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deset godina poslije
antun maracic

Proslo je deset godina od prerane smrti
Zeljka Jermana, jednog od najradikalnijih i
najhrabrijih hrvatskih suvremenih umjetni-
ka. Bio je neumoljivi nonkonformist, kako u
zivotu tako i u radu.
Kao buntovno ‘dijete 68.’ nastojao je siri-
ti granice te, redovito nezadovoljan ucinje-
nim, kretao dalje u negiranju konvencional-
nih uzusa, gradanskih zahtjeva i poimanja
umjetnosti. Njegovi radovi citak su izraz
otpora prema Ijepuskastom, urednom,
primjenjenom, upotrebljivom... Sadrzava-
ju prije svega ceznju za cinjenicnim, stvar-
nim, za (samo)spoznajom, svjedoce mak-
simalan ulog osobnog razotkrivanja bez
ostatka.
Poceo je od sluzbene fotografije, stovise
kao fotoobrtnik, no bio je zapravo potpuni
autodidakt koji je rano prekinuo i redovito
gimnazijsko skolovanje.
Vrlo brzo Jerman shvaca da nije predodre-
den za rutinsko zanatsko poslovanje kao
ni za produciranje ‘umjetnicke fotografi­
je’, njegov je poziv neizvjesniji, tezi, ambi-
ciozniji.
Upusta se tako u sabotazu tehnicki korek-
tne fotografije, radi neostre sive kopije na
kojima dodatno intervenira bojom ispisuju-
ci razlicite uzvike, izjave, parole. U tom smi-
slu paradigmatican je rad, Krepaj fotogra-
fijo! iz 1973., nastao samo tri godine nakon
sto je otvorio fotoradnju nazvanu Blow up,
kojom je kanio zaradivati za zivot.
U tim ranim radovima svjedocimo pro-
cesu negiranja, anihilacije, ali istodobno i 

prosirenja klasicnog fotopostupka, sto se
manifestira u visestrukim ekspozicijama,
sinkronoj primjeni fotogramskih efekata,
saranju i drapanju po emulziji. Uskoro Jer­
man izostavlja i samo posrednistvo foto-
kamere te nanosi kemikalije neposredno
na fotoosjetljivu podlogu. Prenesena slika
stvarnosti, naime, nije bila dostatna ovom
umjetniku-egzistencijalistu, bio mu je po-
treban neposredni kontakt, fizicki otisak,
svjedocanstvo vlastitog traga.
Isticanje vlastite prisutnosti koje se u ne-
naglasnom obliku ocitavalo u tim prvim
radovima, uskoro postaje jasan, izolira-
ni lajtmotiv. Svoj sazeti izraz ta tendencija
poprima u seriji radova Ostavljam trag. Na
fotopapiru (ali i u pijesku te mokrom beto-
nu) Jerman otiskuje vlastito tijelo, odnosno,
opet na fotopapiru, kemikalijama doslov-
ce ispisuje spomenutu programsku izjavu.
Rijec je o snaznom porivu za legalizacijom
i afirmacijom vlastitog ljudskog slucaja, sa
svim vrlinama, manjkavostima i ceznjama,
o legitimiranju osobnosti u svim njezinim
pojavnostima.
Snaga samoidentifikacijskog erosa ne
obazire se na ukus, pristojnost, socijal-
nu suzdrzljivost, distingviranost, ne pati
od prijetvornosti i cenzure. Grcevita, nez-
grapna, koji put melodramatska, a potom
odmah i duboko dramaticna, sugestivna,
oslobadajuca gesta - dobiva u svojoj ma-
terijalizaciji onu vrstu Ijepote koju Joseph
Beuys naziva Glanz der Wahrheit (sjaj isti-
ne).

Uskoro Jerman osvjestava svoju autor-
sku poziciju, uspostavlja termin elemen-
tarna fotografija, pandan tada, sredi-
nom sedamdesetih godina, aktualnom
elementarnom, odnosno primarnom
slikarstvu koje prakticira njegov prija-
telj i suradnik, slikar Boris Demur. Tako
on, naoko nespojivo, vrseci analizu me-
dija, prakticirajuci tautoloski postupak
(sadrzaj rada sama je gesta i deklara-
cija: Pisano razvijacem, Elementarna fo­
tografija, odnosno jednostavno ispisiva-
nje datuma nastanka rada), istodobno
demonstrira i 'divlji' ekspresivitet.
Sredinom osamdesetih Jerman uspo­
stavlja praksu i termin fotoslike, variraju-
ci ga pocetkom devedesetih u (spaljeni)
svjetloris. Svojim karakterom i izgledom
ti zestoko informelni radovi (koji nesva-
kidasnje bogatstvo i razvedenost svo-
je ‘pikturalne’ izrazajnosti ostvaruju bez
slikarske materije, reljefa, fakture, ke-
mijskim procesom u mikronskom slo-
ju fotoemulzije) jasno koincidiraju s rat-
nim vremenom, no reflektiraju i autorov
vlastiti udes: uz razlicite bolesti koje ga
muce, 1991. je i potpuno oglusio. No na­
kon jednogodisnje stanke zbog te ne-
srece, njegova aktivnost unatoc teskom
hendikepu dobiva novi zamah. Osim
sto se intenzivno bavi svojim fotoslikar-
stvom i izlaze, Jerman pise za novine i
casopise, predaje na splitskoj Slobod-
noj umjetnickoj akademiji te vodi tamos-
nju galeriju Gheto.
Ipak, smrt, koja je oduvijek imanentna -
bilo u smislu iskazivanja rezignirane fa-
milijarnosti ili borbe s njom, odnosno
nacina potvrde suprotnosti vlastite eg-
zistentnosti, cak - vitalizma - kao ide-
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ja i motiv sve se vise u razlicitirn oblici-
magnjezdi u njegovu radu. Ne pristajuci,
unatoc slabom zdravlju i lijecnickim pre-
porukama, na apstinenciju od bilo cega
sto bi reduciralo zivotni intenzitet (mno-
go je radio, ali i pusio, pio...), Jerman je
po svemu sudeci svjesno riskirao pa i
predvidao (gotovo planirao!) svoj bliski

kraj.
Tako je 1995., jedanaest godina pri-
je nego sto je preminuo u moru ispred
obiteljske Ijetne kuce u Korculi, Jerman
u neposrednoj blizini toga mjesta izveo
znakoviti, pokazalo se - vizionarski rad.
Na vecem formatu fotopapira, uz dija-
gonalno polozenu formu kriza obliko-
vanu od izrazajnih ovala fotogramskih
sjena morskih oblutaka, otisnuti su i au-
torovi dlanovi te ispisan tekst: Death in
Corkyra.
No i cijelo vrijeme nakon toga Jerman
sve vise komunicira s onim svijetom. U
uze plastickim djelima (ciklus Dunkel
Zone, 2003.), u kojima pokrece (al)ke-
mijske reakcije i tijekom samog radnog
procesa prati nepredvidive ultra-tamne
(in)formalne dogadaje (kao u talogu
kave), on potican trenutnim asocijaci-
jama naslovljava svaki pojedini list. Ri-
jec je o pravom ‘rasadistu duhova’ koji
se obilato roje u autorovim vizijama /
Duhovi, Veliki duh, (Duh)oviti pejzaz..../.
Pritom Jerman, nastavljajuci stvaralas-
tvo na jezicnom planu, vlastite naslovne
asocijacije dopisuje promptnim komen-
tarima. Uspostavlja tako dvostruki, neu-
kroceni plasticko-tekstualni tok svijesti
koji unatoc tamnoj emocionalnoj garni,
tjeskobnom impulsu i rezultatu nije lisen
ni tipicnog narcizma ni humora i auto-
ironije. Primjerice, iza naslova Vrag na
trapezu, napisanom na poledini lista, on
domece komentar: HA-HA-HA! dobar
sam u naslovljavanju, ozbiljan u potpisi-
vanju.

Osim u filmovima koje kreira posljed-
njih godina zivota (Martin grob, 2005.-
2006.) tako i, vrlo eksplicitno, u svojim
napisima, Jerman je pretezito u sferi

onostranosti.
U kolumni Egotrip - godinama ju je ured-
no odrzavao u Zarezu - sve su cesci su-
sreti s pokojnicima koji se pojavljuju na
zaslonu njegova kompjutora. Kao u spi-
ritistickim solo seansama javlja mu se
mrtvi otac, prijatelj, prva supruga, pu-
nica, majka.... Evocira Jerman s njima
davne dogadaje, sali se katkad i nemi-
lo razotkriva njihove (dakako i svoje pri-
je svega) nelijepe tajne, svadi se, psuje
ih i ruzi... rijetkim radikalizmom hard-tre-
tmana alternirajuci startnu nostalgiju.
I ne samo s ljudima, komunicira on i s
davno uginulim ljubimcima - psima,
gmazovima koje je uzgajao kao dijete...
Stovise, predmeti sjecanja i dijaloga su
i (izuzetno poeticno!) ‘duse mjesta’, uli-
ca, igralista, sanjkalista.J sama Smrt, u
razlicitirn prispodobama razgovara s nji-
me u tim nocnim samocama. U posljed-
njem nastavku kolumne koja je objavlje-
na tri dana prije njegova odlaska on u
okviru crnohumorne price raspravlja o
svom posljednjem pocivalistu, o grobu
na Mirogoju.
Kako se iz ovog teksta vec moglo za-
kljuciti, Jerman je sve prije nego jed-
nostavna, jednodimenzionalna pojava.
Naprotiv, njegovo bice pravi je poligon
sukoba Erosa i Thanatosa, a dosljedno
tome krase ga mnoge kontroverzije, pa-
radoksi.
lako je, pozivajuci se pritom na autori-
tet Maxa Stirnera, neuvijeno deklarirao
afirmaciju vlastitog ja (otuda i naslov
njegove kolumne), u stvarnosti se mno-
go bavio drugima. Osim sto je bio dru-
zeljubiv i u svakodnevnom zivotu ljudski
spreman pomoci, pisao je o svojim ko-
legama, dobrim dijelom o onima s mar- 

gine, zakinutima za javnu pozornost
Godine 2006., kratko prije smrti, pod
naslovom Zagubljeni portreti, obja’vio je

knjigu tekstova o pojedinim umjetnici-
ma, sabranih kolumni koje je posljednjih
godina pisao u Jutarnjem listu.
No i kad se izrazito bavi sobom, tj. poku-
sajem ostvarenja i emancipiranja svog
individualnog, stovise - privatnog sluca-
ja Jerman je karizmatik koji svojim pri-
mjerom ukazuje na potrebu nesputanog
zivljenja i stvaranja. Oni koji prepoznaju
njegovu slobodarsku strast profitirat ce
od iskustva djela odnosno zivotno-rad-
nog modela koji on implicite ili izravno
zagovara.
Deset godina, dakle, proslo je od smr­
ti 2eljka Jermana, samosvojnog hrvat-
skog umjetnika s cijim smo se opusom
u proteklom razdoblju premalo susre-
tali. Stoga je ova nevelika izlozba koja
ipak obuhvaca sve vaznije topose nje­
gova djela - od ranih radova s pocetka
sedamdesetih godina do onih iz dvijeti-
sucitih - prilika da se podsjetimo na nje-
gov znacaj i velicinu.
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Autoportret | Selfportrait, 1973.
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ten years on
antun maracic

Ten years have elapsed since the unex­
pectedly early death of Zeljko Jerman, one
of the most radical and courageous of con­
temporary Croatian artists. He was an im­
placable nonconformist, in life and work.
As a rebellious ‘child of 68’ he endeav­
oured to push back the frontiers and, reg­
ularly unsatisfied with what had been done,
was always moving on in the negation of
conventional habits, bourgeois demands
and the notion of art. His works are a leg­
ible expression of resistance to the pret­
ty, the neat, the applied, the usable... They
contain primarily a longing for the factual,
the real, for the (self)-perceptive, they bear
witness to a maximum stake of unsparing
personal revelation.
He started off from standard photography,
indeed, as a photographic tradesman, but
in fact he was an authentic autodidact who
had quite early dropped out of high school.
Very rapidly Jerman understood he was
not predestined for routine artisan opera­
tions or for the production of 'art photogra­
phy’; his calling was less certain, more diffi­
cult and ambitious.
He embarked on the sabotage of techni­
cally good photographs, made out-of-fo-
cus grey copies on which he intervened
subsequently with paint, writing out vari­
ous cries, statements and slogans. From
this point of view the work Drop Dead Pho­
tography! is paradigmatic; it came in 1973,
just three years after he had opened his
photographic studio Blow Up, with which
he had intended to earn his living.

In these early works we can see the pro­
cess of negation and annihilation, but at
the same time the expansion of the classi­
cal photographic procedure, manifested in
multiple exposures, the synchronous em­
ployment of photogram effects, scribbling
over and scratching the emulsion. Soon
Jerman left out the actual mediation of the
camera, applying chemicals directly to the
photosensitive paper. The transferred im­
age of reality, that is, was not enough for
this existentialist of an artist; he needed im­
mediate contact, touch, a physical impres­
sion, a record of his own trace.
The emphasis on his own presence, which
appeared in an unstressed form in his first
works, soon developed into a clear and
isolated leitmotif. This tendency took on
its condensed expression in the series of
works called I Leave a Trace. He would im­
print his own body on photographic pa­
per, or in sand or wet concrete, or, again on
photosensitive paper, with chemicals, liter­
ally write out the programmatic statement
already mentioned.
What this involved was a powerful urge for
the legalisation and affirmation of his own
human situation, with all his virtues, failings
and longings, legitimation of his personal­
ity in all its phenomenal forms. The pow­
er of the self-identifying Eros pays no at­
tention to taste, decency, social restraint,
distinctions, cares nothing for hypocrisy or
censorship. A fitful, awkward, sometimes
melodramatic, and then at once a pro­
foundly dramatic and liberating gesture 

acquired in its materialisation that kind of
beauty that Joseph Beuys calls Glanz der
Wahrheit, the shine of truth.
Rapidly, Jerman became conscious of his
authorial position, establishing the term ele­
mentary photography, which was a match
to the then topical elementary or prima­
ry painting practised, for example, by his
friend and associate, the painter Boris
Demur. And so, seemingly incompatibly,
carrying out his analysis of the medium,
practising a tautological procedure (the
content of the work is only gesture and
declaration: Written in developer, Elemen­
tary photograph simply writing out the date
it was created), he at once demonstrated a
‘wild’ expressiveness.
In the mid 80s, Jerman established the
practice and term of photopainting, varying
it in the early 90s when he called it (burnt)
photodrawing. In their character and ap­
pearance, these fiercely Informel-ish
works (which achieved their uncommon
richness and the intricacy of their pictural
expressiveness without any painting ma­
terial, relief or facture, by a chemical pro­
cess going on in the micronic layer of the
photographic emulsion), clearly coincided
with the time of war, but they also reflect­
ed the author’s own fate: along with other
illnesses that afflicted him, in 1991 he went
totally deaf. But after a year-long break be­
cause of this misfortune, his work, in spite
of the severe handicap, did not wane. As
well as vigorously dealing with his photo­
painting and exhibiting, he wrote for vari-
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Umorno jutro I Weary Morning, 1970.

ous papers, taught at the Free Art Acade­
my in Split and ran the Ghetto Gallery.
Still, death, always immanent, either in the
sense of the utterance of a resigned famil­
iarity or by fighting it, or as a ways of con­
firming the opposition of his own existence,
or even of vitalism, as idea and motif in­
creasingly made its home in his work in var­
ious forms. Not consenting, in spite of his
poor health and the warnings of his doc­
tors, to abstain from anything at all, which
would have reduced the intensity of life (he
worked much, but also smoked, drank...)
Jerman, from all the evidence, consciously
risked it all, and predicted (almost planned
for!) his own near end.
In 1995, then, eleven years before he died

in the sea in front of his family summer
home in Korcula, Jerman in the immediate
vicinity of this place, had carried out a sig­
nificant and as it turned out visionary work.
On a large piece of photographic paper,
along with the diagonally placed form of
a cross shaped of photogrammic impres­
sions of cobbles, were also his own palm­
prints, and the wording: Death in Corkyra.
But all the time after that, Jerman increas­
ingly communicated with that world be­
yond. In more strictly visual works (the cy­
cle Dunkel Zone, 2003), in which he set
off (al)chemical reactions and during the
working process tracked the unpredict­
able ultra-dark (in)formal events (as in cof­
fee grounds), he entitled every individual

sheet under the sway of his momentary as­
sociations. This was a real ‘nursery of the
spirits’ that swarmed so abundantly in the
author’s visions (Spirits, Great Spirit, (Spi-
rit)like Landscape...). Carrying on his work
at the level of language, he added prompt
comments to his own associations in the
titles. He thus set up a double, untamed
plastic-textual stream of consciousness
that in spite of the dark emotional scale,
the angst-laden impulse and result, was
not void of the typical narcissism, or hu­
mour and self irony either. For example, af­
ter the title Devil on a trapeze, written on
the back of the sheet, he added the com­
mentary: HA-HA-HA! I’m good at titling, se­
rious in signing.
Apart from in films that he created in the
last years of his life (Marta’s Grave, 2005-
2006), and, very explicitly, in his writings,
Jerman was mainly in the sphere of the be­
yond.
In the column he called Egotrip, which he
kept up regularly in Zarez for years, there
were increasingly frequent encounters
with the departed, who appeared on the
screen of his computer. As if in some spir­
itualist but solo seances, his dead father
came to him, friends, his first wife, moth­
er in law, mother... Jerman evoked events
of long ago with them, joked, sometimes
ruthlessly revealing their (and above all his
own) darker secrets, quarrelling with and
swearing at and insulting them... alternat­
ing the initial nostalgia with a rare radical­
ism of hard treatment.
He communicated not with people alone,
but with long since dead pets - dogs, liz­
ards that he bred as a kid... Indeed, objects

Rani radovi I Early works, 1970. -1974.

of memory and dialogue are (very poeti­
cally) the spirits of the place, street, play­
ground, skating rink... Death itself, in its
different guises, talks with him in these
night-time solitarinesses. In the final instal­
ment of the column, published three days
before his departure, he discussed, in the
framework of a black-humour story, his fi­
nal resting place, a grave at Mirogoj.
As could be gleaned from what has been
written here already, Jerman was anything
but simple, one dimensional. On the con­
trary, his being was a proving ground for the
conflict of Eros and Thanatos, and accord­
ingly he was blessed with many controver­
sies and paradoxes.
Although, invoking the authority of Max

Stirner as he did so, he declared quite bald­
ly his affirmation of his own I, hence the title
of the column, in reality he was much into
other people. Apart from being highly so­
ciable and ready to help in a human way in
everyday life, he wrote about his fellows, a
good deal about those on the edges, de­
prived of public attention. In 2006, just be­
fore his death, he published a book of texts
called Lost Portraits about various artists,
collected columns that he had written in
the last few years in the paper Jutarnji list.
But when he was specifically engaged with
himself, i.e. with an attempt to realise and
emancipate his own individual, and, indeed,
private, case, Jerman was a charismatic
figure who with his own example showed

the need for uninhibited living and creat­
ing. Those who recognise from his free­
dom-loving passion will profit from the ex­
perience of a work, or a living-and-working
model, that he either directly or implicitly
champions.
Ten years, then, have passed since the
death of Zeljko Jerman, that independent
Croatian artist, whose work we have en­
countered too little in that period. This ex­
hibition, if not very large, nevertheless cov­
ers all the major topoi of his work, from the
earlier works at the beginning of the seven­
ties to those from the two-thousands, and
is a chance for us to recall something of his
importance and his magnitude.
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Krepaj fotografijo! | Drop Dead Photography!, 1973.
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5.9.1975., 1975.
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Ostavljam trag 11 leave a Trace, 1977.
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Idemo doma I Let’s Go Home, 1993.

NeobiSan efekt 11 Unusual Effect 1,1993.

Opet trag | The Trace Again, 1991.

Nejdemo dalje | We Won’t Go Further, 1993.

12

i

Kriz | Cross, 1992.

Racionalna iracionalnost 1 | Rational Irrationality 1, 1987.

Racionalna iracionalnost 2 I Rational Irrationality 2,1987.

Hommage aux Mondrian - Pollock - Man Ray, 1987.

Protiv svake zloupotrebe | Against any Misuse, 1987.
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Otisak tijela I Print of the Body, 1986.
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Rad 4 | Work 4, 1995.

Death in Corkyra, 1995.

Slike (iz)umrlih albuma I Pictures (from) Dead Albums, 2003.-2006.

Fotografija (ipak!) nije krepala I Photography Didn't (After All) Drop Dead, 1990.

B. u negativu | B. in Negative, 1989.
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B. u negativu | B. in Negative, 1989.

Death In Corkyra, 1995.



Iz ciklusa Dunkel Zone | From The Dunkel Zone Cycle, 2003.
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Ego East, 1992. (desno I right)
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biograf ija

Zeljko Jerman roden je 10. ozujka 1949. u Zagrebu.

Godine 1967. prekida redovito skolovanje i pokazuje

zanimanje za fotografiju.

Prve fotografske radove, aktove i portrete, izlaze

1968. Tada zavrsava i tecaj za fotografiju te polaze

ispite za vodenje samostalne fotografske radnje.

Godine 1969. zeni se Brankom Jurjevic koja je cesti

model na njegovim ranim fotografijama.

U svojoj kuci u Vocarskoj ulici br. 5 u Zagrebu otvara

1970. fotografski atelijer Blowup.

Od 1972. do 1974. godine dopisno studira fotografi­
ju (FPS - Famous Photography School).

Od pocetka sedamdesetih spontano istrazuje mo-

gudnosti i ogranicenja medija fotografije. Namjemo

snima i razvija neostre i sive fotografije, intervenira
kemikalijama, olovkom ili bojom u procesu razvijanja,

koristi vise negativa, a gotove fotografije reze, trga,

pali. Dobiveni rezultat ekspresivno je procesualno
djelo, izraz autorova egzistencijalnog nemira.

Godine 1974. pocinje ciklus elementarne fotografije,

postupak koji je reduciran na neposrednu upotrebu
fotokemikalija na papiru, bez upotrebe fotoaparata.

Takoder, ostavlja trag vlastita tijela na fotopapiru, za-
tim u pijesku i svjezem betonu (1975-1977.). Zanima

se za multimedijske postupke, sve cesce se koriste-

ci i tekstom u radovima.
Od 1975. pocinje izlagati i izvoditi akcije u javnim pro-

storima sa skupinom umjetnika, poznatom kao Gru-

pa sestorice.
Tijekom 1977. realizira rad Moja godina koji na najade-
kvatniji nacin reprezentira njegove tadasnje umjet-

nicke i zivotne stavove
Godine 1978., stupa u brak s Vlastom Delimar s ko-

jom ce sljedecih godina realizirati vise performansa
i akcija. Od te godine pocinje pisati kritike i autorske

tekstove koje objavljuje u Poletu, Studentskom listu,

Danasu, Studiju, Oku...
Polovicom osamdesetih godina intenzivno radi na ci-

klusima fotoslika, realiziranih ekspresivnim tragovi-

ma fotokemikalija na fotopapiru. Taj je nacin rada, uz

neznatne izmjene ostao konstanta do kraja njego-

va djelovanja.
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Tijekom 1988. godine pisao je kolumne u Student­

skom listu.
Godine 1989. stupa u brak s Bojanom Svertasek, a

godinu dana poslije rodio mu se sin Janko.
Godine 1991. gubi sluh nakon teske operacije uha.

Zbog toga kao i zbog rata koji pocinje u Hrvatskoj,

prekida s radom na godinu dana, no 1992. pocinje
ciklus Spaljeni svjetloris (izlozen u galerijama Miro­

slav Kraljevic i Karas u Zagrebu).

Od te godine svakog Ijeta boravi na Korculi, gdje ta­

koder intenzivno radi.
Godine 1996. postavlja retrospektivnu izlozbu u Mo-

demoj galeriji u Zagrebu.
Od 1998. bio je predavac  je na Slobodnoj umjetnickoj

akademiji i voditelj Galerije Ghetto u Splitu.
Tijekom 2000. objavljuje seriju feljtona o suvreme-

nim umjetnicima u Jutamjem listu. Pocetkom 2006.,

ti su prilozi tiskani kao knjiga pod naslovom Zagu-

bljeni portreti.

Od jeseni 2002. pa do kraja zivota pise kolumnu

Egotrip u Zarezu. Posljednja kolumna objavljena je
tri dana prije njegove smrti.

Izlagao je na pedesetak samostalnih te sudjelovao
na vise od 200 skupnih izlozbi u zemlji i svijetu. Je-
dan je od najvaznijih i najinovativnijih suvremenih hr-
vatskih umjetnika.

Umro je u Korculi, 17. srpnja 2006.

O radu Zeljka Jermana pisali su:
Radoslav Putar, Jesa Denegri, Nena Baljkovic, Ande-

Iko Hundic, Vladimir Gudac, Floris M. Neusiiss, An-

tun Maracic, Darko Simicic, Branka Stipancic, Jan­
ka Vukmir, Zdenko Rus, Leonida Kovac, Ivica Zupan,
Vlado Martek, Spomenka Nikitovic, Mladen Lucic,
Marijan Susovski, Misko Suvakovic, Sonja Briski
Uzelac, Sandra Krizic Roban, Zelimir Koscevic, Rad­

mila Iva Jankovic...

Zeljko Jerman was born on March 10,1949, in Za­

greb.

In 1965 he quit full-time education, showing an in­

terest in photography. He exhibited his first pho­

tographs, nudes and portraits, in 1968. He took a

course in photography and passed the exam quali­
fying him to manage a photographic business of his

own. In 1969 he married Branka Jurjevic, who was a
frequent model in his early photographs.

In his house in Vocarska ulica no. 5 in Zagreb, he

opened his own studio, Blow Up. From 1972 to 1974

he took the FPS - Famous Photography School -
correspondence course.

From the early seventies he spontaneously en­

gaged in research into the possibilities and limita­
tions of the photographic medium. He deliberately

shot and developed out-of-focus, grey photographs,

intervened with chemicals, pencil or paints in the

process of development, using multiple negatives,
cutting, tearing and burning finished prints. The re­

sults obtained were expressive works of processu-
ality, expressions of the author’s existential angst

In 1974he started a cycle of elementary photograph,
a procedure that was reduced to the direct use of

photographic chemicals on paper, sidestepping the
use of a camera. He left a trace of his own body on

photographic paper, as well as in sand and in fresh

concrete (1975-1977). He was interested in multime­
dia procedures, increasingly frequently using words

in his works.
From 1975 he started to exhibit and perform ac­
tions in public spaces with the group of artists later

on known as the Group of Six.
In 1977 he realized the work My year which in the
most complete way represents all his artistic and ex­

istential standpoints of the time.
In 1978, he got married to Vlasta Delimar, with whom
over the next few years he was to put on a number

of performances and actions. From that year he be­
gan to write reviews, critiques and original texts that
he published in Polet, Studentski list, Danas, Studio

and Oko.

In the middle of the eighties he was hard at work on
cycles of photopaintings, produced with expressive
traces of photographic chemicals on photographic
paper. This principle of work, with minor changes, re­
mained a constant to the end of his career.
In 1988 he wrote a column in Studentski list.
In 1989 he married Bojana Svertasek, with whom a

year later he had a son, Janko.
In 1991 he lost his hearing after a major ear operation.
As a result, and also because of the war that broke
out in Croatia, he stopped working for a year, and
then in 1992 began the Burned Lightdrawing series
(exhibited in the Miroslav Kraljevic and Karas galler­
ies in Zagreb). From that year he spent every sum­

mer on Korcula, where he also worked intensively.
In 1996 he put on a retrospective exhibition in the
Modern Gallery in Zagreb. From 1998 he was a lec­
turer at the Free Art Academy and manager of the
Ghetto Gallery in Split.
During 2000 he published a series of columns about

contemporary artists in Jutamji list. In early 2006,
these articles were printed in a book entitled Lost

Portraits.

From autumn 2002 to the end of his life he wrote the
column Egotrip in Zarez. The last text was published
just three days before his death.
He exhibited at fifty or some solo and took part in
over 200 collective exhibitions at home and abroad.
He died in Korcula on July 17,2006.

The following have written about the work of Zel­

jko Jerman:
Radoslav Putar, Jesa Denegri, Nena Baljkovic,
Andelko Hundic, Vladimir Gudac, Floris M. Neusiiss,
Antun Maracic, Darko Simicic, Branka Stipancic,

Janka Vukmir, Zdenko Rus, Leonida Kovad, Ivica
Zupan, Vlado Martek, Spomenka Nikitovic, Mlad­
en Lucic, Marijan Susovski, MiSko Suvakovic, Sonja

Briski Uzelac, Sandra Krizic Roban, Zelimir KoScevic,

Radmila Iva Jankovic...
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popls Izloiaka I list of exhibits

Branka i more I Branka and See, 1970, 28,5 x 38,5
cm, CB fotografija na kartonu IB & W photography

on cardboard

Moje more | My See, 1970, 30 x 39,5 cm, CB foto­
grafija na kartonu | B & W photography on cardboard

Umomo jutro | Weary Morning, 1970, 28,5 x 34 cm,
CB fotografija na kartonu | B & W photography on

cardboard

Na Giulqinom grobu [ At the Grave of GiuIia/1972, 29

x 29,2 cm, CB fotografija na kartonu IB & W photo­

graphy on cardboard

Krepaj fotografijo! | Drop Dead Photography!,1973,
30 x 40 cm, tempera i flomaster na fotopapiru | tem­

pera and felt-tip pen on photo paper

Jebes sve | Fuck Everything, 1974, 29,7 x 39,7 cm,
fotokemikalije na fotopapiru | photo-chemicals on

photo paper

Autoportret | Selfportrait, 1973, CB fotografije - re-

zane, perforirane | B & W photographies - cut, per­
forated

Idemo doma | Lets Go Home, 1993, 49,6 x 59,6 cm,
fotokemikalije na fotopapiru | photo-chemicals on
photo paper

Neobican efekt 11 Unusual Effect 1,1993, 49,6 x

59,6 cm, fotokemikalije na fotopapiru | photo-che­
micals on photo paper

Opet trag | The Trace Again, 1991, 49,6 x 59,6 cm,
fotokemikalije na fotopapiru | photo-chemicals on
photo paper

Nejdemo dalje I We Won’t Go Further,1993, 49,6 x
59,6 cm, fotokemikalije na fotopapiru | photo-chemi­

cals on photo paper

Ostavljam trag 11 leave a Trace,1977,106 x 400 cm,

fotokemikalije na fotopapiru I photo-chemicals on

photo paper

Kriz | Cross, 1992., 50 x 60,5 cm, fotokemikalije, pa-

Ijenje na fotopapiru I photo-chemicals, burning, pho­

to paper

Racionalna iracionalnost 11 Rational Irrationality 1,
1987, 40 x 50,5 cm, fotokemikalije na fotopapiru |

photo-chemicals, photo paper

Racionalna iracionalnost 21 Rational Irrationality 2,

1987, 40 x 50,5 cm, fotokemikalije na fotopapiru I

photo-chemicals, photo paper

Hommage aux Mondrian - Pollock - Man Ray, 1987,

40x50,5cm, fotogram, fotokemikalije na fotopapiru
I photogram, photo-chemicals on photo paper

Protiv svake zloupotrebe | Against any Misuse,

1987, 40 x 50,5 cm, fotokemikalije na fotopapiru |
photo-chemicals on photo paper

Otisak tijela | Print of the Body, 1986,105 x 285 cm,

svjetlo, fotokemikalije na platnu s fotoemulzijom | li­

ght, photo-chemicals on canvas with photo-emulsion

B. u negativu | B. in Negative, 1989, 49,8 x 54,4 cm,
fotografija, fotogram, letraset | photography, photo­

gram, Letraset

Fotografija (ipak!) nije krepala | Photography Didn’t
(After All!) Drop Dead, 1990, 30 x 40 cm, fotokemi­

kalije, paljenje na fotopapiru | photo-chemicals, bur­

ning on photo paper

Slike (iz)umrlih albuma | Pictures (from) Dead Al­

bums, 2003.-2006, 3 X (50 x 60 cm), fotokolazi, fo­

tokemikalije, kucne kemikalije (solna kiselina, izbjelji-
vac.deterdzenti) | photo-collages, photo-chemicals,

household chemicals (hydrochloric acid, bleach, de­
tergents)

Death in Corkyra, 1995,101 x 193 cm, fotogram, fo­

tokemikalije, boja na fotopapiru | photogram, pho­
to-chemicals, color on photo paper

Rad 41 Work 4,1995,101 x 108 cm, fotogram, foto­

kemikalije na fotopapiru | photogram, photo-chemi­

cals on photo paper

Ego East, 1992,109 x 431 cm, fotogram, fotokemi­

kalije na fotopapiru | photogram, photo-chemicals

on photo paper

5.9.1975,1975,108,5 x 341,5 cm, fotokemikalije na

fotopapiru | photo-chemicals on photo paper

IZ CIKLUSA DUNKEL ZONE | FROM THE DUNKEL

ZONE CYCLE, 2003, 8 x (50 x 60 cm), fotokemika­

lije na fotopapiru | photo-chemicals on photo paper
1. “Duhovi” (iz Slika mrakaca erne zone, slika tjesko-
be / tjeskobna...) | “Spirits” (From the Images of

Black Areas, the Picture of Anxiety / Anxious...)

2. Slika tjeskobe (tjeskobne slike) | Image of Anxiety

(Anxious Images)
3. Potamnjena Ijepotica | Tanned Beauty

4. Glanc tjeskoba | Glow-Anxiety
5. Kako - nema duhova!?! | What - No Ghosts!?!

6. Veliki duh - desno dolje | Large Spirit - Bottom

Right
7. “Trokut medu dusekima!” He-he mislim na Dodi-

ga | “Trokut Among the Little Spirits!” He-he I think

of Dodig
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8. “Vrag na trapezu” HA-HA-HA! Dobar sam u nas-
lovljavanju, ozbiljan u potpisivanju | “The Devil on

a Trapeze” HA-HA-HA! I’m good at titling, serious

in the signing
9. (Duh)oviti pejzaz | (Spirit)like Landskape

10.Tko  ne vidi duhove u stvamosti ne vidi ih ni na sli-
kama | If You Don’t See Ghosts in Reality, You Won’t

See Them in Pictures, Either

11. "Bjezi”. ..moram metnut jebeni naziv glupo je bez
naziva | “Run”... I have to put in some fucking title,

it’s stupid without a title

12. Malo Bele - posvecujem mojoj dragoj kujici Beli |

A bit of Bela - dedicated to my dear little bitch Bela

Zeljko jerman
TV film | TV movie, 7’

Autori | Authors:

Antun Maracic, Miso Vucic
HRT.1992.
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