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This article provides a comprehensive study of the historical retrospective and fundamental patterns of the development of musical
accompaniment for choreographic performances as an integral art history phenomenon. The relevance of the work is determined
by the need for a scientific rethinking of the interaction between sound and movement in the context of the modern transformation
of artistic forms. The paper thoroughly analyzes the path of the long evolution of this interaction — from the stage of primitive syncretism,
where music, singing, and dance existed as an indivisible ritual act, to the emergence of complex modern digital and multimedia forms
of accompaniment.

The author examines in detail the role of music as a dominant and integral component of choreographic art, which not only provides
rhythmic support but also deeply emphasizes the character, emotional richness, and overall dramatic line of the dance. Special attention
in the study is paid to the radical change in instrumentation and musical structures across different cultural and historical eras. The line
of development is traced from ancient lyres, auloi, and kitharas that accompanied Greek choreia, through the formation of chamber
ensembles of the Renaissance and Baroque periods, to the powerful symphony orchestras of the Romantic era.

A separate aspect highlights the functional significance of music in classical ballet, where it serves not only as an artistic means
of creating an emotional atmosphere and revealing the psychological depth of characters but also performs the practical role of masking
technical stage sounds, such as floor creaks or the impact of dancers' landings, thereby ensuring an effect of ethereality and lightness
of performance. The final part explores the influence of technological progress in the 20th and 21st centuries, specifically the introduction
of electronic synthesizers and computer technologies that have shifted the paradigm of dance music perception. The scientific novelty
of the research is based on a systematic analysis of art history literature, allowing the author to trace the evolution of musical
accompaniment as an independent and self-sufficient cultural phenomenon in constant dialogue with plastic art.

Key words: musical accompaniment, choreographic art, dance evolution, syncretism, antiquity, ballet music, symphony orchestra,
dance dramaturgy.

Illymaxosa €Enizagema. E¢ontoyia my3uunozo cynpogooy 6 KoHmekcmi maHylo: icopuKko-meopemuyHuil acnexkm

Y nooawiti cmammi 30iticnioemvca KomniekcHe OOCHIONCEHHA ICMOPUYHOI pempocnekmugi ma QyHOAMeHMATbHUX 3aKOHOMIp-
HOCmel PO3BUMKY MY3UYHO20 CYNPo8o0dy Xopeoepapiunux noCmaHo8oK AK YiliCHO20 MUCMeYMBO3HABY020 (eHoMeHy. AkmyanbHicmb
pobomu 3yMoeneHa HeoOXiOHICMIO HAYKOBO20 NEPeOCMUCIEHHS 83A€MOOIL 36VKY Ma pyXy 8 YMOBAX CYHACHOI mpancghopmayii muc-
meybKux opm. Y pobomi tpyHmoeHo npoaHanizoeano wiisix mpueanol esomoyii yici 63aemModii — 8i0 cmadii NepeicHo20 CUHKPemU3MY,
0e My3UKa, Cnie ma mateyb ICHY8AU K HeNOOLbHA PUMYAlbHa 0is, 00 BUHUKHEHHs CKIAOHUX CYYACHUX YUMPOBUX Ma MYTbmMUMeOilHUX
popm akomnanemenmy.

Asmop demanvHo po321A0AE Poib My3UKU SK OOMIHAHMHO20 MA He8i0 €EMHO20 KOMIOHEHMA XOPeozpapiuno2o Mucmeymed, wo He
JUe CMEOPIOE PUMMIYHY OROpY, A Ul 2IUOUHHO NIOKPeCTIOE XapaKmep, eMoyiliHy HANOBHEHICMb Ma 3d2abHY OpAMAMYPIiuHY NiHil0
manyto. Ocobnuea yeaza 8 00CHiONCeHH NPUOLIAEMbC PAOUKANbHI 3MIHI IHCIMPYMEHMAPIo Ma My3udHUX CIPYKMyp Y Pi3HI KYIbniyp-
Ho-icmopuyni enoxu. IIpocmedcyempcs MiHis pO3GUMKY 610 AHMUYHUX TP, ABT0CI8 MA Ki(hap, wjo CYRPOBOOACYBANU 2peybKi Xopel, uepes
popmysants kameprux ancamonie 00ou Biopodoicenns ma 6apoxo, 00 NOMYICHUX CUMDOHIYHUX OPKECIPIE enoXu POMAHMUIMY.

OKpemum acnexmom 8UCimieHo QYHKYIOHATbHEe 3HAUEHHS MY3UKY 8 KIACUYHOMY banemi, 0e 60HA 6UCHIYNAE He Jule K XYOOXHCHIl
3acib cmeopeHHs eMoYitiHoi ammocepu ma po3KpUmms HCUXON02I3MY NePCOHANCI8, A Ui BUKOHYE NPAKMUYHY POTb MACKY8AHHA MeX-
HIYHUX 38YKI8 CYeHU, MAKUX K CKpUN Niono2u 4u yoapu npu npusemieHHi maHyisnuxis, uwo 3abesneuye epexm epiprocmi ma reekocmi
BUKOHAHHA. Y 3aKNIOYHIU YacmuHi 00CTi0HCYEMbCA 8NAUE mexHiuno20 npoepecy XX—XXI cmonims, 30Kpema 8npoadsicents enekmpoH-
HUX CUHME3AmMOopie ma KoMn TOMepHUX MexHON02il, Wo 3MIHUIY RApaoueMy CRpUtHAMmMs manyiosansHoi mysuxky. Haykosea Hoeusna
00cniodncents 6a3yEMbCsl Ha CUCTEMHOMY AHANI3] MUCTEYMBOZHABHOL Timepamypu, wo 0036074€ A6MOpy NPOCMENCUMU eBONIOYiI0
MY3UYHO20 CYNPOBOOY SIK CAMOCHIUH020 MA CAMOOOCHAMHbO20 KYIbMYPHO2O (heHoMeHY, ujo nepedysae y noCmitHoMy 0ianosi 3 niac-
MUYHUM MUCTEYMBOM.

Kniouosgi cnosa: mysuunuii cynposio, xopeoepagiune mucmeymeo, eBon0Yis MAHYI0, CUHKPEMU3M, AHMUYHICMb, OATIemHA My3UKd,
cumponiunuti opkecmp, Opamamypeis maHyio.

Introduction. The evolution of musical accompani-
ment in choreographic performances is closely and inex-
tricably linked to the general history of the development
of dance art. Throughout the millennia, music has served
not merely as a background but as a fundamental founda-
tion designed to emphasize the character, rhythm, and plas-
ticity of the performer's movements. It structured the time

and space of the dance, transforming individual movements
into a cohesive artistic narrative.

The historical development of dance originated in
ancient times, as evidenced by numerous archaeological
finds and cave paintings dating back to the 6th—8th centuries
BCE. Even then, the most elementary musical accompani-
ment — such as singing, chanting, or rhythmic tapping on
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natural materials — laid the foundations for the future syn-
thesis of the arts. These primitive sounds helped synchro-
nize collective movements during rituals and ceremonies.

As researchers note, dance began its life alongside
humanity, and the history of its origin is inextricably linked
to the history of human culture as a whole [9]. Dance tra-
ditions were passed down from generation to generation as
a living chronicle of a people. Although their original sacred
meaning was often lost over time, the peoples of the world
preserved their unique plastic language. Parallel to the devel-
opment of dance, music also improved: from simple rhythm,
it evolved into complex melodic structures, gradually trans-
forming into a distinct, high-art cultural element that we per-
ceive today as an integral part of the choreographic image.

Materials and Methods. To achieve the research objec-
tive, a comprehensive analysis of scientific sources covering
cultural theory, the history of choreographic art, and musi-
cology was employed. The methodological framework
of the work consists of the historical-comparative method,
which allowed for tracing the development of musical
forms from antiquity to the present, as well as the method
of systems analysis applied to study the mutual influence
of music and choreography in a historical context [1].

The theoretical basis of the research is formed by
the works of Ukrainian and foreign scholars, including
Yu. Stanishevskyi’s research regarding the national mental-
ity in dance [8], the works of A. Kryvokhyzha on the art
of dance [6], and the theoretical developments of O. Plak-
hotniuk within the context of world artistic culture [7].

Research Results. Since ancient times, dance art has
existed in close connection with music, forming a unified
artistic space in which movement and sound mutually com-
plement and reinforce each other. Musical accompaniment
was never merely a background for the dance; it defined
its rhythmic structure, emotional content, symbolism,
and functional purpose in society. Throughout the histor-
ical development of humanity, the forms, instrumenta-
tion, and methods of musical arrangement for dance have
changed, yet their syncretic connection has remained con-
stant. Understanding the evolution of musical accompani-
ment in dance allows for a deeper comprehension of not
only the specifics of choreographic art across different eras
but also the cultural, ritual, and social processes that shaped
the artistic consciousness of society. It is for this reason
that returning to the origins of dance culture and its musi-
cal arrangement is a vital aspect of researching the history
of musical-choreographic interaction.

Primitive dance represented a complex syncretic sys-
tem that included facial expressions, gestures, and active
movements of the torso and legs. In ancient times, facial
expression was considered the first language of humanity;
it was inseparably linked to the art of dance, where every
movement was intended to carry a specific meaning for
the viewer. Even today, Spanish dances, due to their extraor-
dinary expressiveness, are capable of conveying more emo-
tions than human speech. For ancient peoples, any dance
signified the union of man with cosmic energies. Choreo-
graphic acts accompanied the most important stages of life:
birth, the transition into adulthood, marriage, hunting, war,

and death. People danced not from an excess of physical
strength, but for the purpose of acquiring it; therefore,
the musical accompaniment always had to be appropriate
and clearly emphasize the nature of the event.

Turning to the origins of musical art, it is worth men-
tioning Terpander of Sparta (7th century BCE), who is
considered one of the first poet-musicians to chant verses
based on melodic models. In Ancient Greece, dance was
a universal public phenomenon. Antique dances were per-
formed to the accompaniment of the lyre, aulos, Pan flute,
syrinx, kithara, tympanum, and cymbals. Researchers dis-
tinguish several main types: warlike dances with swords,
where the music was masculine; cult dances or “dances
of the caryatids” with slow round-dance rhythms; and the-
atrical dances, where the character of the music was deter-
mined by the genre of the performance — tragedy, comedy,
or satyr drama. Thus, even in antiquity, the issue of musi-
cal accompaniment was extremely acute, as it facilitated
the viewer's perception of the performance and helped
the performer convey the mood of the event.

We find written mentions of dance as early as Homer’s
“Iliad”, which describes “chorea” — the Greek round
dance. Even the well-known Sirtaki dance of today, recon-
structed from ancient amphorae, demonstrates the impor-
tance of rhythmic accompaniment that alternates between
slow and fast parts, completely mirroring the dynamics
of the dancers [10].

Primitive dances, which originated in the Stone Age,
were always accompanied by singing. At the early stages
of civilization, dance was a means of communication
and survival. People imitated the habits of animals to
the rhythmic accompaniment of sticks, stones, and the voice.
Interestingly, dance was often used as a tool for mass sug-
gestion. In China, dances reached perfection even before
the formation of painting, acting as a dialogue between man
and deities. An example of strong manipulative influence
is found in the ritual dances of shamans and African cer-
emonies, where percussion instruments (tamtams, drums)
gradually accelerated the tempo, leading participants into
a state of trance or ecstasy [8].

Ancient Egypt, Babylon, and India also possessed highly
developed dance cultures. In Egyptian temples, dancers
accompanied festivals in honor of the gods. Scholars note
that in Ancient Egypt, there were special institutions for
training dancers, where instruction took place to the sounds
of the harp, lyre, lute, and double flutes [30]. In the New
Kingdom, the “almeh” dance was widespread, performed in
transparent dresses to the sounds of the tambourine and cas-
tanets. Oriental dances, particularly belly dancing, images
of which are found on Mesopotamian frescoes (1000 BCE),
also demonstrate the antiquity of the tradition of profes-
sional musical accompaniment.

The oldest dance music preserved in written notation
today dates back to the Middle Ages (carol, estampie).
With the development of knightly culture in the 12th
century, secular and ballroom dances began to emerge.
The French “branle” was the first step in this direction.
Later, the “pavane” became popular, danced with torches,
which dictated a slow and smooth musical tempo for safety
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reasons. In the 14th century, Thoinot Arbeau in “Orcheso-
graphy” described the accompaniment of ballroom dances
by a small orchestra consisting of trombones and viols [5].
The Renaissance era brought a division into “low” dances
(basse-dance, allemande) with slow music and ‘“high”
dances (saltarello, galliard) featuring jumps and energetic
accompaniment. This contrast laid the foundation for
the emergence of the musical suite form and sonata-cyclic
forms [3]. Ancient Egypt and India were also distinguished
by institutionalized systems for training professional danc-
ers, confirming the high level of development of the musical-
choreographic culture of these civilizations.

In the 17th century, during the Baroque era, every type
of dance (minuet, gavotte) had a corresponding musical
composition. Later, these genres detached from choreogra-
phy, becoming independent parts of sonatas and symphonies.
The opening of the “Academy of Dance” in Paris in 1661 by
order of Louis XIV marked the professionalization of accom-
paniment activities. The Classical era left us a legacy of min-
uets, while 19th-century Romanticism focused on the emo-
tional world of ballet. Ballet accompaniment performed by
a symphony orchestra became mandatory. The music not
only helped to understand the author's intent but also per-
formed a practical role: it masked technical noises — the creak-
ing of the floor or the impact of jumps — creating an image
of lightness and ethereality for the performers on stage.

The 20th century brought mass popularity to ballroom
dancing. In the 1920s, jazz with its complex arrangements
flooded night clubs, where big bands were used for the fox-
trot [6]. The 1950s became the era of rock and roll, which
changed the moral principles of the youth and their style
of behavior. The appearance of television shows, such as
“American Bandstand”, and the development of DJ culture
in the late 1950s marked the transition from live sound to
the use of audio recordings.

In the 1970s, the “Disco” genre became synonymous
with dance pop music, where electronic instruments
and synthesizers gradually displaced expensive orches-
tras from nightclubs. The development of electronic music
(techno, trance) in the 1980s led to the creation of musical
accompaniment primarily through computers. The growth
of electronic club music in the 1980s (techno, trance)
resulted in musical accompaniment becoming predom-
inantly digital and studio-constructed. Electronic dance
music (EDM) is usually devoid of acoustic instruments,
although many of its creators possess a classical education.
Today, the names of many musical works (tango, bolero,
salsa) are identical to the names of the dances, emphasizing
the inseparability of these two arts.

A separate and significant layer in the study of the evolu-
tion of musical accompaniment is the genesis of Ukrainian
folk choreography, where music and dance have been in
a state of deep syncretism since time immemorial. The ori-
gins of Ukrainian dance reach back to deep antiquity, with
roots in the magical rites and rituals of Slavic paganism [4].
The musical accompaniment of folk dances was initially
an integral part of calendar-ritual cycles. In western regions,
particularly in Transcarpathia, musical accompaniment was
enriched with specific syncopated rhythms.

The Hutsul choreography demonstrates a unique phe-
nomenon. As noted by D. Demkiv and Ya. Chuperchuk,
the Hutsul dance is a unique synthesis of mountain energy
and virtuoso performance [2]. The musical accompaniment
of such dances as “Arkan” requires musicians to clearly
accentuate the strong beat. Traditional ensembles of “troisti
muzyky” (violin, hammered dulcimer, tambourine) created
a live dialogue with the dancer, where the music became
a continuation of the plastic thought.

Summarizing the historical and cultural journey of musi-
cal accompaniment, it is evident that the synergy between
sound and movement has remained a constant and vital
force throughout the ages. Whether through the primal
vibrations of the ancient drum, the intricate orchestrations
of the Classical era, or the vibrant energy of Ukrainian folk
traditions, music has consistently served as the indispens-
able soul of choreography.

In the contemporary era, the professional interaction
between the choreographer and the accompanist (con-
certmaster) represents the culmination of this centu-
ries-long evolution. This relationship is no longer a sim-
ple division of labor but a profound creative partnership
where music provides the temporal and spatial frame-
work for artistic expression. The integration of tradi-
tional acoustic heritage with modern digital technologies
opens new horizons for choreographic narratives, yet
the core objective remains unchanged: to create a unified
artistic reality where sound and motion are inseparable.
This enduring dialogue highlights not only the technical
progress of the arts but also the fundamental human need
for a holistic aesthetic experience.

Conclusions. The study of the evolution of musi-
cal accompaniment allows for the conclusion that music
and dance have developed as a single, holistic organism
throughout the entire history of humanity. From primitive
rhythmic beats of sacred significance to complex modern
digital compositions, musical accompaniment has invari-
ably played the role of the emotional and temporhythmic
framework of choreography. The transformation of repro-
duction means — from live orchestral sound to electronic
recordings and synthesized textures — has not diminished
the importance of music, but has only changed its form
of existence, providing choreographers with new instru-
ments for the realization of creative concepts.

National peculiarities, particularly in Ukrainian folk
dance, and the professional activity of the accompanist in
the choreography class emphasize that musical accompani-
ment is not simply a background, but a profound method-
ological and artistic foundation. It ensures the dramaturgi-
cal integrity of the production and provides psychological
support to the performer, contributing to a more precise
transmission of the artistic image.

As experts note, it is the musical accompaniment
that serves as the basis without which the full disclosure
of the choreographic intent and its adequate perception by
the viewer would be impossible. The evolution of this syn-
thesis continues, adapting to new technological possibilities
while preserving its fundamental nature — the inseparable
unity of sound and movement.
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