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Ynepiie B MHCTEUTBO3HABUOMY HAYKOBOMY JHCKYpPCl CHCTEMATH30BaHO
300pakK€HHsI My3UKaHTIB 1 My3UYHHUX ICHTYPMEHTIB B YKpaiHCbKOMY KUBOIHUCT X V-
XVIII ct. VY3arampHeHo Marepiand, 310paHi aBTOPOM Yy TMPOLECI JOCIIKEHHS
Bi3yaJbHOTO MaTepialy CTOCOBHO OCOOJIMBOCTEH pPO3BUTKY MYy3WYHOI TEMH B
00pa3oTBOPUYOMY MHUCTEIITBI Y KpaiHHU.

[IpoaHanizoBaHO BEIHKY DKEpENbHY 0a3y BITUM3HSHUX Ta 3aKOPJAOHHUX
HAyKOBHX JOCHIDKEHb, SIKI CTOCYIOThCS IIMX IaM SITOK. BHBYEHO 1 KPUTUYHO
IpOaHaNi30BaHO TEOPETUYHI TMpalli, HAyKOBl CTaTTi ¥ 1HOI JpKepena, sKi
BUCBITJIIOIOTh PI3HI aCHEKTH OCOOMBOCTEH PO3BUTKY MY3MYHOI TEMHM Ha TEPUTOPIl
VYkpainu, yka3yloTb Ha B3a€MOJII0 PENirii Ta My3UKH, SIKa CATA€ 4aciB MaJCOJNITy.
PosrnsinyTo Bi3yanbHi apredakTH JaBHBOI MY3UKH, K1 € 0a3ucoM JJisi GopMyBaHHS
HaNpSMiB MY3U4YHOI TEMU Y Bi3yalbHOMY MHUCTENTBI €Bpornu. CTBEPIKY€EThCS, IO
3pa3Ku aHTHYHOTO CBITY CTalOTh OCHOBOIO JIJISl CIOKETIB MY3UYHOI TEMHU B >KUBOIIHCI
€BpOIHU SIK PEIITIHHOTO, CBITCHKOTO Ta Mi()OJOTIUHO-aJICTOPUYHUN HATIPSIMY.

IxoHOrpadiuHuii MaTepiana po3rIISIHYTO B ICTOPUKO-00TOCIOBCEKOMY KOHTEKCTI
MY3UYHHUX MOTHBIB Y XPHUCTUSHCBHKHX CIOKETax MajsipcTBa. YKa3zaHl OCOOJIMBOCTI
010J1ITHUX TEKCTIB CTOCOBHO Iaps-my3ukaHTa JaBuja, OKpeclieHO BapiaOeabHICTh

MY3UYHUX MOTHBIB Yy crokerax «CTpamHoro cyay», OOTpYHTOBAaHO TiJCTaBH
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BKIIIOUEHHS B ikoHorpadito «PizgBa XpucroBoro» mnacTyxiB 13 MY3UYHUMHU
IHCTpYMEHTaMH. ¥Y3arajJbHeHO OCHOBHI CIOKETIB My3UYHOI TEMHU y €BPOINEHCHKOMY i
yKpaiHCbkoMy MayiapcTBi 4aciB CepennboBiuus i Penecancy (croketu «Pi3mBoy,
«Bosnecinnst  Xpucrta», «Bosnecinns Mapii», «llomopox y  €rumery,
«bnaropimenus», «Koponamiss boropomuii» Tomo). Ymepme B yKpaiHCBKOMY
MHUCTELTBO3HABCTBI MIPOAHAI30BAaHO KOHIEMIIIO CIIBAIOYUX 1 My3UKYIOUUX AHTENIB,
amke mofll AMNOKamnCUCy BKa3ylOTh Ha BUKOPHUCTAHHS aHrejJamMu MY3WYHHX
IHCTPYMEHTIB — CypM, IIO 3rOJIOM CTa€ MiJACTaBOIO JJIsi BUHUKHEHHS 300pa’keHHs
pI3HUX BaplaHTIB aHTEJiB-MY3MKaHTIB y JKMBOMHCI, rpadimi W CKyJIbOTYpi Mepiogy
CepennroBivust Ta Perecancy.

JocnipkeHo ikoHorpadil0 MY3MKaHTIB 1 MY3WYHHUX 1HCTPYMEHTIB B
yKpaiHcbkoMy ikoHomuci X VI cT., po3MekoBaHO My3WYHI MOTHUBIB 3a 3HAUYEHHSIM iX B
ikoHorpadii crokeTiB. Po3risiHyTo Bizyamizaliito O10JiHHUX TEKCTIB B 1KOHOIHUCI Ta
BUKOPEMJICHO Bi3yalli3allif0 CBITCHKOI MY3WYHOI KyJIbTypH y CroxkeTax «CTpanrHuii
Cyn», «Caruit FOpiit» tomo. [Tactyxu B ikoHax «Pi3aBa» 31€011b1I0T0 MalOTh IpU
co01 My3WYHUM IHCTPYMEHT (MEPEeBaXHO PIKOK) SK aTpuOyT mnpodeciiiHoi
JISUTBHOCTI, BOHM a00 TPUMAarOTh WOTO Yy pykax, abo Oe3mocepeHbO0 MY3UKYIOTh Y
npaBiil yacTuHi ikoHOTpadiyHOoi cxemu. [IpoaHanizoBaHO MEPCOHAXKIB 13 MY3UUHUMU
IHCTpyMeHTaMu CroxkeTy «CTpamrHuil cya» (aHTenu-My3UKaHTH, YOPTH-MY3UKAHTH,
ncanmoctisens [ap JlaBun, peanbHi My3ukH) 1 1OJaTKOBO €MOIIIITHO aKIIEHTYIOTh Ha
JIBOX IIIJISIXaX XPHUCTUSHUHA (10 BIYHOTO OJIAYKEHCTBA UM JI0 TIEKEIBHUX CTPaXKIaHb).
CxeMaTUYHICTh 300pa)KeHb TAKUX YKPATHCHKUX 1KOH HE J1a€ MOYKJIUBOCTI 3 BEIHKOIO
TOYHICTIO 17eHTU(IKyBaTH aepodonu. CBITChbKa My3MYHA KyJIbTypa B 1KOHOIMMCI
NpeCTaBlICHa MY3WKAHTAMU-TPIITHAKAMU B  CTPAlTHOCYJIHHUX CIICHAX, BOHHU
OTpUMaId HaWOUIbITY BaplaOeNbHICTh Y MUCTEHBKOMY IMpEACTaBICHHI, ajke Oynu
3HAalOMI TOTOYACHOMY TDJIAgadaM 1 XyIOKHHUKAaM 13 TIOBCSKIECHHOTO JKUTTS.
HeBenuuki CBITChKI MYy3WYHI CIIEHH 3 MY3WKaHTAaMH Ha BEXax MICTATh OKpeMil
YKpaTHCBK1 1KOHU Pi3HUX CIOXKETIB Y X VI cT.

Bnepiie KOMIUIEKCHO NPOCTEXKEHO €BOJIOII0 1KOHOrpadii, CTUIICTUKU #

XKAHPOBOI PI3HOMAHITHOCTI 300pakeHb MY3MKaHTIB 1 MY3HUYHUX IHCTPYMEHTIB Y
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xuBornci  Ykpainu XVII-XVIII ct. Koncratyerbes, 1m0 My3U4HI MOTHUBH
nepkoBoro Mamsipcta XVII-XVIII cr. Bapto posrnsgatu sK y KOHTEKCTI
HaIllOHAJIBHOT 1IKOHOIIMCHOI TPaJuIlii, TaK 1 BpaXOBYBATH 3aX1HOEBPONEHCHKI BIULIUBU
B ikoHOrpagii Ta ctuimictuii. CBITChKE 300paKEHHSIM PEANTbHOTO XOpYy € B 1KOHI 13
c. CutuxoBa, siKe TMOEAHYE HAPOJHI TUMAXI 3 TPATULIAHOI XPUCTUSHCHKOIO
ikoHorpadier. BoHO cyrosiocHe ykpaiHChKiN Tpaauilii 300pakeHHs ICTOPUIHUX 0C10
1 moHatopiB y ikoHonuci. HatomicTe y croxkerax «Pi3nBa» mpoaoBXyeTbCs TpaaULIis
MPEACTABIIATH MACTYXIB 13 yXOBUMHU My3U4HUMU 1HCTpyMeHTaMu y X VII-XVIII crt.,
ajle 1IKOHM CTalOTh MEHII MacmTalHi. BogHouac mpociiAKOBYEThCS TEHACHIS 0
NOJILTY CIOKeTy Ha MeHIl ciieHd «[loknoHiHHS mactyxiBy», «[lokIoHIHHA HapiBy, SKi
MOCTYIIOBO  BUTICHSAIOTh 1€ My3MYHUA MOTHB. My3MKaHTH B  cXemax
crpamHocynaux 300paxkenh X VII-XVIII ct. Takox TpaHCcHOPMYIOTHCSA: YaCTKOBO
30epiraeTbCsi Tpadullisa 300pakaTh 4YOPTIB-MY3HWK; 3HUKae oOpa3 llaps JlaBuna;
CIIOpAaJMYHO ICHYE Bi3yanizalis My3ukaHTiB-TpimiHUKIB. Jlo kinnsg XVIII cT. Ha
OUX 1KOHax 3aJUIIAIOTHCA JIMIIE AaHTeIU-MYy3UKaHTH, aje MijJ BIUIUBOM
3aX1THOEBPOIEMCHKUX 3pa3KiB iX 300pakaroTh mijg Hebecamu Ousa Icyca Xpucra y
BEepXHiil dYacTtuHi 300paxkeHHs. [IpoanamizoBaHo 00pa3u aHrediB-My3HKaHTIB Y
PI3HUX CIOKETaX LEPKOBHOIO MapsCTBA SIK CHMBOJHU E€MOIHOrO MiAHECEHHS Ta
riopudikaiii B ikoHorpadii «Ycninua boroponuii» («BueboB3saTTs»), «KopoHnarii
Boropoauti». CyTTeBO pO3MIMPIOETHCS MEPENIK MY3WYHHX IHCTPYMEHTIB Ha SIKUX
rpatoTh aHrenu (moTHI, apdu, ckpunku, et Ttomo). I[lpudomy croxeTu
«Koponauis boroponuiii» 3 aHrenaMu-My3uKaHTaMH 3yCTpi4aeMo Ha 300paKeHHSX Y
xpamax 3aximHoro 1 CXiZHOTO XpUCTHSHCTBa, a «BHEOOB3ATTSI» muile Ha
KaTOJIMIIPKUX 3pa3kax. Y mporpami MaispcTBa liepkBu c. [Tiino ineHTHdIKOBaHO
o0pa3 cB. Llennnii — NOKPOBUTENBKH MY3UKH Y KaTOJIMIIBKIN Tpaauilii, a HAsIBHICTb Yy
MIATIBCBKUX ~PO3MHCaX TPYyN peaJbHUX MY3HKaHTIiB 00a0iu Hei (opMyroTh
CBOEPITHUN TPATULINHUN «CBSIIIEHHUH KOHIEPT». BIH CyrojlocHMil 3arajbHOMY
HampsMy 3MICTY HaMajdbOBAaHOTO W HOCUTH KOCTeNpHUM Xapakrep. Lli ¢akru
YBUPA3HIOIOTh NUIAXU MPUUHATTS YKPAiHCBKUM MAaJsIpCTBOM 3aXiJIHOEBPONENCHKOT

ikoHorpadii. My3uyHi Temu B 30€peKEHUX pO3MUCAX KOCTENIB MPU3HAYAIUCS IS
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ropudikarlii Ta mponaryBaasaM AorM 3axigHoi LlepkBu, mpociaBieHHs TisSITLHOCTI
il OpAeHIB TOIMIO, a iX KOMIO3WIlS Ta CTUJIICTUKA PO3MHCIB MIICUIIOE BIIUYTTS
1JTFO30PHOCTI U TIOMIT€3HOCTI.

3niliCHEHO [eTaJbHUN aHalli3 >KaHPOBUX OCOOJIMBOCTEH MY3HUYHOI TEMHU Y
cBiTchkoMy kuBonuci Ykpainu X VII-XVIII cr., amxke 11 po3Butok y XVII-XVIII cT.
MOKBABJIIOETHCA.  AKTHUBI3YIOTBCS  MOOYTOBUM, ICTOPHMYHMM 1 TOPTPETHUH,
aJIETOPUYHO-MI(OJIOTIYHUI  KAaHPHU, TOMY pPO3IIMPIOETHCS KOJIO CIOKETIB 3
My3UKaHTaMUd Ta MY3WYHUMHU I1HCTPYMEHTAMH. AHIENiB-MYy3UKaHTIB 0ayuMo B
OKpEeMUX 3pa3Kax MOPTPETHOTO kaHpy. PeamicTuyHMX 300pakeHb CBITCHKUX 0Ci0 13
MY3UYHUMHU IHCTPYMEHTaMH, TOMPHU BEIMKY TMOMIMPEHICTh IXHBOTO MOOYTYBaHHSI,
3aCTOCYBaHHS B IPUBATHOMY KUTTI YKpPaiHCBKHX €JIT, HE criocTepiraemo. Braxkaemo,
mo Taki 300paxkeHHsa He Oynu 3arpeOyBaHl i He BIANOBIAANM YKpAiHCHKIM
KYJAbTYpHIH Tpaamilii. Xou JeTajibHE 3HAMOMCTBO YKpPAaiHCBKMX MAaJIApIB 13
3aX1JIHOEBPONEUCHKUMHU 3pa3KaMu CBITCHBKOTO MY3WYHOIO TMOPTPETY MIATBEPIKYE
PsiI MATIOHKIB-KOMIN Y4HIB JaBPChKOi 1KOHOMMMCHOT MACTEPHI 13 PI3HOI0 MY3UYHOIO
TEMAaTHUKO, SKI MaJld CyTO HaBYaJlbHE 3HAY€HHA. [CHYIOTH JEKUJIbKa MOPTPETHUX
MAaJIIOHKIB «KO3aKiB-0aHAYypHUCTIBY, K1 €, Ha HAIlly AYMKY, IPOMIXKHOIO JIAHKOIO MIX
MOPTPETHUM 1 TOOYTOBUM >kaHpamu. TorodacHi 3pa3ku OaraToirypHuUX TBOPIB
noOyTOBOTO KaHPY MICTATh 300paKE€HHS TPOICTUX MY3HK, 110 CBIIYUTH MPO aKTHUBHY
y4acTh TaKOTO TUIy MY3WYHHX TYpPTIB B YPOUHMCTHX MOJISX, CBATKYBAaHHSX TOIIIO.
3apomkyetbess B XVIIcT. Tpamguiis 300pakeHHS MY3UMKAHTIB 1 MY3WYHUX
IHCTPYMEHTIB B QJIETOPUIHO-MI(POIOTITYHOMY JKaHPI.

[IpoananizoBaHO MOTHMBHM MUIITAPHOI MY3MKH Yy TBOpax 00pa30TBOPUYOIrO
muctenTBa X VII-XVIII cronite. CypMu i TUTaBpU CTaldM YHIKQIbHUMH CHUMBOJIAMHU
KO3allbKOi BJaJy B MEpeNiKy KO3albKuxX KieiHomiB. Ha BifiCbKOBHX MalbOBaHUX
KOpPOT'Bax TOTO 4acy ICHYIOTh 300pa)K€HHs JIMTaBp 1 CypM, IO BIUIETEHI Y repow;
300pakeHHst cBiITHX IOpis, Mwuxaina, sK TOKPOBUTENIB BIWChKA, CHUMBOJIYHI
300paXeHHsI KO3aKa 3 pYIIHULEI W aHremiB-cypmauiB. EleMeHTH My3uyHUX
KO3aI[bKUX KJIEHHOJ MPOHUKAIOTh B 1KOHOMHUC, )KUBOMUCHI eritadii, repOu, rpaBopu

TOIIO, a/pke OyJaM CBIMUEHHSM aBTOHOMII Ta He3anmexHocTi. llepexim mnwmx
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peaNliCTHYHUX MY3UYHUX MOTHBIB Y CTaTyC CMMBOJIy BKa3ye Ha MPOIEC cakpai3allii
Ko3aupkux 3BUTAT. ClokeTu 3 mepcoHaxeM-My3ukHTOM «Kozak-Oangypucm» 1
«Ko3zak Mawmaii» € CHUMBOJIYHUM W YHIKQJbHUM B 1KOHOrpadiuHiii cuctemi
€BPOINEHCHKOTO JKMBOIIMCY, MAalOTh MOXOKEHHS BIJI PEATICTUYHUX TMOPTPETIB
KO3aKiB-My3HKaHTiB. Po3BOI0 cuMBOiYHOro 00pa3dy MawmaiB cropusiB (heHomMeH
€BPOINEHCHKOTO JIMIAPCTBA, a MICIS BTPATH JEP>KaBHOCTI YKpaiHO BiH TIMOOKO
BKOPIHMBCSl B HalllOHAJIbHY KYJbTYPY, CIYT'yBaB I[IHHICHUMHU OPIEHTUPOM SIK IUIs
MPOCTOr0 HApOJy, Tak 1 JJia BOIHIB y BHU3BOJIbHIH O0poTh0i. Taki KapTHUHU
BigoOpakanu (peHoMeH Ko03apcTBa, XOY JUCKYCIMHHM 3alUIIA€ThCA MUTAHHA SKI
came iHCcTpymeHTH (koO3a, OaHmypa, Oanmypka) 300paxkeHi. Ha mouarkax
BUHUKHEHHSI TPaJuIlli XYJOKHUKH OUIBII JIETAJIbHO 300pa)kajii caM I1HCTPYMEHT,
cnocobu rpu Ha HbOMY, a Bxe misHime y KiHui XVII cT. mei ikoHorpadiunmii
aTpuOyT HaOyB OUIBII Yy3araJlbHEHOTO Ta CHOPOIIEHOro BUIIISAY. JKaHpoBi
0COOJIMBOCTI MY3UYHOI TeMH B CBITCBKOMY JKMBOIIMCI BKa3YyIOTh, IO 300pa’KeHHS
MY3UKaHTIB Ta MY3WYHHX IHCTPYMEHTIB (D)YHKIIOHYIOTH SIK MapKepu COLIaJIbHOTO
CTaTycCy, CTaHy €MOIIIMHOI0 HaINpYy>KEHHS, €JIEMEHTOM Tyopudikallii, AeTamizamii s
NEBHOTO THUITY MOJI1 (CBITKOBOI, PUTYyaJIbHO1, TOOYTOBOI, FEPOTYHOT) TOIIO.

Kntouoei cnosea: yKpaiHCBKHMI KHMBOIKC, O0Opa30TBOpYE MUCTENTBO,
yYKpaiHChbKa KyJbTypa, HalliOHAJIbHE MUCTENTBO, JXaHPH JKUBOMHCY, 1KOHOIIHUC,
XpaMOBU# pO3IHUC, TOPTPET, TpaBiopa, iIkoHOrpadis, My3udHa Tema, MasipcTBo XVI-

XVIII cromTs.
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The study explores the core theme: the specific features of iconography,
stylistics, and genre diversity in the depiction of musical instruments and musicians
in Ukrainian painting of the 16th—18th centuries.

For the first time in art history discourse, the depictions of musicians and
musical instruments in Ukrainian painting of the 16th—18th centuries have been
systematized. The thesis synthesizes the materials collected by the author during the
study of visual sources regarding the development of the musical theme in Ukrainian
fine arts.

An extensive source base of domestic and foreign scholarly research related to
these monuments has been analyzed. Theoretical works, research articles, and other
sources shedding light on various aspects of the development of the musical theme in
Ukraine have been studied and critically reviewed, highlighting the interaction
between religion and music that dates back to the Paleolithic era. Furthermore, the
study examines visual artifacts of ancient music, which serve as a foundation for the
formation of musical themes in European visual arts. It is argued that the models of
the classical antiquity world became the basis for musical themes in European
painting, encompassing religious, secular, and mythological-allegorical directions.

The iconographic material is examined within the historical and theological
context of musical motifs in Christian painting. The study highlights the specific
features of biblical texts regarding King David the musician, outlines the variability
of musical motifs in the "Last Judgment" scenes, and substantiates the grounds for
including shepherds with musical instruments in the iconography of the "Nativity of
Christ." It synthesizes the main themes of the musical topic in European and
Ukrainian painting of the Middle Ages and the Renaissance (including scenes of the
"Nativity," "Ascension of Christ," "Assumption of Mary," "Flight into Egypt,"
"Annunciation," "Coronation of the Virgin," etc.). For the first time in Ukrainian art
history, the concept of singing and playing angels is analyzed. The events of the

Apocalypse indicate the use of musical instruments—trumpets—by angels, which
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subsequently became the basis for various depictions of angel-musicians in painting,
graphic arts, and sculpture of the Medieval and Renaissance periods.

The research investigates the iconography of musicians and musical
instruments in 16th-century Ukrainian icon painting, categorizing musical motifs by
their significance within the iconography of specific subjects. It examines the
visualization of biblical texts in icon painting and distinguishes the representation of
secular musical culture in scenes such as the "Last Judgment" and "Saint George."
Shepherds in the "Nativity" icons typically carry a musical instrument (mostly a horn)
as an attribute of their profession, either holding it or actively playing in the right
section of the iconographic scheme. The study analyzes the characters with musical
instruments in the "Last Judgment" scenes (angel-musicians, devil-musicians, King
David the Psalmist, and real musicians), which emotionally emphasize the two paths
of a Christian (toward eternal bliss or hellish suffering). The schematic nature of
these Ukrainian icons precludes a highly precise identification of the aerophones.
Secular musical culture in icon painting is represented by sinner-musicians in the
Last Judgment scenes; they received the greatest artistic variability because they were
familiar to contemporary viewers and artists from everyday life. Small secular
musical scenes featuring musicians on towers are also found in certain 16th-century
Ukrainian icons of various subjects.

For the first time, a comprehensive evolutionary analysis has been conducted
on the iconography, stylistics, and genre diversity of depictions of musicians and
musical instruments in 17th—18th-century Ukrainian painting. It is established that
musical motifs in 17th—18th-century church art should be examined both within the
context of the national icon-painting tradition and with consideration for Western
European iconographic and stylistic influences.

A secular depiction of a real choir is featured in an icon from the village of
Sytykhiv, which blends folk types with traditional Christian iconography. This
imagery aligns with the Ukrainian tradition of portraying historical figures and
donors in icon painting. Conversely, in "Nativity" scenes, the 17th—18th-century

tradition of representing shepherds with wind instruments persists, though the icons
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become smaller in scale. Concurrently, a tendency toward fragmenting the narrative
into smaller scenes—such as the "Adoration of the Shepherds" and the "Adoration of
the Magi"—gradually displaces this musical motif.

Musicians within the iconographic schemes of Last Judgment images also
underwent transformations during the 17th and 18th centuries: the tradition of
depicting musician-demons 1is partially maintained, the figure of King David
disappears, and the visualization of musician-sinners occurs only sporadically. By the
late 18th century, only angel-musicians remain in these icons; however, under the
influence of Western European models, they are depicted in the upper section of the
composition beneath the heavens, near Jesus Christ.

The depictions of angel-musicians across various subjects of church painting
are analyzed as symbols of emotional elation and glorification within the iconography
of the "Dormition of the Mother of God" ("Assumption") and the "Coronation of the
Virgin". The variety of musical instruments played by angels expanded significantly,
including lutes, harps, violins, and flutes. Notably, subjects of the "Coronation of the
Virgin" featuring angel-musicians are found in both Western and Eastern Christian
church art, whereas the "Assumption" appears exclusively in Catholic examples.

Within the decorative program of the church in the village of Pijlo, the image
of St. Cecilia—the patron saint of music in the Latin tradition—has been identified.
The presence of groups of real musicians on either side of her in the Pijlo murals
forms a traditional "sacred concert" (concerto sacro). This composition aligns with
the overarching thematic direction of the artwork and bears a distinct Roman Catholic
character. These facts highlight the pathways through which Ukrainian painting
adopted Western European iconography.

Finally, musical themes in the surviving murals of Roman Catholic churches
were intended for the glorification and promotion of Western Church dogmas, as well
as the praise of its monastic orders, with their composition and style heightening the
overall sense of illusionism and pomposity.

A detailed analysis is conducted on the genre specifics of the musical theme in

Ukrainian secular painting of the 17th and 18th centuries, a period marked by its
9



intensifying development. As genre painting, historical painting, portraiture, and
allegorical-mythological genres flourished, the repertoire of subjects featuring
musicians and musical instruments expanded. Angel-musicians appear in select
examples of portraiture. However, despite the widespread presence and use of
musical instruments in the private lives of Ukrainian elites, realistic depictions of
secular individuals with instruments are not observed. It is argued that such
representations were not in demand and did not align with the Ukrainian cultural
tradition. Nonetheless, Ukrainian painters' close familiarity with Western European
models of secular musical portraits is confirmed by a series of copy drawings with
various musical themes created by students of the Lavra icon-painting workshop,
which served purely educational purposes. Several portrait drawings of "Cossacks-
bandurists" exist, representing, in the author's view, an intermediate link between the
portrait and genre (everyday life) categories. Contemporary examples of multi-figure
genre works feature depictions of troisti muzyky (traditional trio ensembles),
indicating the active participation of such musical groups in festive events and
celebrations. Furthermore, the 17th century marked the inception of the tradition of
depicting musicians and musical instruments within the allegorical-mythological
genre.

Military music motifs within the visual arts of the 17th—18th centuries have
been analyzed. Trumpets (surmy) and kettledrums (lytavry) emerged as unique
symbols of Cossack authority within the inventory of Cossack regalia (kleinody).
Military painted banners of the era feature depictions of kettledrums and trumpets
woven into coats of arms, alongside representations of Saints George and Michael as
patrons of the army, symbolic images of a Cossack with a musket, and angel-
trumpeters. Elements of musical Cossack regalia penetrated icon painting, painted
epitaphs, heraldry, and engravings, serving as evidence of autonomy and
independence. The transition of these realistic musical motifs into the status of
symbols highlights the process of the sacralization of Cossack victories.

Subjects featuring the musician characters "Cossack-Bandurist" and "Cossack

Mamay" represent a symbolic and unique phenomenon within the iconographic
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system of European painting, originating from realistic portraits of Cossack
musicians. The development of the symbolic image of Mamay was fostered by the
phenomenon of European chivalry; following Ukraine's loss of statehood, it became
deeply rooted in national culture, serving as a value-orienting symbol both for the
common folk and for warriors in liberation struggles. These paintings reflected the
phenomenon of kobzar art, although the question of which specific instruments
(kobza, bandura, or bandurka) are depicted remains a subject of debate. At the
inception of this tradition, artists documented the instrument and performance
techniques in greater detail, whereas later, by the late 18th century, this iconographic
attribute assumed a more generalized and simplified form.

Finally, the genre characteristics of the musical theme in secular painting
indicate that depictions of musicians and musical instruments function as markers of
social status, states of emotional intensity, elements of glorification, and narrative
details for specific types of events (festive, ritual, everyday, or heroic).

Keywords: Ukrainian fine art, Ukrainian culture, national art, painting genres,
icon painting, church mural, portrait, engraving, iconography, musical theme, 16th—

18th-century painting.
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