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OPERA ART AS A MEANS OF FORMING CULTURAL IDENTITY IN AN
EDUCATIONAL ENVIRONMENT

Abstract

As a unique form of aesthetic expression that brings music, theatre, and cultural discourse
together, one might argue that opera art has the power of impacting cultural identity in the educational
context. In this paper, National and international operatic creations in secondary education: Its
potential to encourage respect for cultural tradition and interest in history, and the arts we discuss the
value that operatic works may have as a resource in secondary education, and especially to explore
the benefit that we might find in bringing an artistic production from our culture and other cultures
to secondary schools. The research was carried out with the participation of 120 students at 3
secondary schools, and employed mixed methodology, focusing on variability of exposure to
national, international and hybrid repertoires. Data was obtained from pre-post-tests, reflective essays
and focus group interviews. On the quantitative side, a significant increase in cultural identity and
historical interest, especially among hybrid participants, was revealed. Qualitative analysis
demonstrated high emotional involvement, aesthetic empathy, and increased intercultural
understanding, with national opera enhancing self-identity and international opera multiplying
historical curiosity. The study also affirms opera’s status as the anvil on which national consciousness
is forged alongside a global perspective. It also shows that it is possible to incorporate opera in an
interdisciplinary curriculum without having to change the entire course. The article argues that opera-
based education is an enlivening practice that helps students cultivate cultural roots and emotional
understanding. Other avenues for future research could be longitudinal studies and investigating
digital opera formats with a view to making them more accessible. This analysis and discussion of
the opera as an art and as an interactive therapeutic tool, is based on the curriculum as opposed to
just a musical composition.

Keywords: cultural identity, opera education, arts integration, historical interest, intercultural
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BLJIIM BEPY OPTACBIH/IA OIIEPA OHEPI MOJAEHM BIPETEMIKTI
KAJIBIIITACTBIPYIBIH KYPAJIBI PETTH/IE

Axoamna

My3bIKaHBbI, TEATPIbI )KOHE MOJICHH AUCKYPCTHI OIPIKTIPETIH ACTETUKAIIBIK KOPIHICTIH Oipereit
TYpi peTiHe onepa eHepi 0iiM Oepy KOHTEKCTIHE MO/IEHH Oipereiiiikke acep eTeTiH KYIIKe He AeTl
anTyra Oomanbl. byn makamama "oprta OumiM Oepymeri YITTBIK JKOHE XaJIbIKApPAJIBIK OTEPABIK
TYBIHABUIAP: OHBIH MOIEHU JOCTYPJIEPAlI KYPMETTEyre JKOHE Tapux IIeH 6©Hepre JereH
KBI3BIFYIIBUIBIKKA BIKIAT €Ty aneyeTi" aTThl eHOerine 013 omnepaniblK HIbIFapMaliapAblH opTa OuTiM
Oepyzmeri pecypc peTiHaeri KYHABUIBIFBIH TaJKbUIAHMBI3, ocipece KOPKEM IIbIFApPMaHBl ©3
MOICHHETIMI3/ICH JKoHE 0acKa MOJCHUETTEP/ICH OpTa MEKTENTepre SKeIy/iH MaiIachlH 3epTTeiMi3.
3eprrey 3 opra MekTenTiH 120 OKYIIBICBIHBIH KaThICYBIMEH KYPTi3UIA1 dKOHE YITTHIK, XaJIBIKAPAJIbIK
XKoHe THMOPHATI penepTyapiapblH ocep eTyiHIH e3repMelniiirine OarpITTajFaH apanac 9JIiCTeMeHi
KOJIJaH IBL. J{epeKTep ajIbiH aa TecTiiepaeH, peQIeKCHusIbIK dcCceepAeH KaHe (PoKyc-TonTapAaarsl
cyxOattapaan anbiHIbl. CaHBIK >KaFbIHAH MOJIEHU COMKECTUIK MEeH TapUXU KbI3BIFYIIBUTBIKTHIH,
ocipece THOPHMATI KaTbICyIIbUIap apachblHIA aWTapibIKTal ©CKEeHI aHbIKTanabl. Camansl Tannay
YKOFapbl SMOIIMOHAJ/IBI KATBICY/IbI, SCTETHUKAJIBIK AMIATUSHBI )KOHE MOJIEHUETAPAIBIK TYCIHICTIKTIH
apTYBIH KOPCETTi, YITTHIK OINEepa ©31HAIK epPeKIIeNiriH apTThIPAbI, aJl XaJbIKapaJblK OoIepa TapuxXu
KBI3BIFYIIBUIBIKTHI @pTTHIPABL. 3€PTTEY COHBIMEH KaTap ONepaHbIH jkahaH IbIK IEPCIIEKTUBAMEH KaTap
WITTBIK CaHa KaJIBIITACAThIH aHBHWJI PETiHIEri mMoprebecin pactaiinpl. CoHmali-ak, OyJI onepaHsl
MIOHAPAJBIK OKY OaFaapiaMachiHa OYKiUT KypCThl ©3repTHECTeH eHri3yre O0NaThIHBIFBIH KOPCETEII.
Makanana onepara HeTri3ienreH OiTiM Oepy CTYACHTTEpre MOJEHU TaMbIpjap MEH 3MOIIMOHAJIIBI
TYCIHIKTEP/Il TaMBbITyFa KOMEKTECETIH >XKaHAaHIbIPaThiH TXipuOe ekeHAIri aiteurradH. bomamiak
3epTTeyiepaiH 0acka Kouaapbl OOMIBIK 3epTTEyJep KoHE OJapJbl KOJ KETIMII €Ty MaKcaTbIHAa
caH/bIK orepa GopmarTapbiH 3epTTey O00ysl MyMKiH. OnepaHbl OHEp PETiHJIe KOHE HHTEPAKTUBTI
TEpANeBTIK KypaJ PETiHJIE Taljjay MEH TaJKblIdy TEK MY3bIKAIBIK KOMITO3UIUSFA €MeC, OKY
OargapiaMachlHa HET13/eNTeH.

Tyiiin ce3mep: MoaeHM Oipereisik, omnepaiblK OUIIM, ©HEp HMHTErpalusichl, TapUxu
KBI3BIFYIIBUIBIK, MOJCHUETAPAIIBIK CaHa.



mailto:takhaui85@mail.ru
mailto:aliya_mombek@mail.ru
mailto:asel_surem@mail.ru

Abait ameinoazul Kaz¥11Y-0viy XABAPLIIBICDI, «Kepkemonepoen 6inim bepy: onep — meopuscel — a0icmemeciy cepusicul, Ne2 (83), 2025 onc.

Paxmeros T.B.!, Momoex A.A.2, Myxanosa A.M.3
'Kaszaxckuit HalMOHANBHEII IeIaroruyecKuil yHUBepCUTET UMeHH Afas, JOKTOPaHT 2 Kypca
kadenpsl «My3bIKaTbHOTO 00pa3oBaHus U Xopeorpadgumn», paxyasrer MIcKyccTB, AIMaThI,
Kazaxcran, e-mail: takhaui85@mail.ru
’KazaxcKuii HAIMOHAIBHbIH TIearornyecKuii YHUBEPCUTET UMEHU AOasi, KaHIu1aT
MeIarornYecKuX Hayk, JOIEeHT, I. Anmarsl, Kazaxcran, e-mail: aliya mombek@mail.ru
3Konnemxk «bebeky, npernogasarens, I. AnMarsl, Kazaxcran, e-mail: asel surem@mail.ru

OIIEPHOE UCKYCCTBO KAK CPEACTBO ®OPMHUPOBAHUA KYJBTYPHOI
NIAEHTUYHOCTHU B OBPA3OBATEJIBHOU CPEJIE

AnHomayus

OmepHOE HCKYCCTBO, COYETasi My3bIKaJIbHbIEC JIEMEHTHI, CLIEHHYECKOE JICHCTBO U KYJIBTypHBIC
0OCYXIIeHHsI, BBICTYNAeT Kak OCOOBI BHUA XYyIOKECTBEHHOTO TBOPYECTBA, CIIOCOOCTBYIOIIUI
(GOpPMHUPOBAHUIO KYJIBTYPHOM HWACHTHYHOCTH dYepe3 oOpas3oBaTelbHBIC Ipolecchl. B maHHOM
MarepHale aHaJU3UpyeTCs 3HAYMMOCTh BKJIIOUCHHS HAIMOHAJIBHBIX M MEXKIYHAPOTHBIX OINEPHBIX
CIIEKTaKJIell B 00pa30BaTeNbHYI0 MPOTrpaMMy CpeIHEW MIKOJbI sl CTHMYJIMPOBaHUS HMHTEpeca
yYaluxcs K KyJIbTYpPHBIM HACIEUSAM W DPAa3BUTHIO TMOHMMAHHUS HMCKYyCCTBA M HCTOPHUYECKOTO
KOHTeKCTa. B paMkax pmaHHOro mpoekTa mpuHsuiM yyactue 120 ydeHMKOB U3  TpEX
0011e00pa30BaTeNbHBIX YUPEKICHUH, TIEe NPUMEHsIach KOMOWHUPOBAHHAS HCCIIEIOBATEIbCKAS
cTparerusi, akIEHTUPYOLas pasHOOOpa3ue BOCHIPHITUI JIOKAJIbHBIX, ITIOOATBHBIX M THOPUIHBIX
KyJIbTYpHBIX —mporpamm. HMuHdopmamus Opula coOpaHa MOCPEACTBOM — IPEIBAPUTEIHLHOTO
TECTHPOBAHMS, AaHaJIM3a 3CCE YYAaCTHUKOB M Oecel ¢ y4YacTHHKaMH Tpymil OOCYXICHHS.
OTHOCHUTENHHO YHCIOBBIX TaHHBIX OTMEUYEHO 3HAYUTEIILHOE YBEIMYCHUE KYJIBTYPHOTO CBOCOOpa3us
U HMCTOPUYECKOTO JIIOOOMBITCTBA, NPEHMYIIECTBEHHO Y YYAaCTHHKOB CMEIIAHHOTO THIIA.
OMOLMOHANbHAsT ~ HACHIIIEHHOCTh, pa3BUTasi CIIOCOOHOCTh K  COMEPEKUBAHUIO M POCT
TPaHCKYJIBTYPHOTO B3aMMOIIOHUMAHUS BBISBIICHBI KaY€CTBEHHBIM HCCJIECOBAaHHEM; HAIIMOHAJIBHBIC
OTIEpPHBIC TOCTAHOBKU CHOCOOCTBYIOT YKPEIUICHHIO HAIMOHAJIBHOW HWACHTHYHOCTH, TOT/A Kak
MEKIyHApPOIHBIE OIEpbhl CTUMYJIUPYIOT TIOBBILICHHBIH WHTEpec K wucTopuu. VccnenoBanue
MOJKPEIUISIET POJb OMNEepbl KaKk WHCTPYMEHTa (OPMUPOBAHHS HAIMOHAIHHOTO CaMOCO3HAHHMSA,
COYETAIOIIETOCs C MEXIYHApPOAHBIM MAacCIITabOM BOCHPHUATHS. DTO YKa3bIBa€T Ha BO3MOXKHOCTb
MHTErpaluy OIepbl B KOMIUIEKCHbIE Yy4eOHble IJIaHbl 0€3 paJuKaIbHOro IepecMOoTpa Bcel
nporpamMmMbl. CTaThsl MOTYEPKUBAET, YTO 3aHATHUS Ye€pe3 ONEPHbIC TOCTAHOBKHU MPEACTABIAIOT COOOH
3aXBaTHIBAIONINI METOJ], CIIOCOOCTBYIOMINK YKPEIUICHHUIO Y YYAIIUXCS KYJIBTYPHBIX TPAIUIHANA U
SMOIMOHAIBHOM CBsI3U. BO3MOXKHBI TNEpCHEKTHBHBIE pPa3pabOTKM B 00JaCTH JOJITOCPOYHBIX
HaAOTIOZICHNH M aHAJIM3a COBPEMEHHBIX CIICHUYECKUX TEXHOJIOTHH, HAlTPaBJICHHbIEC HA TIOBBIIIICHUE HX
noctynHoctu. MccnenoBanne U paccCMOTpEHUE JTaHHOW omephl Kak (OpMBbI UCKyCCTBA M CPEACTBA
WHTEPAKTHBHOHN Tepanuu OCHOBBIBAETCS Ha 00pa30BaTeIbHON METOMUKE, a HE MCKIIOYUTEIBHO Ha
MY3bIKaJIbHOM ITPOU3BEICHUU.

KiroueBble cj10Ba: 0CO3HAHUE KYJIBTYpHOTO HACIEIMsI, O0y4eHUE CIEHHYECKOMY HCKYCCTBY,
CIIUSIHUE TBOPYECKMX HANpPABICHUH, M3YYEHHE HMCTOPUYECKOTO KOHTEKCTa, IOHHUMAaHUe
MEXTyHAPOIHOTO B3aUMOICHCTBUSI.

Introduction. Opera is a quintessentially multimedia form of art that combines music, drama,
scenic design, and costumes, it occupies a special place in our cultural education. It weaves together
story, music and stagecraft, providing a multi-sensory experience that can lead students into rich
cultural conversations. The underlying assumption of this project is the conviction that national and
world operatic masterpieces can be employed at educational settings to bring respect for cultural
heritage, awaken interest to history and arts, develop self-consciousness within a wider community.
Previous research underscores that when performing arts is incorporated into the public-school
curriculum, critical thinking, empathy, and cultural understanding are improved [25; 1].
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To comprehend how opera works as a pedagogical resource, some definitions are needed.
Cultural identity: the identity or feeling of belonging to a particular group or nation through shared
culture, traditions, language, etc. Operatic repertoire ranges from canonical pieces such as Le Nozze
di Figaro (Mozart), or Madama Butterfly (Puccini), deeply connected to specific cultural narratives.
We further reference integrated arts education as education that includes teaching strategies that cross
disciplines—e.g., music, history, literature—in the form of integrated learning [5].

History helps to explain opera’s emergence in late 16th-century Italy as elite entertainment that
eventually caught on throughout Europe and the world. Historians claim that opera has been a driver
of national identity—Verdi in Italy, Smetana in the Czech lands, Rimsky-Korsakov in Russia—so it
is a rich terrain for investigating culture [12; 18]. Current research indicates that when students are
exposed to both local and global opera traditions this interaction facilitates the development of
intercultural minorities and respect [16; 24].

Educational pedagogies support this: teaching the opera in upper-level humanities courses
prompts students to engage critically with societal issues—gender, power, and national identity—
cultivate arts literacy, and supports college success [20]. A concurrent mixed-methods study by
Thompson and colleagues (2021) studying high school audiences, cross-cultural empathy scores
found to be 15% higher after opera exposure. Thus far, however, little research has specifically
addressed the question of how the differences between national and international operas for
curriculum affect cultural identity for students.

In this context, it is against this background that this article inquires:

- What role does school-based national opera play in strengthening students' national identity?

- How do Global opera works contribute to the cultivation of historical and artistic
inquisitiveness?

- Is there some hope that some hybrid enterprise of this sort, drawing on both the national and
the world opera, could help to generate that respect for diversity, and that that diversity could be
grounded nonetheless in some real social-cultural identity?

To answer these questions, the paper examines models of curriculum that situate operatic works
within language, history and music units of work. It also examines quantitative and qualitative data
collected in teacher-driven pilot projects in high schools in which students experienced a guided
viewing of an opera, debriefed their viewing in small group discussions, and made multimedia
presentations on topics in or related to the operas from which they viewed excerpts. The conceptual
underpinning is rooted in constructivist pedagogy, social identity theory [27], and intercultural
competence models [6].

Methods. The methodology of our study was developed as a tool to investigate educational
impact of national and international opera in the settings of schools, its contribution to cultural
identity shaping, interest in history and art learning and intercultural competence. The study was
conducted over a 12-week period as part of the routine curriculum in three urban secondary schools
with diverse student populations. Group 2 Population was two groups of 120 adolescents aged 15—
17, both groups gender- and culture-balanced, who had not previously been exposed to opera in a
formal setting. Subjects were randomly assigned to one of three experimental conditions: Condition
A (national opera focus), Condition B (international opera focus), and Condition C (combined
exposure to each).

The intervention design was founded on arts integration pedagogy and multimodal learning.
The students participated in a 90-minute session each week, led by teachers who had been trained in
interdisciplinary instruction techniques. During these sessions, members listened to musical sections
of operas, viewed stage productions, and received historical-context admonishments, all followed by
facilitated discussions of the social, ethical, and emotional facets of the stories behind the operas.
The curriculum followed the Arts Integration standards of the Kennedy Centre, with adaptation to
the locality curriculum [23].

Group A investigated national tradition-based opera. For example, the syllabus in Russia
included The Snow Maiden and Boris Godunov. In the UK, pupils were taught Grimes (Britten). In
contrast, group B learnt operas such as Carmen, Turandot or The Magic Flute, that were chosen
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because they are globally popular, as well as culturally distant from students' own tradition. Group C
switched between national and firm works on a weekly basis. All groups participated in the identical
reflective exercises and peer presentations.

The methodology was based on the use of quantitative and qualitative instruments. Two
standardized assessment tools were administered to students prior to the intervention: the Multigroup
Ethnic Identity Measure [22] and the Cultural History Interest Scale. The instruments assessed initial
attitudes toward cultural self-concept, historical awareness, and arts interest. Instruments were re-
sent after the program to measure changes.

To enhance analysis, two written reflections were also written by students, and they took part
in semi-structured group interviews conducted by impartial researchers not part of teaching. The
interviews sought to explore the participants’ self-perceived personal growth, experiential emotional
engagement with operatic content, and sensitivity or awareness of a cultural value promotion implicit
in the music and stories. Themes were analysed according to a six-phase model [4], which identified
categories such as “identity alignment”, “historical curiosity” and “aesthetic empathy” that emerged.

For the quantitative data, SPSS 28.0 was used for the analysis. Paired-sample t-tests were used
to evaluate the mean differences between pre- and post-test scores. Furthermore, ANCOVA tests
were conducted to control for confounding factors, for example, socioeconomic status and prior
exposure to performing arts, in line with procedures recommended in the educational psychology
literature [26].

For reproducibility, full lesson plans, survey instruments and scoring rubrics are archived at the
host institution repository and are available upon request. Weekly fidelity checks were completed by
external observers using a standard protocol (ArtsEd Fidelity Tool) [7] and consistent delivery across
classrooms.

Ethical clearance was granted by the Institutional Review Board (IRB) of the corresponding
university. Written consent was obtained from the parents or guardians of all the patients. Student's
identities were anonymous and pseudonym codes were adopted for all publications. Then other
researchers also adhered to the UNESCO’s (2020) ethical guidelines for cultural and arts-based
teaching.

The methodological approach made it possible not only to measure directly changes in identity
and interest but also to grasp subtle distinctions between how different repertoires provoke different
cognitive and emotional responses. Through triangulation of surveys, reflective scripts and
interviews, the study sought to offer a secure and holistic understanding of opera’s role in the
formation of cultural identity. This multi-method approach is consistent with current mixed-methods
best-practices in arts education research [9].

Results. The data that was collected was studied, and the analysis of these data shows patterns
in the way students reacted to national, international, and hybrid opera education programs. Such
results not only support the effectiveness of opera as an educational tool for the transmission of
cultural identity but also emphasized the differential effects of different types of repertoires.

Both pre-and post-intervention survey scores showed statistically significant improvement
across all groups, albeit to differing extents. The students who experienced only national opera works
(group A) had a more marked intensification of their cultural identity than the other groups. The
average score on the cultural identity scale increased from 3.45 to 4.12 indicating increased cultural
self-awareness (Table 1). The findings are in line with the results of Zhumabekov & Khamzina who
argued that national narratives in the arts serve as strong catalysts or reinforcement of collective
memory and identity construction 11. [32]

Group B, featuring works from international opera, had more modest improvements in
sentiment about cultural heritage (from 3.39 to 3.68) but much greater boosts in historical and artistic
curiosity (3.22 to 4.13). This is consistent with the claim by overseas academics that transnational,
global operatic narratives promote cross-cultural frame and historical sensibility [16].

This kind of combination exposure (hybrid exposure) in Group C brought the best compromise.
Students in this category reported higher growth in both, identity (3.42 to 4.15) and interest (3.18 to
4.22) compared to students in both single focus conditions. These results indicate that combining
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national and international stories develops a broader understanding of cultural pluralism that does not
lead to the reduction of national self-awareness, a principle also underscored in Kazakhstan’s
Concept for Development of Multilingual Education (Ministry of Education, 2020) 22.

Table 1 — Pre- and Post-test Mean Scores by Group

Group Pre-test Post-test Pre-test Post-test

Cultural Cultural Historical Historical
Identity Identity Interest Interest

Group A (National | 3.45 4.12 3.20 3.85

Opera)

Group B 3.39 3.68 3.22 4.13

(International

Opera)

Group C (Hybrid) 3.42 4.15 3.18 4.22

A qualitative analysis offered a greater insight into the changes’ internal steps of the students.
Thematic coding of responses to reflections and interviews revealed that the response data were
subsumable under four broad emergent categories: Identity Alignment, Historical Curiosity,
Aesthetic Empathy, and Intercultural Awareness. The codes occurred more or less frequently in the
groups (Table 2), reflecting how different repertoires were associated with varying emphases of
experience for the students.

Table 2 — Thematic Codes Frequency in Qualitative Responses

Theme Group A Group B Group C
Identity Alignment 52 28 60
Historical Curiosity 30 54 56
Aesthetic Empathy 38 42 58
Intercultural Awareness 20 49 65

Group A students also described pride, emotion, and an enhanced national pride and connection
to history and legends. One student put it this way: “Listening to ‘The Snow Maiden’ helped me
understand Russian folklore’s soul and feel my heritage as something live, not just from books” 33.
In line with Toktarbayev’s [29] observation that operatic works contribute to a “dynamic cultural
memory” for the younger generation 44, this effect is consistent with Toktarbayev’s argument that
operatic works create a “dynamic cultural memory” in the younger generation 44.

Group B’s thoughts revolved around exploration and comparison. We found that students often
pointed out discrepancies in cultural expression (Western European opera vs. theirs) which means
that they were becoming more sensitive to intercultural variation. As one viewer said: “I never thought
TOSC A’s moral dilemmas had so many counterparts in Kazakh legends.

This finding was particularly observed for the combination of Emotional and Intellectual
responses in Group C. Students here compared national heritage and global themes. Their language
often displayed awareness that culture was both universal and culture-specific: Always cultivating
its cultural earth and knowing it to be culture, a self-content culture. As Tleubergenova [30] points
out in her article on cultural education in Kazakhstan, the balanced exposure promotes “cultural
elasticity,” which is important in the context of a globalized society 66.

Statistical analysis confirmed the trends observed. Paired sample t-tests indicated that all
domains significantly increased measurable skills (p <. 001 in identity and history scaled across all
groups). Upon running an ANCOVA test, our results suggested that cultural background did not
significantly moderate the effects, yet effectiveness on the interventions was generalizable across
students’ ethnic and national identity 77.

These findings confirm what has long been held, that opera has not only a role in that ennobling
function of the arts, but a place in an intentionally designed and integrated curriculum that fosters the

10



Abait ameinoazul Kaz¥11Y-0viy XABAPLIIBICDI, «Kepkemonepoen 6inim bepy: onep — meopuscel — a0icmemeciy cepusicul, Ne2 (83), 2025 onc.

comprehension and meaning making that those good at the practice of aesthetically sophisticated
performing arts tell us it does. It serves as a guide to moulding students’ values, consciousness, and
self-identification. This corresponds to the result reached by Kazakhstani educator Zholdasova [31]
when she focused on the importance of cultural literacy frameworks that combine historical heritage
and global narratives 88.

Furthermore, there were more engaged and retained student presentations and artistic
responses in the hybrid group. Their projects ranged from multimedia essays to dramatic re-stagings
of scenes with localized costumes to personal video journals about their own evolution of identity
via their relationship to opera. These products did not only express understanding but transformation
— what is the quintessential element of critical educational [11].

Overall, the study shows that when students are given access to operatic works touching both
their own cultural and traditions and those from other world traditions, they are more likely to grow
in a multi-faceted way when it comes to understanding culture. These findings have important
educational policy and curriculum implications, particularly in multicultural societies such as
Kazakhstan.

Discussion. The findings of this research validate the primary argument of this study that opera
as a multimodal art form has the capacity to be a powerful and productive force in building cultural
identity and fostering historical and artistic engagement in the educational sector. These findings are
also supported by an increasingly interdisciplinary literature which suggests that arts-based learning
is a powerful vehicle for building identity, emotional literacy, and cultural understanding [8].

The outstanding rise in the scores of Group A in the aspects of cultural identity reveals the fact
that the students are developing deference to their cultural heritage by being familiar with the national
operatic works. The increase from a mean of 3.45 to 4.12 actually suggests more than familiarity: it
implies internalization of national heritage which scholars have called “cultural embedding” [19].
These findings coincide with the findings of Zhumabekov & Khamzina [32] who argued that the arts
based upon national mythology and a language promotes continuity between generations and
contributes to the preservation of intangible cultural heritage 11.

Crucially, this study also showed that Group B, who listened to international operatic works,
experienced a significant increase of historical curiosity and of intercultural interest. The way 3.22
and 4.13 jump the scales of historical interest show us why even foreign operatic tales have and
deserve pedagogical bite. They are essentially historical case studies narrated through affective and
aesthetic experiences, which can resonate with learners far more profoundly than traditional didactic
modes of address. This lends support to Eisner’s [10] claim that “the arts afford entry to modes of
thought not otherwise accessible through symbolic language”.

To be sure, one could claim, it is the national culture that is more crucial to identity formation,
but the hybrid approach challenges this dichotomy (Group C). With the strongest across-the-board
growth in both identity (3.42 to 4.15) and historical interest (3.18 to 4.22), the numbers suggest a
synergism. When the national and global operas are taken together, they don't water one another
down; they make each other more aware. This is in harmony with the notions of glocalized pedagogy
that seeks learning for life models that connect local and global narrative in the formation of a well-
rounded learner [3].

These quantitative trends are also supported by qualitative findings. Group A’s reflections
indicated emotional resonance and strong identification with cultural characters and themes, such
findings are consistent with narrative identity theory in which people come to understand themselves
through the culturally embedded stories [21]. At the same time, the members of Group B presented
exploratory and comparative proposals which showed incipient advance in intercultural competence.
This is consistent with Byram’s [6] model of intercultural communicative competence, which
highlights the importance of aesthetic experiences in advancing empathy and cultural decentring.

The Group C reflections present strongest evidence for integrated learning. Students in this
category demonstrated meta-cognitive awareness towards the cultural diversity and common human
themes across the tradition of opera. They could explain how “local” and “foreign” narratives had
informed their sense of self and others. As also Tleubergenova [30] has pointed out, such meta-level
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cultural reflection is important in the development of flexible iterations of identity within a
globalized educational space66.

One unexpected result was the high degree of aesthetic empathy evoked in all three audiences,
and particularly in Group C, which did not consist only of intellectual, but also emotional reactions,
varying from sorrow, admiration to catharsis. As Nussbaum contends, developing emotional
imagination is crucial in democratic education which enables students to “look at the world through
others’ eyes”. It is a vehicle in which to hone this capacity since, in its dramatized emotional clashes
and heightened musical idiom, opera is ideally suited to such purposes.

Methodologically, the findings illustrate the need for a mixed-methods perspective.
Numerically, the gains have been significant and quantifiable evidence of how identity and interest
can develop; qualitatively, the responses provided detail on the nuances of these gains. Such
triangular approach is supported in the literature on educational research as a method to reveal the
width and depth of change in learners [9].

Furthermore, the results provide evidence for curriculum changes in the field of art education
in the multilingual and multicultural society of Kazakhstan. As claimed in the national strategy
document of the cultural development for 2021, "education will have to preserve cultural specificity
and educate participants in the process of a world dialogue" 99. The opera-informed initiatives
outlined in this article provide a concrete example of how that charge can be operationalized.

The research also adds to wider debates around decolonisation of the curriculum. And by
giving national and international operas equal weight, it avoids both cultural isolationism and
Eurocentric domination. And then there are scholars, like Andreotti [2], who insist that truly global
education involves more than just criticizing inherited knowledge structures and making rooms for
marginalized cultural expressions. Thus here, inclusion of national operas is not a nostalgic choice —
it is a political one.

There are some limitations, however. The research was based in urban schools with relatively
good access to cultural offerings and experienced teachers. To achieve similar outcomes at rural or
underperforming schools, though, some adjustments would be needed, especially regarding
infrastructure and professional development. Future studies may explore scalable models that track
digital opera experiences or community-based performances.

It is also of interest that students may have responded to novelty or the charismatic other-
expressive-ness of teachers. Although fidelity checks were implemented, opera is of an emotional,
arguably performative nature and results could be different, based on the elements of context. Music
is “more than a medium—it is a mode of understanding” [17], and the character of the understanding
can be modified through facilitation.

A second direction for future work is longitudinal follow-up. This study focused on immediate
post-intervention effects, but the sustainability of identity gains is an open question. Heath and
Roach’s [14] research indicates that such arts exposure can have lasting effects on civic participation,
empathy, and career decisions. Following student’s back months or even years later might provide
important insights.

Lastly, the study compels us to challenge the long-standing binary oppositions in education—
between arts and academics, national and global, emotion and intellect. Opera, of course, is a hybrid
form and resists such dualities. It is a gesture of synthesis: of music and word, history and fiction,
tradition and avant-garde. As an educational tool, it requires — and rewards — nuanced thinking.
And this, maybe, is the most important thing about it.

Summary Overall, the research supports the significance of opera in modern education. It
asserts that students are not passive absorbers os cultural material; they act upon it, they transform
and recontextualize it. By providing a controlled exposure to national and world opera, developing
reflective practice, students are not only enriched artistically; they are also armed with the emotional
and cognitive ability to make sense of a complex, multi-cultural society. This mirrors Freire’s [11]
view that education is practiced freedom towards the end that learners critically transform their world
through dialogue and imagination.
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Conclusion. The work introduced here is a significant contribution to arts-based education,
bringing opera as a valuable and underexplored resource to the educational effort of cultural identity
and historical consciousness building in the classroom. In contrast to the majority of studies that treat
general arts integration or that narrowly focus on music appreciation, this study finds that opera can
serve as an interdisciplinary educational tool with specific benefits. Opera Opera’s unique
combination of music, narrative, drama, and visual culture provides a rich, immersive form that
enables students to encounter cultural content not only at an informational level but at one that is
internalized to help shape their sense of self in history and among different cultures.

One of the major discoveries of the study is the contrast between the rise and the fall of national
and international operas. National operas were successful in strengthening identity ties and
establishing cultural roots. These findings are consistent with traditional notions of narrative
socialization theory that suggest cultural narratives are mirrors against which individuals see
themselves reflected [21]. However, the addition of international opera has also proven to be of value,
challenging students’ viewpoints and triggering a curiosity about historical events and ethical
questions which were wider than their national history. The dual effect was most striking in the hybrid
group, in which the combination of the national and international repertoires was most associated
with balanced and substantial improvements on all targeted domains.

These research results are of importance in the framework of the educational and cultural
development strategies of Kazakhstan focused on the policy of multiculturalism, the preservation and
restoration of national heritage, and the integration into the global society. This study presents a
model that not only corresponds to these objectives but also provides explicit evidence for politicians
and educators seeking to fulfil national requirements whilst retaining global sensitivity. The findings
confirm that national operas can anchor identity when identity is weak and international operas are
able to facilitate techniques of developing intercultural understanding and these are both important
tools for the education system to prepare students for the complexities of the world today.

A further innovative feature of the study is the combined use of quantitative and qualitative
data to develop a rich and nuanced perspective on learning outcomes. This structure made it possible
to measure not only cognitive development, but also emotional and reflective development (some of
the least frequently evaluated aspects on standardized tests.) The use of mixed methods also showed
that students respond to operatic content not as passive viewers but as critical, emotional and social
consumers, providing a rich ground for future pedagogical innovation.

On a practical level, these results emphasize the viability of incorporating opera into already
established curricula without requiring major changes in structure. The utilisation of weekly lead
sessions, guided discussions and creative projects showed that with focused and reflective effort,
even short exposure can induce significant educational outcomes. Such approaches are scalable,
cutting across various settings—urban arts-rich schools to rural, low-resource programs—and
especially in digital media and partnerships with cultural institutions.

Some directions for future research are as follows. Follow-up studies may examine the long-
term effects of operatic education on identity development. What, if any, are these consequences, and
do they expand or wane over time? The tracking of students into later academic or professional life
would help address such questions. In addition, research might establish the replication of the model
on a broader scale with other ages, cultures and social status to determine generalizability. Another
promising line of research combines student opera creation—composing, dramaturgy, staging, or
rewriting operas—with the fostering of student’s agency and creativity in conjunction with identity
development.

Also, of interest would be the influence of opera on other interdisciplinary skills such as critical
thinking, emotional literacy, and ethical reasoning. These are the skills being more and more prized
by 21 century education systems and are frequently mentioned as being necessary for civic
engagement and being a global citizen. Now opera, with its inherent propensity for drama and its
moral essence is frequently used as a vehicle for this broader purpose.

In sum, this article has argued that opera is not so much a vestige of high, European culture or
an art form for elitist, outmoded youth. Practiced purposefully, with pedagogy, Opera is an
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educational force of nature, teaching students to see themselves and the world anew. It is an education
for head and heart that will equip students to reflect on their own cultural story as they listen to —
and learn from — the stories of others. In so doing, it serves the larger, more humanistic purpose of
education: It prepares informed, empathetic, culturally aware citizens.
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