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ENPrologue
Adriana Alves

There are many ways to approach Damir Avdagic’s art projects; 
he works within a clearly delineated thematic frame that 
accommodates an almost infinite universe. This suggests the 
complexity in the material the artist works with, and reveals 
how he, through art, carefully examines his own history. This is 
because it concerns not only himself or his immediate family, but 
also positions itself in the long-term history that has contributed 
to shaping our understanding of the world and the present. 
 While working with this exhibition, I have tried to 
understand more of the history of the Slavic peoples. It is 
fragmented, scattered and consists of countless stories strongly 
influenced by geography, the struggle for freedom and contacts 
with other peoples. One challenge has been that all older sources 
of information about the Slavs were written by others, since the 
Slavs themselves had no written language until the 9th century. 
The spoken word was perhaps their most important feature, it 
was at the core of their self-understanding, of their identity. 
They referred to themselves as slovo, denoting ‘those who speak’, 
‘those with words’, while non-Slavs were called němci, ‘the mute 
people’. With this as a starting point, it seems as though their 
individual and collective identity was formed, and transformed, 
through the perspective of multiple voices and through dialogue.
 It is precisely the spoken word that is Avdagic’s 
main material. He gathers oral stories, depictions, memories 
and reflections. This ‘raw’ material is collected through 
conversations, from archives and through interviews that are 
transcribed and processed until they gain a final presentational 
form. The result is often a sober polyphony. The voices belong 
to emigrants from Ex-Yugoslavia of different ages, different 
backgrounds and varying ethnic and religious affiliations. Each 
and every one of them fled their homeland in the 1990s, during 
the conflicts that resulted in the collapse of the former republic. 
Some were children, others were adults, and when they were there 
at that time, they were at home. They are other places now, and 
they are again at home. 
 There are many dislocations in the artist’s works, and they 
manifest themselves on several levels: in time – then and now; 
in space – here and there; and in how first-hand depictions and 
stories from one generation are recounted by another. Polyphony 
and oral tradition contribute to expand our understanding of 
official narratives about historical events. In Avdagic’s work, they 
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ENadd contexts, nuances, prehistory and ‘post’-history from the last 
30 years. They suggest macro-historical perspectives, questions 
of geopolitical power structures, ideology and diaspora, to name 
a few, at the same time as they cleave to what is human, close-at-
hand and universal. When experiencing Avdagic’s works, it becomes 
clear to me that ‘those who speak’ and ‘we who are mute’ have far 
more in common than that which differentiate us.

But art, if it means awareness of our own life, means also 
awareness of the lives of other people – for style for the 
writer, no less than colour for the painter, is a question 
not of technique but of vision: it is the revelation, which 
by direct and conscious methods would be impossible, of 
the qualitative difference, the uniqueness of the fashion 
in which the world appears to each one of us, a difference 
which, if there were no art, would remain for ever the 
secret of every individual. Through art alone are we able 
to emerge from ourselves, to know what another person 
sees of a universe which is not the same as our own and of 
which, without art, the landscapes would remain as unknown 
to us as those that may exist on the moon. Thanks to art, 
instead of seeing one world only, our own, we see that 
world multiply itself and we have at our disposal as many 
worlds as there are original artists, worlds more different 
one from the other than those which revolve in infinite 
space, worlds which, centuries after the extinction of the 
fire from which their light first emanated, whether it is 
called Rembrandt or Vermeer, send us still each one its 
special radiance. 

Marcel Proust, In Search of Lost Time. Volume 6: Time 
Regained, p. 932



ENIn search of…
Tijana Miškovic 
A reflection on tce meaning of memory and language 
in Damir Avdagic’s artistic practice

Damir Avdagic’s primary artistic medium is video. This means 
he expresses himself through moving images with sound. He also 
uses a scenography that is generally neutral in style. Rather than 
illustrating a fictive setting, it quite simply shows the setting of 
the film studio. The protagonists in Avdagic’s videoworks appear 
in situations resembling auditions or interviews. They are not 
cast on the basis of their ability to gestalt fictive roles but due 
to their actual social and cultural profiles. The performances 
include readings, translations and conversations. While the basic 
principles for the performances are developed by the artist, the 
participants’ reactions are spontaneous. There is thus constant 
alteration between predetermined and improvised elements in 
the performances. In terms of content, Avdagic’s works activate 
questions about remembrance and identity across generations and 
cultures, a focus which is clearly supported by the conceptual 
and formal strategies of the artworks. Oral transmissions and 
testimonies thus play a key role in the performative stagings in 
the videoworks. Here, persons belonging to the Yugoslav diaspora 
gain the opportunity to put into words their own or inherited 
memories of the culture they come from – a culture that continues 
to shape their identity as well as the new culture they have entered.

In general, one could say that Avdagic’s works unfold in 
a field of tension between the past and the present. The past is 
evoked with the help of personal and collective memories that 
are embodied in the present via the protagonists’ language, 
facial expressions and gestures. Avdagic’s primary interest, 
however, is not in the historical past but in how the past is 
remembered and in how these memories influence the development 
of transcultural identities. Rather than historiography/ official 
history writing, he is more interested in how the history comes 
to expression in everyday situations and conversations between 
individuals. Cultural memory therefore plays a crucial role in the 
understanding of Avdagic’s artistic practice and needs elucidation. 

In the following paragraphs, I will therefore look more 
closely at the concept of cultural memory by emphasising its 
collective and its dynamic natures, both of which are mnemonic 
mechanisms particularly relevant for understanding Avdagic’s 
practice. Thereafter, I will turn my attention to Avdagic’s 

NOR På sporet av…
Tijana Mišković  
En refleksjon over betydningen av erindring og språk 
i Damir Avdagics kunstneriske praksis

Damir Avdagics primære kunstneriske medium er video. Det vil 
si at han uttrykker seg gjennom levende bilder med lyd. Ut over 
det benytter han seg av en scenografi som gjennomgående holdes 
i en nøytral stil og ikke illustrerer en fiktiv setting, men som 
helt enkelt viser selve fimstudioets innredning. Protagonistene i 
Avdagics scenografier er mennesker som opptrer i audition- eller 
intervju-lignende situasjoner. De er ikke castet på bakgrunn av 
deres evne til å gestalte fiktive roller, men på bakgrunn av deres 
faktiske sosiale og kulturelle profiler. Performancen omfatter 
opplesning, oversettelser og samtaler. Mens grunnprinsippene 
for oppførelsen er utviklet av kunstneren, er reaksjonene 
de forårsaker hos de medvirkende spontane. Slik foregår det 
en konstant utveksling mellom de forhåndsbestemte og de 
improviserte elementene i performancen. Innholdsmessig aktiverer 
Avdagics verker spørsmål om erindring og identitet på tvers av 
generasjoner og kulturer, noe som tydelig underbygges av de 
konseptuelle og formmessige grepene. De muntlige overleveringene 
og vitnesbyrdene får en sentral rolle i de performative 
iscenesettelsene i videoverkene. Her får personer som tilhører 
den jugoslaviske diaspora mulighet til å sette ord på egne eller 
nedarvede erindringer fra den kulturen de kommer fra, og som 
fortsatt preger deres identitet i den kulturen de er kommet til.
 Overordnet kan man si at Avdagics verker utspiller seg i 
spenningsfeltet mellom fortid og nåtid. Fortiden kan fremkalles 
ved hjelp av personlige og kollektive erindringer, som via 
protagonistenes språk, mimikk og gester blir kroppsliggjort og 
tilstedeværende i nåtiden. Avdagic er imidlertid ikke interessert 
i den historiske fortiden, men i hvordan fortiden erindres, og 
hvordan disse erindringene preger dannelsen av de transkulturelle 
identitetene. Avdagic er mer opptatt av hvordan historien 
utspiller seg i hverdagssituasjoner og i samtaler med andre, enn 
i den offisielle historieskrivningen. Erindringskulturen spiller 
derfor en avgjørende rolle for forståelsen av Avdagics praksis, og 
bør belyses.
 I de kommende avsnittene vil jeg derfor se nærmere på 
begrepet erindring, ved å fremheve dets henholdsvis kollektive 
og dynamiske natur, som er de to mnemiske mekanismene som jeg 
syns er særlig relevante for å forstå Avdagics praksis. Deretter 
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are embodied in the present via the protagonists’ language, 
facial expressions and gestures. Avdagic’s primary interest, 
however, is not in the historical past but in how the past is 
remembered and in how these memories influence the development 
of transcultural identities. Rather than historiography/ official 
history writing, he is more interested in how the history comes 
to expression in everyday situations and conversations between 
individuals. Cultural memory therefore plays a crucial role in the 
understanding of Avdagic’s artistic practice and needs elucidation. 

In the following paragraphs, I will therefore look more 
closely at the concept of cultural memory by emphasising its 
collective and its dynamic natures, both of which are mnemonic 
mechanisms particularly relevant for understanding Avdagic’s 
practice. Thereafter, I will turn my attention to Avdagic’s 



ENperformative strategies, which, by focusing on language, facial 
expressions and gestures, expose the challenges of translation. 
Lastly, I will point out the relevance of Avdagic’s practice in 
light of the dynamics of memory and the cultural translations 
that characterise our transcultural world today. 

The collective and dynamic mechanisms of memory
The social aspects of cultural memory are thoroughly described 
in Maurice Halbwach’s pioneering works Les cadres sociaux (1925) 
and La mémoire collective (1950). In these books, Halbwach 
argues that cultural memory is created collectively and in social 
communities. The connection between memory and collective 
identity has been developed further by Aleida and Jan Assmann 
(Assmann and Czaplicka 1995; Assmann 2011), who, in the 1980s, 
introduced the concept of communicative memory as including 
‘those varieties of collective memory that are based exclusively 
on everyday communications ’(Assmann and Czaplicka 1995: 
126). This type of memory differs from the institutional memory 
mediated through official memorial sites such as monuments 
and in institutions such as museums and libraries (Erll 2011a). 
Collective and communicative memories are building blocks 
in Avdagic’s works. The works often involve persons with the 
same cultural background exchanging anecdotes, memories and 
testimonies that comprise a mutual frame of reference.
 In the work Prolazi izmedju 1980–2021 (Passages Between 
1980–2021) (2021), for example, we see young people who came 
to Norway as children due to the war in Bosnia and Herzegovina 
in the 1990s. The group members sit in a circle and read aloud 
witness statements and stories about the Yugoslavian conflict. 
The texts stem from their parents’ and grandparents’ generation. 
From time to time their performative readings are interrupted 
and they start sharing spontaneous reflections on what it is 
like being a young ‘Norwegian Bosnian’. The participants laugh 
whenever they identify with each other’s sometimes-comical 
anecdotes about cultural misunderstandings. They recognise 
themselves in each other’s stories and clearly share an emotional 
affection. In the course of the video, it becomes obvious that 
trans-cultural and trans-generational conditions constitute 
their mutual frame of cultural reference. As the stories resonate 
with each other, a sense of kinship and synergy is strengthened 
among the performers. This feeling of fellowship distinguishes 
the group from the Norwegian context but also stresses the 
members’ distance to that which is Bosnian-Herzegovinian – 
things they only know of through the stories of their parents and 
grandparents.
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EN This kind of group identity and feeling of solidarity 
are basic principles in a diaspora.1 Based on William Safran’s 
criteria for diaspora – later expanded by Robin Cohen (2008) – 
it is possible to emphasise three main aspects of the definition 
of diaspora: dispersal, orientation towards the homeland, and 
community fellowship. One could thus say that diaspora is a 
condition that 1) arises when a group of persons is displaced 
from one place to several others; 2) is maintained inasmuch as 
these persons retain an orientation towards the place or culture 
of origin at the same times as they are part of the new society; 
and 3) is cultivated, to one degree or another, in a community 
(Cohen 2008).
 The collective and communicative aspects of generating 
and sharing memories have been crucial for the dynamic 
understanding of cultural memory in academic circles. Scholars 
such as Astrid Erll have, since the 2000s, theorised the mobility 
and flexibility of memory. Erll’s (2011b) concept of ‘travelling 
memory’ has proved to be especially useful as an overarching 
term. She describes it as a useful metaphor to understand 
how memories travel between cultures, locations and social 
communities (Yellow Brick Cinema 2017).
 According to Erll, memories ‘are shared with the help of 
symbolic artefacts that mediate between individuals and, in the 
process, create communality across both space and time’ (Erll 
and Rigney 2009, 1). She outlines how memories travel through 
carries, that is, persons who move from one place to another, 
media such as books and films, content that enters new contexts, 
forms that are repeated from one event to the next and thus 
function as patterns or templates, and practices such as actions 
and traditions that are often passed down from one generation to 
the next (Erll 2011b).
 Persons who, like Avdagic and his family, have fled from 
one place and settled in another, function as carriers of cultural 
memories. The memories travel with persons, and their mediation 
often happens between generations. In his works, Avdagic focuses 
especially on trans-generational connections and frictions that 
arise due to migration. This he does, among other ways, by 
challenging the traditional pattern for the mediation of memory. 
To be specific, he lets a younger generation of the Yugoslavian 
diaspora recite lines formulated by an older generation, as in 
Prolazi izmedju 1980–2021 (Passages Between 1980–2021) (2021), 

1 Here I think of the diaspora concept that pertains to a traditional ‘victim 
diaspora’, which primarily encompasses Greek, Jewish and Armenian migrants, but 
also the modern diaspora concept that, since the early 1990s, has been used when 
referring to migrants, refugees and guest workers from other parts of the world.



ENor vice-versa, when he has an older generation recite lines 
formulated by a younger generation, as in Repriza/Uzvracanje 
(Reprise/Response) (2018). In the latter, we hear a 60-year-old 
participant say ‘And I will be reading Damir A, who was born in 
1987 in Banja Luka, Bosnia and Herzegovina’. He reads aloud from 
the manuscript and utters a younger person’s statements as if 
they were his own. With this re-enactment, the boundary between 
the performer and the protagonist is obscured, exposing the 
complexity of the trans-generational mediation of memories.
 For families living in diaspora, the transfer of memories 
from the older to younger members is one way to preserve a 
connection to the original culture. This transference often 
deliberately provokes a feeling of positive nostalgia. Traumatic 
memories, by contrast, tend to be transferred on a subconscious 
level. In the work Repriza/Uzvracanje (Reprise/Response) (2018), 
we see the 60-year-old reading aloud the younger person’s 
statements. He says: ‘My mum and dad have always been like, you 
know: “Cuvaj se, cuvaj se, cuvaj se” (Take care of yourself, take 
care of yourself, take care of yourself) and all that, so I feel I am 
very anxiety-driven.’ The 60-year-old then steps out of his role 
and continues: ‘I am very familiar to that because it is what my 
wife says to our son. This is the overprotective immigrant mothers 
and fathers who, from their experience, only knew that life is 
hard, and that the world is a dangerous place. You know there is 
a saying in our language: “Koga ujede zmija taj se i gustera boji.” 
(The one who is bitten by the snake also fears the lizard).’
 Several of Avdagic’s works examine how these emotional 
and at-times traumatic memories from the war and the migration 
are communicated from generation to generation in families living 
in diaspora. To understand the interaction between a personally 
experienced memory and a relayed memory, one can, with benefit, 
use Marianne Hirsch’s coined concept ‘postmemory’. She explains 
it thus: ‘“Postmemory” describes the relationship that the 
“generation after” bears to the personal, collective, and cultural 
trauma of those who came before—to experiences they “remember” 
only by means of the stories, images, and behaviors among which 
they grew up. But these experiences were transmitted to them so 
deeply and affectively as to seem to constitute memories in their 
own right. Postmemory’s connection to the past is thus actually 
mediated not by recall but by imaginative investment, projection, 
and creation (Hirsch 2012: 5). Avdagic and his generation, 
who were too young to experience the war in Yugoslavia, have 
inherited other people’s traumatic memories about the violent 
events, not to mention their anxieties and worries. The older 
generation’s memories live on as fragments or echoes that effect 
the younger generation’s identity. 



ENLanguage, facial expressions and gestures
How are these collective and dynamic memories communicated and 
passed on? It happens through language – and, at least in most 
of Avdagic’s works, through the spoken word in combination with 
facial expressions and gestures. 
 When language is used to transfer meaning from one 
context to another, the meaning usually needs translation. But 
as is well known, a good translation is not based solely on 
linguistic knowledge. It requires multicultural understanding, 
as Umberto Eco describes in the book Experiences in Translation 
(2001). As Eco explains, translation is not merely a matter of 
making comparisons between two languages, but of interpreting 
a text in two languages – a task requiring the translator to move 
between cultures. When the translator has insufficient linguistic 
abilities or poor understanding of the cultural contexts the 
translation is intending to bridge, challenges emerge and can 
manifest themselves in facial expressions and gestures that are 
used to compensate for the inadequacy of language. 
 Two of Avdagic’s earlier works are good examples of 
these compensatory mechanisms. In the first video work, Citanje 
(Reading) (2013), we hear the artist trying to read a letter from 
his father that explains how the father was smuggled out of war-
torn Bosnia and Herzegovina. Avdagic’s reading of the letter is 
far from fluent. The words are mispronounced, the tonality fails 
to follow the sentence constructions and the articulation is 
imprecise. The halting reading reveals an obstacle in the son’s 
and the father’s ability to understand each other despite their 
family ties. Avdagic’s lacking ability to master his mother tongue 
is a direct consequence of the war, the father’s flight and the 
family’s migration to Norway. The audio of the videowork is a 
(sound) image of the son’s challenge to understand – not just the 
language his father writes in, but in equal measure, the context 
from which he writes, and its consequences.
 In the second video work, Prevodenje (Translation) (2014), 
we see Avdagic doing simultaneous translation. He receives 
a source text via headphones and translates it while looking 
directly into the camera, all the while gesturing with his hands 
and arms and making a range of facial expressions. It is clear 
that the translation process is a challenge and that his body 
and facial expressions must come to his aid. What he tries to 
translate is a sound recording of a conversation between himself 
and his father, in which the father explains the conflict in 
Yugoslavia. This is a conflict Avdagic cannot remember because 
he was so young; he therefore has difficulty understanding it to 
the same extent and in the same way as his father. 



ENIn both video works, the artist focuses on the challenge of 
translation. The staging in these works is devoid of distracting 
elements. The translator and his struggle to translate are all 
we see and hear. Nevertheless, this insistence on exhibiting a 
handicap does not suggest self-pity. Quite the contrary: it seems 
like an act of courage to show so honestly the struggle that 
unfolds when one tries to understand a language, a generation 
and a culture as one should know, but does not. It is a courage 
sustained through sincere motivation and a desire to understand 
one’s belonging in all its complexity. 
 This honest statement about wavering between the known 
and the unknown is perhaps the actual result of the translation; 
it is not merely a matter of moving from a source text to a target 
text, for in the process, a new text emerges, a new position 
situated in-between the source and the target contexts. The 
translation process can therefore perhaps be compared to Homi 
Bhabha’s (2010) definition of ‘the third room’, a concept he 
develops in connection with his hybridity theory that challenges 
the idea of cultural ‘purity’. Both the notion of hybridity and ‘the 
third room’ build on a processual understanding of culture, where 
the culture, instead of being, is constantly in the process of 
becoming. 
 Just as with translation, the hybridity and ‘the third 
room’ are characterised by two actions: a rupture that removes 
one from the original culture, and a reestablishment in a new 
culture or new system. This reorganisation, driven by both the 
desire for connection and separation, stimulates a critical 
renegotiation of established structures in our society. What is 
a language? What is a culture? What is an identity? These are 
some of the relevant questions in a world in which migration 
is an increasing phenomenon. This new perspective emerging in 
‘the third room’ is described by Niko Papastergiadis: ‘By mixing 
things that were previously kept apart there is both a stimulus 
for emergence of something new and also a shift in position 
that can offer a perspective for seeing newness as it emerges’ 
(Papastergiadis 2005: 57).
 One can justifiably say that Avdagic, through his artistic 
practice, plays the role of a translator, but it is important to 
emphasise that he does not translate between different languages 
or cultures; rather, he exposes the ambiguity, unpredictability 
and complexity of translation. The quest to which we are witness 
in Avdagic’s works is undoubtedly rooted in his own family’s 
story of migration, but because his methods involve so many 
voices, the personal experiences soon become collective. Above 
and beyond this, one can say that this quest is more oriented 
towards a process rather than a goal. Avdagic is ‘in search of’. 

He is in the process of finding out what it means to be a person 
in a transcultural reality where memory is always mutable and 
changing and translations are open and unfinished processes. 
His works do not give us answers. They give us insight into this 
search that increasingly characterises our world – a world where 
more and more people live in-between different cultures, times 
and places, yet without losing their sense of direction or getting 
lost. Quite the contrary: it is tempting to say that people with a 
multicultural background are the best at probing the terrain of a 
globalised world.
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ENThree Statements about My Artistic Practice
Damir Avdagic

1
My artistic practice deals with history, but I want to make a distinction between the ‘big’ history that carries meaning for nation states and 
institutions, and history as it is experienced by the human body and is carried, transferred and used every day. It is the latter that is of interest 
to me, and it motivates an ongoing process of conducting interviews, engaging in conversations and searching in archives to collect stories and 
statements about the socio-political shift in the 1980s and ’90s in South-Eastern Europe. 
 History as a discipline operates with verification and evidence-based material, the goal being to give weight to certain events from a nation’s 
past. Experience-based stories, by contrast, look at events from the perspective of individuals rather than those of nation states, institutions or 
victors of war. By establishing a view of history from the bottom up, I believe experience-based stories have the possibility to challenge dominant 
historical narratives and to establish an understanding of how historical events continue to pulsate and create echoes in the present.

2
In September/October 2021, I went to Bosnia and Herzegovina. My itinerary included Banja Luka (my birthplace), Donji Vakuf, Gligino Brdo, Grmeć, 
Kozara, Mostar, Sanski Most, Tjentište, Vogošća and Zenica, and I visited these places to see ten monuments erected to commemorate places, events 
and persons with a connection to the anti-Fascist struggle led by Josip Broz Tito during the Second World War.
 I travelled from Oslo to Frankfurt and thereafter to Sarajevo. On the aeroplane to Sarajevo, I met Mirsada. She had fled from Doboj in Bosnia 
and Herzegovina to Oxford, England in 1994, and was now in her 60s or 70s. She and her husband were enroute to visit her sister in Sarajevo. We 
started talking, and in the course of the conversation, she told me about an episode at a street kiosk: 

I remember one time I went to Bosnia for a visit after the war ended. I was in a suburb of Sarajevo, and I passed a street kiosk. In the kiosk, 
where the newspapers were, I saw a book, a biography of Josip Broz Tito. There was a large picture of his face on the cover. I stopped and stared 
at it, but I looked over my shoulder several times to make sure no one saw me, that no one saw how interested I was in this book. I carefully 
asked the women in the kiosk: ‘Excuse me mam, is this book for sale?’ She answered: ‘Mam, as long as it is there, it is.’ I bought the book but 
put it in my purse immediately.

For me, Mirsada’s story describes a love for Yugoslavia and an emotional investment in the history of anti-Fascism, at the same time as it expresses 
fear of how this attitude could be perceived in a society so changed after the conflict in the 1990s.
 The emotional investment in, and attraction to Yugoslavia as an idea, are things I can clearly recognise in myself, despite my own experiences 
being very different from those of Mirsada, who grew up during the time of socialism, who remembers both how Yugoslavia functioned as a society and 
how the conflict gradually developed in the late 1980s. I, by contrast, was born in 1987. I was 5 years old when the war broke out, and I had no memory 
of it, nor, for a long time, any understanding of the time before the war.
 The same fascination I myself experience is recognisable in many members of my generation, not to mention artists around my age with a 
background similar to my own, who also work with related themes. I have looked to psychoanalysis when thinking about the origin of this fascination.

3
The psychoanalyst Jacques Lacan writes that the child wants to be the object of the mother’s desire. The child wants to be in the place where the 
mother’s desire is, but there is always something else that captures her attention. The mother’s desire is fleeting and creates a riddle for the child 
about what the mother wants. In the book The Four Fundamental Concepts of Psychoanalysis, Lacan writes as follows:

A lack is encountered by the subject in the Other, in the very intimation the Other makes to him by his discourse. In the intervals of the 
discourse of the Other, there emerges in the experience of the child something that is radically mappable, namely; He’s saying this to me, but 
what does he want?...The desire of the Other is apprehended by the subject in that which does not work, in the lacks of the discourse of the 



Other, and all the child’s whys, reveal not so much an 
avidity for the reason of things, as a testing of the adult, 
a why are you telling me this? ever-resuscitated from its 
base, which is the enigma of the adult’s desire. 
(Lacan, 214)

If we read ‘Other’ in this passage as ‘(m)Other’, we can 
understand that the child’s constant questioning directed 
towards the parents has less to do with what the child literally 
asks about and more to do with a fundamental condition, one in 
which the child tries to interpret the parents’ answers, and, by 
extension, their desire.

‘Why is she telling me this?’ What does she want from me?’ 
‘What does she want me to do (so that I can become what she 
desires)?’

Our parents’ generation, who grew up in socialist 
Yugoslavia after the Second World War and during the Cold War, 
witnessed a unique system that was neither allied with the Soviet 
Union nor the West. This system remains as a project that did not 
exist long enough to achieve its full potential, but I believe many 
in my generation see it as a possible alternative to the situation 
we find ourselves in today. It was a possibility our parents had, 
but which they let slip away.

If we return our attention to Lacan and think of one 
generation as  the mother and the next generation as her child, 
then I think my own generation’s fascination with Yugoslavia, 
its history and its political ideals stem from the enigma of the 
parent generation’s desire and my own generation’s quest for 
answers.

‘What did they want?’ ‘What did they try to do in this 
project called Yugoslavia?’ ‘Why didn’t they succeed?’ ‘Have we 
inherited anything?’ ‘What is our responsibility?’ and ‘What do 
they want us to do?’
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EN NOR traumatiske erindringer om de voldsomme hendelsene, inkludert 
deres angst og bekymringer. Den eldre generasjonens erindringer 
lever nå videre som fragmenter eller ekko som preger den yngre 
generasjonens identitet.

Språk, mimikk og gester
Hvordan er det disse kollektive og dynamiske erindringene blir 
formidlet og ført videre? Det gjør de gjennom språket – og i 
hvert fall i de fleste av Avdagics verker gjennom talespråket, som 
understøttes av mimikk og gester.
 Når språket skal transportere betydning fra en kontekst 
til en annen, blir betydningen som regel nødt til å oversettes. 
Men som kjent er gode oversettelser ikke bare basert på språklig 
kunnskap. Det forutsetter også en flerkulturell forståelse, som 
Umberto Eco beskriver det i boken Experiences in Translation 
(2015), om hvordan oversettelse ikke handler om å sammenligne 
to språk, men om å fortolke en tekst i to forskjellige språk – noe 
som innebærer at en beveger seg mellom kulturer. Når oversetteren 
ikke strekker til med sine språklige evner eller forståelse av 
de kulturelle kontekstene som oversettelsen forsøker å bygge 
bro imellom, oppstår det utfordringer som kan komme til uttrykk 
gjennom mimikken og gestene, som forsøker å kompensere for 
språkets utilstrekkelighet. To av Avdagics tidligere verker er gode 
eksempler på denne mekanismen. I det ene videoverket, Citanje 
(Reading) 2013, hører vi Avdagic prøve å lese et brev hvor faren 
hans forklarer hvordan han blir smuglet ut av det krigsrammete 
Bosnia-Hercegovina. Avdagics opplesning av brevet er alt annet 
enn flytende. Ordene blir ikke uttalt korrekt, tonaliteten følger 
ikke setningskonstruksjonen, og artikulasjonen er upresis. Den 
haltende opplesningen avslører et hinder i forståelsen mellom 
sønnen og faren, på tross av familiebåndet. Avdagics manglende 
evne til å beherske morsmålet sitt er en direkte konsekvens av 
krigen, av farens flukt og migrasjonen til Norge. Videoverkets 
lydside blir slik et (lyd)bilde på sønnens utfordringer med å 
forstå – ikke bare språket som faren skriver på, men vel så mye 
den konteksten han skriver fra og dens konsekvenser.
 I den andre filmen, Prevodenje (Translation) 2014, ser vi 
Avdagic sitte og simultanoversette. Han mottar kildeteksten via 
høretelefonene og oversetter direkte inn i kameraet, alt mens 
han gestikulerer med armene og skifter ansiktsuttrykk. Det er 
tydelig at oversettelsesprosessen er en utfordring, og at kroppen 
så vel som mimikken må komme til unnsetning. Det han prøver å 
oversette er et lydopptak av en samtale mellom kunstneren og 
hans far, hvor faren forklarer sønnen konflikten i Jugoslavia, en 
konflikt som Avdagic på grunn av sin unge alder ikke selv kan 
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