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1. INTRODUCTION
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ABSTRACT: Learning basic dance movements is an important foundation for mastering dance skill, since it shapes movement technique, rhythmic sensitivity, and expressive appreciation. Sanggar Brang Wetan Surabaya applies the drill and practice method in teaching basic dance movements to help students master these skills through repeated, structured, and continuous exercise. This study aims to describe the implementation of the drill and practice method in learning basic dance movements and to describe the resulting learning outcomes of basic dance movement skills among students at Sanggar Brang Wetan Surabaya. The study draws on Hamalik's concept of the drill method, the behaviourist theories of Ivan Pavlov and John B. Watson, Benjamin S. Bloom's taxonomy of learning outcomes, and Anders Ericsson's concept of deliberate practice. A qualitative descriptive approach was used, with data collected through observation, interviews, and documentation involving the studio leader, two coaches, and student participants from the children's class, and analysed through data reduction, data display, and conclusion drawing, validated through method, source, and time triangulation. The results show that basic dance movement learning using the drill and practice method was implemented systematically through six stages: warming up, movement demonstration, movement imitation, repeated practice, correction, and movement refinement, delivered in a graded manner according to students' age and ability level. Learning outcomes show that students were able to master the wiraga, wirama, and wirasa aspects of dance well. Beyond technical mastery, basic movement learning also contributed to students' discipline, self-confidence, and readiness for the annual level-advancement examination. It is concluded that the drill and practice method is effective for teaching basic dance movement at Sanggar Brang Wetan Surabaya, as it helps students develop dance movement skills gradually, in a structured and sustainable manner that supports mastery of wiraga, wirama, and wirasa.
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Dance is one of the oldest means by which a community conveys its culture, and it continues to develop alongside the society that sustains it. Dance is not merely something to be watched; it is also a way of transmitting values, identity, and philosophy. Amid Indonesia's rich cultural diversity, traditional dance carries deep meaning as part of the nation's intangible cultural heritage, and each traditional dance has its own form, meaning, and aesthetics of movement. Learning to dance, therefore, is not only about learning how to move, but also about learning the aesthetic and cultural values attached to that movement, and one of the most fundamental elements that directly shapes a dancer's movement ability and stage presence is the mastery of basic dance movement.
Dance learning in a studio setting is generally centred on repeated, staged practice aimed at mastering dance skill, and one




method commonly used for this purpose is repeated drill and practice. This method focuses on repeated exercise so that habits are formed and movements can be properly mastered. Through regular practice, students are expected to master basic dance technique more thoroughly, thereby improving their fundamental movement ability while dancing. This is consistent with Gallahue and Ozmun (2006), who argue that the growth of motor ability depends heavily on movement experience that is provided in a planned and regular manner. Teaching basic dance movement in a studio therefore needs to be grounded in pedagogical principles that integrate the cognitive, affective, and psychomotor domains in a balanced way, so that students can develop their movement ability comprehensively and meaningfully.
One dance studio in Surabaya that consistently attends to the importance of understanding basic movement in dance learning is Sanggar Brang Wetan. This studio is actively engaged in preserving and developing the traditional dance of East Java, particularly Tari Remo and creative dances built on that tradition. With a structured, staged training system, the studio teaches basic movement to students across a range of ages. Its distinctiveness lies in a set of basic movements developed in-house and used as the core material in every class. Basic movement at Sanggar Brang Wetan is divided into three levels adjusted to students' age and development: Basic Dance for Children I, for ages four to nine, followed by twenty children; Children's Dance Class II, for ages ten to twelve, followed by seven children; and the Youth Dance Class, for adolescents through adults, followed by fifteen students. This model reflects a planned yet flexible pedagogical approach that accommodates the differing needs and abilities of each student while helping build a strong, characteristic movement identity.
Preliminary observation by the researcher found that students in certain class groups still showed imprecision in mastering basic movement technique, particularly in body coordination and in matching movement to rhythm, indicating a need for a systematic, repetition-based training method to address the problem. In practice, not every dance studio is able to provide systematic basic movement instruction, a gap that can leave students struggling to master movement, executing imprecise technique, and failing to develop dance character, often compounded by a shortage of qualified instructors, inadequate facilities, and the absence of clear, structured teaching standards for traditional dance. This condition underlines the importance of examining an effective and meaningful model for basic movement learning. Sanggar Brang Wetan is therefore of particular interest, since it has already implemented basic movement learning through drill and practice; the innovation could serve as an inspiring example for building dance education systems elsewhere in Indonesia. As Ari Mukti Setijorini, the studio's leader, explained, the basic movement taught at Sanggar Brang Wetan is the first step in shaping a movement pattern suited to the material to be taught afterwards, so that students develop well across various forms of hand, foot, and body-posture movement and, through this basic movement, become more obedient and disciplined toward every type of movement taught (interview, Setijorini, 1 March 2026).
Learning basic movement through drill and practice is expected to help students master the movements required in dance. The
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method is adapted to each student's condition and needs, making it easier for them to practise the taught movements; throughout the process, students are trained repeatedly under the coach's guidance so that their movements become correct, precise, and increasingly skilled. Continuous practice aims to form movement habits, improve technical accuracy, and help students remember and master basic dance movement more thoroughly; through drill and practice, students do not merely imitate a demonstrated movement, but are also able to correct errors in their movement through continuous exercise.
Previous research on teaching basic dance movement through repeated drill has been conducted in several settings. Govardhana, Ruastiti, and Kasih (2022) described a staged strategy for teaching basic Balinese dance movement to children at Sanggar Tari Warini, which succeeded in strengthening movement mastery and building children's confidence; the present study shares its focus on staged basic-movement teaching in a studio setting, but examines East Javanese rather than Balinese basic movement. Devyanti (2023) examined the teaching of Tari Remo through drill and practice within a school extracurricular, finding that the method helped students learn dance movement more easily and improved their sensory-motor skill; the present study shares its focus on drill and practice implementation but is set in a non-formal studio rather than a school extracurricular, and concentrates specifically on basic movement rather than a single named dance. Fardila and Yuliasma (2024) used a classroom action research design to show that the drill method could raise both learning activity and learning outcomes in a school dance class; the present study, by contrast, describes implementation and outcomes qualitatively rather than through an action-research intervention. Taken together, these studies confirm that drill-based dance teaching has been fairly widely examined, yet research that specifically investigates the implementation of drill and practice for basic dance movement, together with the resulting learning outcomes, within a dance studio setting, particularly at Sanggar Brang Wetan Surabaya, remains limited. This study therefore aims to describe how the drill and practice method is implemented in basic dance movement learning for the children's class at Sanggar Brang Wetan Surabaya, and to describe the learning outcomes of basic dance movement skill achieved by those students.

2. METHODS


This study used a qualitative approach, chosen because the problem under investigation concerns the process of basic dance movement learning through the drill and practice method, a phenomenon best understood in depth within its natural setting: how the coach applies drill and practice in teaching basic movement, and how students' learning outcomes reflect their mastery of that movement. The qualitative method was used to examine the object under its natural conditions, with the researcher serving as the key instrument in data collection, consistent with Sugiyono (2020). The research type used was qualitative descriptive research, intended to describe the object of study based on data obtained from the field without manipulating the variables studied; accordingly, the focus of

this research is to describe the process of basic dance movement learning at Sanggar Brang Wetan Surabaya using drill and practice, and to describe the resulting learning outcomes of students' basic movement skill. This approach enabled the researcher to examine the implementation of the drill and practice method directly within its natural learning context. By observing classroom activities, interviewing participants, and analysing supporting documents, the researcher was able to obtain comprehensive information regarding both the learning process and students' learning outcomes.
The research was conducted at Sanggar Brang Wetan Surabaya, located at Jalan Genteng Kali No. 85, Genteng, Surabaya, East Java, an actively operating dance studio engaged in East Javanese traditional dance. The location was chosen for its regular training programme and its recognised activity in local cultural preservation. Data sources were divided into primary and secondary data. Primary data were obtained directly from the field through interaction with research subjects, namely observation, interviews, and participation in the activities studied; in this study, the primary informants were the studio leader Ari Mukti Setijorini, two coaches of the children's class, Difa Pusparini and Dewi Mega Utari, and two students of the children's class, Asyifa Juliana Fitri and Selly Ghoniatus Almachzumy, aged nine. Secondary data consisted of supporting documentation, such as training records and archives of studio activities, including level-advancement examinations and students' competition results.
Data were collected through three techniques. Observation, understood as systematic observation and recording of the elements visible in a phenomenon under study, was conducted using a participatory approach, in which the researcher was directly involved in the studio's training activities, following the learning process from warming up, body conditioning, and basic movement, through to dance material, across five separate observation sessions between July 2025 and May 2026 covering initial identification of the learning system, the drill process itself, and, finally, the resulting learning outcomes. Interviews used a structured format, guided by a set of prepared questions, following Sugiyono (2018), directed at the studio leader, the two children's-class coaches, and two children's-class students, to obtain in-depth information about basic movement learning, its implementation, and its outcomes. Documentation was carried out through photographs and records of training activities, level-advancement examinations, and competition achievements relevant to the research focus.
Data analysis followed the stages of data reduction, data display, and conclusion drawing. Data reduction involved selecting and summarising the information most relevant to the two research questions concerning implementation and learning outcomes; data display organised the reduced findings, including the six-stage implementation sequence and the wiraga-wirama-wirasa assessment results, into a form that could be communicated clearly; and conclusion drawing addressed both research questions directly. The credibility of the data was established through method triangulation, comparing findings obtained through observation, interview, and documentation; source triangulation, cross-checking information from the studio leader, the coaches, and the students; and time triangulation, in which observation was repeated across several points

in time, from July 2025 to May 2026, to confirm that the patterns identified were consistent rather than incidental to a single session.
Interview questions were organised around three themes: the implementation of basic movement learning and the specific stages coaches used to deliver it, students' and coaches' perceptions of how the drill and practice method affected students' confidence and readiness, and the way learning outcomes were assessed both informally during daily practice and formally during the annual examination. This thematic structure allowed the researcher to compare accounts across the studio leader, the two coaches, and the two student informants directly, checking whether each group described the same six-stage sequence and the same wiraga-wirama-wirasa assessment criteria, which in turn supported the method-and-source triangulation described above.

3. RESULTS AND DISCUSSION
3.1 Results
If there are statistical formulas used as part of the research method, you should not write down commonly used formulas. For example, there are special provisions set by researchers for collecting and analyzing research data that can be described in this method section. The author is advised to provide reference sources for the methods used. Articles can contain tables and/or figures. Tables or images should not be too long, too large, or too much. The author should use variations in the presentation of tables and figures. The tables and figures presented should be referenced in the text.
Sanggar Brang Wetan was formerly known as Yayasan Kesenian Bina Tari Jawa Timur, an arts foundation established on 27 February 1977 in Surabaya to develop the artistic potential and experience of dance practitioners in Surabaya and East Java more broadly, with a training programme oriented toward the growth of both motor and cognitive ability, its routine training originally centred at the East Java Cultural Park while maintaining a focus on East Javanese dance. Over time and through changes in leadership, the foundation became known as Sanggar Brang Wetan under the leadership of Ari Mukti Setijorini, S.Pd.; despite the change of name, the studio has continued the same dance-learning programme and has, through this consistency, achieved a range of accomplishments in dance competitions, including first place in the National Creative Dance Competition's rampak category in North Jakarta in 2023, first place in the same competition's solo category in Bekasi in 2023, second place in a similar Jakarta-wide competition in 2024, third place in an East Java-wide Remo and creative-dance competition in 2024, a place among the ten best performers in the national solo-category grand final in Jakarta in 2025, third place in a Malang competition in 2026, and an invitation to serve as a delegate to Malaysia representing East Java. The studio's learning programme comprises basic dance movement instruction, creative dance instruction graded by class level, participation in dance events and competitions, and an annual level-advancement examination.
The material consistently taught at Sanggar Brang Wetan is basic dance movement, developed in-house as the studio's distinctive material and used as the core content in every class. Classes are grouped according to students' age and ability. Table 1 presents the

class levels and material taught in the children's class, the focus of this study.
Table 1. Class and Material at Sanggar Brang Wetan Surabaya

	No
	Class
	Number of Students
	Material Taught

	1
	Kelas Anak 1 (Ceria)
	8 students
	Basic Movement I; Tari Topi (Hat Dance)

	2
	Kelas Anak 2
	12 students
	Basic Movement I; Tari Jejaring Laron (Dragonfly-Web Dance)



Learning at Sanggar Brang Wetan emphasises a process of repeated, staged, and consistent practice. The learning implementation observed is consistent with Hamalik (2014), who states that the drill method is a way of teaching carried out through continuous practice so that students acquire a particular skill; through such repetition, the skill being learned can be mastered more thoroughly. In the early stage, children's-class students are taught basic movement material progressing from simple to more complex movement. The studio leader applies basic movement instruction at the outset of learning with the aim of building a strong dance skill foundation in every student, so that each dancer's individual character can emerge. Table 2 summarises the six stages through which basic movement learning is implemented at Sanggar Brang Wetan.
Table 2. The Six Stages of the Drill and Practice Method at Sanggar Brang Wetan

	Stage
	Name
	Description

	1
	Warming up
	Joint and muscle stretching and body conditioning led by the coach to prepare students physically before movement practice.

	2
	Movement demonstration
	The coach models the basic movement directly in front of students, from simple to more complex forms, while explaining technique, body position, and rhythm.

	3
	Movement imitation
	Students observe and imitate the demonstrated movement; the coach repeats and slows the demonstration for students who cannot immediately reproduce it accurately.

	4
	Repeated practice (drill)
	Students repeat the movement intensively, individually and as a class, until the movement becomes accurate and consistent.

	5
	Correction
	The coach corrects hand position, body posture, gaze direction, tempo accuracy, and facial expression directly during practice.

	6
	Movement refinement
	Students revise their movement based on the correction received and repeat the practice until the expected level of accuracy is achieved.



Observation of the warming-up stage shows that it is carried out jointly and led directly by the coach, and plays an important role in preparing students' physical condition before movement activity, helping improve flexibility, balance, and motor readiness so that learning can proceed more optimally; this stage is carried out routinely to avoid the risk of injury and is followed by body conditioning intended to prepare the body to receive dance material. At the demonstration stage, the coach performs the basic movement directly in front of students, progressing from simple to more complex movement, while explaining movement technique, body position, and the rhythm to be followed;  interview  data  indicate  that  students  found  the

demonstration very helpful for understanding the shape of a movement before attempting to practise it themselves, a stage that visibly reflects the stimulus-response relationship described in the behaviourist theories of Ivan Pavlov and John B. Watson, in which the coach's demonstrated movement functions as the stimulus and students' imitation as the response.
At the imitation stage, students attempt to reproduce the coach's movement after observing it; observation shows that not all students could immediately imitate the movement accurately, so that further repetition and guidance from the coach were required, with the coach slowing the demonstration to help students grasp the movement's details, a pattern that shows how dance learning requires staged practice for students to master movement well and reflects the gradual formation of a learning habit through continuous exercise. The drill stage, the core of the method, involves intensive repeated practice aimed at building stronger motor skill, continued until students can perform the movement correctly and consistently; the more often a movement was repeated, the better students' accuracy and fluency became. At the correction stage, the coach corrects movement that is not yet accurate directly during practice, adjusting hand position, body posture, gaze direction, tempo accuracy, and expression; interview data show that students felt helped by this direct correction because it allowed them to recognise their own errors and correct them gradually, making correction a critical part of building students' skill by improving technique, accuracy, and the alignment between movement and musical rhythm. Finally, at the refinement stage, students revise their movement based on the correction received and repeat the practice, a continuous-improvement-oriented process that persists until the expected level of accuracy is achieved.
Observation also showed that students became increasingly confident in performing each movement sequence after several cycles of repetition. Repeated practice enabled students to remember movement patterns more easily and reduced hesitation during performance. This gradual improvement indicates that the drill and practice method supports not only technical mastery but also students' confidence in executing basic dance movements.
Taken together, these six stages show that basic movement learning at Sanggar Brang Wetan applies the drill and practice method, emphasising repeated exercise to build habit and optimal mastery of movement, consistent with the behaviourist theory of Ivan Pavlov, in which the learning process occurs through a stimulus-response relationship built through repetition (Schunk, 2012): the coach's example and direction function as stimulus, while students' capacity to imitate the movement repeatedly until it becomes habitual functions as response. The findings are further reinforced by John B. Watson's behaviourist theory, which asserts that behaviour can be shaped through consistent, repeated practice (Ormrod, 2016), visible in the routine training process at Sanggar Brang Wetan through which students showed gradual development of basic movement skill, receiving repeated basic-movement practice under the coach's guidance so that the movement learned could be performed correctly, precisely, and with increasing skill.
Learning outcomes for basic dance movement skill at Sanggar Brang Wetan are obtained through daily assessment during the learning process and through an annual Level-Advancement

Examination (Ujian Kenaikan Tingkat, UKT), intended to gauge students' mastery of the basic movement and creative dance material studied over one learning period and to determine their advancement to the next level. Assessment of dance skill is conducted through direct practice or performance rather than written testing, consistent with Arikunto's (2018) concept of performance assessment as a means of measuring students' ability to demonstrate a particular skill, since dance ability cannot be adequately measured through a written test but only through the movement performance itself. Assessment during daily practice does not use a formal written numerical system for every session; instead, the coach evaluates through direct observation and correction of students' basic movement performance once they are able to practise the full movement sequence at their level, examining technical accuracy, alignment between movement and rhythm, and students' capacity for dance expression, with any error corrected directly and the movement repeated until it meets expectation.
As Difa Pusparini, coach of the children's class, explained, this ongoing evaluation allows the coach to monitor and assess each student's developing skill throughout the learning process, informing the coach's judgement of a student's readiness to receive the next stage of material, namely creative dance (interview, Pusparini, 8 March 2026), so that daily assessment at Sanggar Brang Wetan places greater emphasis on the gradual improvement of students' ability than on a formal numerical score. The annual level-advancement examination, by contrast, serves as a final evaluation of students' mastery of the basic movement and creative dance material studied, held once a year and attended by every student who has completed the material for their level; students perform their basic movement and creative dance material, individually or in groups, before an examining panel consisting of the studio leader, Ari Mukti Setijorini, S.Pd., and an external guest examiner, Rusida, S.Sn., S.Pd. This examination reflects authentic assessment in Mueller's (2005) sense, namely an assessment process that measures student ability through a genuine task or performance, so that the resulting evaluation more accurately reflects actual skill than a written test would.
The examining panel assesses students on three aspects: technical accuracy of movement (wiraga), the ability to follow the music's rhythm (wirama), and the ability to display expression and emotional interpretation in the dance (wirasa), with the resulting scores used both to gauge students' skill development after a year of regular studio practice and to build students' courage and self-confidence in performing before others. Regarding wiraga, the examination results show that most students were able to perform movement in accordance with the material taught, reflected in accurate body position, coordinated hand-and-foot movement, balance, and fluency across the movement sequence, particularly among students who had participated in learning for a longer period, a pattern attributable to the repeated practice undertaken throughout the learning process together with mastery of basic movement acquired before progressing to creative dance material. Regarding wirama, students were generally able to follow the beat of the music and to shift movement in line with tempo changes within the accompanying music, although a smaller number of students still required guidance in maintaining tempo stability, an ability built through a practice process that  consistently  used  accompanying  music  alongside  basic

movement instruction, so that students grew accustomed to moving in time with the beat and tempo of the accompaniment. Regarding wirasa, students showed varied ability: some were able to display expression suited to the character of the dance performed, conveyed through facial expression, bodily attitude, and confidence during performance, giving the impression that they understood the meaning of the movement performed, while a smaller number of students still appeared less confident, so that their expression during performance was not yet fully developed, prompting continued coaching from the trainers on the importance of emotional interpretation so that students could convey not just technique but also feeling and character to their audience.
Students who achieve the highest score in each class are recognised as best dancer during the studio's annual level-advancement examination, an award given in appreciation of a student's ability to perform the basic movement and creative dance material learned throughout that period, based on the accumulated and averaged scores of the two examiners across the wiraga, wirama, and wirasa aspects. This recognition aligns with Skinner's (1953) theory of reinforcement, which holds that behaviour followed by positive reinforcement tends to recur; in the context of dance learning at Sanggar Brang Wetan, the recognition given to high-achieving students functions as positive reinforcement that encourages them to keep practising, to improve their dance skill, and to sustain their achievement, while also motivating other students to be more active and disciplined in following the learning process. The findings also showed that students who participated consistently in weekly practice generally demonstrated better movement accuracy than those with irregular attendance. Regular participation allowed students to receive repeated correction and reinforcement, enabling gradual improvement in movement quality over time. Asyifa Juliana Fitri, a student in the children's class, reported that the basic movement learning applied at Sanggar Brang Wetan helped her master movement technique, leading to a satisfying result in the 2026 level-advancement examination, and that the basic movement practice given at the start of learning, carried out repeatedly, helped her better understand movement technique, maintain body balance, and increase her confidence when performing before examiners (interview, Fitri, 15 March 2026); this account was echoed by Selly Ghoniatus Almachzumy, also a student in the children's class, who reported that basic movement learning helped her prepare for the examination and perform the dance material better.
3.2 Discussion
Across the learning process and the annual examination, students at Sanggar Brang Wetan showed clear development in dance movement skill. At the beginning of learning, some students still had difficulty maintaining body balance, remembering the movement sequence, and matching movement to rhythm; after following basic dance movement learning routinely through the drill and practice method, students were able to reach a good level of mastery in wiraga, wirama, and wirasa. This finding is consistent with Soedarsono (1978), who argues that the quality of a dance performance is determined by mastery of these three elements together. Students' development in wiraga suggests that a year-long learning process

gave them the opportunity to learn and master basic movement in a staged manner, and the technical mastery displayed represents a psychomotor learning outcome consistent with Bloom's (1956) view that learning outcomes are visible in a learner's ability to perform a skill after undergoing a learning process.
In wirama, students' ability to follow the tempo and rhythm of the music suggests that continuous practice helped them understand the relationship between movement and music in dance, a skill not acquired instantly but through repeated practice carried out throughout the learning process. In wirasa, meanwhile, students' varied but generally developing ability to convey expression suggests that dance learning at the studio emphasises not only technical mastery of movement but also the capacity to interpret and express that movement, since the expression displayed by a student forms an important part of conveying the meaning and character of the dance performed.
These results are consistent with Ericsson and Pool's (2016) concept of deliberate practice, which holds that skill develops through practice that is staged, structured, repeated, and accompanied by feedback. Throughout learning at Sanggar Brang Wetan, students continuously repeated the movement taught by the coach and received correction for errors made, a process that helped them improve their movement ability gradually, beginning with basic skill before progressing to more complex skill, so that each stage becomes the foundation for the next, a principle well aligned with a dance-learning practice that prioritises mastery of basic technique as the foundation for more complex movement ability later on. These findings indicate that repeated practice alone is insufficient without continuous feedback from the coach. The combination of demonstration, repetition, and correction enabled students to improve movement accuracy while gradually developing rhythmic awareness and expression.
The findings can also be explained through the behaviourist theories advanced by Watson and Pavlov. The movement demonstration given by the coach functions as stimulus, while students' imitation and repetition of the movement functions as response; the repeated stimulus-response relationship occurring throughout practice forms a movement habit that ultimately becomes a mastered skill. The learning process at Sanggar Brang Wetan shows a clear pattern of movement habituation through the drill and practice method, generating a positive effect on students' basic dance movement skill across technical, rhythmic, and expressive aspects alike. The method applied at the studio appears capable of producing its strongest dancers: beginning with basic dance movement learning through drill and practice, the process shapes a dancer's character and encourages students at the studio to actively develop their talent in the art of dance. The effectiveness of the method was also influenced by the structured learning environment created within the studio. Regular practice schedules, consistent coaching, and sequential learning materials enabled students to experience continuous skill development. Such conditions supported the successful implementation of the drill and practice method throughout the learning process.
Viewed alongside the three previous studies discussed in the introduction, the present findings reinforce the conclusion that the drill

and practice method consistently supports the development of students' basic dance skills in different educational settings. Unlike previous studies, however, this research provides a detailed description of the six stages of implementation in a non-formal dance studio and demonstrates how these stages contribute to students' mastery of wiraga, wirama, and wirasa.


4. CONCLUSION



This study concludes that the drill and practice method for basic dance movement learning at Sanggar Brang Wetan Surabaya is implemented systematically, in a structured manner graded to students' age and ability, through six sequential stages: warming up, movement demonstration, movement imitation, repeated practice, correction, and movement refinement. The application of repeated practice accompanied by direct coaching and correction helps students understand, remember, and master basic dance movement technique more precisely, so that learning proceeds effectively in building students' dance movement skill.
Learning outcomes for basic dance movement skill using the drill and practice method at Sanggar Brang Wetan Surabaya were good. Through practice conducted routinely, in a directed manner, and continuously, students were able to master the wiraga, wirama, and wirasa aspects that serve as indicators of dance skill: wiraga is reflected in accurate technique and bodily coordination, wirama in the ability to align movement with musical rhythm, and wirasa in the ability to interpret and express movement. Beyond improving technical dance ability, basic movement learning also helped increase students' self-confidence, discipline, and motivation in following instruction and in facing the studio's level-advancement examination.
Overall, the findings demonstrate that structured implementation of the drill and practice method contributes not only to students' technical dance competence but also to their confidence and learning discipline. The six learning stages identified in this study may also serve as a practical reference for other dance studios seeking to strengthen basic dance movement instruction.
Based on these conclusions, coaches at Sanggar Brang Wetan Surabaya are encouraged to continue developing basic dance movement learning through drill and practice by introducing more varied, engaging exercises so that students remain motivated and do not become bored during the learning process. Students are encouraged to remain disciplined and consistent in following basic movement practice, since strong mastery of basic technique supports the ability to learn more complex dance material later on. Studio management is encouraged to maintain the structured basic movement programme already in place while continuing to improve supporting facilities and infrastructure to sustain the optimal development of students' skill. Future researchers are encouraged to examine dance learning through other methods, or to investigate the

effect of the drill and practice method on dance skill development using a broader research approach and scope.
This study also demonstrates that systematic learning through drill and practice creates an environment in which students are encouraged to develop movement accuracy, rhythmic awareness, and expressive ability simultaneously. Consequently, the method may serve as a practical reference for other dance studios or community-based dance education institutions that aim to strengthen students' fundamental dance skills through structured learning activities.
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