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a)
b)

c)
d)

€)

Concept formation A: Perceiving processes with all senses and putting them
into one’s own words

Concept formation B: Experiencing, recognising and naming the basics of
the parameters, of cultural techniques and factual topics

Concept formation C: Differentiating, comparing, connecting, naming terms
Concept formation D: Relating concepts to creation in Music and Movement,
to material, to the room, to partners

Concept formation E: Personalising terms from everyday life
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b)
c)
d)
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Social interaction A: “ME”, self-awareness as the basis for social awareness
Social Interaction B: “YOU and ME”, dealing with a partner

Social interaction C: “ME and US”, dealing with a group

Social interaction D: Me — my partner — the group in the room and/or with
materials

Social interaction E: Social competence and creativity
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b)
q
d)
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Personal expression A: Becoming self-aware

Personal expression B: Using one’s own repertoire of personal abilities
Personal expression C: Developing something new from made experiences
Personal expression D: Putting personal expressions in relation to materials,
the group, a partner, the room

Personal expression E: Creativity in all fields
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Definition of rhythm

Rhythm training in Music and Movement

Rhythms of the body

Rhythm as an expressive means of personal properties in everyday life
Timing and time research

Personal definition

Rhythm as the dynamics between the poles of tension and relaxation
The importance of rhythm for the human development
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Selection criteria

Rhythmics materials

Groove Pack

Musical instruments

Everyday materials and objects for movement
Handling of materials and instruments
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a)
b)
c)
d)
e)

f)

The chance of music in diversity

Musical learning is a complex process

The inclusive music lessons are designed to be perceptible and tangible
Clear pulse and rhythm movements support musical learning
Composing the ‘aesthetic’ in a visual and auditive manner is part of the
success

The score of the inclusive music lesson has different parts

Beyond the model

a)
b)
c)
d)
e)
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g
h)

Between the poles of art and pedagogy

The model and acquisition of competencies

Music — movement - learning

The model as the basis for a specific concept development
Experimental spaces

The relationship of creativity and learning

Relationship and handiwork

Innovative learning
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