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The crypto-theological aura of the political body.
Reflections on a contemporary albanian painting

GËZIM QËNDRO

However, one thing is certain […] 
the human body is the main actor of all utopias.

Michel Foucault

1. Introduction

According to Umberto Eco an open work is: 

a “field of possibilities”, if we use a particularly revelatory concept of 
contemporary culture; the “field” concept borrowed from physics which 
contains a renewed vision of classical relationships (unambiguous and ir-
reversible) of cause and effect, is therefore replaced by a system of mutual 
forces, a constellation of events, a dynamism  of structures […] (Eco 2003: 
29-30).

One such “field of possibility” seems to be found also in the painting Visit 
in the Wound of Enkelejd Zonja (fig. 1), which is astonishingly precise with its 
multiple semantic layers of the subject and its dynamism of structures accom-
panied by the typical postmodern metalinguistic play, the irony and paradox. 
In the history of albanian painting there are few such paintings so fully loaded 
with symbols and idols, paradigms and apparitions of history. Even if one is not 
familiar with Caravaggios’s work, The Incredulity of Saint Thomas (fig. 2) it 
suffices for him to notice only the mark on Enver Hoxha’s rib, left by the spear 
of some modern Longinus1, to realize that he is behaving as if really resurrected 

1  Longinus: with this name was known, especially during Middle Ages, the roman centurion who 
hit the dead Christ’s rib with a spear from where he was bleeding. In the christian tradition it is 
believed that later Longinus was baptized from pagan to christian after primarily announcing his 
conviction that he (Christ) was really the son of God. Today he is recognized as one of the saints 
of Church.
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after some hypothetical crucifixion. Nearly thirty years after his death, as if being 
an abrupt hallucination, he appears unexpectedly in front of the three albanians 
asking them (just as Christ asked Saint Thomas) “not to be incredulous, but cre-
dulous” that he is risen indeed from the dead.

Fig. 1. Enkelejd Zonja, Vizitë ne plagë (Visit in the wound), oil painting on canvas, 2010.

And then, in front of the painting, we realize in surprise the presence of a man, 
sitting in a chair, his back facing the painting, who just stands there totally indif-
ferent to the spectators walking around him and in an instance we recognize that 
in his appearance and clothing he fully resembles to the figure of “Saint Thomas” 
seen within the painting, putting his index finger in Enver’s wound (fig. 3, be-
low). Who is he and what does his simultaneous appearance, inside the painting 
and in front of it, can possibly mean? And what about that indifferent guy with 
punk hair style and a Coca-Cola in his hand; could he be the author? And what 
could possibly be the relation with the biblical subject of that gray-haired man, 
who is staggering as a loony in the back without recognizing anything of what’s 
happening? What’s the significance of their presence in the painting? These and 
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many other questions swarm in our mind while standing in front of this astoni-
shing tableau. The imposed confrontation with history as well as the imperative 
to necessarily offer an opinion makes us aware that we are in front of a politically 
provocative and ideologically meaningless work. While contemplating the pain-
ting we feel somehow embarrassed. At best, we view it as a whim, a joke, a silly 
joke that the mastermind of the antireligious typhoon of 1967, the persecutor of 
the clergy and destructive hand of religious institutions play such roles he never 
did when still alive.

Ambiguity and paradox. Through this painting, Enkelejd proposes another 
model: the author is not an inexhaustible source of discourses filling the work, 
but quite the opposite; he is a certain functional principle that streamlines pre-
vious discourses which are clearly contained within the spatial and temporal co-
ordinates of a given culture. It is this process of exclusion and rapprochement, 
of cutting and pasting, restricting and permitting, disintegration and reunification 
which in this case constitutes the essence of the author’s postmodern status. 

This painting shows the typical poststructuralist suspicion in relation to the 
possibility of truth, to the inability of the metaphysics of presence, to the decon-
struction of the text and the instability of the meaning. Therefore the painting 
Visit in the wound requires another code of reading because given its paradox, 
it invites us not to know more, but to know differently; therefore, it does not 
challenge our knowledge, but our ways of understanding and thinking. Like any 
typical poststructuralist text, the image concerned contains deep-seated conflicts 
between various authorial voices which are usually defined as subtexts. The to-
pological space of this work is a territory coveted by many pretenders, in the 
sense that what appears on the surface cannot be grasped without referring to the 
concealment and contextualization of the meaning which simultaneously attempt 
to mark the significance of the work making the painting resemble a hypertext, 
namely a text created by other texts.

The analysis we are presenting in this paper follows the path of the research 
partly presented in the book Le Surréalisme socialiste (Qëndro 2014), where the 
central idea is related to the evident tendency of the albanian totalitarian regime 
to use metanarratives in the legitimizing mechanism of the political power, in-
cluding mediaeval political theology, such as the case of the painting subject to 
analysis. This political mysticism, brought out from medieval political culture 
seems astonishing at first glance when we find it transplanted in the political rea-
lity of the twentieth century by a power that took pride of its secular and atheistic 
heritage of the Commune of Paris and the Bolshevik Revolution.

The central idea of this paper might be expressed as follows: does the subject 
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of this painting really constitute a paradox or can reasons be found that justify the 
replacement of Jesus Christ, resurrected after his crucifixion, with Enver Hoxha? 
Could his political body have a theological aura? What meaning could his “re-
surrection” have today? And what could possibly be the role of the metaphysics 
of presence in the status that Enver has received in this painting? 

We will examine also the key element of our analysis, namely the metaphysics 
of presence, by comparing the subject, the compositional scheme and the visible 
variables of the famous painting of the outstanding italian painter Caravaggio 
entitled The Incredulity of Saint Thomas of 1601 with those of the painting of 
Enkelejd Zonja entitled Visit in the wound of 2010 where we will trace signs of 
presence of this metaphysics in both subjects. 

Fig. 2. Caravaggio, The incredulity of Saint Thomas, oil painting on canvas, 1601-2.

The central structure of this study will be the same with that of the heterotopia 
which is conceived out of three spaces (real and utopian) and which constitutes 
an essential element of the metaphysics of presence we mentioned above, but 
keeping in mind that the text we are proposing to the reader, despite its calibrated 

Gëzim Qëndro



BIBLIOTECA VOCI • 149

structure necessary to give an explicit opinion, should be approached as an open 
text that in any case may be subjected by anyone to the deconstruction process. It 
would be a mistake if, while attempting to deconstruct an open work, we would 
come up instead with a closed refractory text against any attempt to continue or 
change.

2. The heterotopic space

Another novelty of the work proposed by Enkelejd is the special character of 
spaces it encompasses. An attentive reading of this painting reveals the presence 
of “heterotopias”2 and “heterochronia”3 which, according to Foucault, as an es-
sential feature of our era, is characterized by simultaneous interaction and coex-
istence of spatial and temporal registers incompatible with each other within both 
real and noumenal spatial and temporal regimes. The analysis of this painting 
will be based precisely on the discussion of the semantic layers created from the 
relationships between the characters (subjectum) and the subject of the painting. 
As mentioned above, the division in these three spaces will constitute the main 
structure of this text.

1.1 The first one is the utopian space of the painting; u-topos created not only 
because the characters appear where they really are not (the utopian space of the 
painting’s topological plane defined by the frame), but also because it narrates 
“the meeting” between a deceased person and three living ones, a situation which 
is unlikely to occur in the physical reality we live. The metaphysical quality of 
the dark space that surrounds the characters certainly tries to highlight this fact.

1.2 The second space is created by the presence in the real space of the exhibi-
tion hall, of one of the painting characters; “Saint Thomas” (the author’s father), 
who, dressed equally as in the painting, is standing thoughtfully with his back to 
the painting. The museum space where the character stands, according to Fou-
cault, embodies some “perpetuating” heterochronia because heteropias are able 
to create different temporal registers in addition to the present time. The second 

2  “Heterotopia” is a concept proposed by the french poststructuralist philosopher Michel Foucault 
who sees space as essentially heterogeneous. “Otherness” of space is built from overlapping or 
juxtaposing spaces that belong to different registers. As classical examples of heterotopia, Foucault 
mentions the mirror, cemetery, cinema, etc.
3  “Heterochronia”, as well, is a concept first mentioned by Foucault and contains coexistence of 
several regimes of the time in a single space be it physical, utopian or virtual.
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space is characterized just by this combination of heterotopia (juxtaposition of 
different spatial registers) with heterochronia (coexistence of different temporal 
registers).

1.3 The painter’s glance is directed somewhere outside the utopian space of 
the painting, leading us to another space where, apparently, something invisi-
ble for us is happening. The painter’s communication with someone outside the 
painting is also a preferred solution by baroque artists. We find the same artistic 
tactics in the placement of a character of the painting in front of it, which reminds 
one of the attempts made by the characters of this period’s paintings to communi-
cate with someone outside the topological spectrum of the painting, often rever-
sing the relationship observe-observed. Such a spatial heterotopic organization 
echoes Foucault’s words that: “…we live in the era of simultaniety, in the era of 
overlapping” (Foucault 1994: 748).

3. Utopian space of painting

a) Incredulity or credulity? The biblical subject of Caravaggio’s painting is 
widely known: Thomas, the only disciple absent when the resurrected Christ 
appeared to the disciples, deeply hurt and frightened after his execution, openly 
expressed his mistrust about the possibility as to whether the miracle of resurrec-
tion had really happened. According to Saint John, the only one of the evange-
lists to speak about this episode, eight days later Christ emerged again before the 
disciples and after he greeted them with the known expression “Peace be with 
you”, turned to Thomas and said: “Put your finger here and look at my hands; 
also stretch your hand and put it on my rib; and do not be incredulous, be cre-
dulous!” (John 20, 27-28). It is precisely this moment that the italian master has 
chosen to present in his composition. Without hesitation, explanation or excuses, 
Saint Thomas said with a surprising outburst of credulity: “My Lord and my 
God!”, although in the exegetical tradition of the Church, some christian authors 
questioned this moment. For many others, none of the disciples made such a sin-
cere and powerful confession of faith calling the Christ “My Lord and my God!” 
As it is clearly revealed by the title of Caravaggio’s painting, the main message 
of the painting is incredulity turned as if by magic into credulity, which made 
Jesus utter the famous words “Because you have seen Me, you have believed; 
blessed are those who have not seen and yet have believed” (John 20, 27-28).

This makes us think that the title of Caravaggio’s painting might as well be 
The Credulity of Saint Thomas, since his reaction, passing from incredulous to 
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credulous, was the real reason of the painting’s message at the culminating point 
of the catholic Anti-Reformation. The story narrated by Saint John, which is not 
found in the Gospels called synoptic4, is well known also because it was widely 
interpreted during the exegetical tradition, especially at the time of the catholic 
Counter-Reformation, while the iconographic presentation of this famous episo-
de dates back to early centuries of christianity.

In his painting, Zonja uses almost the same compositional scheme and the 
same gesture rhetoric of the famous picture. The space of this painting, similar to 
that of the italian master, is a symbolic place where no human being can get in or 
out; it is a metaphysical as well as blurred and endless topological space, a gap, a 
hole out of which the whole linear time runs out, and where human beings are in-
vited to enter only to worship and communicate with beings of a superior reality. 

Just like in an epiphany, in the dark background there emerge bright-lightened 
figures of four men, a typical model for Caravaggio. On the left corner one can 
see Enver Hoxha, the absolute monarch of Albania in the place of Jesus who 
appears in the same position as Christ resurrected in a three quarters position, 
his topcoat unbuttoned, the red tie thrown back on his right shoulder, the shirt 
unbuttoned and lifted up as if wanting to show to “disciples” of his rib wound. 
“Saint Thomas” appears pointing carefully and reluctantly his forefinger near the 
leader’s rib, who, similar to Christ in the painting has tightly gripped with his left 
hand the ankle of the incredulous “disciple”. 

4 The Gospels of Matthew, Mark and Luke are called synoptic Gospels because they contain the 
same stories and are seen from the same viewpoint, a fact which connects them with the meaning 
of the term synopticos, thus, they resemble not only in content but, to a certain extent, also in the 
order of words, unlike John whose Gospel differs from them.

The crypto-theological aura of the political body
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Fig. 3. Complete installation with painting in the background and “Saint Thomas” sitting 
in front of it (National Gallery of Arts, Tirana, 2010).

On the right side of the painting we see three real characters: Saint Thomas, 
replaced by the artist’s father (henceforth called the “incredulous”), then the 
young boy in profile position on second plan with punk hair style which is the 
artist himself (hereinafter called the “painter”), while we will call the gray-haired 
character behind “Saint Thomas”, member of the painter’s neighbourhood who is 
watching at the scene without realizing what’s happening, the “weaver”. 

Enver does not have the paleness of a resurrected-like Jesus who, wearing 
white clothing, resembles to an ancient philosopher. The former dictator looks 
too ordinary with his topcoat open and unbuttoned clothing to show the wound 
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from spear. The leader’s image in such a degrading situation could have been the 
nightmare of every censor of his public image during Hoxha’s rule.

Jesus, standing there with his delicate body, the long hair tied up behind ear, 
neck bent and head shaded, does not allow us to see the emotions, while his al-
most feminine look distinguishes him from the apostles with the muscular bodies 
of common people. Meanwhile Enver is presented as if not wanting to look at the 
gesture of the incredulous and even though he has gripped his right hand just like 
Jesus, he stands somehow challenging to the rebel “apostle”. 

Let’s ask the main question of this study: could the replacement of Caravag-
gio’s Jesus with Enver Hoxha have a rational support, when at first glance such a 
thing seems utterly impossible?

After examining several contextual and theoretical frames it appears that the 
relation between them can be established through the theory already known in the 
history of jurisprudence as the King’s two bodies, first mentioned in the book with 
the same title of the historian Ernst Kantorowitz, according to whom it is literally 
a paradigm of penetration of the medieval political theology inside the political 
discourse of the twentieth century’s totalitarian regimes. It is impossible to de-
fine with certainty what were those methods and practices through which some 
axioms of political theology of the late Middle Ages mutatis mutandis managed to 
infiltrate in the legitimate mechanism of last century totalitarian regime. The ap-
pearance of the excited crowds that frenetically cheered the charismatic leaders of 
the totalitarian regimes, urges us to wonder about the rationality upon which their 
undisputable power was built, about the semideity status of these leaders emer-
ging from nowhere, and how they managed to comply especially those regimes 
that were established upon marxism-leninism, the belief and the official materia-
list and atheistic dogma with practices that were typical for the medieval political 
theology. Yet, it is worth asking how they managed to get people’s support (in the 
first years of their rise to power), and how the majority of their people fell prey to 
these fearful dogmas although the legitimate practices of these regimes in many 
cases openly challenged the essence of human reason. The theory the King’s two 
bodies may serve us as a principle of identification that facilitates both the col-
lection and the selection of facts as well as the drawing of valuable conclusions.

b) The theory of the King’s Two Bodies. This theory has its origin in a cause 
célébre related to the duchy of Lancaster which had always been a private pro-
perty of the british kings of the house of Tudor, and yet, not of the Crown. This 
property had been claimed many other times, more specifically - in the fourth 
year of the reign of Queen Elisabeth. Her successor, Edward VI, still being of 
tender age, raised claims for certain lands of the duchy. Situated before the firm 
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request to find a legal loop-hole enabling the king to seize them, the jurists of the 
house of Tudor examined among others, texts of the early Church councils. Fol-
lowing much research work they found something offering a convincing argu-
ment that legally legitimized the king’s request. According to them, since Christ 
has two bodies, namely one divine and one human, than the king acquires as well 
another body at the moment of consecration through the Holy Spirit, namely, the 
political body. In conclusion of discussions and debates, jurists of the monarchy 
convened in Sergeant Inn decided to sign a document which explicitly states that: 

The King has two bodies, namely one natural and one political. The 
natural body is mortal, subject to diseases coming from nature or accident, 
childhood’s immaturity or senility dotage, like all other people, but his 
political body cannot be seen or touched as it is related to the people’s 
Governance and care of the Public good; therefore this body is immune to 
natural diseases that damage the natural body. For these reasons, what the 
King does with his political body cannot be invalidated by whatever inabi-
lity of his natural body (Kantorowitz 1957: 7). 

But in order to realize the acquisition of the duchy lands by the king, 
it was necessary to add a provision stipulating the hierarchy between the-
se two bodies. According to jurists, the king’s political body includes his 
natural body as well, whereas the latter comes second in importance and 
attains force only from his political body. The king does not have a natural 
body separated from the royal duty and dignity, but a natural body and a 
political body both indivisible from one another, or otherwise one natural 
body joined into a single person. However, the political body is not only 
“wider” than the natural body, but within it dwell some truly mysterious 
forces which reduce, if not wipe out, all deficiencies of the fragile human 
nature (Kantorowitz 1957: 9). 

The logic was simple: given that the political body is superior to the natural 
one, it is self-evident that all properties once belonging only to the natural body, 
pass automatically to the political body which, according to jurists of the monar-
chy, comes first in importance.

c) Organic or political body? Is Enkelejd’s painting a paradigm of this theory 
where instead of the Christ’s two bodies, namely a divine and a biological one, 
we can say that we have to do with Enver Hoxha’s two bodies, i.e., in particular 
way, a political and a biological one? Can there be a correlation between Enver 
presented in the painting with the political theology of Middle Ages thereby ju-
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stifying his replacement with Christ? In order to explain this relation, it should be 
considered how bolshevism, as the first modern political religion with its secular 
messianism and eschatology, offered the necessary conditions to build the cult 
of the infallible leader, which in terms of many elements such as infallibility, go-
odness, justice and eternity, is reminiscent of the king’s political body. In Albania, 
such inquiry is almost absent and as a result the term is hardly known, but even 
when so, the reactions lead to superficial interpretations or prejudicial negations 
of the term. After the fall of the dictatorship, previously banned ideas and con-
cepts began to circulate and became familiar in our country and among them the 
term political religion too, though, unfortunately, the studies on this topic remain 
quite insignificant. It is worth noting that the concept of the political religion does 
not arise from naivety or intellectual whim, but it appeared almost spontaneously 
in previously unknown social and political situations of the interwar period and 
which gave rise to a new relationship between religion and politics. As Emilio 
Gentile rightfully puts it, the harshest critics of the political religion concept were 
the christian theologians and intellectuals who, surprisingly, were also the first 
to use this term for analyzing totalitarian states. Worth mentioning that among 
them we find Luigi Sturzo, Adolf Keller, Paul Tillich, Gerhard Leibholz, Walde-
mar Gurian and Eric Voegelin. Although the phrase political religion had its start 
earlier than totalitarianism, this concept became widely used only after it began 
to be related with bolshevism, fascism and nazism. Gentile emphasizes that the 
political religion emerged as a form of ‘sanctification’ of politics that rejected 
the coexistence with other political ideologies and denied the individual’s inde-
pendence by subjecting it to collectivism. Another feature was the binding com-
pliance of central government orders, the participation in the political cult, the 
sanctification of violence as a legitimate weapon against enemies and the attempt 
to incorporate traditional religion within its system of political mythology. Since 
all scholars agree on the fact that one of the distinctive features of totalitariani-
sm is the building of the cult of the charismatic and infallible leader, than it is 
no surprise that the medieval political theology became part of the legitimizing 
practices of the most hostile radicalization against religion, bolshevism. 

This is why the first communist leader to disclose in his public profile ele-
ments of the theory of the King’s two bodies, was Lenin. This concept (obviously 
quite unknown to bolsheviks) emerged openly immediately after the assassina-
tion attempt of 1918. Here’s how the journalist Lev Sosnovsky puts it in the 
newspaper Bednota, one day after the event: “Lenin cannot be murdered. Lenin 
will live as long as the proletariat exists. Ilich is a mortal man, while Lenin is 
an immortal leader and a universal symbol. The mortal man can expose himself 
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to danger, but Lenin cannot be murdered” (Tumarkin 1997: 100). Although cer-
tainly the russian journalist had never heard of the theory of the King’s two bo-
dies, hardly anyone could illustrate it better with a more significant example by 
contextualizing it in different historical circumstances. 

After Stalin’s rise to power his political body rose to such unparalleled levels 
of worship that no previous tsar had ever had. An interesting account, according 
to which Stalin himself was aware of his political body, which unlike british 
jurists, was viewed separately from his biological body, comes from Jan Plam-
per in his book The Stalin Cult, a history transmitted by Stalin’s adopted son, 
Artyom. According to him, one day Stalin reproached his biological son Vassily 
whom he prohibited to use his famous name in order to escape punishment after 
his involvement in a punch fighting while drunk the day before. “I am Stalin 
as well - Vasily retorted -. No you’re not - his father said -. Stalin is the So-
viet power. Stalin is the one seen in newspapers and portraits, not you, not even 
me!” (Plamper 2012: XIII). With a disarming sincerity the asian dictator admits 
that his political body was an improvisation of propaganda, while infallibility, 
kindness and other virtues awarded to him, had nothing to do with the real person 
Josif Visarionovich. This model of the communist leader with two bodies, one 
of them being organic, which could be vulnerable and affected by diseases and 
ageing, while the other was a political one, invisible, infallible and immortal, was 
transmitted to all the leaders of the countries satellites of Moscow, the Albanian 
leader included, through the same structures of thought.  

The rumors that circulated during his regime about Hoxha’s assumed homo-
sexuality did not only aim to bring him down to the level of any mortal, but using 
the sensitivities of conservative mentality at that time, they aimed to display the 
perversity of his organic body already hidden by the power, thus destroying the 
aura of his political body, so carefully built by the official propaganda. For an 
absolute monarch like Hoxha, it was not difficult to keep problems related to his 
organic body away from the public eye, and even make the public forget about it. 
For almost forty years, Hoxha lived in a precinct of Tirana commonly known as 
the Block (Blloku), an area full of small villas plunged into greenness of gardens, 
once the property of rich Tirana merchants or officials of the monarchy. Concea-
led within this heterotopic space, already inaccessible for almost all albanians, it 
was not difficult for his body to become invisible. Thus, for the albanian public, 
the phenomenological “here-ness” and “now-ness” of his organic body did not 
exist, what made it subject of subversive rumors. 

d) The Party as a corpus mysticum. However, if his body was buried in a state 
ceremony in front of everybody only to be relocated after few years in the com-
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munal cemeteries in Sharrë, than Enver’s epiphany cannot involve his biological 
body. Nobody expects to see Enver’s biological body appear in an epiphany for 
he, unlike Christ, is not the son of God. But, if not meeting with Enver’s biolo-
gical body, with whom are the characters of the painting meeting with? Are they 
meeting his political body, which like the bodies of the european monarchs is 
immortal, infallible and immune to what happens in the phenomenal world? This 
must be the proper explanation for the epiphany of this painting. And just like 
the monarchs, his political body could not function without another collective 
corpus, the Party, which, just like the rest of the country, he lead it with an iron 
fist. Yet, there is a difference. In Enkelejd’s painting he appears detached from 
this collective corpus and he, aware of its importance, did not forget to mention 
it whenever concluding a speech.    

Scholars of totalitarian phenomena such as Gentile and Vogelin remark that 
the communist parties of the soviet satellite states functioned as national chur-
ches. We might add: headed by a charismatic leader whose political body, like 
the monarchs of the Middle Ages, embodied infallibility and eternity, as well as 
justice. Kantorowitz explains the concept of corpus mysticum with which the 
christian Church was baptized since its beginnings. 

The concept of corpus mysticum from the sacred host shifted after 1150 
to the Church as an organized body of christian society united by the holy 
sacraments. The expression “mystical body” which originally had only 
liturgical or sacramental content, took on a social connotation. Precisely 
according to this new sociological meaning, Pope Boniface VIII defined 
the Church as “a mystical body whose head is Christ”. Thus the term cor-
pus mysticum also separated the Church as a political body or political and 
legal organization at the same level with the secular political bodies which 
at that time were beginning to emerge as independent entities. In this sense, 
the new definition by the Church of the concept corpus mysticum coinci-
ded with general aspirations of that era. When in the twelfth century the 
Church, including the bureaucracy of the clergy, called itself “the mystical 
body of Christ”, the secular world proclaimed itself the Holy Empire. 

[…] The concept of corpus mysticum, which originally contained the 
Sacraments of the Altar, served after the twelfth century to link the politi-
cal body or the corpus juridicum itself of the Church with the concept of 
Christ’s Two Bodies, one natural, individual and personal, while the other 
extra-personal, political and collective body, corpus mysticum. Meanwhi-
le corpus mysticum in the original sense became less and less mystical, 
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as time passed and it began to take the meaning of the Church as a mere 
political body, or a political body of the secular world (Kantorowitz 1957: 
196-197, 206). 

In 1942, regarding a totalitarian party-state, Sigmund Neumann stated as fol-
lows:

the Party is the inspiration of a belief that penetrates all corners of hu-
man destiny and extends to the area of absolutism. The totalitarian nature 
of the state inevitably turns the Party into a religious order; into a theocracy 
[…] the Party has its own hierarchy, rituals, dogmas and its seminaries. Fa-
naticism turns into the most basic attribute of the zealous followers: the he-
retics must be either converted, or burned at stake (Gentile 2007: 207,101).

Therefore, similar to members of the clergy, Party members were not required 
to have a conscious discipline, but just blind faith. Even the Party, according 
to Neumann, was aimed to transform into an organization of ecclesiastic type, 
which differentiated it from the common people. According to Neumann: 

Secular religions […] at the same time bring to the present, through fra-
ternal union of party members, a prior experience of what would the future 
community of a self-realized humanity be, so immediately rewarding the 
sacrifices required and extricating the individual from the loneliness of the 
soulless crowds and hopeless life (Gentile 2007: 91).

Historians of the phenomenon of totalitarianism remark that the first in the 
modern era who saw their Party as a fellowship of the young people of future, as 
a certain corpus mysticum, united by the firm belief in the communist Ideal and 
its achievement, and at its head a leader like Lenin, were the bolsheviks who had 
just recently took power. 

Even in Albania we can say that the Party of Labour was conceived as a cor-
pus mysticum while Enver as its irreplaceable head. But this collective corpus, as 
we well know, no longer exists. Its Party was dissolved after the fall of the party-
state system and out of it had survived only some party membership cards which 
today interest only to collectors of relics. Thus, if we continue Kantorowitz’s line 
of thought, Enver in the painting appears as a distinct political body that can no 
longer serve as head for a collective corpus mysticum like party, because, as we 
said, it no longer exists. 

e) People as a corpus majestis. But from the painting we understand that 
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Enver has also lost another collective corpus which he mentioned in speeches 
and writings as inseparable from the first corpus mysticum, the Party. This lost 
collective corpus is the People, in the sense vested to him by the totalitarian 
propaganda: a community of wills linked forever from the promise given to the 
communist Ideal and to the Party as the guarantor of the promise to realize the 
classless communist society. 

Baldus defined it as populous, the people as a mystical body. He thou-
ght that if people manage to join in a mystical body, it is no longer the sum 
of individuals comprising it. Passing the concept of corpus mysticum from 
religious theology to secular policy left behind an incense scent coming 
from another world (Kantorowitz 1957: 210). 

Fig. 4. Caravaggio, Incredulità di San Tommaso (The incredulity of Saint Thomas), oil 
painting on canvas, 1601-2.
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The three characters of Enkelejd’s painting, unlike apostles of biblical narrati-
ve in Caravaggio’s painting, cannot be included in this category, part of medieval 
political theology, a result of relocation of a corpus mysticum to a social corpus 
accepted as secular until then. First, from their dressing it appears that they didn’t 
expect to meet him, and even seem to find this meeting, that once would have 
been an important event in their lives, quite surprising. In Enkelejd’s painting, 
a detail of Caravaggio’s work which symbolically contains the essence of the 
subject is lacking: albeit incredulous, in particular way the head of Saint Thomas, 
Christ and two other characters are inscribed in the gestalt’s configuration of the 
silhouette of the cross (fig. 4), which symbolically shows the next most important 
half of the narrative, the message that is not shown by the linear narration of the 
story: the unshakable faith of Saint Thomas that Christ was really resurrected. 

4. The real space

The most original finding of the work I think is the extraction of  ”the incredu-
lous” from the painting and his placement in front of it, a sort of mise en abyme, 
showing his back to the painting where he and Enver are the main characters. 
Enkelejd, with an original intervention, has efficiently created the heterotopic 
space by intertwining the real space that lies in front of the painting with the 
story in the painting, which on its part is related to a story that takes place in the 
utopian space of another painting, while one of the characters (the painter) cre-
ates another space with a glance cast outside the painting. If we take for granted 
the symmetry with Caravaggio’s painting and the biblical story, then the gesture 
of the incredulous must have been preceded by Enver’s request, the same as that 
found in the holy narrative: “Put your finger here and look at my hands; reach out 
your hand and put it on my rib; don’t be incredulous, but credulous!” 

Firstly, this was not possible because present-day “Saint Thomas”, like many 
albanians in april 1985, watched images of the dead body of the monarch on 
state-owned television, while shows of collective hysteria and vows for eternal 
loyalty were in great evidence. We know only that the painter was too young to 
take part in Enver’s funeral, while we know nothing about the waver. But all 
the three certainly knew his remains were removed with no ceremony from the 
Martyrs Cemetery to the communal cemetery of Sharrё and are still at rest today, 
where a handful of nostalgics still send bouquets of flowers each anniversary of 
his birth or death, while those persecuted by him do not “forget” to occasionally 
desecrate his grave. So, “hereness” and “nowness” of his organic body can be 
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called only sema, the grave, the sign of his physical location and our three cha-
racters do not have any doubts about it.           

Secondly, the presence of his organic body in the painting is excluded because, 
unlike Christ, for whom Saint Thomas claimed that “touched a living body” (John 
20, 27-28) and in no way a non-material being or hallucination, in the case of En-
ver this is excluded since no one believes that his body, all the more of an atheist, 
similar to a deity’s, would return to life again by defying the limits of death. 

Thirdly, because even the manner of Enver’s display in Zonja’s painting exclu-
des the presence of the organic body. The meeting with it is taking place in the 
utopian space of the painting, in the timelessness of nowhere, in a metaphysical 
space. And as Foucault states, the organic body is presented as “the opposite of 
utopia, what is never under another heaven” (Foucault 1994: 746), (furthermore, 
here there is no heaven at all) then it is clear that the characters of the painting do 
not meet the living Enver within his organic body but his political body, the same 
as that of a medieval monarch: eternal, untouchable from anything that relates 
with the earthly world. Due to all these reasons, the possibility for the incredu-
lous to say that “he touched a living body”, just as Saint Thomas did is excluded.  
However, if Hoxha has no organic body, then whom are these three Albanians 
meeting? Could it be that Enver, like Christ, whom he replaces in the painting, 
has two bodies (or two natures)? And if the divine body is excluded, than it is 
surely the political body that the characters have come to encounter, which, to 
be true, shares a lot of similarities with the divine one, and it is the only one that 
represented him in the official art of socialist realism.

The guess that the three characters are encountering Enver’s political body is 
strengthened by the metaphysical space of the tableau where nothing happens, and 
that excludes the presence of the organic body because, as Foucault emphasizes, 
the body is always “inevitably here, never anywhere else” (Foucault 1994: 752). 

It seems that topos of the divine body in our culture is eternally related to a 
certain nowhere where the soul wanders, but in this painting it relates to what 
Foucault calls “making space” because everything in the world cannot but go 
through the process we call “making space”. So, in this painting more than the 
space itself we notice the process of “making space”, one space leads us to ano-
ther by making us aware that we do not live in a homogeneous space, but in a 
multitude of spaces at the same time, in a heterotopia, a concept which, albeit 
present on a variety of works of the Albanian visual art, in this work, as in no 
other before, the process of creating spaces and interaction between them (“here” 
and “elsewhere”) becomes more important than the presence of the space itself 
as a stage where the story evolves. 
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In the Enkelejd’s painting one can clearly see that the present-days “Saint 
Thomas” is just as important as Enver, who in turn is asking him “not to be 
incredulous, but credulous”. Credulous of what? That Enver is resurrected? It 
seems that the incredulous finds himself confronted with two tasks: first, to prove 
through eyes and touch that the sign of wound is real, which means that Enver’s 
political body was resurrected. But given that the content of a belief needs to be 
supported by the existence of certain other equally axiomatic beliefs, then he 
must believe, in addition to resurrection, also in the righteousness of the marxist-
leninist doctrine, the invincible Party-People unity, in the belief that communist 
society is the only choice for Albania, in the infallibility and eternity of Enver’s 
political body, in the supremacy of marxism-leninism against prejudice, myths, 
legends, in particular way metanarratives. Here the matter is complicated so-
mewhat because like the old bolsheviks, the incredulous knows that such con-
cepts are related to religious beliefs which at that time were declared incompa-
tible with the official ideology. Not coincidentally, Enver proudly remarked that 
Albania was the only country in the world having an atheist Constitution. So, it is 
likely that as in the case of Lenin and Stalin, the compromise to enter the area of 
metanarratives and political theology produced by the aura of his political body 
was motivated by the totally practical reason of the great propagandistic potential 
created by raising  Enver to the status of the historical and irreplaceable leader?         

“Two-placeness”, or the simultaneous appearance of the incredulous in two 
places is also related to the dilemma caused by Enver’s firm request “not to be 
incredulous, but credulous”, unconditionally, about a fact which he could per-
ceive in the phenomenological field, but cannot draw a conclusion a posteriori 
because that information is not turned into knowledge given that it is opposed by 
logic. It is commonly known that belief and truth have had a difficult relationship 
through the centuries. In ancient times Parmenides called the belief, or the doksa, 
a “heart without vibration of Truth” (Parmenides of Elea 1991: 34). Thus, the im-
perative of the unconditional belief does not automatically mean that its content 
is the truth. Kierkegaard clearly says that what we can know for sure is that we 
believe in something. As to the content of belief, it remains always open to ra-
tional analysis. By getting out of the painting the incredulous raises questions on 
the semantic object of belief (in this case Enver’s resurrection) which is related 
both with the content of belief and the relationship between the subject and the 
content. Thus, it is an operation where he includes his rationality, a diametrically 
opposed approach to unconditional obedience to the platonic truth required by 
Enver’s order “to be credulous”. 

The incredulous’s attitude openly affirms the right to doubt on the metaphysics 
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of presence, a precondition of every totalitarian ideology, and the right to access 
the area of hermeneutics and interpretation. Is it likely that upon getting out of 
the painting the incredulous adopts an approach that brings him closer to Hume’s 
attitude who thought that belief could be related with the efforts to combine it 
with information, by interpreting the latter as partly true? It appears that the in-
credulous, entrapped in the liminal area between objectivity and subjectivity, is 
probably trying to transform the leader’s former belief into opinion, which, as 
already known, is awareness-rising on the objective and subjective epistemolo-
gical inadequacy of a certain belief. 

Accordingly, the incredulous is captured in the dilemma between the resur-
rection hypothesis which implies the perpetuation of the political body and the 
organization of the argumentative structure, meaning the confrontation of facts 
that support resurrection or doubt it. It is possible that the confrontation between 
the certainty of resurrection and the possibility of it being a deception can be 
organized or enlightened exactly through the hypothesis. From his thoughtful 
posture it appears as if the incredulous is impartial versus the information and 
can’t come up with any conclusion. Enver’s claim that his political body, with 
the clear theological aura, “grows” separately from the spectacular failure of the 
official ideology and the revelation of crimes, committed on behalf of an ideal 
that resulted false and worthless, seems unreasonable and perhaps the question 
that troubles more the incredulous is: how could one claim eternity of his politi-
cal body, and even its resurrection, a direct product of that totalitarian mentality 
which today seems so outdated and absurd? 

As an absurdity that belongs to the metaphysics of the medieval political the-
ology, Enver’s political body can be inscribed in the grouping of those ideologies 
still in their liminal limits of beliefs about which Boudon states that despite being 
erroneous, they are based on complex, methodical and in some way, rational 
argumentations. Even though the incredulous who has escaped from the cre-
dulity area is at present in the area of the suspicion, where he is examining the 
argumentative structure of facts, and certainly appears to not have reached any 
conclusion. Will he turn back in the painting to pronounce the words of faith 
pronounced by Saint Thomas? 

It cannot be denied, however, that he has earned the freedom to inquire and 
to suspect, something inconceivable before, proving that he is no longer part of 
any corpus majestis, this community run by an absolute axiomatic idea and a 
charismatic leader, and nor is he part of any other collective subject, unlike that 
which was happening to the characters of socialist realism paintings who were 
not allowed the luxury of doubt and that necessarily turned Enver into the indi-
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sputable centre of the composition this, not just by simply looking at him. No 
more does the doubting of individuals’ rationality seem doubtful to contempora-
ry sociologists, who accept that methodological holism has no longer the former 
privilege of the oligopoly of knowledge. The rationality of the action of incredu-
lous: both his request to see the wound and to shelter into another space regime 
is determined depending on the context in which it is performed and restricted by 
the relationship between the actor’s logic and his imagination about the situation 
where he acts. By turning his back on the theological claimed aura of the former 
dictator’s political body he convincingly demonstrates the opacity of his belief.   

This painting establishes Enkelejd in the proper line of deconstructing Enver’s 
political body, making it part of this process which, albeit never stopping, even 
at the peak of terror, should be carried out as soon as possible. Regarding the 
astounding treatment of the subject, the typical poststructuralist approach with all 
elements mentioned as well as regarding the presence of heterotopia and chrono-
topia, this painting deserves a special place in the Albanian postmodern art.
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Abstract
This study focuses on the relationship between Enver Hoxha’s political and organic 
body, the absolute leader of the former communist regime in Albania. The author 
show how Albanian totalitarianism, in spite of its uncompromising atheism, has used 
for the legitimacy of political power religious metanarratives and a series of byzanti-
ne derivation practices. This is a political mysticism drawn from the mystical circle of 
medieval political conception and transposed into the reality of the twentieth century 
by a power that exalted the atheist legacies of the Illuminism, French Revolution and 
the October Revolution. Qëndro reflects mostly on a picture of the young Albanian 
painter Enkelejd Zonja entitled Visit in the Wound that echoes the famous painting 
by Caravaggio The Incredulity of Saint Thomas of 1603. Through a historical com-
parison that comes to the juridical fiction of the Tudors of the fifteenth century known 
as the theory King’s two body, Qëndro also shows how Hoxha had two bodies: the 
organic and deadly body that lived in Tirana hidden in the headquarters of the com-
munist nomenklatura (the Blloku), and the mystical one considered almost immortal. 
The analysis of Zonja’s work thus highlights the coexistence of real and unreal spa-
ces, of different incoherent places and times in real space, which brings us back to 
the “heterotopia” of  Foucault where the forbidden religious perspective returns as 
an important key of the symbolic capital and power.

Questo studio si concentra sulla relazione tra il corpo politico e il corpo organico 
di Enver Hoxha, guida assoluta del passato regime comunista albanese. L’autore 
prova a dimostrare come il totalitarismo albanese, nonostante il suo ateismo intran-
sigente, abbia impiegato nella legittimazione del potere politico metanarrazioni di 
carattere religioso, come una serie di pratiche di derivazione bizantina. Si tratta di 
un misticismo politico tirato fuori dal cerchio mistico della concezione politica me-
dievale e trapiantato nella realtà del XX secolo da un potere che esaltava le eredità 
atee dell’Illuminismo, della Rivoluzione francese e della Rivoluzione d’Ottobre. Qën-
dro riflette soprattutto su un quadro del giovane pittore albanese Enkelejd Zonja dal 
titolo Visita nella ferita che riprende il famoso dipinto del Caravaggio L’Incredulità 
di San Tommaso del 1603. Attraverso una comparazione storica che giunge alla 
finzione giuridica dei Tudor del XV secolo conosciuta come I due corpi del Re, Qën-
dro mostra come anche per Hoxha si possa parlare di due corpi: quello organico 
e mortale che visse a Tirana nascosto alla vista del pubblico nel quartier generale 
della nomenklatura comunista (il Blloku), e quello mistico ritenuto pressoché immor-
tale. L’analisi dell’opera di Zonja genera così la coesistenza di spazi reali e irreali, di 
luoghi e tempi diversi e incoerenti nello spazio reale che ci riporta all’”eterotopia” di 
Foucault, dove la negata prospettiva religiosa rientra quale fondamentale chiave del 
capitale simbolico e del potere.

Key words: albanian art; totalitarianism; political power; religious power.
Parole chiave: arte albanese; totalitarismo; potere politico; potere religioso.
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