories with my movement in space 

distinguishing one from the other (self-efficacy).  

 

 

I know how to trace curved and straight trajectories with my movement in space 

distinguishing one from the other. 

Life skills Learn to make personal decisions to compose in group in the same space 

(Communication and interpersonal skills) 

I Know how to make personal decisions to compose in group in the same space  

Coexisting in the same space with different proposals (Communication  

and interpersonal skills) 

I feel comfortable sharing in the same space with partners with different proposals 
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BOCK 5:  SPATIAL AWARENESS 
LE

V
EL

 3
 

CONTENTS LEARNING STANDARDS INDICATORS OF ACHIEVEMENT  

The kinesphere Know the sagittal dimension and become aware of the movement of depth 

front-back and vice versa.  

I know the sagittal dimension and I know how to move from front to back and vice 

versa. 

The 3 levels Freely combine the different levels. I can freely combine the different levels. 

Paths and positions Know and practice different types of turns, either alone or in a group (self- 

efficacy). 

I can make different types of turns, alone and in group. (self-efficacy) 

Link the movements to different geometric shapes (triangular, circular, square, 

spiral, etc.). 

I can invent movements of different geometric shapes triangular, circular, square, 

spiral, etc.). 

Life skills Learn to make personal decisions to compose in group in the same space 

(Communication and interpersonal skills) 

I Know how to make personal decisions to compose in group in the same space  

Coexisting in the same space with different proposals (Communication  

and interpersonal skills) 

I feel comfortable sharing in the same space with partners with different proposals 
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BLOCK 6: COMPOSITION       
LE

V
EL

  1
  

CONTENTS LEARNING STANDARDS INDICATORS OF ACHIEVEMENT  

Actions and movements Recognize the beginning and end of the actions when I see them. I recognize the beginning and end of the actions when I see them. 

Create creative actions with a clear beginning and end. I can create actions with a clear beginning and end. 

Choreographic memory Copy the steps of a choreography and remember them. I can copy the steps of a choreography when I am taught it and I remember them. 

Scene creation Create a statue with the body to represent an image. I can create a statue with the body to represent an image. 

Create a statue with a classmate to represent an image. (cooperation) I can create a statue with a classmate to represent an image. 

Life skills Learn to propose one's own ideas to others without imposing them. 

(Assertiveness) 

I propose to other people the ideas that come to my mind without imposing them. 

Suspend the trial to observe the classmates’ proposals (empathy)  I suspend the trial to observe the proposals of my classmates. (empathy) 

Formulate the right questions to go deeper into creation (critical thinking) I ask good questions to go deeper into creation  
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BLOCK 6: COMPOSITION         
LE

V
EL

 2
 

CONTENTS LEARNING STANDARDS INDICATORS OF ACHIEVEMENT  

Actions and movements Formulation of phrases of movements or actions combining one after the other. 

(creativity) 

I know how to formulate phrases of movements or actions combining one after the 

other. (creativity) 

Copy complete choreographic phrases. (Achievement motivation) I can copy complete choreographic phrases if I see how another person does it. 

(achievement motivation) 

Choreographic memory Create a statue with the body to represent an image including objects and 

costumes. 

I can create a statue with the body to represent an image including objects and 

costumes. 

Scene creation Create a statue with a partner to represent an image including objects and 

costumes. (co-operation) 

I can create a statue with a partner to represent an image including objects and 

costumes. (co-operation) 

Create characters that include a specific quality of movement and a specific 

voice. (creativity) 

I can create characters that include a specific quality of movement and a specific 

voice. (creativity) 

Life skills Learn to propose one's own ideas to others without imposing them. 

(Assertiveness) 

I propose to other people the ideas that come to my mind without imposing them. 

Suspend the trial to observe the classmates’ proposals (empathy)  I suspend the trial to observe the proposals of my classmates. (empathy) 

Formulate the right questions to go deeper into creation (critical thinking) I ask good questions to go deeper into creation  
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BLOCK 6: COMPOSITION        
LE

V
EL

 3
  

CONTENTS LEARNING STANDARDS INDICATORS OF ACHIEVEMENT  

Actions and movements Learn creative notation tools for writing phrases of actions or movements 

(creativity) 

I know how to take notes of my choreographies or action scores to remember them 

from one day to the next. (creativity) 

Adaptation of memorized choreographies to different music. (achievement 

motivation) 

I can adapt memorized choreographies to different music. (achievement 

motivation) 

Choreographic memory Value the meaning of an action or a body image in relation to other elements of 

the scene (Proxemia) 

I understand the difference of meaning between an action or an image according to 

which elements it is related to in the scene. (proxemia) 

 

Scene creation 

Scene roles 

Know the different roles necessary for the scenic creation (direction, 

interpretation, scenography, technique, costumes and props, production).  

I know the different roles necessary for the scenic creation (direction, 

interpretation, scenography, technique, costumes and props, production).  

Life skills Learn to create in groups from different roles. (co-operation, self- efficacy, 

responsability, creativity).  

 

 

I know how to create inside a group having different roles for the same goal. co-

operation, self- efficacy, responsability, creativity)  

Learn to propose one's own ideas to others without imposing them. 

(Assertiveness) 

I propose to other people the ideas that come to my mind without imposing them. 

Suspend the trial to observe the classmates’ proposals (empathy)  I suspend the trial to observe the proposals of my classmates. (empathy) 

Formulate the right questions to go deeper into creation (critical thinking) I ask good questions to go deeper into creation  

Learn to make decisions about the creative place that is more fruitful for me to 

contribute to the group. (Assertiveness) 

I have made a good decision about the creative place that is more fruitful for me to 

contribute to the group. (assertiveness) 

 



 

 

  

ANNEX I: GLOSSARY 
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PRIORITY FOR A GREATER UNDERSTANDING OF PROGRAMMING 

 

In education, technical terms have proliferated from their meaning 

(phonetics) that do not always converge in the signifier (content) which 

causes communicative difficulties among the members of a team. They 

can happen in situations like ours, a transnational team conditioned to the 

interpretations of the translation in English as a reference language or in 

the case of those environments whose educational system is remote or 

different from the European, so the understanding of the terms must go 

through a process of contextualization so that signifier and meaning 

correspond to the concept,  that is, that the term derives in the same idea 

that is valid for the team through consensus and sharing. As a brief 

synthesis we collect from those that we consider necessary to establish a 

common vocabulary that facilitates the understanding of design: 

 

• Contents (What we want to teach): are the teaching objects 

• Learning standards (What we want them to learn): these are the 

didactic objectives 

• Indicators of achievement (Achievement of learning): it is the 

assessment of all the noteworthy aspects of the teaching and learning 

process. 

• Emotional tools (Cognitive Development Goals): they will be integrated 

as learning standards from their teaching content at a multidisciplinary 

level and like the rest of the elements, they will have indicators of 

achievement that reflect the progress in achieving them. 

• Key transversal competences (Sustainable Development Goals): they 

will be addressed as transversal axes or as a teaching engine of the 

projects. The learning goals will be valued from the achievement of the 

purposes of the project. 

• Methodology: Defined set of actions for educational purposes. 
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• Pedagogy: Refers to the vital commitment that is established between 

the adult and the child and that is mediated voluntarily or involuntarily 

through their interaction. Pedagogy is the relationship that the adult 

establishes with the child, this is not always normative, voluntary or 

positive. 

• Didactics: The way to transmit a content through the design of an 

experience, either through resources of various kinds, through the way 

of communicating... 

 



 

 

  

ANNEX II: DEFINITION OF KEY 
EDUCATIONAL COMPETENCES 

 

 

 



KEY EDUCATIONAL COMPETENCES 

  

1. COMPETENCE IN LINGUISTIC COMMUNICATION (CCL): It is understood as 

the "result of communicative action within certain social practices", and 

brings together modalities as diverse as oral expression and written 

expression, but also audiovisual communication mediated by 

technology. It is nuclear because language is perceived as a primary 

aspect of socialization and the use of the educational experience.  

In practical terms, it implies that students come to understand the diversity 

of language, with its different styles and registers. Also fundamental 

elements are the ability to express oneself orally and in writing in an 

appropriate and context-adjusted manner, and the ability to understand 

complex texts. And finally, it is aimed at students being predisposed to a 

critical and constructive dialogue and being aware of the effect that the 

language used has on others. 

 

2. MULTILINGUAL COMPETENCE: It involves using different languages, in 

addition to one's own, effectively for learning and communication. 

Multilingual competence is based on the individual experiences of 

students to develop strategies that allow them to transfer from one 

language to another, including foreign languages or classical languages 

if applicable. It also integrates the historical and cultural background of 

these languages, encouraging the development of a wider linguistic 

repertoire and the knowledge, appreciation and respect of linguistic 

diversity in the context of a democratic and plural society. 

 

3. MATHEMATICAL COMPETENCE AND BASIC COMPETENCES IN SCIENCE 

AND TECHNOLOGY (FCTC): Mathematical competence refers to the 



"ability to apply mathematical reasoning and its tools to describe, interpret 

and predict" reality. It is a competence that mobilizes knowledge about 

numbers and mathematical representations and the correct 

understanding of data. The attitudes and values it defines are based on 

rigor and respect for reasoned information. 

For its part, the basic competences in science and technology guarantee 

an approach to the physical world through actions "aimed at the 

conservation and improvement of the natural environment, decisive for 

the protection and maintenance of the quality of life and the progress of 

peoples". To this end, they apply scientific rationality and available 

technology to, through new discoveries and debates, advance scientific 

knowledge. 

This competence aims to promote the skills necessary to identify pertinent 

questions and solve problems, making decisions based on evidence and 

arguments, as well as a critical attitude and respect for data and its 

veracity. 

 

4. DIGITAL COMPETENCE (CD):Digital competence "involves the creative, 

critical and safe use of information and communication technologies" in 

a wide range of contexts and for numerous purposes, ranging from 

employability to leisure. It requires knowledge of computer codes, both 

textual and graphic and sound, and of the laws, rights and freedoms that 

govern the digital space.  

We want to promote familiarity with digital environments and the use of 

the appropriate tools to solve problems or situations of daily life, looking 

for information, creating content or using the available communication 

channels, in addition to other functionalities. The promotion of a critical 

attitude and an ethical and safe use of ICTs is also central. 



5. COMPETENCE TO LEARN TO LEARN (CPAA): It is defined as the "ability to 

initiate, organize and persist in learning", knowing one's own cognitive 

processes to manage them more and more autonomously. The 

competence to learn to learn is concretized in a metacognition on the 

part of the learner about what he knows and what he does not know, the 

knowledge of the context of each subject as well as the tasks that are 

asked, and the knowledge of the strategies available to face these tasks. 

In this sense, the capacity for self-evaluation plays an important role, as 

does the fact that students feel protagonists of their own learning. 

The confidence, curiosity and motivation integrated in this competence 

are fostered through the setting of realistic goals in the short and medium 

term, the achievement of which should strengthen the feeling of personal 

fulfillment and self-confidence. 

 

6. SOCIAL AND CIVIC COMPETENCES: It consists of the ability to use 

knowledge about society to interpret and face social problems, seeking 

individual and collective well-being and promoting concepts such as 

democracy, justice, equality, solidarity or Human Rights. For this, it is 

essential to know historical events (especially the most recent), the 

understanding of social and cultural processes, as well as the construction 

of a culture of respect, social involvement and collaboration.  

We want students to become able to understand the relevant codes of 

conduct in each context, to express their views respecting those of others, 

to be tolerant of differences, and to have a critical view of the world, 

thanks to which they can question their own prejudices. In this way, young 

people will be able to actively engage in building a more cohesive, just, 

respectful and inclusive society. 

 

https://blog.vicensvives.com/5-claves-de-la-evaluacion-en-la-lomloe/


7. SENSE OF INITIATIVE AND ENTREPRENEURIAL SPIRIT (SIE): This competence 

essentially implies "the ability to recognize the existing opportunities for 

personal, professional and commercial activities", and mobilizes 

knowledge regarding the social context in which one lives, a generic 

understanding of the functioning of institutions and business and union 

organizations, or skills such as planning capacity,  both in personal and 

professional life. It also includes reflection on the ethical implications of the 

decisions made and creativity in the search for solutions. 

The associated skills are, above all, the ability to analyze, adapt to 

change, self-criticism and good communication, while the main attitudes 

involved are initiative, self-knowledge and a creative look at the problems 

that students must face in their future. 

8. COMPETENCE IN CONSCIENCE AND CULTURAL EXPRESSIONS (CEC): 

Competence in conscience and cultural expressions "implies knowing, 

understanding, appreciating and valuing with a critical spirit" the different 

cultural and artistic manifestations and understanding their importance as 

heritage and cultural wealth of peoples.  

It is not only intended to promote these manifestations as a source of 

enrichment and enjoyment, but also to assimilate their aesthetic and 

cultural codes in order to be able to use them as a means of expression 

and personal communication. It requires, therefore, acquiring a broad 

and varied knowledge base on numerous cultural and socio-cultural 

aspects, including art and its history, literature, philosophy, technology, the 

environment, cultural history... and be able to make connections between 

these phenomena and understand their dynamics and codes. 

The aim is to promote attitudes such as respect for cultural diversity and 

dialogue between cultures, creativity and appreciation, interest and 

appreciation of artistic and cultural works. 
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ANNEX IV: GAMES AND ACTIVITIES 
 

FOR A MUSICAL CURRICULUM IN A NON TRADICIONAL WAY:  A COLLECTION OF 40 GAMES WITH 

MORE THAN 150 VARIATIONS 
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1. Ear training: Catch the notes! 
 

Materials: 

Three boxes (or more depending on implementation), provided attachments, 

EVA foam (optional if you want to do the notes on this material), piano, relatively 

large room or exterior. 

 

Attachments: 

1-1 mi.png 

1-1 sol.png 

1-1 pentagrama.png 

 

Preparation: 

Place two boxes with the notes (in paper or EVA foam) at one end of the room 

and another box at the opposite extreme of the room (with the music stave).  

 

Description: 

For this activity the pupils will form a line at the music stave box, a note will be 

played by the teacher (at the beginning either E or G).  

As soon as the note is played the corresponding pupil will run towards the 

corresponding box (either the box with E notes or G notes), will choose the note 

(depending of what he or she hears) and will place it in the stave box.  

If the choice is correct, he or she will score a point. 

This activity can be performed individually or in groups and can be later 

expanded to accommodate more note variety. 

Furthermore, a gesture or movement can be assigned depending on: rhythms, 

chords, dynamics, tempos, characters, intervals, key signatures, cadences, 

scales, chord functions etc. 
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2. Ear training: Run for the rhythm 
 

Materials: 

Provided attachments, large room or open space, percussion instruments (one is 

necessary, variety is advised). 

 

Attachments: 

1-2 rythms.png 

 

Preparation: 

Place four paper sheets with four different rhythms, each one in a different corner 

of the room.  

 

Description: 

For this activity, all the pupils will be placed in the middle of the room, then a 

rhythm will be played. As soon as the rhythm is played in its entirety, the pupils will 

go towards the corner with the correspondent rhythm.  

This activity can be performed in teams and individually. 

The rhythms provided in the attachments are a showcase, more variety can be 

added. 

Variations: 

This activity can be expanded with: 

• Different rhythms. 

• Different measures.  

• Longer rhythms. 

• Rhythms with melodic instruments. 

 

This activity can also be expanded by having the pupils do the rhythms in a 

team game. 
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3. Ear training: The sea of notes 
 

Materials: 

Provided attachments, relatively large room or exterior, piano or any other 

melodic instrument. 

  

Attachments: 

This activity does not have any attachment. 

 

Preparation: 

For this activity, a playing field will be delimited (doesn’t matter the shape). This 

playing field will have two zones: the sea and the island. The sea will be larger 

than the island.  

 

Description: 

The pupils will be divided into two roles: the sharks and the castaways. The role of 

the shark is to catch the castaway and the role of the castaway is to get to the 

island.  

The castaway will be given a head start of about 1.5m and then they both will 

be unable to move. Once the game starts, the teacher will play a note (can be 

between two notes at the beginning and later be expanded into more), the 

pupil who guesses the note first gets to make a step. 

If the shark catches the castaway, it wins, if the castaway gets to the island the 

castaway wins. 

 

Variations: 

This activity can also be performed with rhythms, chords, dynamics, tempos, 

characters, intervals, key signatures, cadences, scales, and music theory 

questions in general. 
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4. Musical practice: The musical labyrinth 
 

Materials: 

Provided attachments, a relatively large room or preferably open space, several 

xylophones or similar instruments, percussion mallet, chalk. 

 

Attachments: 

1-4 Playing field map 

 

Preparation: 

Delimitate a playing field according to the attachment with the chalk, if doing 

the activity indoors, use tape or similar.  

Divide the students in teams of 4 to 6 people, depending on the number of 

xylophones that are available. Make the teams choose a leader, the leader will 

preferably rotate over time. 

 

Description: 

The leader of the group will try to go through the labyrinth while the rest of the 

team members of another team try to stop it at each state of the labyrinth.  

In each stage there will be an area where the defendants of the other team will 

stay until the leader of the other group sets foot on the stage. Once the leader is 

on the stage, the defendants will try to stop it by touching it. The defendants will 

have to walk on one foot. 

The team leader will have a percussion mallet and will have to play a set note 

on the instrument (different for each stage) in order to progress to the next one 

while trying to avoid being touched by the defendant.  

The team scores a point if the leader manages to get through the whole 

labyrinth. 

 

Variations: 
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This activity can be altered by making the team leader have to play several 

notes or even a little melody. The difficulty of the task will be correspondent to 

the level and proficiency with the instrument.  

This activity can also be performed with rhythms, chords, dynamics, tempos, 

characters, intervals, key signatures, cadences, scales, chord functions etc. 
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5. Ear training/Musical practice: The note zone 
 

Materials: 

Provided attachments, piano (or xylophone, or any suitable melodic instrument 

that can be played by the pupils), tape or chalk. 

 

Attachments: 

There are no attachments relative to this activity.  

 

Preparation: 

 

Divide the classroom or space into different subspaces (as many as notes you 

want to include in the activity).  

In outdoors it can be done with chalk and in interior spaces the same can be 

accomplished with tape.  

 

Description: 

 

This activity can be carried out individually or in teams. The teacher will play a 

note and once it is played the pupils will go towards the spaced designed for 

that note.  

If done with teams the point can be awarded to the fastest team or the fastest 

pupil to reach the correct space (therefore guessing the correct note) if done 

individually. 

 

Variations: 

 

This activity can be done with several Variations: 

• With single notes. 

• With different rhythms. 

• With different melodies. 
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• With chord qualities. 

• With different instruments. 

• With any music theory question, given a set of answers. 

Furthermore, the pupils can also be instructed to play the notes/chords/melodies 

instead of the teacher. 

This activity can also be performed with rhythms, chords, dynamics, tempos, 

characters, intervals, key signatures, cadences, scales, and music theory 

questions in general. 
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6. Ear training/musical practice: Stave dance  
 

Materials: 

Provided attachments, piano or any melodical instrument that can be played 

by the pupils, tape or chalk, a large space or open area. 

 

Attachments: 

1-6 giant stave 

 

Preparation: 

Draw a big stave on the floor, chalk can be used if outdoors and tape/big printed 

stave can be used indoors. 

 

Description: 

The teacher will play a note and the pupil will have to set foot on the 

correspondent line or space in the stave. 

 

Variations: 

This activity can be varied in the following ways: 

• Saying the name of the note as you set foot on it. 

• Remembering a sequence of notes instead of only one. 

• Changing the clef. 

• The pupils can play the notes/melody instead of the teacher. 

• The pupils can do a little choreography on the stave and the other 

team (or individual) has to recreate that choreography as it will sound 

if played on the piano (or melodic instrument at their disposal). 
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7. Musical practice: Note frenzy 
 

Materials: 

Provided attachments, blank sheet music (big or small depending on the 

application), writing utensils, piano (or any other melodic instrument that can be 

played by the pupils, stopwatch or timer (phone app would do). 

 

Attachments: 

There are no attachments provided for this activity. 

 

Preparation: 

Print several staves, print them big if doing the activity on the earlier levels, then 

you can print it small for latter levels. Set a timer on a set time (30-50s). 

If playing on the first modality, create a simple music score long enough to be 

played in the designed time interval. 

 

Description: 

For this activity, the pupils will have a timer and they will have to read and play 

as many notes as possible in set interval of time. The pupils who manages to read 

the most notes wins the point. 

  

Variations: 

This activity can be performed in several ways: 

• Put a set timer and have the pupils read as many notes as possible. 

• Have them play the notes in a steady rhythmic manner. 

• Have them play the score as fast as possible (rhythmically). 

• Have them write a score in teams and then have the opposite team read 

the score as fast as possible. 

• Alternatively, the scores can be written on a whiteboard provided they 

can read it while on the piano. 

• In more advanced levels, more rhythm and note variety can be added. 

• Different meters and clefs can be used in latter levels. 
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This activity can also be performed with rhythms, chords, dynamics, tempos, 

characters, intervals, key signatures, cadences, scales, chord functions etc. 
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8. Ear training/musical practice: Steal the notes! 
 

Materials: 

Provided attachments, piano (or any other melodic instrument that can be 

played by the pupils), EVA foam notes (or paper notes), plastic or cardboard 

boxes (as many as different notes you want to include in the activity), chalk or 

tape, rope. 

 

Attachments: 

1-8 playing field map 

 

Preparation: 

Trace the playing field map according to the 1-8 attachment, divide the pupils 

into groups (five advised but it can be varied) and make them choose a leader 

(the leader will rotate over time). 

 

Description: 

This game will be played in teams and teams will face each other 

correspondingly. On one round the leader of the first team will play against the 

defendants of the second team and in the next game it will be reversed. 

The teacher will play a note and the role of the team leader is to go to the 

extreme of the room (outdoors preferably) and grab a note, then he or she will 

have to return to its base and place the note in the corresponding box. 

The defendants will go in pairs and they will be tied together as to provide 

balance the difficulty for the leader. Their job is to catch the leader before he or 

she gets into its base and places the note in the box. 

A point is scored for the defendants if they manage to catch the leader and 

conversely the point is awarded to the defendant if he or she is able to return the 

note to its base and place it in the corresponding box.   

 

Variations: 

This game can be varied as follows: 
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• Make the pupils play the notes. 

• Play chords and chord qualities instead of notes. 

• Play rhythms. 

• Compare against several melodies. 

• Any music theory question that has a multiple-choice answer. 

 

This activity can also be performed with rhythms, chords, dynamics, tempos, 

characters, intervals, key signatures, cadences, scales, and music theory 

questions in general. 

  



 

 

 

 

 
 

 

  



 

 

 

 

 
 

 

9. Ear training/musical practice: Where is the note? 
 

Materials: 

Provided attachments, relatively large space or outdoors, ball, tape or chalk, 

xylophone (or any melodic instrument that can be played by the pupil), 

percussion mallet, pieces of paper with note names on it. 

 

Attachments: 

1-9 playing field map 

 

Preparation: 

Trace the playing field according to 1-8 attachment, then divide the pupils into 

groups (five people more or less) and have them choose a leader (which will 

rotate on every round).  

 

Description: 

The group leader will go to the red zone and its goal is to find a piece of paper 

scattered across the playing field which contains the note to be played on the 

xylophone. Once he or she finds it, he or she will have to go to the xylophone 

and play the note whilst avoiding being hit by the defendants of the opposite 

team.  

Once the note is played, the rest of the team will have to recognize the note.  

The defendants will try to hit the leader with a ball, once the leader is struck by 

the ball the game ends. The defendants will be unable to move whilst having the 

ball. 

 

Variations: 

This game can be done with several variations: 

• Have the notes be chords instead and have a piano instead of a 

xylophone. 

• Have the notes be rhythms and have a percussion instrument or body 

percussion instead. 
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• Have the notes be written either on letters or on a stave. You can also 

change the clef in latter levels.  

• Have the note be a melody and the rest of the team will have to discern 

between a list of possible melodies. 

• Have the rest of the team write what they hear in music notation instead 

of answering it verbally.  

 



 

 

 

 

 
 

 

  



 

 

 

 

 
 

 

10. Ear training/musical practice: Where is the note? II 
 

*This game can be seen as a variation on game 1.9 but due to the changes in 

gameplay it’s described as a separate activity. 

 

Materials: 

Provided attachments, relatively large space or outdoors, ball, tape or chalk, 

xylophone (or any melodic instrument that can be played by the pupil), 

percussion mallet, pieces of paper with note names on it. 

 

Attachments: 

1-10 playing field 

 

Preparation: 

Trace the playing field according to 1-8 attachment, then divide the pupils into 

groups (five people more or less) and have them choose a leader (which will 

rotate on every round).  

 

Description: 

This game will be played in teams against each other. A piece of paper 

containing a secret note will be placed randomly in the playing field.  

The team leaders will have to find it as fast as possible while the defendants will 

try to stop them by hitting them with a ball. If the leader gets hit with a ball the 

game ends for that leader. The defendants are unable to move whilst holding 

the ball. 

Once they find the note they’ll go to their assigned xylophone and play it for their 

team defendants who will have to guess it.  

If they fail to guess it, the opposing team has a chance of guessing the note, 

therefore gaining the point. 

 

Variations: 

This game can be done with several variations: 
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• Have the notes be chords instead and have a piano instead of a 

xylophone. 

• Have the notes be rhythms and have a percussion instrument or body 

percussion instead. 

• Have the notes be written either on letters or on a stave. You can also 

change the clef in latter levels.  

• Have the note be a melody and the rest of the team will have to discern 

between a list of possible melodies. 

• Have the rest of the team write what they hear in music notation instead 

of answering it verbally.  

 

 



 

 

 

 

 
 

 

  



 

 

 

 

 
 

 

11. Ear training/musical practice: Noteball. 
 

Materials: 

Provided attachments, chalk or tape, a piano (or any melodic instrument that 

can be played by the pupil), plastic or cardboard boxes (as many as notes or 

items you want to practice), a ball (or several ones). 

 

Attachments: 

1-11 playing field map 

 

Preparation: 

Trace de playing field according to the attachment 1-11. The pupils will form a 

que. For the variations described below you can also arrange the students in 

different groups and or assign a conductor. 

 

Description: 

The teacher will play a note, then the pupil who’s in front of the que will throw 

the ball at the corresponding box with the note name on it. It scores a point if the 

note choice is right and the ball falls in the correct box. 

 

Variations: 

This activity/game can be varied in the following ways: 

• Have the students play the notes either on the piano or xylophone. 

• Make the question not be a note but a rhythm. 

• Make the question not be a note but a chord. 

• Make the question be an interval. 

• Make the question be any music theory question. 

• Assign one pupil the role of a conductor, he or she will give a que to the 

pianist to play the note/rhythm/chord and another que to the player to 

throw the ball. 

• Make the question be to discern between several melodies. 

• Have several balls and give the point to whoever scores first correctly. 

 



 

 

 

 

 
 

 

  



 

 

 

 

 
 

 

12. Ear training/musical practice: Sticky notes. 
 

Materials: 

Provided attachments, whiteboard with stave (magnetic preferably), EVA foam 

or paper notes with sticky tape or a magnet attached to it, piano or any melodic 

instrument that can be played by the pupil, a stopwatch or timer. 

 

Attachments: 

1-12 playing field map 

 

Preparation: 

Trace the playing field according to the attachment 1-12. Make the pupils form 

a que. This game can be played individually or in teams (see variations). 

 

Description: 

For this game, the pupil will be given a set amount of time (20-30s), his or her goal 

will be to listen to as many notes as he or she can and then take the notes from 

the box and place them in the whiteboard staff accordingly.  

A point is scored for every note placed correctly. 

 

Variations: 

 This game can also be played in teams. For this variation, instead of hearing 

notes, the team will be provided with a pseudo score with note names written on 

it, forming a melody.  

The goal of the team will be to recreate the melody in the staff as fast as possible 

or until the timer runs out. 

 

 

Other variations of this game include: 

• Have the students play the notes either on the piano or xylophone. 

• Make the question not be a note but a rhythm. 
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• Make the question not be a note but a chord. 

• Make the question be an interval. 

 



 

 

 

 

 
 

 

  



 

 

 

 

 
 

 

13. Ear training/musical practice: Ear guidance. 
 

Materials: 

Provided attachments, xylophone or any melodic instrument that can be played 

by the pupil, plastic hoops, chalk or tape. 

 

Attachments: 

1-13 playing field map 

 

Preparation: 

Trace the playing field according to the attachment 1-13 but placing the hoops 

randomly (the hoops in 1-13 are a showcase). Divide the pupils in pairs.  

 

Description: 

The pair will be divided into two roles, one pupil will play the instrument and the 

other will be blind and guided by the instrumentalist. 

Before starting the game, different notes are assigned to different movements, 

for instance: Do=move left, Mi=move right, Sol=stop, La=resume moving. 

Keep in mind that the function of the notes can be changed depending on the 

level to have more or less instructions and more or less precise. 

The goal of the instrumental player will be to guide the blind player to the 

different hoops and make the blind player stop at each hoop to collect the 

point, to do so he or she will play notes on the xylophone that will correspond to 

specific action. 

These notes will be played in a rhythmic manner. 

 

Variations: 

The game can be played with the following variations: 

• Make the question not be a note but a rhythm. 

• Make the question not be a note but a chord. 

• Make the question be an interval. 
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• Play with different pairs simultaneously, each one with a different 

instrument with a different timbre. 

• Make the question not be only the note but the dynamic it’s played. 

• Make the question not be only the note but the tempo it’s played at. 
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14. Ear training: Paired notes 
Materials: 

Provided attachment, piano or any melodic instrument that can be played by 

the pupil. 

 

Attachments: 

1-14 boardgame cards 

Preparation: 

This game can be played individually or in teams, the teacher will distribute the 

pupils accordingly. Set the board game and cards facing backwards and in a 

grid style. 

 

Description: 

For this game, pupils will have to try and find paired cards that have the same 

note on them.  

First, the teacher will play a note and then the pupils will unveil two different cards 

and memorize its names. 

A point is scored when the pupils find the pair that corresponds to the note 

played by the teacher. Note that if a note pair is found but does not correspond 

to the played note it won’t score a point. 

 

Variations: 

This game can be varied by doing the following changes: 

• Make the question not be a note but a rhythm. 

• Make the question not be a note but a chord. 

• Make the question be an interval. 

• Make the question not be only the note but the dynamic it’s played. 

• Make the question not be only the note but the tempo it’s played at. 

 

 



 

 

 

 

 
 

 

  



 

 

 

 

 
 

 

15. Ear training: Note frenzy, place the notes! 
 

Materials: 

Provided attachments, big note heads printed in a sheet of paper or EVA foam, 

a piano or any other suitable melodic instrument, a carboard or plastic box big 

enough for the notes, a timer or stopwatch. 

 

Attachments: 

1-15 giant stave 

 

Preparation: 

Place the giant stave on the floor and a box on an extreme opposite with the 

giant note heads inside. Organize the pupils in teams, small teams of around 

three members are recommended. 

 

Description: 

For this game a timer will be set (30-50s) and once it starts the teacher will play a 

note. Once the note is played the team must go to the note box, take a note 

and place it on the corresponding line on the stave.  

Once the note is correctly placed the teacher will play another note. This game 

will continue until the timer runs out of time. 

The total score equals the number of correctly placed notes. 

Since it is a team game, the pupils can organize so each one has a task, for 

instance one collects notes, the other places them. If this is done, changing roles 

often is advised. 

 

Variations: 

This game can be varied in several ways: 

• Change the clef on the stave. 

• Accompany the melody with chords on the background.  

• Assign a movement pattern depending on the chord quality that’s 

being played for the round. 
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16. Ear training/musical practice: Rhythm dance 
 

Materials: 

Percussion instrument that can be played by the pupils. 

 

Attachments: 

There are no attachments related to this activity. 

 

Preparation: 

For this activity, set a code that assigns a different dance move or gesture to a 

rhythm. 

It is recommended to follow the rhythm list provided in the curriculum in order to 

make the activity relevant for the level that is at. 

 

Description: 

In this activity the teacher will play a rhythm and the pupils will do the 

corresponding dance move or gesture, if the gesture is the correct one, they pass 

to the next round.  

This activity gets more complicated the more rhythms you involve and involves 

musical knowledge as well as memory. 

The last pupils (or set number of pupils) standing on the dance floor wins. 

 

Variations: 

This activity can be carried out with the following variations: 

• Make the question not be a rhythm but a note. 

• Make the question not be a rhythm but a chord. 

• Make the question be an interval. 

• Make the question not be only the rhythm but the dynamic it’s played. 

• Make the question not be only the rhythm but the tempo it’s played at. 
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17. Ear training: Race for the note. 
 

Materials: 

Provided attachments, piano or any melodic instrument that can be played by 

the pupil, whiteboard or giant stave, rope. 

 

Attachments: 

1-17 playing field map 

 

Preparation: 

Set the playing field according to the attachment 1-17. Divide the students in 

teams of three. 

 

Description: 

For this game the pupils will have two roles:  

Player 1 will hear a note and try to write it in the whiteboard or giant stave as fast 

as possible. Player 2 will consist of two players whose legs have been tied 

together by a rope. 

The goal of player 1 is to write the note before player 2 gets to the ending. For 

player two, the goal will be to get to the ending before player 1 writes the note. 

Whoever does its task faster wins. 

Note that for player 1 to win, the note has to be correct. 

 

Variations: 

This game can be varied as follows: 

• Make the question not be a note but a rhythm. 

• Make the question not be a note but a chord. 

• Make the question be an interval. 

• Make the question not be only the note but the dynamic it’s played. 

• Make the question not be only the note but the tempo it’s played at. 
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18. Ear training/musical practice: Tone or semitone? 
 

Materials: 

Provided attachments, two foam tokens, piano or any other melodic instrument 

that can be played by the pupil. 

 

Attachments: 

1-18 token showcase 

 

Preparation: 

Set the tokens in the middle of a space between the two contestants. One token 

will be labeled tone and the other semitone. 

This game can be played in small spaces and having the token close or in big 

spaces having the token far away. 

 

Description: 

For this game the teacher will play an interval of either a tone or a semitone. 

Once the interval is played, the two contestants will grab the corresponding 

token as fast as possible. 

The contestant that grabs the correct token wins. Note that if the contestant 

grabs the wrong token, the point will be scored towards the other contestant. 

 

Variations: 

For this game you can include more tokens and vary the game with: 

• Dynamics. 

• Notes. 

• Rhythms. 

• Intervals. 

• Instrument played. 

• Chord quality. 

It can also be varied so it is the pupil the one who plays the rhythm, interval, note, 

chord…  
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19. Musical practice: Rhythm challenge 
 

Materials: 

Sheet music paper blank, percussion instrument that can be played by the pupil, 

percussion mallet. 

 

Attachments: 

There are no attachments related to this activity. 

 

Preparation: 

For this activity the pupils will be organized into pairs that will change every game. 

 

Description: 

For this activity, one member of the pair will propose a rhythm challenge to the 

other partner, this challenge can be presented in two ways: 

• Play a rhythm. 

• Write a rhythm. 

The goal for the other partner will be either to write the rhythm or to copy it by 

playing it. 

For the rhythm to be made there will be a rhythm pool where the different 

rhythmical figures will be, delimiting its use. 

 

Variations: 

The following variations are suitable: 

• Dynamics. 

• Notes. 

• Rhythms. 

• Intervals. 

• Instrument played. 

• Chord quality. 
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20. Ear training: Musical bowling alley 
 

Materials: 

Bowling pins labeled with note names (or similar object), balls, piano or other 

melodic instruments that can be played by the pupil. 

 

Attachments: 

1-20 playing field map 

 

Preparation: 

Trace the playing field according to the attachment 1-20. Make pupils form a 

que around the bowling line. 

 

Description: 

For this game, the teacher will play a note, the pupil, after hearing it, will throw 

the bowling ball towards the corresponding bowling pin. 

If he or she guesses the note correctly and hits the pin it will score the point. 

 

Variations: 

This game can be varied in the following ways: 

• Dynamics. 

• Notes. 

• Rhythms. 

• Intervals. 

• Instrument played. 

• Chord quality. 
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21. Music theory: Sort the intervals 
 

Materials: 

Provided attachments, four carboard or plastic boxes. 

 

Attachments: 

1-22 interval maps showcase 

 

Preparation: 

Generate several intervals based on the provided attachment 1-22 then place 

four boxes each one with the following labels: 

• Step interval up 

• Step interval down 

• Skip interval up 

• Skip interval down 

The teacher will arrange the class in two groups. 

 

Description: 

For this game, a series of intervals will be provided to each group, and each 

group will have to sort them into their appropriate containers. The fastest group 

to do so, wins the point. 

 

Variations: 

This game can be varied by improving the variety of intervals. The classification 

of the intervals can also be changed, these are some examples: 

• Compound and simple intervals 

• Enharmonic intervals 

• Consonant and dissonant intervals. 

• Diatonic and chromatic intervals. 

• Melodic and harmonic intervals. 
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22. Musical practice: Note frenzy V2, Sorting. 
 

Materials: 

Cards with the name of the notes and or their placement in the stave, xylophone 

or other instruments that can be played by the pupil, several boxes (one for each 

distinct note to be included in the activity), timer or stopwatch. 

 

Attachments: 

There are no attachments related to this activity. 

 

Preparation: 

Make a deck with the cards and place it in front of the xylophone in a music 

stand. Set a timer for 20-40s. 

 

Description: 

For this activity, the student will have a deck of cards with note names on it, their 

goal will be to play as many notes as possible on their instrument according to 

the cards that he draws from the deck in a set amount of time. 

Additionally, this game can be played in pairs where one of the pupils will do the 

job described above and the other will act as a conductor, presenting the cards 

in a timely manner and giving ques. 

 

Variations: 

This activity can also be played in reverse, meaning that instead of playing as 

many notes as possible, the activity can revolve around writing as many notes as 

possible in a set amount of time. 
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23. Ear training: Infinite note sequence 
 

Materials: 

Provided attachments, xylophone or other melodic instruments that can be 

played by the pupil (for variation). 

 

Attachments: 

1-29 Game cards 

 

Preparation: 

Arrange the cards provided in the attachment 1-29 in a circular manner. Choose 

the cards that contain the appropriate notes for the level, if necessary, add more 

cards. 

Prepare a melody that contains said cards (make it very long). 

 

Description: 

This is an ear training/memory game. In this game the teacher will play a melody 

either on the piano or on the xylophone but one note at a time.  

Once the first note is played, the pupil will have to touch the correspondent note 

on the card circle and either sing it or play it with the instrument. 

If correct the teacher will play another note, creating a list of notes. Firstly, it will 

play the first note, then the first and the second… and so on until the pupil fails to 

remember one.  

The score will be assigned as a function of how many notes have been correctly 

remembered. 

 

Variations: 

This game can be varied either by playing different instruments or by singing 

instead of playing an instrument.  

It can also be varied by adding more or less notes with sharps and flats and by 

making one pupil play the sequence of notes (reading the score) while the other 

remembers it and vice versa. 



 

 

 

 

 
 

 

  



 

 

 

 

 
 

 

24. Music theory/musical practice: Musical lock 
 

Materials: 

Provided attachments, giant stave with notes to make scales, xylophone or 

piano or any other melodic instrument that can be played by the pupil. 

 

Attachments: 

1-210 Musical lock pins 

 

Preparation: 

Prepare a scale on the giant stave but with some wrong notes (accidentals or 

lack of).  

 

Description: 

This game will be played in teams. For this game, the team will try and correct a 

scale that’s been written on the giant stave by punching the right code to 

correct it.  

For the code, there will be some “musical lock pins” labeled -1, 0 or +1 which will 

increase or decrease the semitone of the note in question in order to correct the 

scale. 

 

Variations: 

This game can be varied by introducing different kinds of scales. 

 



 

 

 

 

 
 

 



 

 

 

 

 
 

 

 

25. Ear training/Music theory: Musical crossword 
 

Materials: 

Provided attachments, piano or any other musical instrument that can be played 

by the pupils. 

 

Attachments: 

1-215 Boardgame map 

 

Preparation: 

Provide each student or group of students with a copy of the attachment, then 

proceed to play a melody (previously prepared) that contains the rhythms and 

number of notes that are blank in the boardgame map. 

 

Description: 

For this activity the teacher will play a melody (as described above) and the 

students will try to fill the crossword based on the melody and the rhythms they 

hear. 

A point is awarded for every “musical word” completed. 

 

Variations: 

This activity can also be performed with rhythms, chords, dynamics, tempos, 

characters, intervals, key signatures, cadences, scales, and music theory 

questions in general. 

 



 

 

 

 

 
 

 

  



 

 

 

 

 
 

 

26. Music theory: El truc musical 
 

Materials: 

Provided attachments, table or stable surface to play a card game. 

 

Attachments: 

1-216 Major Cards 

1-216 Minor Cards 

 

Preparation: 

Print several copies of each attachment (we recommend 2 o 3 copies for each 

student in the game) and cut them into individual cards. Place the cards forming 

a deck of cards. 

 

Description: 

Each student will have seven cards at the start of the game. The objective of the 

game is to identify pairs of relative key signatures. Once a student has a pair of 

key signatures in their hand, they can identify it and discard themselves of said 

pair (if it is correctly identified).  

For each round every student will pick a card from the deck and left one in a 

central deck of cards. If the upper most card of the deck corresponds to a 

relative key signature the student has in its hand, he can grab the whole central 

deck instead. 

The first student to reach zero cards wins.  

 

Variations: 

This game has no variations. 
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27. Music theory: El truc musical II 
 

Materials: 

Provided attachments, table or stable surface to play a card game. 

 

Attachments: 

1-217 Key signature cards. 

1-216 Major cards. 

1-216 Minor cards. 

 

Preparation: 

Print several copies of each attachment (we recommend 2 o 3 copies for each 

student in the game) and cut them into individual cards. Place the cards forming 

a deck of cards. 

 

Description: 

Each student will have seven cards at the start of the game. The objective of the 

game is to identify pairs of relative key signatures. Once a student has a pair of 

key signatures in their hand, they can identify it and discard themselves of said 

pair (if it is correctly identified).  

For each round every student will pick a card from the deck and left one in a 

central deck of cards. If the upper most card of the deck corresponds to a 

relative key signature the student has in its hand, he can grab the whole central 

deck instead. 

The first student to reach zero cards wins. 

 

Variations: 

For this game you can combine either the major or the minor deck with the key 

signature one to create variations. 

 



 

 

 

 

 
 

 

  



 

 

 

 

 
 

 

28. Music theory/Ear training: Musical Tingo-Tango 
 

Materials: 

Provided attachments, piano or any other melodical instrument that can be 

played by the pupil. 

 

Attachments: 

1-219 Playing field map 

1-217 Key signature cards. 

1-216 Major cards. 

1-216 Minor cards. 

 

Preparation: 

Set the playing field according to the provided attachments. Divide the pupils 

into two groups. Once they are separated into their corresponding zone, assign 

them a card from either 216 or 217 attachments at random. 

 

Description: 

For this game, the teacher will play a melody on the piano and at one point vary 

a significant element of it (rhythm, tempo, dynamic, chord quality, tonality…). 

While this is happening, the pupils will turn in their corresponding circles in a timely 

manner. 

Once the change happens, the circles will be broken and each student will have 

to find their corresponding pair based on their card. 

The last pair to do so, gets eliminated and goes to the piano area to play a 

percussion instrument in a rhythmic manner.  

The last pair of pupils playing wins the game. 

 

Variations: 

For this game, the core dynamic can be changed with any music theory element 

that has pairs for instance complementary intervals, enharmonics, etc. 
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The breaking dynamic can also be changed by the parameters expressed in the 

description of the game. 

 

 



 

 

 

 

 
 

 

  



 

 

 

 

 
 

 

29. Musical practice/ear training: Musical Simon Says 
 

Materials: 

Percussion instruments or xylophones (or any other melodic instrument that can 

be played by the pupils).  

 

Attachments: 

There are no attachments provided for this game. 

 

Preparation: 

For this activity there will be three roles. One student will assume the role of Simon, 

another will assume the role of the conductor and the rest will be Simon followers. 

Divide the pupils accordingly, bare in mind that changing roles often is advisable. 

 

Description: 

For this game, the pupil with the role of Simon will play a rhythm, then the 

conductor will give a que to the rest of the pupils as to repeat said rhythm.  

The pupils will repeat the rhythms, should they fail to do so, they will be eliminated 

from the round. The last pupil to prevail wins the game. 

Alternatively, the conductor will also change tempos by doing accelerando and 

rallentando as to vary the game difficulty. 

 

Variations: 

Conversely, this game can also be carried out by playing: 

• Melodies. 

• Chord progressions. 
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30. Ear training: Race for the stave. 
 

Materials: 

Provided attachments, white Velcro and black Velcro, fabric, felt balls, chalk or 

tape, piano or any other melodical instrument that can be played by the pupils. 

 

Attachments: 

1-302 playing field map 

 

Preparation: 

Trace the playing field according to the attachment, forming a stave with the 

Velcro and the fabric on a wall as seen in the attachment. Divide the pupils in 

two equally numbered groups. 

 

Description: 

For this game, the teacher will play a note on the piano, as soon as the note is 

played, the pupils will have to go across the room and put the felt ball in the 

corresponding place in the stave. Then they have to return. 

The first pupil to do so, wins the round. 

Conversely, for small spaces the pupils will go on one foot or having their legs tied 

together. 

Alternatively, the clef in the stave can be changed. 

 

Variations: 

This activity can also be performed with rhythms, chords, dynamics, tempos, 

characters, intervals, key signatures, cadences, scales, and music theory 

questions in general. 
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31. Ear training: Chord-chair-a 
 

Materials: 

Piano, chairs (one less than pupils). 

 

Attachments: 

There are no attachments for this game. 

 

Preparation: 

Place the chairs according to the attachment, remove one chair each time a 

student gets eliminated from the game. 

 

Description: 

For this game, the teacher will improvise a melody with the piano which will be 

accompanied by chords.  

Before starting the game, the teacher will accord a certain chord quality to be 

the trigger in which the pupils will sit in the chairs, for the reminder of the time, the 

pupils will run around the chair formation. 

 

Variations: 

This activity can also be performed with rhythms, dynamics, tempos, characters, 

intervals, key signatures, cadences, scales, chord functions etc. 
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32. Ear training/musical practice: Musical hopscotch 
 

Materials: 

Provided attachments, chalk, piano or any other melodical instrument that can 

be played by the pupils. 

 

Attachments: 

1-304 Playing field map 

 

Preparation: 

Trace the map according to the provided attachment with the chalk. Then, 

divide the pupils into two (or more) groups of moderate size. 

 

Description: 

For this game, two groups will face each other. One group will play a melody up 

to six notes. Then the other team will have to mimic that melody on the 

hopscotch and do its retrograde motion. 

Once they exit the hopscotch, they’ll have to play that retrograde motion on the 

melodic instrument. 

 

Variations: 

This activity can also be performed with rhythms, chords, dynamics, tempos, 

characters, intervals, key signatures, cadences, scales, chord functions etc. 
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33. Ear training/Musical practice: rhythm challenge, group 

edition 
 

Materials: 

One percussion instrument for each pupil of the group, percussion mallet, sheet 

music paper in blank. 

 

Attachments: 

There are no attachments related to this game. 

 

Preparation: 

Divide the pupils into groups, then make a line with percussion instruments (as 

many as pupils in each group). 

 

Description: 

For this game, two groups will challenge each other. For the challenge, one 

group will first collectively think of a rhythm and each integrant of the group will 

be assigned a beat in said rhythm. 

Once the rhythm is decided the group will play said rhythm for the other group 

(one beat each pupil without losing time). 

The objective of the other group is to transcribe the rhythm and then play it. 

 

Variations: 

This activity can also be performed with melodies, chords, dynamics, tempos, 

characters, intervals, key signatures, cadences, scales, chord functions etc. 
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34. Music theory: Flintnotes challenge 
 

Materials: 

Little writable flat stones, box with two compartments, fine sand, small percussion 

instruments. 

 

Attachments: 

There are no attachments related to this game. 

 

Preparation: 

Write in the stones the following terms: 

• Simple. 

• Compound. 

• Binary. 

• Ternary. 

Divide the pupils in pairs. 

 

Description: 

One member of the pair will write a measure (with notes and rhythms) but without 

the meter.  

The other pupil will guess the correct measure based on the written rhythms, say 

the meter and play it either with body percussion or with a small percussion 

instrument. 

 

Variations: 

For the score written, chords, dynamics, tempos, characters, intervals, key 

signatures, cadences, scales and chord functions can be added. 
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35. Ear training: Musical Jenga 
Materials: 

Jenga tower blocks, piano or any melodic instrument that can be played by the 

pupil. 

 

Attachments: 

There are no attachments related to this activity. 

 

Preparation: 

Arrange two Jenga towers. Divide de pupils into two groups. Alternatively, if the 

groups are too big, several Jenga towers can be constructed and more groups 

created if necessary. 

 

Description: 

For this activity each group will try to maintain its Jenga tower stable as long as 

possible. The teacher will play a note and the group will have to guess it, if they 

answer correctly, they pass to the next round, if they don’t, they get to remove 

one stick from the Jenga tower. 

The last standing Jenga tower wins.  

 

Variations: 

This activity can also be performed with rhythms, chords, dynamics, tempos, 

characters, intervals, key signatures, cadences, scales, and music theory 

questions in general. 
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36. Ear training/Musical practice: Memomusic 
 

Materials: 

Piano or any other melodic instrument that can be played by the pupils. 

 

Attachments: 

There are no attachments related to this activity. 

 

Preparation: 

Make the pupils form a que at the piano. 

 

Description: 

For this game, the first pupil will go to the piano and play a note, the second one 

will play the first note and add one and so on. If one forgets the sequence he or 

she gets eliminated. The last pupil wins. 

Alternatively, this activity can be carried out with the help of a pupil who’ll do 

the role of a conductor, setting the tempos and giving ques. 

 

Variations: 

This activity can also be performed with rhythms, chords, dynamics, tempos, 

characters, intervals, key signatures, cadences, scales, chord functions etc. 
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37. Ear training: Note o’clock 
 

Materials: 

Piano or any other melodic instrument that can be played by the pupil, paper or 

cardboard, markers, a ball. 

 

Attachments: 

There are no attachments related to this activity. 

 

Preparation: 

For this activity, the pupils will arrange themselves in a circle, each one will be 

given a piece of paper/cardboard with a note written on it. 

One pupil will stay at the piano and play a very slow melody. 

 

Description: 

The students will pass the ball to the corresponding pupil based on the note the 

pianist plays. 

 

Variations: 

This activity can also be performed with rhythms, chords, dynamics, tempos, 

characters, intervals, key signatures, cadences, scales, chord functions etc. 
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38. Ear training: Musical Mikado! 
 

Materials: 

Mikado set, piano or any melodic instrument that can be played by the pupil. 

 

Attachments: 

There are no attachments related to this activity. 

 

Preparation: 

Arrange two Mikado sets. Divide de pupils into two groups. Alternatively, if the 

groups are too big, several Mikado sets can be constructed and more groups 

created if necessary. 

 

Description: 

For this activity each group will try to maintain its Mikado set stable as long as 

possible. The teacher will play a note and the group will have to guess it, if they 

answer correctly, they pass to the next round, if they don’t, they get to remove 

one stick from the Mikado set. 

The last standing Mikado wins.  

 

Variations: 

This activity can also be performed with rhythms, chords, dynamics, tempos, 

characters, intervals, key signatures, cadences, scales, and music theory 

questions in general. 

 

 

  



 

 

 

 

 
 

 

P a g e  79 | 81 

 

39. Ear training: Musical bingo! 
 

Materials: 

Provided attachments, piano or any other musical instrument that can be played 

by the pupils. 

 

Attachments: 

1-410 Bingo boards 

 

Preparation: 

Give each pupil a bingo board as provided in the attachment bellow. 

 

Description: 

For this activity, the teacher will play a slow melody. The goal of the students is to 

identify the notes and check them in their bingo board. For each line a point is 

scored. If one manages to do Bingo the game is over. 

 

Variations: 

This activity can also be performed with rhythms, chords, dynamics, tempos, 

characters, intervals, key signatures, cadences, scales, chord functions etc. 

 



 

 

 

 

 
 

 

  



 

 

 

 

 
 

 

40. Ear training: Declare the melody. 
 

Materials: 

A ball. 

 

Attachments: 

There are no attachments related to this game. 

 

Preparation: 

For this game, at the beginning of the game one pupil will start with the ball, this 

role will change as the game develops. 

The rest of the pupils will be assigned a number of sharps or flats. 

 

Description: 

The pupil who has the ball will throw it into the air as he or she says “I declare the 

melody to [and the name of a tonality]”.  

When he says so, the rest of the pupils who where unable to move till this moment 

will start running away from the ball, except the pupil whose tonality matches 

with the key signature he or she had assigned. 

Once he gets the ball he will shout out “Cadenza” and all the pupils will become 

unable to move, then the pupil with the ball will be able to do three steps and 

try to hit someone with the ball.  

The pupil hit with the ball gets eliminated, the pupil whose key signature has been 

called now repeats the pattern. 

 



 

 

 

ANNEX V: REFERENCES AND GOOD 
PRACTICES 

 

 

 



LINKS OF INTEREST 

 

- Explanatory video of the way of working of the art project of the CEIP Manuel 

Nuñez de Arenas within the Art and School Network PLANEA: https://youtu.be/-

alPPxK7Iv0  

  

- Explanatory video of the work of the Ateneu Cultural de Manises in the pilot of 

the Project Movement: https://youtu.be/qjSGMAznraI  

 

https://youtu.be/-alPPxK7Iv0
https://youtu.be/-alPPxK7Iv0
https://youtu.be/qjSGMAznraI


BEST PRACTICES

ACTIVITY NAME: WE BUILD PAPER SOUNDS

PILOT PROJECT: “El Capitán Trueno”

DESCRIPTION (MAX 300 WORDS)

This activity is designed to create ambient sounds by exploring various materials. We intend to create
multiple soundscapes through experimentation, which serve us for the process of collective creation that we
are carrying out. In this activity we will use newspaper.

Activity phases:
- In a circle we will make noises with the sheet of newspaper,

wrinkling, stretching, waving in the air...
- We will tear the newspaper into strips according to the sound it

makes
- The strips of paper will be piled up on the floor, in groups of 3

persons they will go through the pile of paper marking different
beats with their feet, throwing or rubbing paper we will explore
the intensities of sound, we will produce low and high sounds
by clapping the paper with hands and feet …

- The sounds obtained will be recorded in order to later adapt
them to the creative production that we carry out.

WHO ARE THE ACTIVITIES AIMED AT? (MAX 100 WORDS)

Specifically, the activity will be carried out by the 6th grade group (18 students) / Ages: 11-12 years. It will be
part of the set of activities planned for the development of the pilot project in which 3 groups will collaborate,
one from the 5th grade (24 students from 10- 11 years old) and two groups of 6th (32 students aged 11-12).

WHERE DO THE PROPOSED ACTIVITIES COME FROM? (MAX 200 WORDS)

These activities are within the framework of Celestin Freinet's Natural Pedagogy. This author was a precursor
in the inclusion of the body in the teaching and learning processes, highlighting its functionality when it comes
to breaking down the physical barriers that prevent us from fully expressing feelings and experiences through
ourselves, voice and sound.

SOCIAL AND EMOTIONAL SKILLS (MAX 200 WORDS)

• Communication and interpersonal skills:
- Cooperation
- Share space with others
- Ability to argue own opinions, thesis and ideas
- Respect
- Expressing one's creativity

• Self-awareness and empathy:
- Emotional involvement
- Awareness of skills, limits and merits
- Listening on a personal and interpersonal level
- Interest in the inner world
- Ability to understand others

• Coping with emotions and coping with stress:
- Self-confidence
- Ability to express ideas and emotions
- Empathy
- Ability to perform



HOW IS INCLUSION ACHIEVED?

With the modality of cooperative and collaborative work. With their participation, the boy or girl feels
represented, has a role and a task to perform within the creative project, her role has the same level of
importance as the one of another partner. The activities are designed and carried out by the group, so their
motivation is linked to their level of responsibility and involvement. They feel part of the process and necessary
for their team, putting their skills at the service of a group project of which they are a part. .

THE PECULIAR AND INNOVATIVE ASPECTS OF THE MUSIC CURRICULUM

Music learning is part of our artistic programming. We seek that the effort involved in learning to play an
instrument has an objective that goes beyond the ability that the student can develop at a technical level.
If a student does not appreciate progress because it is difficult for them to acquire fluency with the instrument
for physical, cognitive or social reasons, they may become frustrated and give up. To prevent this from
happening and we can speak of a truly inclusive project, we work from an integrating and situated artistic line,
based on social and personal development goals and not for the purpose of achieving technical virtuosity. We
understand the inclusion of the arts in the school as a language for coexistence, solidarity, social respect and
personal appreciation.



Creating my own dance: Geometrical, figurative and abstract motion

DESCRIPTION (MAX 300 WORDS)

El cuerpo en movimiento. Trabajamos tres tipos de formas: Geométricas, figurativas y
abstractas. Partimos de las imágenes geométricas para estudiar el movimiento en base a la
línea, al ángulo y el punto. Después pasamos a las imágenes figurativas, donde aparece el
color y las dimensiones. Finalmente nos centramos en la abstracción, donde nos movemos
en la mezcla de lo geométrico y lo figurativo, jugando con objetos no identificables y las
ideas. Cada forma tiene un tiempo de estudio en el espacio. El objetivo es que el cuerpo
transite por las diferentes dinámicas de movimiento y comprender que el mundo que nos
rodea se compone de geometría, forma y color.

Body in motion. We work through three types of forms: Geometric, figurative and abstract.
We start from geometric images to study the movement based on line, angle and point. Then
we move on to figurative images, where color and dimensions appears. Finally we focus on
abstraction, where we move in the mixture of the geometry and representation, playing with
unidentifiable objects and ideas. Each form has a study time in the class. The goal is going
through the different dynamics of movement and understanding that the world around us is
made up of geometry, form and color.

WHO ARE THE ACTIVITIES AIMED AT? (MAX 100 WORDS)
Este ejercicio está pensado para trabajar de manera independiente y de manera grupal.
También se puede hacer en cursos que están trabajando el lenguaje musical, donde las
notas de las partituras pueden ser parecidas a las figuras geométricas. Al estudiar las
formas podemos recurrir a las referencias artísticas existentes y reconocer autores y
autoras del mundo de la pintura.

This exercise is designed to work independently and in groups. It can also be done in
courses that are working on musical language, where the notes on the scores can be similar
to geometric figures. By studying the forms we can resort to existing artistic references and
recognize authors from the world of painting.

WHERE DO THE PROPOSED ACTIVITIES COME FROM? (MAX 200 WORDS)

Al dibujar en un plano (una hoja en blanco) una forma y hacer que los grupos la representen
con sus cuerpos y/o en el espacio se promueve la creatividad y la imaginación. Esto
provoca que el grupo se consolide como grupo y que cada cuerpo se represente a sí mismo
en la idea que tiene de dicha forma.

Drawing a form on a blueprint (a blank sheet of paper) and having groups represent it with
their bodies and/or in space promotes creativity and imagination. This causes the group to
consolidate as a group and each body represents itself in the idea it has in that way.



SOCIAL AND EMOTIONAL SKILLS (MAX 200 WORDS)

El trabajo grupal en relación a la creación de una forma en el espacio potencia la escucha,
la mirada, la percepción y las ideas. El grupo trabaja para un objetivo común: la creación de
la forma en el espacio. De manera independiente, cuando el cuerpo tiene que interpretar
una forma, se reafirma en sus posibilidades y en la imitación se identifica con lo que ve,
provocando una identidad “formal” particular dentro de una diversidad de formas. Se
adquiere seguridad y control físico. Conciencia corporal y emocional.

Group work in relation to the creation of a form in space enhances listening, looking,
perception and ideas. The group works for a common goal: the creation of form in space.
Independently, when the body has to interpret a form, it reaffirms its possibilities and in
imitation it identifies with what it sees, provoking a particular "formal" identity within a
diversity of forms. Security and physical control are acquired. Body and emotional
awareness.

HOW IS INCLUSION ACHIEVED?

Todos los cuerpos cuentan. Cada participante es un punto en el espacio, necesario para la
composición. La comprensión individual de lo que es una forma, un color o una idea es
válida y se representa en el espacio.

All bodies count. Each participant is a point in space, necessary for the composition. The
individual understanding of what a shape, a color or an idea is is valid and is represented in
space.

THE PECULIAR AND INNOVATIVE ASPECTS OF THE MUSIC CURRICULUM.

Pienso que el silencio y la respiración de los cuerpos en el espacio es un elemento
pre-expresivo necesario para el estudio musical. El cuerpo como instrumento.

I think that silence and the breathing of bodies in space is a necessary pre-expressive
element for musical study. The body as an instrument.



Composing Music in Primary School

DESCRIPTION

The conductor / composer / music expert chooses a story or a fairy tale, which…
- is age-appropriate in content and length for the children,
- has a theme consistent with the year program,
- has elements that lend themselves to sound interpretation (i.e: wind, storm, rushing rivers, festivals...)  -
has implicit or explicit descriptions of states of mind.

A teacher reads the story in the agora and asks questions as open as possible, in order to allow children to express
their ideas, experiences, feelings and ethical values. A poster of the story (large size) is hung in the classroom, and
each student reveices a personal replica of it. At this point, the paths of linguistic, musical and graphics analysis
processed by the experts run together and intersecate, supporting each other. The musical journey starts with the
orchestral workshop: the conductor / composer reads the first lines of the story, analyzing the main characters (in our
case joyful hardworking green elves) and their physical and emotional features. Then, the teacher asks the children to
interpret the chosen characters with their instrument, setting a defined time (eg. 5 min). Every child seeks their
sound, exploring their instrument, and at the end they are invited to share their own "piece." The music expert listens to
the children’s works, observes their gestures, captures their peculiarities, their rhythm, and points out these
elements to the orchestra. Finally, he tests the "composition", harmonizing the instrumental sections one at a time. A
first notation is written on the blackboard and the whole orchestra checks if it “works." The children are asked
to hear, to express their aesthetic opinions and to add rhythmic / melodic changes that the music teacher listens to in
order to get to a final draft of the score. Finally, the teacher hands out the music scores of the processed part for the
next meeting, and the same methodology is applied for all the subsequent parts.

"Thus, creating music in school consists in a creative production of new music with techniques such as improvisation and
composition. Composing implies developing songs with various types of sound events, planning processes and
reviewing material" (Biasutti).

WHO ARE THE ACTIVITIES AIMED AT?
The classgroup has 23 children, divided into four instrumental sections: six cellos, eight violins, five clarinets and four
percussion (marimba, glockenspiel, triangles, sticks).

WHERE DO THE PROPOSED ACTIVITIES COME FROM?
This practice comes from the choice of a multimodal teaching that uses different mediators: words, images, sounds,
experiences, emotions in order to put the children in the condition for learning and expressing themselves in a
personal way. From recent neuroscience researches. From the Kodalian methodology. From vocal and body
education, where the voice is mainly used for word games and the body is a source of sound as in the body percussion
approach. From the use of Orff instruments. From the practice of improvisation.

SOCIAL AND EMOTIONAL SKILLS
Task performance: the compositions are created and developed during playtime. The children explore the sound for  the
simple pleasure of it and  feel  their own sonic surroundings..." They evoke characters, situations, movements by  the
symbolic game  of  "let’s pretend”... and  finally,  during  the  phase  of  regulated game,  they  organize  sounds with rules
that allow them to continue their creative process.

Emotional regulation: Music helps creativity, promotes well-being, reduces anxiety and alleviates the negative effects  of
some disorders (obsessive-compulsive disorder, and depression).



Cooperation:  Cooperation  is  achieved  through the production
of  musical  compositions derived  from  listening  and  sharing
reflections. The teachers play the roles of mediators: they must
leave the children free to do and act, but at  the same time they
must establish a dialogue, in order to help them to critically
analyze what they did.

HOW IS INCLUSION ACHIEVED?
The musical compositions arise from the improvisation practice
and the creative production, which allow the children,
especially those who struggle with formal notation, to express
skills, sensitivity and emotions. Exploring sound creates  a
playful  and  joyful  climate  where  everyone  feels  free  to
express  themselves  within  the  orchestra.  The  teachers
optimize everyone’s production with an attentive listening and a
transposition to formal levels.

PECULIAR AND INNOVATIVE ASPECTS OF THE
MUSIC CURRICULUM.
The  children  are  protagonists  who  actively  participate  in
their  own  musical  education.  They  experience  and  learn
through invention. This approach spurs them to investigate, to
choose, to decide and to infer in an indipendent way. It  makes
them protagonists of an active musical experience rather than
mere recipients of it.



NAME OF ACTIVITY/PROJECT/ACTION/INTERVENTION

Sensitive ears - the calming activity

DESCRIPTION (MAX 300 WORDS)
Pupils can sit in their own seats, they close their eyes. The teacher plays an instrument with a long-lasting resonant sound (for example
a triangle), just once. Pupils listen carefully and raise their hand when the sound stops.

WHO ARE THE ACTIVITIES AIMED AT? (MAX 100 WORDS)
Children in pre-school and school. I’ve used this activity with lively, restless groups to calm them in the beginning of the lesson or before
they should learn something new.

WHERE DO THE PROPOSED ACTIVITIES COME FROM? (MAX 200 WORDS)
I work with groups, so I have had to come up with different ways to reassure them in the beginning of the lesson.

SOCIAL AND EMOTIONAL SKILLS (MAX 200 WORDS)
They have to calm down, listen carefully and concentrate. It develops their self-regulation.

HOW IS INCLUSION ACHIEVED?
Although pupils are in a group, they can focus on their own subjective experience. As they listen to the sound with their eyes closed, the
reactions of others do not disturb them.

THE PECULIAR AND INNOVATIVE ASPECTS OF THE MUSIC CURRICULUM.
Active listening is the basis for everything when we’re studying music and especially in a group. This exercise prepares pupils to focus on
the next thing they should learn.
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