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ABSTRACT: Traditional dance extracurricular programs play a strategic role in cultivating both technical dance skills and character values among students, particularly in vocational secondary schools where such programs often serve as a bridge between formal education and community-based cultural preservation. This study examines the implementation of imitation and drill methods in the learning of the Wanci Kahuripan dance within the Sekar Arum dance extracurricular program at SMKN 1 Jetis Mojokerto. The research employed a qualitative descriptive case study approach, with data collected through in-depth interviews with the extracurricular instructor, direct observation of training sessions, and documentation of student performances. The findings show that the imitation method facilitates students' initial recognition and comprehension of movement, while the drill method strengthens precision, tempo accuracy, and physical coordination through repeated practice. Continuous evaluation, combined with a personalized approach to each student, contributed to a learning atmosphere in which technical competence (wiraga) developed alongside emotional and moral internalization (wirasa) of the values embodied in the story of Mbah Semi, the legendary figure represented in the dance. The results were further evidenced by students' increasing self-confidence and their active participation in performances outside the school environment, including a regional Independence Day commemoration and a cultural exhibition opening. This study contributes to the growing body of literature on traditional dance pedagogy by demonstrating how the complementary application of behaviorist-oriented teaching methods can simultaneously support technical mastery and character education in extracurricular settings.
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1. INTRODUCTION
Within the Indonesian education system, extracurricular activities occupy a formal position in the national curriculum structure, functioning as a complementary space to intracurricular learning in which students may develop talents, interests, and character beyond the standard classroom syllabus. Under the Kurikulum Merdeka, arts-based extracurricular programs are explicitly positioned as a vehicle for strengthening the Profil Pelajar Pancasila (Pancasila Student Profile), particularly the dimensions of creativity, independence, and global diversity awareness through the study of local cultural expressions. Dance extracurricular programs, in this regard, occupy a unique position: they are simultaneously expected to preserve traditional cultural knowledge and to function as a developmental space for students' physical, emotional, and social competencies. This dual mandate places particular pedagogical demands on instructors, who must balance the technical rigor required for authentic traditional dance performance with the developmental needs of adolescent learners who may have little to no prior formal dance training.
Vocational secondary schools (SMK) present a particularly distinctive context for this balancing act. Unlike general senior high schools (SMA), where extracurricular arts programs often function primarily as enrichment activities, dance extracurricular programs in SMK settings frequently carry an additional institutional expectation: representing the school in inter-school competitions, regional cultural festivals, and civic ceremonial events. This institutional visibility means that the outcomes of dance extracurricular learning in SMK settings are rarely confined to the training room; they are continuously tested and validated through public performance, making the relationship between pedagogical method and performance-readiness especially consequential in this setting.
Traditional dance occupies a central place in Indonesia's cultural landscape, functioning not only as an aesthetic expression but also as a medium for transmitting local values, historical narratives, and community identity across generations. Amid the growing influence of globalized popular culture, school-based extracurricular programs have become one of the few remaining structured spaces in which younger generations are systematically introduced to traditional performing arts. Vocational secondary schools (SMK), in particular, increasingly position dance extracurricular activities as a vehicle for character education, creative expression, and, in some cases, a pathway toward local cultural advocacy through public performance.
Within the pedagogical practice of traditional dance instruction, the imitation method and the drill method remain two of the most widely applied teaching strategies. The imitation method is grounded in the principle of observational learning, in which students acquire new movement patterns by directly observing and reproducing a model demonstrated by the instructor. This approach is theoretically consistent with Bandura's social learning theory, which posits that a substantial portion of human behavior is learned through observation, imitation, and modeling of others' actions, particularly when the model is perceived as competent and credible (Bandura, 1977). The drill method, meanwhile, is rooted in behaviorist principles of learning through repetition and reinforcement, in which a stimulus-response pattern is consolidated through consistent practice until the desired behavior becomes automatic and accurate (Skinner, 1953). Thorndike's law of effect further supports this principle, asserting that responses followed by satisfying consequences such as a teacher's approval or visible improvement in movement quality tend to be strengthened and repeated (Thorndike, 1932). In dance pedagogy specifically, the interaction between demonstration and reproduction has been described as a form of pedagogical "resonance" between teacher and student, in which repeated demonstration-reproduction cycles gradually refine a dancer's kinesthetic understanding of a movement sequence (Harbonnier-Topin & Barbier, 2014).
Recent studies in traditional and creative dance education continue to affirm the relevance of imitation and drill as complementary methods rather than competing approaches. A 2025 study on the reconstruction of the Feto Hitu dance found that the drill method significantly improved movement precision, tempo accuracy, and inter-dancer synchronization, while the imitation method more effectively supported dancers' initial understanding of movement design (Hariswari & Sape, 2025). Similarly, research on traditional dance instruction for students with hearing impairment demonstrated that a combination of imitative, informative, and drill methods supported by visual and gestural cues enabled effective transmission of complex movement sequences even in the absence of verbal-auditory communication (Rusyanti et al., 2020). These findings reinforce the notion that imitation and drill are not merely mechanical teaching techniques but adaptable pedagogical strategies capable of accommodating diverse learner conditions.
Beyond technical mastery, however, traditional dance learning is widely understood to encompass more than motor skill acquisition. Javanese aesthetic philosophy commonly distinguishes between wiraga (physical/technical mastery of movement), wirama (rhythmic and musical sensitivity), and wirasa (emotional and spiritual expressiveness). A dancer's competence is therefore not fully realized through technical accuracy alone, but through the capacity to internalize and convey the meaning embedded within a dance narrative. This dimension becomes particularly significant when a dance is built upon a specific cultural or historical narrative, as is the case with Wanci Kahuripan, a dance developed around the story of Mbah Semi, a figure regarded as instrumental to the continuity of traditional dance in the Banyuwangi region. The values of perseverance, resilience, and unwavering determination attributed to this figure are intended to be reflected not only in the choreography itself but also in the character formation of the students who learn it.
Despite the substantial body of research examining dance extracurricular activities in general education contexts ranging from the development of movement creativity (Priskila, 2026) to visuomotor skill enhancement among lower-grade elementary students (2026) relatively limited attention has been paid to how imitation and drill methods function specifically within vocational secondary school settings, where extracurricular dance programs often carry an additional mandate of representing the school and local community in public cultural events. Moreover, few studies have examined how the evaluative and personalized dimensions of an instructor's teaching approach interact with these two methods to shape both technical outcomes and students' psychological readiness to perform.
Beyond technical and creative development, a growing body of research has also examined the psychosocial benefits of sustained participation in performing arts extracurricular activities. Studies on adolescent involvement in extracurricular activities consistently report a positive association between participation and self-concept, with students engaged in performance-based activities such as dance, theatre, and music demonstrating measurably higher levels of self-worth and confidence compared to peers with limited extracurricular involvement (Blomfield & Barber, 2009). This pattern is further reinforced by evidence that extracurricular participation provides adolescents with structured opportunities to discover personal strengths, receive constructive feedback, and gradually build the kind of self-assurance that is difficult to cultivate within the constraints of regular classroom instruction alone (Fredricks & Eccles, 2008). In the specific context of performing arts, participation has additionally been linked to enhanced psychological wellbeing, as the process of rehearsing, refining, and ultimately presenting a performance before an audience requires students to repeatedly confront and manage performance-related anxiety in a supported environment (Kausar & Ahmad, 2021).
These findings are particularly relevant to the present study, given that the Wanci Kahuripan dance learning process culminates not merely in classroom-based mastery but in public performance at community and institutional events. This suggests that the confidence-building function frequently attributed to extracurricular arts participation in the broader psychological literature may manifest concretely within the specific pedagogical structure of imitation and drill methods, an intersection that remains underexplored in existing traditional dance research.
Beyond its contribution to psychomotor development, dance pedagogy has increasingly been recognized as an educational medium that integrates cognitive, affective, and social learning. Unlike many classroom-based instructional activities, traditional dance requires students to coordinate bodily movement, emotional expression, musical sensitivity, and interpersonal collaboration simultaneously. Consequently, the effectiveness of instructional methods in dance education should not be evaluated solely in terms of technical achievement, but also in relation to students' confidence, motivation, and capacity to engage meaningfully with cultural values. This broader educational perspective provides an important foundation for examining how imitation and drill methods function within extracurricular traditional dance learning.
Furthermore, this study contributes to the broader discussion of arts education by demonstrating that behaviorist-oriented instructional methods remain relevant when integrated with relational and culturally responsive teaching practices. Rather than functioning as isolated technical exercises, imitation and drill are shown to operate within a holistic learning environment in which students simultaneously develop artistic competence, cultural awareness, and personal confidence.
This study addresses this gap by examining the implementation of imitation and drill methods in the learning of Wanci Kahuripan dance within the Sekar Arum dance extracurricular program at SMKN 1 Jetis Mojokerto. Specifically, this research aims to: (1) describe the evaluation process applied during the learning of Wanci Kahuripan dance; (2) analyze the learning outcomes resulting from the application of imitation and drill methods; and (3) examine how these outcomes are reflected in students' technical competence, self-confidence, and participation in performances beyond the school environment. The novelty of this study lies in its focus on a relatively young extracurricular program established approximately four years prior to this research and its attention to the personalized pedagogical approach adopted by the instructor as a distinguishing feature relative to other school-based dance programs in the surrounding region.


2. METHODS
This study employed a qualitative descriptive method with a case study approach, chosen for its suitability in providing an in-depth, contextualized understanding of a specific instructional phenomenon within its natural setting (Creswell & Creswell, 2018). The research was conducted within the Sekar Arum dance extracurricular program at SMKN 1 Jetis Mojokerto, focusing on the learning process of the Wanci Kahuripan dance, a work developed around the historical narrative of Mbah Semi, a figure closely associated with the preservation of traditional dance in Banyuwangi.
The primary subject of this study was the extracurricular instructor, Ibu Rudyana Narastiti, S.Pd., who has served as the coach of the Sekar Arum dance extracurricular program since its establishment approximately four years prior to this research. Supporting data were obtained from student participants involved in the Wanci Kahuripan training process. Data were collected through three complementary techniques: (1) semi-structured in-depth interviews with the instructor regarding the teaching methods applied, the evaluation process, and the outcomes observed throughout the training period; (2) direct, non-participatory observation of several training sessions to document the practical application of the imitation and drill methods in real time; and (3) documentation studies, including photographs and video recordings of both training sessions and public performances, used to corroborate interview data and to provide visual evidence of learning outcomes.
Data analysis followed the interactive model proposed by Miles, Huberman, and Saldaña (2014), consisting of three concurrent stages: data reduction, in which raw interview transcripts and field notes were condensed and organized according to emerging themes such as evaluation, learning outcomes, and student performance; data display, in which the reduced data were organized into descriptive narrative categories corresponding to the research objectives; and conclusion drawing/verification, in which patterns identified across interviews, observations, and documentation were cross-checked to ensure the credibility of the findings. To strengthen the trustworthiness of the data, source triangulation was applied by comparing information obtained from the instructor's interviews with direct observational data and documented performance records. This triangulation process was intended to minimize bias arising from reliance on a single data source and to ensure that the interpretations presented in the Results and Discussion section were firmly grounded in convergent evidence.
The choice of a single-case qualitative design over a multi-site or quantitative comparative design was deliberate, reflecting the study's aim to generate an in-depth, contextually grounded understanding of how a specific instructor's pedagogical practice unfolds over time, rather than to produce generalizable statistical claims about the relative effectiveness of imitation versus drill methods across dance programs. This design choice is consistent with the broader tradition of qualitative case study research in arts education, which prioritizes thick description and contextual nuance over statistical generalizability (Creswell & Creswell, 2018). Data collection took place over the course of several training sessions leading up to, and immediately following, the two documented public performances referenced in the Results section, allowing the researcher to observe not only the steady-state training process but also the intensified preparation period commonly associated with pre-performance rehearsal.
The use of multiple data collection techniques enabled methodological triangulation, allowing interview findings to be continuously compared with observational evidence and documentation obtained throughout the research process. This approach increased the credibility of the findings by reducing dependence on a single source of information and providing a richer understanding of how the imitation and drill methods were implemented across different learning situations.
Ethical considerations were addressed by obtaining informed consent from the instructor prior to the interview process and by ensuring that any documentation involving student participants was limited to group-level observation rather than individually identifying data, in accordance with standard ethical practice for qualitative research involving minors in an educational setting.

3. RESULTS AND DISCUSSION
3.1 Results
3.1.1 Continuous Evaluation in the Learning Process
Evaluation within the Wanci Kahuripan dance learning process was conducted by Ibu Rudyana Narastiti, S.Pd. on a continuous basis at the end of each training session. This evaluation was carried out by asking students to re-perform the movement sequence that had been taught during that session. The primary purpose of this evaluative stage was threefold: to measure the accuracy of students' movement memorization, to assess the consistency of their tempo, and to determine each student's readiness before new movement material was introduced. This stage-by-stage evaluative structure ensured that new material was only introduced once a sufficient level of mastery had been achieved for the preceding sequence, thereby preventing the accumulation of technical errors across sessions.
Beyond the technical evaluation of movement, the instructor also applied a personalized approach to each student. As explained by Ibu Rudyana Narastiti in her capacity as coach of the Sekar Arum dance extracurricular program:
"Almost every school in Mojokerto has a dance extracurricular program. What distinguishes ours since it has only been established for around four years is the teaching method we use, along with the individual approach we take with each student, so that they feel comfortable participating in the dance extracurricular."
This statement indicates that the evaluation process implemented in the Wanci Kahuripan learning program was not oriented solely toward technical achievement in movement, but was equally concerned with students' psychological comfort throughout the learning process. This personalized dimension emerged as a distinguishing characteristic of the Sekar Arum extracurricular program relative to other dance extracurricular activities in the Mojokerto region.
From an instructional perspective, this continuous evaluation can also be interpreted as formative assessment because it was integrated into the learning process rather than conducted only at the end of instruction. Immediate feedback enabled students to recognize errors, refine movement execution, and progress to subsequent learning stages with greater confidence.
3.1.2 Learning Outcomes of Wanci Kahuripan Dance
The application of imitation and drill methods in learning Wanci Kahuripan dance within the Sekar Arum extracurricular program produced outcomes that aligned closely with the instructor's expectations. This was directly conveyed by Ibu Rudyana Narastiti:
"Overall, the results achieved were in line with, and even close to, what I had hoped for. The imitation method greatly helped students understand and replicate the dance movements correctly, because they could directly observe the clear and structured example I demonstrated. Once students began to master the basic form, the drill method repeated practice that I applied made their movements more orderly, coordinated, and fluid when performing."
Based on this statement, the two methods can be understood as functioning in a complementary manner. The imitation method played a central role during the introductory and initial comprehension stage of movement acquisition, while the drill method operated during the consolidation and refinement stage, in which movement quality was polished through repetition. The instructor further noted that this process required considerable patience and an extended period of time; however, the results were evident across three primary aspects: (1) memorization of the movement sequence, (2) tempo accuracy, and (3) students' self-confidence when performing in front of an audience. Beyond improvements in movement execution, the instructor emphasized that the learning process also aimed to cultivate values embedded within the narrative of the dance. Accordingly, the outcomes of learning were evaluated not only from a technical perspective but also from students' understanding of the dance's cultural meaning.
In addition to these technical achievements, the learning outcomes of Wanci Kahuripan dance were also reflected in the internalization of underlying values. The selection of this particular dance was not incidental but was deliberately aligned with the noble values intended to be instilled in students. As explained by Ibu Rudyana Narastiti:
"This dance portrays the story of Mbah Semi, a legendary figure recognized as an important contributor to the continuity of dance, particularly in Banyuwangi. Throughout his life, he faced numerous challenges and hardships, yet he never gave up. His steadfastness, resilience, unyielding spirit, and perseverance are clearly reflected in the storyline and expressive movements of this dance... These values are highly relevant for students to emulate."
Accordingly, the success of learning Wanci Kahuripan dance was measured not only by students' technical mastery of movement (wiraga), but also by the extent to which they were able to comprehend and reflect upon the meaning and moral message (wirasa) embedded within the narrative of the figure portrayed in the dance.
These findings suggest that successful traditional dance learning involves a gradual progression from cognitive understanding toward embodied performance. Students first constructed an understanding of movement through observation before refining technical execution through repetitive practice. This progression reflects the complementary nature of imitation and drill in facilitating sustainable skill acquisition.
3.1.3 Student Assessment
Student assessment within the Wanci Kahuripan dance learning program was conducted by the instructor based on three primary indicators: accuracy of movement memorization, tempo alignment with musical accompaniment, and self-confidence during performance. These three indicators represent the direct outcomes of applying the imitation method during the initial learning stage and the drill method during the consolidation stage. Students who initially could only replicate basic movements gradually developed the ability to perform the complete movement sequence with more fluid and better-coordinated body coordination. This growing self-confidence subsequently contributed to students' readiness to perform in various settings beyond the school environment, as further described in the following section.
Assessment was not limited to the final performance but was embedded throughout the rehearsal process. Continuous monitoring enabled the instructor to identify individual learning difficulties and provide immediate corrective feedback. Consequently, assessment functioned not merely as a measurement tool but also as an instructional strategy supporting students' continuous improvement.
Table 1. Student Assessment Indicators in Wanci Kahuripan Dance Learning
	No
	Assessment Indicator
	Description

	1
	Movement memorization accuracy
	Precision in recalling and reproducing the taught movement sequence

	2
	Tempo alignment with music
	Consistency between movement rhythm and musical accompaniment

	3
	Self-confidence in performance
	Students' readiness and composure when performing in front of an audience


(ingat: tabelnya jangan ada

3.1.4 Participation in External Performance Events
The outcomes of learning through imitation and drill methods were not confined to technical mastery observed within the training space; they were further validated through the students' opportunities to perform at various events outside the school. As conveyed by Ibu Rudyana Narastiti, S.Pd.:
"The results of learning through both methods were strongly felt, one clear indication being the numerous opportunities to perform outside the school environment. Once students had mastered the movements well through accurate imitation and consistent repeated practice the quality of their movement became increasingly refined and well-structured, which led to the Sekar Arum extracurricular being trusted to fill various events."
One concrete example of this achievement was the participation of the Sekar Arum extracurricular in the commemoration of the 80th anniversary of Indonesian Independence on August 17, 2025, performing the Warak Dugder dance. In addition, students were also invited to perform the Bedaya Putri Mojosakti dance at the opening of an exhibition and book discussion event at SMAN 1 Sooko, Mojokerto, held from October 3–5, 2025. According to Ibu Rudyana Narastiti, both performance opportunities served as tangible evidence that the imitation and drill methods applied had effectively produced satisfying results. These public appearances demonstrated that the learning outcomes observed during training were transferable to authentic performance settings. 
Furthermore, these performances outside the school functioned as a means of training students' self-confidence while simultaneously introducing and preserving local culture to a broader audience.
Participation in public performances also represented an authentic learning context in which students applied the technical and expressive competencies developed during rehearsal. Unlike classroom-based demonstrations, public performances required students to maintain concentration, confidence, and coordination under real performance conditions, thereby providing meaningful validation of the learning outcomes achieved.
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Figure 1. Sekar Arum extracurricular performing Warak Dugder dance at the 80th Indonesian Independence Day commemoration, August 17, 2025
3.2 Discussion
To situate the present findings within the broader literature on imitation and drill methods in dance pedagogy, Table 2 summarizes the focus and key outcomes of several recent related studies alongside those of the present research.
Table 2. Comparison of Recent Studies on Imitation and Drill Methods in Dance Learning
	Study
	Context
	Key Outcome Emphasized

	Hariswari & Sape (2025)
	Feto Hitu dance reconstruction, university dance studio
	Drill improves precision/tempo/synchronization; imitation supports initial understanding

	Harbonnier-Topin & Barbier (2014)
	Contemporary dance technique classes, Montreal
	Demonstration-reproduction as a relational, teacher-student "resonance"

	Rusyanti et al. (2020)
	Traditional dance for hard-of-hearing students
	Imitation, informative, and drill methods adapted through visual/gestural cues

	Present study (2026)
	Wanci Kahuripan dance, SMK extracurricular, Mojokerto
	Imitation-drill sequence linked to both technical mastery and self-confidence/character internalization



As shown in Table 2, prior studies have predominantly examined imitation and drill methods through the lens of technical outcomes, such as precision, synchronization, and movement accuracy. The present study extends this line of inquiry by situating these methods within a broader outcome space that includes students' psychological readiness to perform and their internalization of narrative-based character values, an emphasis less commonly foregrounded in the existing literature on dance-technique pedagogy.
The findings of this study affirm that imitation and drill, while theoretically distinct in their psychological mechanisms, function most effectively when applied in a complementary and sequential manner rather than as isolated techniques. This pattern is consistent with the theoretical framework of observational learning, which holds that skill acquisition typically begins with attentional and retentional processes students observing and mentally encoding a modeled movement before progressing to reproduction and, ultimately, motivational reinforcement through practice and feedback (Bandura, 1977). In the case of Wanci Kahuripan dance learning, the imitation stage corresponded closely to the attentional and retentional phases, as students relied on direct visual demonstration by the instructor to form an initial mental representation of each movement sequence. The subsequent drill stage then aligned with the reproduction and reinforcement phases, in which repeated physical practice supported by the instructor's continuous evaluation gradually transformed an initially imitated movement into an internalized, fluent motor pattern. This progression is consistent with behaviorist accounts of skill consolidation, in which consistent repetition paired with corrective feedback strengthens the accuracy and automaticity of a learned response (Skinner, 1953; Thorndike, 1932).
Another important finding concerns the role of continuous formative assessment throughout the rehearsal process. Rather than functioning merely as a tool for measuring achievement, evaluation became an integral component of instruction, enabling immediate correction and progressive refinement of movement quality. This observation suggests that assessment operated simultaneously as a learning strategy and a motivational mechanism supporting sustained improvement. The integration of formative assessment into every rehearsal session also reinforced the effectiveness of both imitation and drill methods, as students were able to receive immediate feedback, correct movement errors, and gradually improve their technical performance before progressing to more complex movement sequences.
These findings also corroborate recent empirical work on drill and imitation in traditional dance reconstruction, which similarly found that drill methods contribute more directly to precision, tempo accuracy, and synchronization, while imitation methods are more instrumental in building initial technical understanding (Hariswari & Sape, 2025). The present study extends this understanding by demonstrating that, beyond precision and synchronization, the sequential application of these two methods also contributes to a third outcome rarely foregrounded in prior dance-pedagogy research: the development of students' self-confidence as performers. This suggests that the behavioral consolidation achieved through drill practice does not remain confined to motor competence alone but appears to generalize into students' psychological readiness to perform publicly an outcome that is particularly consequential in an extracurricular context where public performance functions as both a learning objective and a form of cultural advocacy.
A distinctive feature identified in this study, and one that appears less emphasized in comparable literature on traditional dance extracurricular programs, is the instructor's deliberate integration of a personalized, student-centered approach alongside the technically oriented imitation and drill methods. While the continuous, session-by-session evaluation process reflects a structured, outcome-driven pedagogical design, the accompanying attention to individual students' comfort suggests that the instructor's practice extends beyond a purely behaviorist model of stimulus-response training. This finding resonates with the broader understanding in dance pedagogy that effective demonstration-reproduction teaching is not a purely mechanical transaction, but a relational process shaped by the ongoing interaction between teacher and student (Harbonnier-Topin & Barbier, 2014). In the context of this study, that relational dimension appears to function as a moderating factor that supports students' willingness to persist through the demanding repetition inherent to the drill method, without which the technical gains documented in the Results section may have been more difficult to sustain.
The internalization of the narrative values embedded in Wanci Kahuripan particularly the perseverance and resilience attributed to the figure of Mbah Semi further distinguishes this case from studies that examine imitation and drill purely as technical training methods. The explicit alignment between the dance's narrative content and the character values the instructor sought to cultivate suggests an intentional pedagogical design in which technical mastery (wiraga) is treated as inseparable from emotional and moral comprehension (wirasa). This dual orientation echoes findings from other extracurricular dance research emphasizing the role of such programs in supporting students' creative and expressive development alongside technical skill (Priskila, 2026), while also aligning with the broader recognition in Indonesian traditional arts education that dance functions simultaneously as an aesthetic and a moral-pedagogical medium.
Finally, the students' expanding participation in performances beyond the school environment including a regional Independence Day commemoration and a formal cultural exhibition opening provides external validation of the internal learning outcomes described above. These performance opportunities functioned not merely as showcases of technical competence but as authentic contexts in which students' self-confidence, cultivated through the evaluative and drill-based training process, could be tested and further reinforced. This outward-facing dimension also situates the Sekar Arum extracurricular program within a broader function identified in traditional dance scholarship: that school-based dance programs serve not only an internal pedagogical purpose but also a community-facing role in sustaining and disseminating local cultural heritage to wider audiences.
It is also worth considering the broader institutional function that this case illustrates. As a relatively young extracurricular program, Sekar Arum's growing reputation, evidenced by its selection for high-visibility public events such as a regional Independence Day commemoration, suggests that the pedagogical approach documented in this study has produced outcomes recognizable not only within the school but also by external community stakeholders. This external validation carries implications beyond individual student development: it positions the dance extracurricular program as an active agent in regional cultural preservation efforts, contributing to the continued visibility of traditional dance forms such as Warak Dugder and Bedaya Putri Mojosakti within contemporary public life. In this sense, the imitation and drill methods examined in this study should be understood not merely as classroom teaching techniques, but as pedagogical tools situated within a larger ecosystem of cultural transmission, one in which schools function as active custodians of local performing arts traditions alongside community art studios and government cultural institutions.

4. CONCLUSION
This study demonstrates that the imitation and drill methods, when applied in a complementary and sequentially structured manner, effectively support both the technical and psychological development of students learning Wanci Kahuripan dance within the Sekar Arum extracurricular program at SMKN 1 Jetis Mojokerto. The imitation method facilitated students' initial comprehension and reproduction of movement through direct observation, while the drill method strengthened precision, tempo accuracy, and coordination through sustained repetition. Continuous, session-based evaluation combined with a personalized instructional approach contributed to a learning environment in which technical achievement was accompanied by psychological comfort and growing self-confidence. Furthermore, the deliberate integration of the historical narrative of Mbah Semi within the choreography enabled students to internalize values of perseverance and resilience, reflecting the inseparability of technical mastery (wiraga) and emotional-moral expressiveness (wirasa) in traditional dance learning. The tangible outcomes of this learning process were further affirmed through students' participation in public performances, which served both as evidence of technical readiness and as a means of cultural preservation and dissemination. These findings suggest that future traditional dance extracurricular programs may benefit from deliberately pairing structured, repetition-based technical training with personalized instructional relationships and narratively grounded choreographic content to support holistic student development.
Although this study focused on a single extracurricular dance program, the findings provide practical implications for dance educators seeking to integrate technical instruction with character education in traditional arts learning. Future research involving multiple schools or comparative instructional designs may further clarify how different pedagogical approaches influence students' artistic, psychological, and cultural development across diverse educational contexts.
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