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30E METODA BADJURE Z3 ZIVLJENJSKD
USTVARJdLLd Z01Z

OBRAZLOZITEV KOMISIJE ZA IZBOR NAGRADE METODA BADJURE ZA ZIVLIENJSKO
DELO FILMSKEGA USTVARJALCA V LETU 2012

NAGRADO METODA BADJURE ZA ZIVLJENJSKO DELO JE LETA 1995 USTANOVILO
DRUSTVO SLOVENSKIH FILMSKIH USTVARJALCEV (DSFU), IN SICER Z NAMENOM, DA
SE POCASTI ZASLUGE IN PRISPEVEK VSEH TISTIH POSAMEZNIKOV, KI SO S SVOJO
ODLICNOSTJO IN PREDANOSTJO TER VRHUNSKIMI USTVARJALNIMI PRISPEVKI
PRIPOMOGLI K RAZVOJU IN SIRITVI FILMSKE KULTURE TER USTVARJALNOSTI TAKO
DOMA KOT NA TUJEM. TOREJ TUDI VSEH TISTIH POSAMEZNIKOV, KI OPRAVLIAJO
POGOSTO SPREGLEDANE, A ZA FILMSKO DELO NUJNE POKLICE: PRODUCENTOM,
MASKERJEM, KOSTUMOGRAFOM, SCENOGRAFOM ...

JURY COMMENTARY FOR THE METOD BADJURA AWARD FOR LIFETIME
CONTRIBUTION 2012

D0SEDANJI DOBITNIKI NASRAOE METODA BADJURE Z@ ZIVLJENSKO DELD

2011 LIUBO STRUNA 2002 JOZE GALE

2010 FILIP ROBAR DORIN 2001 MATJAZ KLOPCIC

2009 MAKO SAJKO 2000 JANE KAVCIC

2008 MILAN LJUBIC 1999 BOSTJAN HLADNIK

2007 MIRJANA BORCIC 1998 RUDI OMOTA

2006 PETER ZOBEC 1997 BERTA MEGLIC

2005 JOZE POGACNIK 1996 JOZE BABIC

2004 VOJKO DULETIC 1995 IVAN MARINSEK IN DUSAN POVH

2003 RUDI VAUPOTIC

ZIVLIENJSKA ZGODBA ALENKE BARTL, PRVE DAME SLOVENSKE KOSTUMOGRAFIJE
IN DOBITNICE BADJUROVE NAGRADE ZA ZIVLJENJSKO DELO V LETU 2012, IMA
TUDI NEKO MITOLOSKO RAZSEZNOST. HKRATI JE NAMREC TUDI ZGODBA O
ROJSTVU KOSTUMOGRAFIJE KOT SAMOSTOJNEGA POKLICA S PODROCJA FILMSKE
USTVARJALNOSTI, O NJENI BORBI ZA STROKOVNO PRIZNANJE IN NE NAZADNJE O
NJENEM ZMAGOVITEM VSTOPU NA UNIVERZO. IN TAKO KOT SE ZA MIT SPODOBI,
SO NJENI ZACETKI OVITI V TANCICO SKRIVNOSTNOSTI.

O tem, kako in kdaj ste zaceli oblikovati kostume, govorijo
razli¢ne informacije. Nekateri pravijo, da ste se oblikovanja
kostumov v gledali$cu lotili Ze pred odhodom na $tudij v
Beograd ...

Ne, ne bo drzalo. V Beograd sem $la, ker sem si Zelela $tudirati na
likovni akademiji oziroma akademiji za uporabne umetnosti. Moja
velika Zelja je bila, da bi se izu¢ila za modno risarko. Ze zelo mlada
sem zacela delati modne ilustracije. S tem sem se ne nazadnje

tudi prezivljala, Ze od 16. leta. Vedeti morate, da takrat ni bilo
modnih revij, in tako so ljudje kupovali skice kot neke vrste modni
Zurnal. Ta Zelja me je torej vodila v Beograd, a tam me je pri¢akalo
presenecenje: Studija za modnega risarja sploh ni bilo, bila je samo
kostumografija. Takrat $e vedela nisem, kaj je to. A Ze kmalu sem se
nad njo navdusila in opravila deset $tudijskih semestrov, vklju¢no

s specializacijo. Imela sem prekrasne profesorje, nedvomno
najbolje v tistem ¢asu, saj je na novoustanovljena akademija vabila
sama uveljavljena imena. Tako sem se takrat resni¢no povsem
predala kostumografiji. Malo pred koncem $tudija pa sem se res
lotila tudi oblikovanja kostumov za prve gledaliSke predstave. A

to je bilo v manjgih gledalig¢ih, po vaseh okrog Beograda. Ce se
prav spominjam, sem v ljubljanski Drami pred koncem $tudija
sodelovala le pri eni predstavi, pri Revizorju.

Torej ste se s kostumografijo seznanili in se nad njo navdusili
med $tudijem, ne pa Ze prej.

Tako je, prej zanjo $e vedela nisem.
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There is different information on how you started designing
costumes. Some say, you started designing theatre costumes before
you went to study in Belgrade...

No, not true. I went to Belgrade in order to study at the Academy

of Arts or more specifically at the Academy of Applied Arts. My
great wish was to become a fashion artist. I started drawing fashion
illustrations at a very young age. After all, I earned a living with it
since I was 16. You have to bear in mind that in those days there
were no fashion magazines so people would buy sketches as a sort of
fashion journal. This wish led me to Belgrade where I was faced with
a surprise - a study for a fashion artist did not exist, only costume
design. At that time I did not even know what it was. But soon
enough I got really enthusiastic about it and successfully finished ten
semesters, including specialisation. My teachers were great, definitely
the best at that time as the newly founded academy attracted all high
profile lecturers. So I devoted myself completely to costume design.
Just before graduation I started designing costumes for theatre plays.
It was in smaller theatres, in villages around Belgrade. If I remember
correctly, I worked only on one play in Drama in Ljubljana before
graduation. It was for the play Revizor.

So you got acquainted with costume design during the studies and
not beforehand.

That is correct. I did not even know about it before.
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Kako pa ste dozivljali Beograd? Takrat je bil vendarle pravo
velemesto, v primerjavi z majhno, provincialno Ljubljano.

Res je, a spominjam se predvsem Soka, ki sem ga dozivela ob
prihodu. V Beograd sem namre¢ prisla leta 1948, takoj po vojni,
ko si e ni opomogel od bombardiranja. Vanj sem vstopila kot
razvajen, no, sorazmerno razvajen otrok, in spominjam se
predvsem umazanije in unicenja, rusevin, ki so lezale vse naokrog.
Bila sem Sokirana. No, a hkrati tudi navdus$ena.

Kako so v druzini sprejeli dejstvo, da se odpravljate Studirat v
»tuje« mesto, dale¢ od doma, in da ste se odlo¢ili za $tudij, ki Se
zdalec ni bil druzbeno uveljavljen, oziroma za poklic, ki ni bil ne
prestiZen ne dobickonosen?

To imate pa zelo prav! Ne samo, da sem se odloc¢ila za $tudij dale¢
od doma in za poklic, ki ni bil uveljavljen - pri nas v Ljubljani za
kostumografijo sploh $e niso slisali! V Beogradu je bilo drugace,
tam je imela kostumografija Ze svojo tradicijo. Ljubica Babi¢, moja
profesorica in poznejsa Zena nobelovca Iva Andrica, jo je uveljavila
kot poklic. Pri nas pa se kostumograf $e na plakatu za gledalisko
predstavo ali film ni pojavil. Gospa Marija Jarc je bila ¢udovita
kostumografka, a k uveljavitvi poklica ni dosti pripomogla. No,
malo sem zasla: doma sem, predvsem pri mami, vseskozi imela
brezpogojno podporo. Je pa tudi res, da sem se Ze takrat prezivljala
sama — med $tudijem, na primer, z izdelavo panojev in letakov s
podobami Tita in Rankovica, ki so §le dobro v prodajo - in sem
bila zato pri svojih odlo¢itvah precej samostojna.

Predvidevam, da ste bili vrnitve v Ljubljano veseli, $e posebej
zato, ker vas je pric¢akala s ponudbo za sodelovanje pri filmskem
projektu. Povabljeni ste bili namre¢ k mednarodni koprodukciji,
pri kateri je sodeloval tudi tedanji Triglav film, $lo je za Greh
(1953) Frantiska Capa.
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And how did you see Belgrade? At that time it was a real
metropolis compared to small, provincial Ljubljana.

It is true. I remember mostly the shock I felt upon my arrival. I
arrived to Belgrade in 1948, immediately after the war, and the
consequences of bombarding were clearly visible. I arrived as a
spoiled, well, somewhat spoiled child, and I remember dirt and
destruction, ruins lying around. I was shocked but at the same time
impressed.

How did the members of the family accept the fact that you are
going away to a »foreign« city to study, away from home and
that you have decided for a course that was not well established,
prestigious or especially profitable?

You got that right! Not only I opted for a remote study and an
unrecognized profession - in Liubljana people have never heard of
costume design. The situation in Belgrade was different; costume
design had a tradition there. It was established as a profession by
Ljubica Babi¢ who was my teacher and later became a wife of a Nobel
awarded Ivo Andric. And in Ljubljana a costume designer was not
even on a poster for a theatre play or a movie. Mrs. Marija Jarc was
a great costume designer but did little for the establishment of this
profession. I have wondered away a bit. I always had unconditional
support from my home ones, especially my mother. However, it is true
that I had been earning a living by that time - during studies I made
posters and leaflets with Rankovi¢ and Tito's images and sold a lot of
them. That enabled me to make my own decisions.

I assumed you were happy to return to Ljubljana, especially
because you had an offer for cooperation on a film project. You
were invited to work on an international coproduction with
Triglav film. The film in question was Sin (1953) by Frantisek Cap.

Vesela, zelo vesela, seveda, a tudi strah me je bilo. Namre¢, res je,
da so me na akademiji nauili slikati in da sem znala brez kakr§nih
koli tezav pripraviti skico kostuma. Toda o njeni realizaciji, kot

ne nazadnje tudi o samem filmu, se mi takrat $e sanjalo ni. Pojma
nisem imela, kako se bom lotila dela. No, zadnji¢, pred nekaj dnevi,
pa sem si v Kinoteki sploh prvi¢ ogledala Greh in priznati moram,
da se mi ne zdi tako katastrofalen!

No, no, saj gre vendarle za Capovo delo!

To je Ze res, a jaz bi lahko vse uni¢ila. To je bila namre¢ moja prva
prava filmska izkusnja, prvo snemanje, ki sem se ga udelezila.

Sele takrat sem videla, kako se tisto, kar smo si pred snemanjem
zami$ljali na papirju, udejanja, kako postaja resni¢no. Na akademiji
nismo imeli prakse ali delavnic, na katerih bi vadili realizacijo
skic. Spominjam se, da sem bila v glavnem prepuscena sama sebi
in svoji iznajdljivosti. Skakala sem po Kopru, kjer smo snemali, in
se dogovarjala z lokalnimi $iviljami. Bilo je stresno in naporno. In
Ceprav se $e danes Zivo spomninjam, kako me je bilo prav vsakega
novega snemalnega dne dobesedno groza, sem se nad filmom tudi
navdusila.

Ce se ozreva po vasi poznejsi profesionalni poti, ki je trajala le
malo manj kot 40 let, ni mogoce spregledati, da ste sodelovali

z veCino najpomembne;jsih slovenskih reziserjev, od Franceta
Stiglica, Matjaza Klop¢ica in Janeta Kav¢dica do Karpa Godine
in Jureta Pervanjeta. Se pogosteje ste delovali na gledaliskih
odrih, menda pri ve¢ kot petsto predstavah. Pa vendar se imate
prvenstveno za filmsko kostumografko - kako to?

Najprej moram povedati, da sem imela v Zivljenju veliko srece.
Nisem bila prav pametna, a sre¢e sem imela veliko. Tako mi je
bilo dano, da sem Ze kmalu spoznala, doumela, da je film nekaj
posebnega. Zato se imam kljub, priznam, resni¢no impresivni
$tevilki kostumsko realiziranih gledaliskih predstav in kljub

I was happy, extremely happy of course. And at the same time I was
scared. The academy has taught me to draw and prepare the sketch
with no problems. However, at that time I had no idea about its
realisation and the movie itself. I had no clue how to get to work.
Well, a few days ago I watched movie Sin in Kinoteka for the first
time and I must admit it is not that bad.

Well it is a Cap's work after all!

That is true, but I could have ruined it all. This was my first film
experience, my first shoot that I attended. It was then that I realised
how our work on paper is turning into reality. We had no practical
lessons or workshop at the academy where we could practice
realisation of our sketches. I remember being left to myself and my
resourcefulness. I was running around our shooting stage Koper and
making agreements with local dressmakers. It was stressful and hard.
And even though I still remember how I dreaded every single day of
shoot I also got excited over films.

If we take a look at your later professional path that lasted just
under 40 years we cannot overlook the fact you worked with
most of the most important Slovenian directors, from France
Stigli¢, Matjaz Klop¢ic and Jane Kavcié to Karp Godina and Jure
Pervanje. And you worked even more often on theatre stages, on
about 500 plays. And yet you consider yourself primarily to be a
film costume designer - why is that so?

I should first point out I had a lot of luck in my life. I was not very
bright but I had a lot of luck. And so I had a chance to see real
soon that film is something special. That is why I consider myself
to primarily be a film costume designer, despite a truly impressive
number of costume realisation of theatre plays and the fact that

»>PFSE



MATJAZ KLOPCIC,

ZDENKA MAKUC

dejstvu, da me vecina obravnava kot gledalisko kostumografinjo,
primarno za filmsko kostumografinjo. Tisto, kar me morda $e
najbolj fascinira pri filmu, in tisto, pred ¢emer so se mi prav vsakic,
preden sem se lotila filmskega projekta, zasibila kolena, je velika,
gromozanska odgovornost, ki ti jo na ple¢a nalaga film. Vseskozi
se mora$ zavedati, da popravnega izpita ni - ko je enkrat posnet,
ni ve¢ spreminjanja. To je prekletstvo, a tudi ¢arobnost, ¢ar filma.
Mislim, da me je film prav s tem zacaral, da sem mu za vedno
pustila srce.

Ceprav pravite, da ste radi sodelovali prav z vsemi reZiserji, pa
se vendarle zdi, da ste se z enim $e prav posebej dobro ujeli - z
Matjazem Klopc¢ic¢em.

Res je, z njim sem zacela sodelovati ze konec 60. let prej$njega
stoletja, ko je posnel Sedmino. Sledili so Strah, Iskanja, ki mi je
morda celo najljubsi, pa Vdovstvo Karoline Zasler, televizijski
Nori malar in komedija Moj ata, socialisti¢ni kulak. Povabil me
je celo k sodelovanju pri svojem zadnjem projektu, Ljubljana je
ljubljena, a sem ga zal morala zavrniti, saj mi leta niso dopuscala
novega angazmaja. Mislim, da si z Matjazem deliva nekatera
estetska prepricanja, in prav ta so najinemu sodelovanju
omogocila kontinuiteto. Eno od temeljnih je, na primer, to,

da filmska kostumografija ne sme sloneti le na preprostem
posnemanju stvarnosti, temve¢ mora enako pomembno, ¢e ne celo
pomembnejso vlogo odigrati dizajn, podprt z likovnostjo.

Nekje sem zasledil, da ste celo kurentovo masko iz Praznovanja
pomladi Franceta Stiglica izdelali sami.

Tako je. Zame kostumi, tudi te maske, nikoli niso le preprosta
preslikava stvarnosti, dejanskosti. Niso odraz krajevnih znacilnosti
in dobe, pac pa so namenjeni sooblikovanju znacajskih potez lika,
vloge. Ob tem nisem mogla izpustiti ustvarjanja tako pomembnega
kostumskega elementa, kot je maska.
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majority sees me as a theatre costume designer. Perhaps what
fascinates me the most with films and what has made my knees weak
every time I worked on a film project is the huge responsibility that
the film bestows upon a costume designer. You have to be aware that
there is no second chance - once it is shot there is no turning back. It
is a curse and also a magic, charm of the film. I think this is why it
enchanted me so badly I left my heart to it.

You say you liked working with all directors but it seems that you
especially got along great with one of them - Matjaz Klopcic.

It is true; I worked with him since the end of the 60's when he shot
Funeral Fest, Burial Lunch. It was followed by Fear of Search, which
is maybe my favourite, then The Widowhood of Karolina Zasler,
televised Crazy Painter and a comedy My Dad, the Socialist Kulak.
He even invited me to work his last project, Ljubljana is loved, but
sadly I had to turn him down as my years were not allowing me

a new project. I think we share same aesthetic beliefs which have
enabled continuity to our cooperation. One of basic beliefs we share is
that film costume design should not only imitate reality but should to
at least equal extent be driven by design, supported by art.

I have come across that you yourself have made the kurent's mask
for France Stiglic's Return of Spring.

That is correct. To me costumes, even these masks, are not a mere
reflection of reality. They are not just a reflection of area and era
characteristics, but are a means of co designing characteristics of a
character, a role. I could not simply leave out as important element as
a mask.

Ne prav pogosto, a delali ste tudi za televizijo. Sodelovali ste pri
dveh velikih televizijskih projektih, Dekameronu in Drazgoski
bitki, ki pa nekako nista bila najuspe$nejsa.

Res je. Dekameron je bil naértovan kot 14-delna televizijska
nanizanka v barvah in vso kostumografijo sem pripravila z mislijo
na barve, s poudarjenim koloritom. Ko so nato zaceli snemati v
¢rno-beli tehniki, sem bila prepri¢ana, da bo veliko izgubljenega, a
sem nekaj re$ila z uporabo razli¢nih tekstur. Podobno neposrecen
projekt je bila velikopotezna Drazgoska bitka. Pripravila sem zZe
kostume za vse predvidene dele, a nato nanizanka ni bila nikoli
realizirana.

Za slovensko kostumografijo ste naredili $e nekaj zelo
pomembnega: pripeljali ste jo na univerzo.

Ko mi je uspelo poklicu kostumografa izboriti $ire priznanje,

je bilo nekako samoumevno, da se poskusa narediti $e ve¢. Tako
sem sprejela povabilo ljubljanske akademije, naj na njej vpeljem
univerzitetni $tudij kostumografije. A sem pri tem naletela na ve¢
tezav. Prva je bila, da nisem ¢isto ni¢ vedela o u¢nih nacrtih. Tako
sem se obrnila na kolege v tujini in jih prosila, naj me seznanijo s
svojimi resitvami. Posebna tezava pa je bila tudi s tem, da nisem
prav dober retorik. Zato sem svoja »predavanja« prilagodila tako,
da niso imela oblike klasi¢nih predavanj ex-cathedra, temvec so
bila zamisljena kot pogovor med $tudenti in likovniki na eni ter
reZiserji in dramaturgi na drugi strani (nikoli pa z igralci).

Not too often, but you have worked for television as well. You
worked on two major television projects, Dekameron and Battle of
Drazgose who did not turn out to be quite successful.

You are correct. Dekameron was planned as a colour television series
in 14 sequels and I did all the costume design with colours in mind
so I highlighted colouring. Hen they started shooting it in black and
white I was certain a lot would be lost but I managed to save some
parts with use of different textures. A similar story happened in the
case of ambitious Battle of DrazgoSe. I had prepared all the costumes
but the series was never realised.

You achieved one more extremely important thing for Slovenian
costume design: you brought it to university.

After I had managed to gain better recognition for this profession the
next step was anticipated. So I accepted an offer from Academy of
Ljubljana to introduce the study of costume design. But while doing
so I ran into several troubles. To begin with, I had no idea about
curriculums. So I had to turn to my colleagues abroad and ask them
for help. Another problem was I am not a good speaker. So I designed
my classes in such a way that they would not have a shape of regular
class ex-cathedra but were designed as conversations between
students and artists on one side and directors on the other (but never
with actors).
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