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SUMMARY OF ARTICLES

Teresa Szetela — CERAMICS FROM MIECHOCIN
(Conclusion)

In the second part of her work, the authoress gives
an outline of the history of Miechocin. It is one of the
oldest settlements in the Sandomierz forest and was the
property of the Tarnowski family from the 16th cen-
tury. The potters’ settlement at Miechocin came into
being at the end of the 16th century. The authoress is
of the opinion that the pottery produced in the Mie-
chocin workshops came under the influences of Italian
majolica pottery which were evident in the late Re-
naissance period.

A comparison of iconographic material from the end
of the 16th century (coffin portraits and portraits for
hanging on walls) (fig. 17, 32, 34) with the costumes
worn by the figures depicted on the bowls made at Mie-
chocin (fig. 13, 15, 21, 30, 31) makes it possible to date
the pottery more accurately. Following the broadlys con-
ceived iconographic analysis made by the authoress, the
Miechocin pottery can be dated as the seventies of the
16th century. The authoress also looks for analogies in
the plant motifs of the ornmentation of plates with
the same kind of ornamentation in embroideries, car-
vings, book ornamentation at the end of the 16th cen-
tury. Archive materials confirm the existence of potte-
ries in Miechocin at the turn of the 16th and 17th
centuries.

The great similarities in the style of ornamentation
of the pottery can indicate that the Haban potters
were the first masters of this art in Miechocin.

The authoress also presents her assumptions regard-
ing the routes of export of Miechocin pottery. Most
probably it was taken by water along the River Vi-
stula to Gdansk. As is indicated by primary source
materials and findings in excavations, the Miechocin
ceramics could have been sold in Warsaw.

In the second chapter of this part of the work, the
authoress discusses the chronology of the products and
the decline of the potteries in Miechocin. The furnaces
found there indicate that there were twelve workshops.
The authoress assumes that the most flourishing de-
velopment of the settlement came about the middle of
the 17th century and it began to decline in the 18th
century. Analysing the ceramic material very thorough-
ly, T. Szetela tries to establish the chronology of the
products. The eariiest were pottery with the Italian
majolica type ornamentation (fig. 41), and some kinds
of tiles (fig. 47). Production of pottery at Miechocin went
through a crisis in the middle of the 17th century. The
authoress associates this, among others, with the fact
that Delft pottery began to be fashionable.

The decline of this handicraft in Miechocin can be
seen in the changes in the ornamentation of the pott-
ery (fig. 57, 58, 69), the different shape of the products
(fig. 7). It is difficult to place this type of pottery
accurately in time because of the lack of analogical
ornamentation in other fields of art. Some of the work-
shops introduced new kinds of decoration. The pottery
of that period ‘has simplified, less rich ornamentation
(fig. 75) and thick wides (fig. 74). The tiles made in that
period are also much less ornamented (fig. 81). At the
end of the 18th century, the registers of Miechocin con-
tain the names of bricklayers and mnot potters, which
indicates that the potters changed over to bricklaying
during the decline of the potteries.

Henryk Jurkowski — THE PUPPET THEATRE
AND FOLKLORE

The puppet theatre is one of the varieties of theatre
art. Today it is mainly for children, once it was equal
to performances by living actors. A short review of the
kinds of performances given by puppet theatres will
show that up to the 18th century the theatre reper-
toire was the same for actors and puppets. The puppet
theatres performed scenes of a miming character, mi-
racle plays, commedies dell arte with the participation

of popular heroes; they also performed the most po-
pular plays of the English comedy theatre and travell-
ing companies: Doctor Faust and Don Juan.

Up to the 18th century there was unity between the
theatre of living actors and the puppet theatre. The
division of the theatre of the living actor from the
puppet theatre came in the 18th century; at that time
the puppet seemed to stop developing. It continued to
perform the repertoire it had always given, but chan-
ged it to suit the demands of a different public than
so far.

The fact that the puppet theatre turned into folk art
did not mean that it was completely divorced from
the art of the educated strata. The place occupied by
the puppet theatre in the development of art in general
is defined quite accurately by the term Volkstlimlich-
kunst. The folk puppet theatre, that is that of the 18th
and 19th centuries, had its origin in the art of the
educated strata, but had features of folk art. Thus it
should be called a theatre of a folk character (volks-
timlich).

The links of the puppet theatre with folk art are
seen in the unchanging character of its repertoire for
several centuries. Nevertheless, there were certain si-
gnificant changes in the performances of the puppet
theatres. The texts were simplified and logical rigours
were put aside. The main criterion was the attracti-
veness of the performance for an audience of simple
tastes. This led to compilations of effective motifs and
the exposition of popular heroes. And this was the way
the specific means of expression and style of the folk
puppet theatre were shaped. This style was highly
valued by the Romantics and, later, at the beginning
of the 20th century, the puppet theatre became an
attractive source of inspiration for the theatre of the
living actor and the literature of educated strata.

The puppet theatre and the theatre of the living
actor for many centuries parted with each other and
met again, being a rich source of inspiration for each
other.

The transition of the puppet theatre in the direction
of folk art draws attention to another similar process:
the transition of the puppet theatre in the direction of
specialization in performances for children. Can the
theatre for children inspire adult art? Surely not. Folk
art expressed the world of the people, and in this lay
its strength. Art for children does not express the
world of the child, but the world created for the child
by adults.

Zofia Cie§la-Reinfussowa — FOLK RITES
IN LOCAL, COMPETITIONS AND SHOWS

The authoress writes about competitions of com-
panies presenting regional spectacles of a ritual cha-
racter. The museum in Rabka organized a competition
of rural nativity crib groups (1967) and a competition
for companies presenting spectacles connected with
winter and spring rites (1968). Most of the groups and
companies presented Christmas plays, so-called live na-
tivity cribs.

The authoress also gives a brief description of the
review of Silesian mnativity play groups held in Ja-
nuary. The review is ‘held in the theatre at Bedzin.

During the competition held at the Puppet Theatre
in Bielsko-Biata (January 1968) Christmas rites were
shown (nativity cribs) and the New Years’ custom of
calling up the spirits of forefathers as well as the
custom of the procession with the ,goat” which are
held at the end of the carnival season.

Anna Kunczyhska-Iracka — ,THE FUGITIVE”

This is an extensive review of Jean Giono’s book
Le Deserteur, Lausanne 1966. The authoress also gives
a brief description of the paintings of Deserteur orga-
nized in Paris (July 1967). The review discusses the
analogy between the pictures of Deserteur and Polish
folk and naive painting.
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NnonbcCKOE

Ne 2

HARPOJIOHOE

KBAPTAJBHBIN XKYPHAJ U3JABAEMBIMI MHCTUTYTOM MCKYCCTBA ITOJNBLCKOM AKAJIEMUU
oo NM3TAHUA XXIII

HCKYCCTBO

PE3IOME

Tepeza Ilertena — MEXOIIMHCKAA KEPAMMUKA
(Oronvaune)

Bo Bropoft wacti ceoeit paborni aBTOP JaeT MCTOpPHU-
JecKuit oyepk MexonmHa, MexoUuMH NPUHALIERUT K CTa-
pertiuum ceneHuam Canpomepckoit IIymu n or XVI .
npuHAAJNIEKaN ceMbe TapHoBCKMX, TOHYAPHLII LIEHTP BO3-
HMK TaM B KOHue XVI B. IIo MHeHuo aBTopa Ha NPOAYK-
LHMI0 MEXOLMHCKNMX MACTEePCKMX DacHpPOCTPaHANOCh BIMSA-
HHE, OKA3bIBAEMOE MTANBAHCKOM MaloJIMKOI BpeMeH no3jn-
HEro peHeccaHca.

ConocraBiieHre MKOHOrpadMUIECKOro MaTepuasa KOHIA
XVI B. (maxarpoBuble HOpPTPETHI M TOPTPETHl MMEHHMTBIX
Jofen) (o 17, 32, 34) ¢ HapAagamn duryp, usobpaxae-
MBIX Ha MEXOLMHCKMX MMUCKax (ia. 13, 15, 21, 30, 31) gaer
BO3MOXKHOCTE YTOYHMTEL BpPEMA BO3IHMKHOBEHMS KEPaMUKM.
B pesyabprare nopapobHOre mroHorpaduyuecKoro asHasmla
ONeXXAbl, AaBTOP YCTAHOBMJI, YTO MEXOLIMHCKAA KepaMHuKa
AATHPYETCA CeMuAeCATbIMM roXammu XVI B. ABTOp 1po-
BOJUT AHAJOTHIO MEXKJY PacCTUTENBbHBIM OPHAMCHTOM Ha
TapeJkax ¢ Mojo6HbIM OPHAMEHTOM BLIUKWBOK, pe3bOHI,
KHMXKHBIX YKpauleHm:i KoHua XVI B. ApxuBHBbIe Mmare-
pPUasbl NMOATBEPKAAIOT, 4TO Ha nepesome XVI u XVII BB,
B Mexoiie cylLiecTBOBaJM TOHYApPHbIE MaCTEpPCKHe,

TecHas B3aMMOCBH3b ACKOPATUBHBIX CTUNEN OTHENKM
OCYAbL YKa3bIBaeT Ha TO, YTO TOHYAPHLIMM MacTepamu
B MexouuHe 6buim xabaHbl.

ABTOP mnbITaeTcA TAKMKE€ YCTAHOBUTbL, KAKUM IIyTeM
COBePLIAJICA SKCIIOPT MEXOLMHCKOI KepaMMKKU M NIpPeiArIo-
Jlaraer, 4YTO ee crasaaAamu Bucioit B I'manbck. Bo3Mmoxkio
TaKme, UYTO MeXOLMHCKYIO I[IOCYAY IIpoRaBajM B Bap-
mwape, Ha 9T0 yKa3blBAalOT MCTOUYHUKM U apPXEOJOTMYECKIIe
PacKonxgu.

Bropoit pasnes KHUTM NOCBALIEH XPOHOJOTMM U3JEJNiT
U YyNaaky TroHYapHOro pemecsia B Mexonuse, O0napyxeH-
Hble ITeYM YKa3bIBAIOT Ha CYLUECTBOBAHME B IIPOLLIJIOM
12 macTepckux. ABTOD IIPEAIIONATaeT, YTQ PacClBET 1IPOU3~
BOJACTBa NPMUXOAUTCA Ha nepBylo nojsoBuny XVII B, yna-
HoK ke — na XVIII B. IToapoSHO aHaIM3UpyaA Kepamu-
YecKMil MaTeprmaJ, aBTOpD IbITAETCA YCTAHOBUTbL XPOHO-
JIOTUMI0 MEeXOLIMHCKNX u3pesnii. K caMbIM paHHMM NpUHAZ-
Jex)ar Te, KOTOpble MO TUIIY OPHAaMEHTa CXOXU ¢ UTAJb-
STHCKOM KepaMMKoii (M. 41), HeKOTOpble THUIBL! M3Pa3loB
(nan. 47).

Pa3BrTHe MeXOLMHCKOrO ITPOUIBOACTBA 3aepP3KNBaACTCH
B cepepmue XVII B. IIpMUMHOM 9TOTO ABTOP CUUTAET IIpH-
mweayo u3 Jenbd Moy Ha chasHc.

OG ymankKe MeXOLMHCKOrO peMmecja CBUAETEJILCTBYIOT
M3MeHeHusA B NeKOpaTMBHOM OpHameHTe (. 57, 58, 69))
M B QopMe mocyabl (Mmaia. 71). TOYHOMY yCTAHOBJIEHMIO
XPOHOJOTUM 9TOTO TUIIA KepaMMKM MeluaeT OTCYTCTBHE
QHaJIOTMYHOrO OpHaMeTa B APYIMUX OTPACHAX MCKYCCTBA.

HekoTopble MacTepCKue BBEJNM HOBble IeKOPaTHBHLIC
dopmbl, Ilocyxa 3TOrOo HEPMONA CTAHOBUTCA NPOINE, Bbi-
aenka rpybee, puMCYHOR OenHee (uana. 78, 75). OpxHamenr
u3pa3loB TaKixke oderHaerca (M. 81). B KoHue XVII =.
B MeTpMYeCKMe KHUTM [Ma3MCLIBAIT MMEHa KaMeHIIMKO3,
a He TroRYapoB, KOTOPbIe OBJaneBalOT Ipodeccueil Ka-
MEHWMKOB B CBA3M C YIAZKOM TOHYapHOTO DEMECa.

Teupkr HOpxoscrku — KYKOJIBHBIJI TEATP I1

DOJNBKJIOP
KyroabHbll Tearp, — OAMH M3 BUJAOE TeaTPaJbLHOI'D
UCKYyCCTBa, — IIpeAHa3HAYeHHbLII B HaCcToAllee BpeMda

raaBHBIM O0pa3oM JnA fered, KOrja TO 3aHuUMal Tagoe
JKe MecTOo, KaK TeaTrp ,,2KMBOTO akTepa”. Kpartrui o630p
Pa3IMYHBIX BHMAOB KYKOJBbHBIX CIIEKTAaKJIel CBUIETEIL~
CTBYeT 0 TOM, UTO BILIOTbL A0 XVIII B. 1 ,®kMBo#t” u Ky-
KOJIBHBIM TeaTpbl mMeau o0mmit pernrepryap. KyKoJbHMKI
CTaBMJIM MUMMUYECKMe CLIEHKM, MUCTePuM, KOMeauy nenab
apre ¢ y4dacTMeM ITONYJAPHBIX TrepoeB, CTaBWJIM Hau-
OoNlee IMONYJIAPHbIE TI1beCbl AHIJMMICKOrO0 KOMEAMITHOTO
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TeaTpa U OSpopdAdero Tearpa: ,JJoktopa aycra”’ u ,Jlou

Kyana”,

Jo XVIII B. HabnronaeTcsa exMHCTBO TeaTpa ,,2KMBOIO
akTepa’ M TeaTpa KyKoJi. PaszneneHme ,XKMBoro”’ M Ky-
KOJNBHOro TeaTtpoB Hacrynuiao B XVIII B. wm pasBHTHEC
KYKOJIbHOIO TeaTpa KakK Oynato 6kl TOrza 3agepskalioch.
OH coXpaHMJ HOpPeXHUM pernepryap, HO BHOCUMJI WU3Me-
Henusa, NPUHMMas BO BHMMAaHME BKYChI HOBO NyOINK:I.

Ilepexop KYKONBLIIOTO Tearpa K HapoJHOMY WCKYyC-
CTBY He 0603HaA'aeT IOJHOrO OTPhIBA OT MCKYCCTBA IIPO-
cpelieHHoi cpenbl. MecTo aToro Tearpa B ofiieM pas-
BUTUM MCKYCCTBA JOBOJIBHO TOYHO OINpeAeiiserT IOHATHE
.Volkstiimlichkunst”. Hapoauslii KyKoJbHBIN Teatp XVIII
n XIX BB. Oeper cBOe HayaJ0 OT MCKYCCTBa NPOCEBELIEeH-
HBIX CJIoeB oDIlllecTBa, HO odJjajaeT dYepTaMy HapOAHOTO
TBOpYecTBa. WTaK, cjefoBajio Obl IIPUMMEHUTL K HEMY
onpesesesMe: TeaTp HapOAHOTO XapakTtepa (volkstiimlich).

O cBA3M KYKOJBLHOTO Tearpa ¢ HapOAHBIM MCKYCCTBOM
CBUAETENLCTRBYET €ro OeCCMEHHBIA Ha OPOTAXKCeHUM He-
CKOJBKMX CTOJETHI1I penepryap. Bce ke B mnpepcrasiie-
HUAX KYKOJBHOTO TeaTpa HacTynuiu IepeMeHbl. TCKCTLI
cranu 6oJiee YIIPOLIEHHLIMM, a TpeboBaHMA JIOTMKU OT-
6pourernt, T'NaBHLIM KpHTEepHeM CTaj aTTPaKLMOHHBIN Xd-
paKTep CIIeKTAKJA, €r0 NPUTATATENBLHOCTb JJA IIMPOKON
nybaugu. DTO Bedo K KOMIMIALMM S(PMEKTHBIX MOTH-
BOE U BLIZBMTAJI0O Ha I€PBBII ILTaH 00pa3s MonyidpHOTO
repoa. Taxk co3jaBaduck cBoeoOpa3dHbie CPeAcTBa BbIpa-
JKEHUS U XYHAOMKECTBEHHLIA CTUIL HAPOJHOIO KYKOJb-
HOTO Tearpa. DTOT CTWIb BBICOKO LIEHWJIM DPOMaHTHKIL
meHmsu e€ro u B Hadase XX B. KyKosbHBII TepaTp OKa-
3ancAd  ATTPaKQMOHHBIM MCTOYHMKOM BJOXHOBEHMA AJNA
TeaTpa .2KMBOTO akrepa’ U JHTEPATYpPbl IPOCBEIICHHBIX
cJoeB odujecTBa.

Wrak, nyTuM KYKOJBHOTO Tearpa M TeaTpa ,,2KUBOTO
aKTepa’ CIOKOH BEKY TO PacXOoAATCHA, TO BHOBb CXOAATCH,
B3auMHO oborailas M BJOXHOBJISA APYT Apyra.

TIpudnmmenue KyKOJILHOTO TeaTpa K HAPOJAHOMY uC-
KycceTBY ofpallaeT BHMMAaHME HA JPYTON 1TOIOOHBLI [1PO-
necc: npubiuzeHye KyKOJBHOrO TeaTrpa K npodeccyo-
HaJbHOMY TeaTpy Ajna gereii. Moxer sy MCKYCCTBO AJNA
geTeit RaBarhk MUILY HMCKYCCTBY JJA B3poCHbLIX? CKopee
mer. HapogHoe MCKycCTBO ObLIO BbIPaxeHMEM HapOAHOIO
Mypa M B 3TOM ObNIA €ro cuia. McKyceTBO s feren
He BbIpajkaeT AETCKOTO MMpa, a MMp, CO3jlaHHbl B3pOC-
ABIMW ANA nereit.

B3o0dbusa econa-Petudyccora — HAPOIHUBIRG
OBPAIBI HA KOHKYPCAX, IIOKA3AX U B PE-
THUOHAX

ABTOp IMiIer O KOHKypcaxX ancamOjeit, BBICTYIa-
IOLMX C PervMoHaJbHO NPOTPaMMoOl, rOCBSAIeHHo! 06ps-
moooit Tematnke. My3eit B Pabke opraHm3oBajl KOHKYPC
aepeBeHCKuX BeprenoB (1967 r.), a Takke KOHKYpC npex-
CTABJEHMII, CBA3AHHLIX C 3MMHUMMM M BeCEHHMMM O6piI-
famy (1968). BoapmMHCTBO aHcamOJjell BBLICTYIMIO € Io-
Ka3aMy TaK Ha3., KUBLIX BepPTEIOoB.

ABTOp BKDAaTie o00cy:aaer eXKerofHbll AHBaPCKMIT
CMOTD CUJIe3CKUX BEPTENOB, KOTODbII npoBoanTcsa B BeH-
3MHE.

Bo BpewMsa KOHKypca B KyKOJbHOM TeaTpe TI. BenbCKo-
-Bama (suBapb 1963 T1.) Obuinm moxa3aHbl OOPARBI, CBfA-

3aHHblE C pPOXKIECTBEHCKIIMM IIpa3fHMKaMM 1 C KapHa-
BAJIOM.
Aungo Kyuwuurnbcka-WUpangra — ,BETJIEL

Iloapo6Haa peueHsua Ha kaury 2Kaua Jdxwuono (Gionn)
.Le Deserteur”, JosaHua, 1966. Aprop AeslaeT KpaTKHI
0630p BbICTaBKM KuBommcu JHe3deprepa, COCTOABLUIENCS
B Ilapinke B uwJe 1967 r. B peueH3um paccMaTpUBaiOTCA
aHaJOTMI MeXJAY KapTuHKamu Jeseprepa M IOJbCKOM
HAPOAHOIT M HAUBHOA XUBOIMCBHIO.





