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ENG Abstract: The competency-based model of artistic education fosters creativity and gives students an
active key role in their own learning. Aesthetic knowledge and skills are developed through challenges and
creative processes based on perception, expression, imagination, sensibility, analysis, and reflection. The
goal of this study was to identify and analyse the aesthetic traits and abilities displayed by students during
collective interdisciplinary creative processes involving music and dance. Data was collected from 45 video
recordings (each lasting approximately 50 minutes) and analysed using a custom-designed evaluation
tool. The sample consisted of 100 students aged eight to twelve years old pursuing primary education at
a school in Castelldefels (Barcelona). The results brought to light three main findings: a low presence of
traits associated with sensibility; challenges concerning the use of symbolism during the creative process;
and a notable similarity between the aesthetic traits that emerged in musical and choreographic activities.
This research contributes to the field by specifying a framework of aesthetic traits and skills and thereby
offering practical tools for the analysis of aesthetic expression. It identifies the key factors that support
the consolidation of students’ aesthetic personality during the different phases of the creative process,
encouraging sensibility, creativity and artistic expressiveness. Additionally, it underscores the importance
of collective interdisciplinary creative experiences in fostering these qualities. Finally, it provides music
educators with valuable information when it comes to enhancing the development of artistic competence
within interdisciplinary learning environments.
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1. Introduction

The subject of art education is legally instituted at a state level in Spain by Royal Decree 157/2022, which
lays down the minimum requirements applicable to the primary education curriculum in accordance with
Organic Law 3/2020 (LOMLOE). This decree establishes a competency-based model that advocates for
experimentation, expression and artistic production as fundamental processes in children’s education.
Given that most educational powers have been devolved to the autonomous communities, Decree 175/2022,
which regulates the primary education curriculum in Catalonia, reaffirms this approach by structuring the
subject into four specific competencies aimed at the gradual development of aesthetic abilities and skills.
These are as follows: 1) the design and dissemination of collaborative creative work that draws on concepts
and procedures that foster the development of expressiveness, reflective thinking and the communication
of ideas, feelings and sensations through joint deliberation (Shih, 2018); 2) the creation of artistic productions
that combine, modify or alter artistic concepts and procedures, thus encouraging the development of
creativity and heuristic thinking through experimentation and exploration; 3) the discovery of artistic proposals
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from different cultures, eras and styles, so enabling the development of sensibility, contemplative thinking,
aesthetic enjoyment and feeling through perception (Potash et al., 2012; Gonzalez Zamar, 2024); and 4)
research into and analysis of different cultural and artistic expressions within their contexts, which promotes
the development of aesthetic judgment, critical thinking and cultural identity through artistic appreciation
(Gamarra de Denis & Sosa de Wood, 2024).

With the acquisition of these competencies, students are able to develop aesthetic abilities and skills that
make them more expressive, creative, sensitive, and critical in relation to their own and other peoples’ artistic
productions. Furthermore, these competencies constitute a fundamental resource for the development of
competency-based learning applicable to other fields of knowledge (Beudert, 2010). In fact, much of the
research carried out inthe field of primary art education indicates that this subject has notable interdisciplinary
potential, linking up with and being enriched by other disciplines and thus promoting a more comprehensive
and contextualized approach to teaching (Burkharova & Urozhenko, 2020; Gonzéalez Zamar, 2024).

The consolidation of these specific competencies is promoted through aesthetic experiences based
on collective creative processes that integrate different artistic languages, in this way ensuring deep
functional learning (Vifias et al., 2022). These experiences foster diverse types of thinking in students,
enabling them to circumvent the critical incidents that emerge during the creative process (Burnard
& Hennessy, 2006; Cslovjecsek & Zulauf, 2018; Gould, 2006; Mertova & Webster, 2012; Woods, 1993).
They also encourage students to take on different artistic roles (creator, performer and spectator) during
the different phases of the process so that they are able to develop distinct aspects of their aesthetic
personality (Araujo, 2021; De la Roche, 2021; Vinas, 2019; Bozal, 2010; Hanza, 2008). The four types of
aesthetic trait associated with aesthetic abilities and skills that promote the development of artistic
competence are detailed below:

1.1. Expressive traits

Expressiveness is an activity inherent to human beings and one of the main ways in which individuals divulge
their inner world. However, this term may also refer to the artist’s actions during a creative process, i.e. to the
work that “reveals” and transcends as an expressive and aesthetic object with its own particularities (Barcia,
2004; Hospers, 1954). It can be associated with the spectators’ subjective evocation of their own emotions
when contemplating a work, emotions that are not necessarily the same as those of other spectators faced
with the same work, or as those of the artist (D’hers & Musicco, 2015).

In any case, expressiveness draws on different artistic languages and procedures. Therefore, to express
oneself artistically, it is necessary to understand concepts, know how to select and decide which metaphors
and symbols are most suitable for expressing sensations, feelings and ideas, and master the use of
specialised materials, techniques and technologies. It is these competencies and resources that enable
individuals to explore, communicate and manifest the psychic content of their own emotional, psychological
and cultural worlds (Ronderos & Mantilla, 2013).

1.2. Creative traits

Creativity can be understood as the ability to come up with innovative answers to conventional questions. For
Gardner (1985), it is a complex construct most commonly expressed through a wide range of intelligences,
and its central component is novelty. The teaching of creativity is based on the proper organisation of
divergent and convergent thinking skills (Baker et al., 2001; Esquivias, 2004; Ronderos and Mantilla, 2013):

— Convergent thinking involves a conservative, logical, analytical and systematic disposition that enables
the organization of the knowledge production process. It is associated with the ability to establish unusual
relationships and associations, solve problems, propose different alternatives, develop analogical think-
ing, fluency, originality, etc.

— Divergent thinking involves a broad, non-conservative disposition that embraces change and risk-taking.
It is mainly associated with the imagination, play and fantasy - in other words, with the sources of inspira-
tion, the brilliance of ideas, and spontaneity.

For creativity to flourish, students need to be taught how to structure and organise their work, and how to
deconstruct, disorganize and transform the same aspects. This introduces the attributes of fluency; flexibility,
originality, elaboration and synthesis into their ideas and thinking, and the ability to combine ideas. (Torrance,
1987).

1.3. Traits of aesthetic sensibility

On the one hand, sensibility is the inherent ability of all living beings to perceive sensations and, on the other,
to respond to subtle stimuli or excitations. This occurs by means of the senses that living beings possess
and through which they perceive the chemical or physical variations that occur both internally and externally
(Goleman, 2013). However, this concept is also used in other contexts that are not strictly physical, referring
instead to the natural human tendency to experience emotions or feelings (Dewey, 2008).

For Vitalich Sallan (2007), aesthetic sensibility is a dimension of subjectivity susceptible to development
and, according to Bruner (2004), one to which we are all exposed to from birth, thus constituting an essential
dimension that, as human beings, we apply in the processes of cultural development. Likewise, in contexts
such as art, the term plays a very special, critical role, as it is often used to define or describe a person’s ability



Vifias, M. F,, Viladot, L. & Casals, A. Rev. electron. complut. inves. educ. music. 23(1) 2026: 71-83 73

to approach, understand or engage with artistic material (Pérez Garcia et al., 2014). It is not easy to perceive
subjective experiences with sensibility. For this reason, the confidence in their own sensitivity that students
build up during their schooling will be strengthened to a greater or lesser degree by how their teachers foment
the processes of sensitive interaction.

Finally, as proposed by Levinson (2001, cited in Carrasco-Barranco, 2007), there are two basic types of
sensibility: perceptual and attitudinal. Perceptual sensibility is described as the ability to register phenomenal
impressions based on perceptible non-aesthetic traits, while attitudinal sensibility is considered to be
the ability to react to phenomenal impressions favourably or unfavourably, with approval or disapproval. A
person’s attitudinal sensibility possesses a component that is strongly shaped by culture and undergoes
changes over time.

14. Traits of aesthetic judgement

Aesthetic judgments are “individual judgments that people make about particular objects in particular
perceptual situations” (Henrich, 1992, p. 87). Kant maintained that judgment through aesthetic taste occurs
when the representation is filtered through the imagination of the subject and the feelings of pleasure or
pain they experience. That is to say, aesthetic judgment concerns the affects and feelings evoked by the
encounter between a certain subject and a certain object, and for this reason it cannot be universal (Silenzi,
2009). However, taste involves not only feelings and imagination but also discernment (Martin Prada, 2017),
because this faculty is what enables us to discover the possible flaws and faults in a work of art. Therefore,
aesthetic judgment can be understood as occupying an indeterminate space lying halfway between the pure
laws of understanding and the total chaotic indeterminacy of the imagination (Silenzi, 2009) - and another
mental activity also comes into play: reflection. Aesthetic judgment is constructed and mediated by the
individual’'s particular worldview, by their lifestyle and their specific way of feeling, conceiving, preserving or
transforming, symbolizing, giving meaning to and valuing how they interact with themselves, with nature, and
with their cultural context.

Ultimately, the artistic competencies play a crucial role in individuals’ holistic development, because
they encompass a series of aesthetic abilities and skills that enrich learning. However, it is often a
challenge to define which aesthetic traits students activate to develop their artistic competence. This
is explained by the subjectivity inherent to some aspects of aesthetics and the difficulties involved in
establishing observable, quantifiable indicators. Therefore, it is not only essential to design meaningful
aesthetic experiences based on collective creative processes, but also to establish appropriate indicators
for systematically and accurately measuring student progress. This research is part of a doctoral thesis
in which an ad hoc instrument was developed and validated for this purpose, although the article focuses
on demonstrating the coordination and activation of these aesthetic traits during real creative processes
in the classroom.

2. Goal

The goal of this study was to identify and analyse those facets of aesthetic abilities and skills displayed by
primary school students when participating in collective interdisciplinary creative processes involving music
and dance.

3. Methodology

Data about the creative process was collected through videos within the framework of an action research
project. Collection and analysis was carried out from the perspective of a participant observer working as
an art education teacher, specifically a music teacher. Thanks to this approach, the teacher (first author) was
able to continue with her usual classroom practice while simultaneously assuming the role of researcher,
without disrupting the course dynamics (Creswell & Creswell, 2018). This article presents the analysis of
these videos from a descriptive-interpretive standpoint while following a mixed-methods model (qualitative
and quantitative).

Context and sample

The “Mudansaticas” project was implemented in a school in Castelldefels (Barcelona) during two academic
years. It was aimed at primary school students aged 8 to 12 years old (N=100) divided into four similarly sized
subgroups according to their age (8t0 9, 9t0 10,10 to 11, and 11to 12 years old). Two learning situations were set
up for this project, based on collective processes of composition that integrate music and dance alongside
mathematical concepts that served as guiding threads. In the first, musical and choreographic creation
was approached through the Tangram puzzle, while in the second the students explored the mathematical
concepts of probability and chance through Mozart's Musikalisches Wiirfelspiel K. 294d (Dice Game). The
teaching goal was to provide students with an aesthetic experience in which they could personally compose
and perform their own music, then choreograph it, and finally present it on stage.

These proposals were implemented in seventeen one-hour sessions organised during the second term,
between January and March. The teaching methodology was based on an active, collaborative approach
where students took a central role in their learning process. Work in small groups (about five students) was
combined with presentations before the whole class. Participation was encouraged through dialogue and
shared decision-making. The teacher played a key role, acting as a guide and facilitator and providing support
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without any interference, which fostered autonomy, reflection and the development of aesthetic and artistic
skills and abilities'.

The interdisciplinary approach to the creative process developed by the students during this research
was divided into three clearly defined phases (as described in Vifas et al., 2022). During these phases, the
students assumed the typical roles of a musical-artistic persona (creator, performer and spectator), which
are analogous to the three roles proposed by Wolf (1991) for other artistic manifestations (author, observer
and reflective researcher). The three phases and their respective roles are described below (see Figure 1):

A) The starting phase: in which students adopted the role of creators, and characterized by an apparent
fertile chaos in which each group’s creative proposals were generated and developed.

B) The developmental phase: where students adopted the role of performer, playing their compositions and
dancing out their choreographies while dealing with critical incidents that they had to resolve in order to
make progress.

C) The mise-en-scéne: where students, in their role as spectators, valued and reflected on their own and
other students’ work, showing both aesthetic pleasure and a deep integration of ideas and concepts -
thanks to the interdisciplinary nature of the experience.

The course taken by this model favoured the joint creation of works. It promoted meaningful interaction
with the arts, taking them from the idea to action and the mise-en-scéne, and at the same time facilitating the
presence of traits associated with the development of aesthetic abilities and skills.

Figure 1. Model for collective interdisciplinary creation and students’ roles.

a
ll—“- PERFORMER

Figure prepared by the authors.

Data collection and analysis

The data was obtained by viewing the videos recorded during the creative process carried out at the school.
Forty-five videos, with an average length of 50 minutes, were analysed using a tool designed specifically
for this purpose according to the aesthetic characteristics of the established dimensions (Table 1). This tool
was submitted for expert review to verify its reliability and subsequently checked for inter-rater agreement to
confirm its internal reliability.

Table 1 details the indicators used to identify the characteristics to be analysed. These indicators are a
synthesis of concepts proposed by leading authors. They were identified by means of a specific literature
review carried out using Atlas.ti 25 software. For clarity, the table has been organized in accordance with
the three phases of the creative process described above (starting phase, developmental phase, and
mise-en-scene).

1 For a more detailed understanding of the teaching approach, see Vifas, M. F. (2019).
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Table 1. Dimensions and indicators associated with aesthetic skills and abilities
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Table prepared by the authors.
4. Results

The results of the analysis carried out using the video observation tool are presented below (Table 1).

4.1. Starting phase

Results concerning expressive and creative aspects and aesthetic judgment emerged in this first phase of
the process. The group displayed a wide range of expressive ideas during the process of musical composition
(see Figure 1), integrating both technical and expressive aspects. They highlighted the importance of recording
their compositions.

AS affirmed: “She’ll be able to understand it with the score.”,
and AC replied: “Yes, that’s true. People need to understand what we're playing when we play it.”.

These scores included indications of musical structures and symbols such as repeat bars.

AM commented on the length of the composition: “Look, it has to be A-B-B because it will be too short
if we make it A-B-A.”

They also worked with ascending and descending pentatonic scales and simple rhythmic sequences:
crotchet, crotchet, two quavers, crotchet, for example. Sometimes they also used analogical notation, such
as colour-based symbols associated with the chosen instruments and timbre, and to represent the sound
qualities and the order of the performers, but not to express emotions.
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AC: “Each symbol is a person. When we see a blue square, we'll know it’s our turn.”
AS added: “Each of the colours represents a different sound”.

They performed spontaneous, playful musical pieces in the form of improvisations, using basic playing
techniques (see Figure 1) while simultaneously experimenting with ostinatos that evolved through crescendo
and accelerando techniques, as well as forte and piano nuances.

The groups explored aesthetic and cultural references taken from traditional songs such as “Sol solet”, or
from other genres such as Queen’s “We Will Rock You”. They also remarked that “it should be more like rock
and roll”, thus bringing their own sensibilities into play. They responded emotionally to the musical results of
their own work during the composition process, showing displeasure with comments like “That’s awful!” and
“It doesn’t sound bad!”. These reactions formed part of a consensus-building process that ensured all the
proposals were accepted by the group. They also showed signs of nervousness, laughed a lot, and expressed
satisfaction as they consolidated their ideas, which reflected their commitment. Finally, they celebrated
happily upon finishing their compositions, showing how they had learnt and enjoyed themselves during the
tasks carried out in this phase of the creative process.

Graph 1. Results for music in the starting phase.
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Graph by the authors.

Regarding the choreographic work, the students initially tackled it as if it were a scene from a theatre
play, discussing how to incorporate narrative and expressive elements (see Graph 2). They started with literal
gestures and images to create the dance, but then translated them into components of body language
through the exploration of new possibilities for movement that cohesively shaped the choreographic and
spatial composition.

They made use of props to enrich the visual and narrative content, as well as gestures and music. The
importance of detailed planning was also highlighted and is reflected in the compositional methodology
employed by all the groups: 1) they discussed what they wanted to do; 2) then they visually represented it
through gestures; 3) they improvised to the music using those gestures; 4) from what emerged, they chose
what they liked best; 5) they refined and stylized the movements to make them into a set choreography.

In both parts of the process (musical and choreographic), the students held deep, reflective discussions
where they thought about and decided on what ideas they wanted to express in their creations. Furthermore,
these ideas evolved in parallel with the development of the final product, highlighting the need to create a
script or storyline that made the future mise-en-scéne more coherent. This approach ensured complete
integration of the physical, visual, musical and narrative components.
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Graph 2. Results for dance in the starting phase.
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Graph by the authors.

4.2. Developmental phase

In this second phase of the process, the results were primarily associated with artistic and aesthetic traits
present in the musical composition. We observed that the students continually consulted the score, which
denoted their good organisation and attention to musical details. During rehearsals, they focused on
consolidating different sections of the music or choreography, repeating them to achieve greater precision,
coordination and rapport during their performance. When they detected any mistakes or something that did
not seem right, they adjusted or modified it, always starting the piece of music or dance from the beginning to
perfect the work and thus ensuring a sense of cohesion. Furthermore, they used different aspects of musical
and physical language to reorganise their music and dance compositions.

Atthis stage, the group dynamics were clearly collaborative; it was remarkable to observe how they watched
each other and used gestures and other hand movements to give instructions and coordinate the process.
This nonverbal language reflected the rapport and mutual understanding existing among the participants. In
fact, during one of the rehearsals, the students, sensing that the piece was beginning to flow, started jumping
up and down, dancing and laughing to show their satisfaction and enjoyment. Another example is student AC,
who, while leading her classmates and observing that the piece was being performed flawlessly, expressed
her approval with an energetic “Right, we've got it!”.

During the development of the music, the students also made aesthetic judgments about the performance
of their creations (see graph 3), reflecting their emotional involvement with what they were composing. At one
point during the performance, a student began improvising a melody on the slide whistle and shared it with
the rest of the group:

AY: “What I've just played is really cool, shall we use it?”
One of his classmates agreed: “Yes, it sounds great.”

In this way, they confirmed that they preferred the proposed change, and this sequence illustrates how they
validated their ideas during the performance through aesthetic judgment. This behaviour was not detected
when choreographing dances (see Graph 4).
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Graph 3. Results for music in the developmental phase.

DEVELOPMENTAL PHASE - music

35%
30%
25%
20%
15%
10%
5%
0%
u o = H L = o
2 oy o3 2 5 2 £
By 4 2= o = = = 6o o
E c w8 2 e = £ T ou Ll E &
w D o g 9 oy w 5B T 2 =
= wom 2 v on g = - = e
= w i ] ="} w = o
wn B 20w 4 ya s £ oA = o
E’g EE'G:E" ET = b 8c g 52— £ E
R = z o5 £ &
£ § £3%8¢ $8% 3 TEs 5B 34
¥ eERe wilE 3 253 Es s
] £8 48 2gcw a Ex = S 9 g e
5@ G2z %33 E S a5 s 5 3 =2
£z 2585 SESS = £2E s E £5
x =z S 2w 2 »9 .z L - o2 oo Sl
=g gL ER g TEZ £ g m = 29 o
4 e 2 3 = £ o (= =TT =
A §482 c v £ = ER a= =
w 2 £§¢2 3 g o 4 =R - £ o
T . 2= 9 =58 B 2y ]
E P 88 S=9 >E 3c
= m LU - St [ = 3 > 2
o o £ = m &8 = 2 E
£ se £ 2 5 =
- & Q5 o i =1 ang
~ O 'm [
m = ~
AESTHETIC AESTHETIC SENSIBILITY CREATIVITY EXPRESSIVEMNESS
JUDGMENT
Graph prepared by the authors.
Graph 4. Results for dance in the developmental phase.
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All said and done, the group’s creative process was characterized by constant interaction between
performance, rehearsals, reflection, revisions and spontaneous suggestions. Although some tensions arose
during this stage because the group was immersed in a process of self-imposed pressure where each
member was striving for perfection, the moments of collaboration and teamwork strengthened the group
dynamics and the aesthetic quality of the final products.
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4.3. Mise-en-scene

The ability to reflect on the symbolic meaning of the ideas expressed in their classmates’ work was one
of the most notable findings. It was observed that students displayed a marked interest in understanding
the narrative thread of the works, prioritizing the rationalization of what others were trying to convey in their
creations through the musical, choreographic and even scenic elements that they selected and incorporated
into their own pieces.

When asked about the meaning of performances created by other groups, they all led off their answers
with “What | understood...". This opening phrase reveals that, from an expressive point of view, 8-to-12-
year-old primary school students focus more on a real, literal understanding of the narrative and the action
expressed, discarding more metaphorical and abstract components with a hidden interpretation of ideas or
messages that they were not ye bale to appreciate.

It is also worth noting that students exercised their creativity by imagining fictional situations or stories on
viewing other students’ performances. They connected what they heard and saw with objects, environments
and situations that were part of their collective imagination, prioritizing narrative understanding over feelings.
Furthermore, they drew attention in their conversations to those musical, choreographic and stage elements
(costumes, props, effects, sets, etc.) that impressed them and that they considered original.

The students’ role as spectators revealed that they do not focus their appreciation on the emotions
conveyed, but rather on the logic of the narrative. They extracted a rational message about the work from the
mise-en-scene, relegating the emotions to a secondary plane. At the same time, the works contained moral
lessons that acted as triggers for reflection on values, ethics, social issues, etc.

Finally, the expression of aesthetic judgments was another relevant aspect. The students justified their
opinions using technical criteria: they evaluated the works according to their performance, highlighting
aspects such as rhythmic and melodic harmony in the music, or synchronization and coordination in the
dance. A lack of coordination and contrasts made them uncomfortable, while clarity and precision were
appreciated. Although they tended to be more evaluative than critical, these results demonstrate how the
works stimulated their aesthetic judgment (see Graph 5).

Graph 5. Results for the final performance.
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5. Final considerations

This study served to identify and analyse the aesthetic abilities and skills displayed by primary school students.
It used a tool that allowed for the assessment of certain aspects of music and dance, taking into account the
expected level of competence among students in this age group. In this regard, some items could be expanded
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in order to address them more precisely and in greater depth in other contexts. For example, in the case of
students in a dance school, the body-time category could be expanded beyond the factor of speed, and, items
concerning harmony and musical styles or genres could be explored with students in a music school.

Three aspects of the results of this research should be highlighted: 1) the low presence of traits linked
to sensibility; 2) the difficulties encountered with the symbolic representations during the creative process;
and 3) the similarity of the aesthetic traits that emerged in both music and dance. The implications of these
results are discussed below:

The low presence of the trait of aesthetic sensibility in the three phases of the process indicates that
teachers should pay special attention to helping develop it (as pointed out by Vitalich Sallan, 2007). However,
we are aware that the results may have been influenced by the difficulty of identifying aesthetic sensibility
through video analysis, coupled with a limited awareness of the topic among students at this age.

All symbolic, abstract thought is strongly linked to individual maturity. In this sense, students drew on the
possibilities offered by concrete musical and choreographic elements to create their works, but they rarely
took a symbolic or metaphorical perspective. In contrast, they were capable (and this was very noticeable) of
resorting to symbolism when they were spectators, which helped them to reflect on the ideas and give them
meaning. Thus, a dichotomy emerges between the creators’ intentions and the spectators’ interpretation
(D’hers & Musicco, 2015), which is by no means problematic but rather tends to enrich and imbue the artistic
work with meaning.

Another factor that, according to the results, supplements and consolidates aesthetic learning outcomes
was the collaborative work involving different art forms, as suggested by many studies (e.g., Burkharova &
Urozhenko, 2020; Gonzalez Zamar, 2024). The main aesthetic traits that come to the fore when focusing
on one discipline are repeated similarly in others: reflection on ideas and expressiveness from within the
artistic language itself during the initial stage; musical/choreographic work and the capacity for change
linked to creativity during development; and the analysis of the components of music and dance in order to
make aesthetic judgments during the performance. However, a point of discordancy emerges. During the
development of the project, the musical side was highly valued, demonstrating aesthetic judgment, while
this trait was surprisingly absent in the choreographic work. While further studies are needed to explore this
aspect more deeply, one hypothesis suggests that the difference in background and prior experience of each
subject could play a key role when it comes to explaining this discrepancy.

In a competency-based curriculum geared towards the development of integrated projects, such as in
primary education, it is important to develop the different artistic languages in as broad and integrated a way
as possible. To this end, it is essential to go beyond technical mastery and the final product and instead focus
on the development of aesthetic education as a process. Experiencing the three roles - creator, performer
and spectator - provides students with a full and enriching aesthetic experience. At the same time, it helps
teachers to influence the development of their students’ aesthetic sensibilities.

Therefore, we can affirm that this research breaks new ground in the study of the aesthetic dimension
in schools, especially in collective interdisciplinary creative processes. It provides a clear definition of the
characteristics of aesthetic abilities and skills and their application in the analysis of aesthetics. It also
highlights those elements that foster the consolidation of students’ aesthetic personality at different stages
of the creative process, giving equal importance to the creative impulse, expressiveness during performance,
and a sensitive and open attitude to art. Finally, this research provides music teachers with key information
when it comes to optimising the development of artistic competence in interdisciplinary environments.
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