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Abstract: Local dance can function not only as a form of cultural expression but also as a pedagogical medium for character formation. Nevertheless, empirical studies examining how locally created choreography represents and transmits educational values within formal arts education remain limited. This study examines the educational values embedded in Sayuk Dance, created by Renny Nurwitadiarti, and analyzes its integration into Arts and Culture learning at an Indonesian junior high school. A qualitative descriptive design was employed, with data collected through classroom observations, semi-structured interviews with the choreographer who also served as the Arts and Culture teacher and seventh-grade students, and analysis of instructional and performance documentation. The data were analyzed through data reduction, data display, and conclusion drawing. Research credibility was established through source, technique, and time triangulation. The findings identified five interrelated educational values: tolerance, mutual cooperation, discipline, teamwork, and environmental care. These values were represented through synchronized group movements, floor patterns, costumes, musical accompaniment, and the symbolic use of bamboo-basket waste bins and coconut-leaf brooms. Sayuk Dance was integrated into learning through dance appreciation, simplified movement practice, collaborative rehearsals, reflection, and performance within the Pancasila Student Profile Strengthening Project focusing on local wisdom. Observational and interview evidence indicated that participation in these activities strengthened students’ cooperation, responsibility, discipline, environmental awareness, and respect for differences. The findings demonstrate that locally created choreography can provide contextual learning material that connects artistic competence with character education and environmental values. This study further highlights the pedagogical role of school-based dance creation in maintaining local cultural knowledge and supporting culturally grounded arts education.

Keywords: Sayuk Dance, arts and culture education, character education, local choreography, environmental values

Ayustyawati et al., Journal of Sendratasik Education (2026)
https://doi.org/10.26740/vt.v1n1.p1xx-1xx

[image: ]




Ayutyawati et al., Journal of Sendratasik Education (2026)
https://doi.org/10.26740/vt.v1n1.p1xx-1xx


[image: ]© 2023 Author. This open access article is distributed under a Creative Commons Attribution (CC-BY-NC-SA) 4.0 license.




1. INTRODUCTION
Arts education holds a distinctive position in formal schooling because it integrates cognitive, affective, embodied, and social dimensions. Unlike learning approaches focused primarily on conceptual knowledge, artistic activities require students to interpret symbols, construct meaning, develop aesthetic judgment, and communicate ideas creatively. Eisner (2002) highlights that arts education develops critical and imaginative capacities, while Winner et al. (2013) and Gardner (2006) emphasize its contribution to creativity, problem-solving, self-reflection, and bodily-kinesthetic intelligence. Therefore, arts education should be understood as a multidimensional learning domain that supports intellectual, emotional, social, and cultural development.

Dance education reflects this multidimensional nature because it combines movement, rhythm, expression, space, and collective coordination. Learning dance involves not only mastering choreography but also interpreting cultural meanings and practicing social values through collaborative processes. Rehearsal and performance require students to negotiate differences, regulate behavior, coordinate actions, and assume shared responsibility. Yeniningsih (2018) argues that dance education can foster aesthetic sensitivity and values such as discipline, tolerance, cooperation, and harmonious interaction. Through contextual learning, students experience these values as embodied practices rather than merely receiving them as theoretical concepts.

The educational potential of dance becomes stronger when learning materials are derived from students’ cultural environments. Culture-based arts education enables learners to understand artistic practices as part of their social realities. Triyanto (2017) emphasizes that local arts education contributes to intellectual, emotional, social, and cultural development, while Jazuli (2023) views arts education as a form of value education through reflective aesthetic experience. However, the pedagogical significance of local dance does not emerge automatically from its cultural origin; it depends on the systematic integration of artistic elements, symbolic meanings, instructional design, and learning activities.

Sayuk Dance provides a relevant case for examining this relationship between local choreography, character education, and contextual arts learning. Created by Renny Nurwitadiarti for the 2018 Festival dan Lomba Seni Siswa Nasional, the dance was later adapted as Arts and Culture learning material at SMP Negeri 2 Wonoayu. The choreography represents environmental care, tolerance, mutual cooperation, and social harmony through synchronized movements, lyrics, floor patterns, and symbolic properties. Bamboo-basket waste bins and coconut-leaf brooms, for example, connect artistic expression with environmental responsibility and local material culture.

Beyond classroom activities, Sayuk Dance has developed into part of the school’s artistic identity through its implementation in the Pancasila Student Profile Strengthening Project, environmental programs, guest receptions, and school events. Its integration demonstrates how a school-created artistic work can mediate institutional values, cultural identity, and student learning experiences.

Previous studies on Indonesian dance, including Khudad Dance, Topeng Lengger Kinayakan, Reyog Ponorogo, and Indang Dance, have demonstrated the presence of moral, social, cultural, and character values within dance practices. However, existing research has primarily focused on identifying values in established traditional performances or examining character formation through dance education in general. Limited attention has been given to how original school-based choreography is transformed into curriculum material, how symbolic elements represent educational values, and how these values are enacted through classroom practice.

This gap is important because the educational meaning of dance depends not only on the values embedded within the artwork but also on the pedagogical processes through which those values are interpreted and experienced. In Sayuk Dance learning, choreography was adapted to students’ abilities while maintaining its symbolic meanings and was implemented through appreciation, practice, collaboration, reflection, and performance activities. This positions the dance at the intersection of local wisdom, character education, environmental awareness, and curriculum practice.

Accordingly, this study examines the educational values embedded in Sayuk Dance and their integration into Arts and Culture learning at an Indonesian junior high school. It contributes to arts education scholarship by demonstrating how choreographic elements function as pedagogical resources, how local dance connects artistic competence with character development and environmental awareness, and how school-based choreography can serve as culturally grounded curriculum material..

2. METHODS

This study employed a descriptive qualitative design to examine the educational values embedded in Sayuk Dance and their incorporation into Arts and Culture learning. The qualitative approach was selected because the study addressed meanings, perceptions, learning practices, and behavioral experiences situated within their natural educational context. Rather than measuring predetermined variables or testing causal relationships, the study sought to construct a contextual account of how educational values were represented through choreographic elements, interpreted by participants, and enacted during the learning process.

The analysis focused on three interconnected dimensions: the educational values represented in Sayuk Dance, the pedagogical processes through which the dance was implemented, and the perceived implications of participation for students’ understanding and attitudes. Particular attention was directed toward the dance movements, floor patterns, properties, costumes, musical accompaniment, learning activities, collaborative rehearsals, and performance practices.

The primary participants comprised Renny Nurwitadiarti, the choreographer of Sayuk Dance and the Arts and Culture teacher responsible for its classroom implementation, and four female students who had participated in learning and performing the dance. The student participants were Siti Nur Azizah, Silvya Ratna Anjani, Natasyah Nur Agustin Ramadhania, and Shinta Nuriyah. Their involvement provided perspectives on movement learning, group coordination, teacher support, performance experiences, and the educational meanings they associated with Sayuk Dance.

The choreographer-teacher was included because of her direct involvement in creating the dance, adapting it for seventh-grade learners, designing the instructional materials, and facilitating its performance in school programs. The students were included because they had directly experienced the appreciation, rehearsal, and performance stages of the learning process.

Primary data consisted of field observations and interview accounts concerning the creation, meaning, instructional adaptation, and learning of Sayuk Dance. Secondary data included photographs, video recordings, instructional materials, and documentation of classroom activities and the P5 performance. These documentary materials were used to provide contextual evidence and to corroborate information obtained through observations and interviews.

Data were collected through overt classroom observation, in-depth interviews, and document analysis. The three techniques were employed to capture the phenomenon from complementary perspectives and to reduce reliance on a single form of evidence.

Overt observations were undertaken in the natural classroom setting, with participants aware of the researcher’s presence and research purpose. The first observation, conducted on January 24, 2025, examined the implementation of Sayuk Dance as seventh-grade Arts and Culture learning material. It focused on the instructional sequence, teacher–student interactions, learning resources, and students’ participation in dance-related activities.

In-depth interviews were conducted using previously prepared guiding questions while allowing participants to elaborate on experiences and issues considered relevant to the study. The interview with the choreographer-teacher explored the original creation of Sayuk Dance for the 2018 Festival dan Lomba Seni Siswa Nasional, its subsequent adaptation into learning material, its relationship with the Merdeka Curriculum, and its presentation within the P5 program.

3. RESULTS AND DISCUSSION
3.1 Results
		The The findings showed that Sayuk Dance was integrated into seventh-grade Arts and Culture learning through a structured instructional design aligned with the Merdeka Curriculum. The learning plan was prepared by Renny Nurwitadiarti, who served both as the choreographer of Sayuk Dance and the Arts and Culture teacher. The instructional design referred to Phase D Dance Learning Outcomes, the characteristics of seventh-grade students, and the educational content embedded in the choreography. The learning activities covered five curricular dimensions: experiencing, making or creating, reflecting, thinking and working artistically, and impacting. Students were expected to observe and identify the movements, properties, costumes, and musical accompaniment; perform simplified movement sequences; interpret the symbolic meanings of the properties and lyrics; work collaboratively; and present the dance during the Pancasila Student Profile Strengthening Project.

		The instructional objectives extended beyond technical competence. Students were directed to recognize the supporting elements of the choreography, perform the movements individually and collectively, use the dance properties appropriately, and reflect on the values of tolerance, mutual cooperation, discipline, teamwork, and environmental care. They were also expected to interpret the phrase Sing Sayuk Sing Rukun as a message concerning harmony, social cohesion, and respect for differences. The learning module combined theoretical and practical activities and was allocated six instructional periods of 40 minutes across three meetings. The movements were simplified to correspond with students’ abilities without removing the principal symbolic meanings of the dance.
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Figure 1. Teacher Demonstrating Sayuk Dance Movements with Female Students at SMP Negeri 2 Wonoayu
		Sayuk Dance was implemented through Project-Based Learning. The learning process consisted of formulating an essential question, designing the project, arranging a schedule, completing and monitoring the project, presenting the results, and evaluating the learning experience. At the beginning of the process, the teacher presented a video of Sayuk Dance and examples of dances that used different movement levels and floor patterns. Students observed the movements, spatial formations, and structural elements of the performances before responding to the guiding question concerning how an attractive Sayuk Dance presentation could be created through the use of movement levels and floor patterns.

		Students were then divided into groups and assigned coordinators. Each group discussed the movement sequence, high, medium, and low movement levels, floor patterns, and distribution of responsibilities. The teacher demonstrated simplified Sayuk Dance movements, which students reproduced and reorganized according to their group designs. The project theme was connected with the school’s Friday cleaning routine, making the dance content closely related to students’ daily environment. During rehearsals, the teacher acted as a facilitator by correcting inaccurate movements, assisting students with coordination problems, and guiding them in adjusting tempo, spacing, and floor patterns.

		The observations revealed several practical challenges. One group developed movements representing the activity of sweeping the school grounds and used a horizontal floor pattern to depict orderly collective work. The principal difficulty concerned synchronization during transitions from low to medium movement levels. The teacher responded by clarifying the count and adjusting the relationship between movement and musical tempo. Another group developed movements representing the collection and disposal of waste using a circular floor pattern. Its main challenge involved maintaining adequate distance between dancers while preserving the circular formation. The teacher provided guidance on spacing, rotation, and movement direction.

		The group project required students to negotiate movement differences, coordinate spatial positions, respond to peer and teacher feedback, and assume responsibility for collective performance. The findings therefore indicated that collaboration occurred not only during the final presentation but throughout the processes of movement selection, scheduling, rehearsal, correction, and problem-solving.
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Figure 2. Development of Movement Variations by Students at SMP Negeri 2 Wonoayu
	Each group presented its project before the teacher and classmates. The presentations were evaluated in relation to movement levels, floor patterns, creativity, group synchronization, and educational values demonstrated during the learning process. Other groups were given opportunities to provide responses and suggestions, while students reflected on the difficulties, benefits, and experiences encountered during the project.

		Evaluation was conducted through formative and summative assessment. Formative assessment took place during rehearsals and through daily tasks examining students’ understanding of movement levels and floor patterns. Students were required to define movement levels, identify their types, explain floor patterns, and recognize their application in dance. Summative assessment was conducted through practical group performances. The technical criteria included the correspondence between movement and floor pattern, the accuracy of movement levels, and the suitability of hand and head movements. The assessment framework also included discipline, teamwork, responsibility, tolerance, environmental care, confidence, creativity, project communication, and the overall quality of the performance.

		After classroom assessment, students participated in combined rehearsals involving the wider seventh-grade cohort. These rehearsals required them to synchronize movements, floor patterns, musical tempo, and transitions across different groups. The learning process culminated in a performance during the Pancasila Student Profile Strengthening Project on July 4, 2023. The performance functioned as a public presentation of students’ artistic work and as an opportunity to display the collaborative behaviors developed during rehearsals.

		The analysis identified five principal educational values embedded in Sayuk Dance: tolerance, mutual cooperation, discipline, environmental care, and teamwork. Tolerance was reflected in the requirement that students adjust their movements, tempo, and positions to other group members. The collective presentation required them to respect differences in ability, accept feedback, and adapt individual performance to the needs of the group. The musical lyrics reinforced this value by communicating the importance of harmonious coexistence and mutual respect.
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Figure 3. Movements Depicting Environmental Cleanliness Activities

		Mutual cooperation constituted the central thematic value of the dance. The choreography represented communal environmental activities, particularly the school’s Friday cleaning routine. Movements depicting sweeping, collecting waste, and disposing of it collectively were supported by the use of coconut-leaf brooms and bamboo-basket waste bins. These properties reinforced the message that environmental cleanliness constitutes a shared responsibility.

		Discipline was evident in students’ adherence to rehearsal schedules, teacher instructions, movement counts, and group arrangements. Students were required to attend activities punctually, follow the sequence of practice, repeat movements, maintain tempo, and complete the project within the specified period. Discipline also appeared in the technical demands of the choreography because each dancer had to preserve the movement pattern and musical timing to maintain collective coherence.

		Environmental care was communicated through the theme, movements, and properties. Choreographic actions resembling sweeping and waste disposal transformed routine environmental practices into artistic material. The properties functioned as visual symbols of cleanliness, sustainability, and collective responsibility. Students were therefore able to connect the artistic representation of environmental care with familiar school practices.

		Teamwork was embedded in the group structure of the dance. Students were required to synchronize movements, maintain formations, coordinate the use of properties, and assist peers who experienced difficulties. Every dancer held responsibility for sustaining the continuity and visual unity of the performance. Group coordinators also facilitated communication, organized rehearsals, and supported the distribution of tasks among members.

		These educational values were represented through multiple choreographic elements. The movements depicting sweeping, collecting waste, and cleaning the school environment conveyed environmental responsibility through bodily action. The use of coconut-leaf brooms and bamboo-basket waste bins clarified the environmental theme while introducing locally recognizable materials. The collective use of these properties communicated mutual cooperation and connected the dance with local cultural practices.

		The uniform costumes supported visual unity and group identity. Their similarity reduced individual differentiation and emphasized collective presentation. The musical accompaniment regulated movement tempo and reinforced the social atmosphere of the performance. Its lyrics encouraged harmonious living, cooperation, and collective contribution, while the requirement to synchronize movement with music trained concentration and rhythmic discipline.

		Observational and interview data further indicated that students experienced the learning process as a progression from video observation and guided practice to group rehearsal and public performance. Students reported difficulties in coordinating peers, maintaining formations, and aligning movement with musical tempo. These difficulties prompted repeated practice, communication, peer assistance, and teacher-supported problem-solving. One participant associated the dance with increased awareness of environmental care and mutual cooperation, while other accounts emphasized the challenges of group coordination and the importance of teacher guidance.

		The thesis did not provide numerical distributions of formative or summative scores. Consequently, the reported outcomes were derived from classroom observations, participant accounts, learning documentation, and performance evidence rather than statistical comparison. The findings therefore indicate that Sayuk Dance functioned as contextual learning material through which artistic competence, local cultural knowledge, environmental meaning, and collaborative behavior were addressed within a single instructional process.

3.2 Discussion
3.2.1. Sayuk Dance as Culturally Situated Arts Learning Material
The findings indicate that Sayuk Dance functions beyond a performance work by serving as culturally situated learning material that integrates artistic practice with students’ social and environmental contexts. Originally developed for the 2018 Festival dan Lomba Seni Siswa Nasional, the choreography was later adapted into seventh-grade Arts and Culture instruction. This transition demonstrates how locally created artistic works can become pedagogical resources through which students learn movement techniques, symbolism, musical elements, and educational values.
The contextual relevance of Sayuk Dance was strengthened by its connection with the school’s Friday cleaning activities. Movements depicting sweeping, waste collection, and disposal reflected students’ everyday experiences, while bamboo baskets and coconut-leaf brooms connected artistic expression with local material culture. These elements functioned not merely as performance properties but as mediators between cultural knowledge, environmental awareness, and artistic learning.
This finding aligns with Triyanto’s (2017) perspective on culture-based arts education as a means of developing intellectual, emotional, social, and cultural capacities, as well as Jazuli’s (2023) view of arts education as a form of value education through aesthetic experience. The educational significance of Sayuk Dance therefore lies not only in its local origin but in the systematic integration of artistic components with students’ lived experiences.
Previous studies have examined character values in traditional dance forms such as Khudad Dance, Topeng Lengger Kinayakan, Reyog Ponorogo, and Indang Dance. However, these studies have primarily focused on identifying values within existing cultural performances. This study extends previous research by demonstrating how an original school-created choreography can be intentionally designed, implemented, assessed, and transformed into formal curriculum material. Its contribution lies in revealing the process through which local artistic creation becomes a medium for value-based learning..
3.2.2. Embodied and Symbolic Internalization of Educational Values
The educational values embedded in Sayuk Dance were conveyed through symbolic representation and embodied participation. Values such as tolerance, cooperation, discipline, teamwork, and environmental care were expressed not only through verbal explanation but also through movement synchronization, formations, lyrics, costumes, properties, rehearsal processes, and collective performance. This multidimensional approach enabled students to experience values as embodied and socially constructed practices.
The choreographic structure required students to coordinate individual actions with collective rhythm, position, and formation. Tolerance and teamwork emerged through the practical demands of adapting to different abilities, responding to feedback, and maintaining group performance continuity. Consequently, social values became functional elements necessary for achieving artistic outcomes.
The phrase Sing Sayuk Sing Rukun strengthened the symbolic dimension by representing harmony, unity, and respect. Its meaning was reinforced through rehearsal practices that required students to demonstrate cooperation and mutual adjustment. This process aligns with Lickona’s view of character education, which involves moral knowledge, moral feeling, and moral action.
The findings also support Eisner’s (2002) perspective that arts education facilitates meaning-making through engagement with artistic elements. Students interpreted the relationship between movement, music, properties, and spatial arrangements rather than merely reproducing choreography. However, claims of value internalization should be interpreted cautiously, as the study demonstrates opportunities for value enactment and reflection within the learning context rather than evidence of permanent behavioral transformation. Longitudinal research is needed to examine whether such experiences develop into sustained character dispositions..
3.2.3. Environmental Care as an Aesthetic and Experiential Practice
Environmental care represented the central thematic dimension of Sayuk Dance. The choreography transformed daily cleaning activities, such as sweeping, collecting waste, and disposal practices, into an aesthetic narrative. This transformation shifted environmental responsibility from a normative instruction into an embodied learning experience.
Through repeated performance of symbolic movements and the use of culturally recognizable properties, students physically engaged with environmental values. Coconut-leaf brooms and bamboo waste baskets reinforced the representation of collective responsibility while connecting environmental awareness with local cultural practices. Thus, ecological and cultural education were integrated within a single artistic medium.
From the perspective of Noddings’ (2010) care ethics, Sayuk Dance illustrates how care can extend beyond interpersonal relationships toward environmental responsibility. The choreography positioned cleanliness as a collective practice based on cooperation and mutual support rather than an individual obligation. This aligns with contextual learning principles, as students experienced environmental concepts through familiar cultural expressions.
Nevertheless, the findings primarily indicate students’ engagement with environmental meanings within the learning and performance contexts. The study does not provide empirical evidence of long-term changes in students’ environmental behavior beyond the dance activity. Therefore, conclusions regarding behavioral transformation should be limited to observed participation and expressed environmental awareness..
3.2.4. Project-Based Learning as a Mechanism for Collaboration and Student Agency
Project-Based Learning (PjBL) provided the pedagogical framework through which the educational values of Sayuk Dance were implemented. Its six stages guided students from identifying problems to producing artistic outcomes, while involving them in organizing movements, floor patterns, group responsibilities, rehearsal schedules, and performance arrangements. Thus, students engaged not only in choreography reproduction but also in collaborative artistic creation.
Collaboration emerged naturally from the demands of collective choreography. Technical challenges involving transitions, musical timing, spatial arrangements, and formations required discussion, peer correction, repetition, and teacher support. Similarly, the use of student coordinators encouraged leadership, responsibility, and collective accountability, as each member’s contribution influenced the quality of the final performance.
These findings support Yeniningsih’s (2018) view that dance learning can foster cooperation, discipline, tolerance, and social interaction through continuous coordination during practice and performance. They also reflect contextual learning principles, where knowledge is constructed through experience, collaboration, and connections with real-life contexts.
The teacher played a facilitative role by providing demonstrations, simplifying movements, correcting errors, and guiding problem-solving, while students maintained agency in developing formations, managing practice, and presenting their work. This balance between teacher guidance and student autonomy was important given students’ diverse levels of dance competence.
The effectiveness of PjBL in Sayuk Dance learning therefore extended beyond the final performance. Its educational significance was embedded in the processes of planning, negotiation, rehearsal, feedback, revision, and reflection, with the performance serving as the culmination of a broader learning experience..
3.2.5. Integration of Artistic Competence and Character-Oriented Assessment
The instructional design demonstrated strong alignment among curricular objectives, learning activities, and assessment. Students were expected to understand movement levels and floor patterns, demonstrate dance techniques, interpret educational meanings, collaborate, and present their work publicly. Assessment therefore incorporated both technical performance and observable character indicators.
Technical assessment focused on movement accuracy, alignment between movement and floor patterns, and the suitability of hand and head movements. Meanwhile, project-based assessment covered creativity, synchronization, discipline, teamwork, responsibility, environmental awareness, communication, and overall performance. This framework indicates that Sayuk Dance learning addressed not only psychomotor competence but also cognitive, affective, social, and artistic dimensions.
The inclusion of character indicators within assessment is significant because it transforms educational values from abstract concepts into observable learning outcomes. Nevertheless, character assessment through short-term observation has limitations, as behaviors demonstrated during a project may not fully represent long-term traits. In addition, evaluation by the teacher who designed and implemented the learning process may introduce subjectivity. Future applications should incorporate repeated observations, self-assessment, peer assessment, and clearer behavioral descriptors.
Although educational values were embedded within the dance theme, learning activities, project structure, and assessment, they were not always explicitly articulated in the instructional module. Strengthening the alignment between values, learning objectives, activities, assessment indicators, and reflection processes would enhance curricular coherence and support wider implementation..
3.2.6. Pedagogical Contribution, Limitations, and Implications
This study demonstrates that school-created choreography can serve as both a curricular and cultural resource. Sayuk Dance integrated local artistic expression, environmental awareness, character education, and Merdeka Curriculum objectives within a single instructional design. Its incorporation into P5 activities, environmental programs, guest receptions, and school events also strengthened the school’s artistic identity.
The findings extend the pedagogical function of local dance beyond cultural preservation and performance reproduction. With systematic planning, local choreography can develop artistic competence, cultural interpretation, awareness of local issues, and collaborative learning. Teachers therefore act not only as transmitters of cultural knowledge but also as producers of context-responsive curriculum resources.
Several limitations should be acknowledged. The study involved only one school, whose environmental identity was closely associated with Sayuk Dance, thereby limiting transferability. Participant perspectives were restricted to the choreographer-teacher and a small group of female students, while the views of male students, school leaders, parents, and other teachers were not comprehensively represented. Moreover, the absence of baseline data, comparison groups, and longitudinal observation prevents causal claims regarding sustained character development.
The temporal gap between the 2023 P5 performance and data collection in 2025 may also have introduced recall bias. In addition, the teacher’s dual role as choreographer and implementer may have influenced interpretations of the dance’s educational effectiveness.
The findings nevertheless offer practical implications for Arts and Culture education. Teachers may adapt locally relevant artistic works to students’ social, cultural, and environmental contexts while retaining their symbolic meaning. Instruction should integrate appreciation, practice, creation, reflection, assessment, and public presentation, with educational values explicitly aligned with learning objectives and evaluated through multiple forms of evidence.
Future research should examine similar local choreographies across diverse schools and participant groups. Longitudinal, mixed-method, and comparative studies are needed to assess sustained changes in environmental behavior, cooperation, discipline, cultural appreciation, and differences between teacher-created choreography and established traditional dance materials.
4. CONCLUSION
	This study demonstrates that Sayuk Dance functions not only as a choreographic work but also as contextually relevant Arts and Culture learning material. Its educational significance is embedded in the relationship among movement, floor patterns, properties, costumes, musical accompaniment, lyrics, and collaborative performance. The analysis identified five principal values—tolerance, mutual cooperation, discipline, environmental care, and teamwork—which were represented symbolically within the dance and enacted through group rehearsal, project completion, and performance.

The integration of Sayuk Dance through Project-Based Learning enabled students to progress from observing and interpreting choreographic elements to designing, rehearsing, presenting, and reflecting on a group performance. This process connected artistic competence with communication, responsibility, movement coordination, problem-solving, and collective decision-making. The dance’s environmental theme, particularly its representation of sweeping, collecting waste, and maintaining school cleanliness, also allowed students to relate artistic expression to practices encountered in their immediate environment. Consequently, educational values were not presented solely as abstract concepts but were experienced through embodied, symbolic, and collaborative activities.

The study further indicates that locally created choreography can serve as a culturally grounded curriculum resource when its artistic content is systematically aligned with learning objectives, instructional activities, assessment, and reflection. The use of coconut-leaf brooms and bamboo-basket waste bins strengthened the environmental message while preserving references to local material culture. Meanwhile, the phrase Sing Sayuk Sing Rukun reinforced the values of harmony, respect, and social cohesion. Thus, Sayuk Dance connected local cultural knowledge, environmental awareness, character-oriented education, and the development of dance competence within a single learning framework.

However, the findings should be interpreted within the boundaries of a qualitative study conducted in one school. The evidence indicates that students displayed and articulated educational values during the learning process, but it does not establish long-term behavioral transformation or a causal effect of dance instruction on character formation. The study also relied on a limited number of participant perspectives and included retrospective accounts of the 2023 Pancasila Student Profile Strengthening Project. These limitations restrict broad generalization beyond the specific institutional and cultural context examined.

Overall, Sayuk Dance provides a pedagogically meaningful example of how school-based choreography can move beyond technical dance instruction and become a medium for contextual, collaborative, and value-oriented learning. Future research should examine similar locally created dances across different schools, involve more diverse participant groups, and employ longitudinal or mixed-method designs to investigate whether repeated participation produces sustained changes in environmental behavior, cooperation, discipline, cultural appreciation, and students’ artistic development.
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