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 Abstract
� ,Q�WKLV�DUWLFOH��,�GHVFULEH�RQH�RI�WKH�REMHFWV�,�HQFRXQWHUHG�ZKLOH�ZRUNLQJ�EULHÀ\�LQ�
the National Museum of Kosova: the Goddess on the Throne. In addition to being an 

LPSRUWDQW�1HROLWKLF�DUWLIDFW��WKLV�HQLJPDWLF�¿JXULQH�KDV�EHFRPH�WKH�V\PERO�RI�3ULVKWLQD��
Kosova. Empirical evidence from the Balkan Neolithic can help theorize aspects of 

WKH�JRGGHVV¶V�XVDJH�DQG�PHDQLQJ��EXW� OLWWOH�FDQ�EH�NQRZQ�GH¿QLWLYHO\��IRU�H[DPSOH��
WKH�SHUFHLYHG�JHQGHU�RI�WKH�¿JXULQH���1HYHUWKHOHVV��,�DLP�WR�WUDFN�KRZ�LW�FRXOG�KDYH�
EHHQ�XVHG�WKHQ��DQG�KRZ�LW�LV�EHLQJ�XVHG�QRZ��3DUDGR[LFDOO\��WKH�¿JXULQH¶V�VLJQL¿FDQFH�
and meaning (as a “goddess” deity) exist in direct contrast to the lived reality of 

contemporary Kosovar women. My case study invokes the material object as agent 

of its own narration through tracking historical processes that destabilize notions of 

linear time, connecting the past to the present in interesting, sometimes disconcerting, 

ZD\V�� ,� XVH� WKH�PHWKRG� RI� FULWLFDO� IDEXODWLRQ�� VSHFL¿FDOO\� WKH�PHGLXP�RI� SRHWU\�� WR�
reveal key points of rupture surrounding the goddess’s role as a modern symbol, but 

also to demonstrate how poetic exercises can serve as alternatives to museum labels. 

7KLV�DSSURDFK�DLPV�WR�GHFHQWHU�¿[HG�QRWLRQV�RI�FXOWXUDO�LGHQWLW\��IHPLQLQLW\��DQG�WLPH��
and recenter the valuable contradictions that live within the elevated status of certain 

cultural icons.

 Keywords: FULWLFDO� IDEXODWLRQ�� PDWHULDO� FXOWXUH�� DOWHUQDWLYH� DUFKLYH�� .RVRYD��
feminism, poetry, art history

She is small

The way she manifests outside of museum walls is even smaller

Mass produced

Keychains, lighters, shot glasses, bric-a-brac

Miscellaneous after thought

Designed to be thrown around

The world tells me I’m designed to be thrown around

But she is made of the earth and so am I 
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And so are all the women I know

A kind of magic 

Geometric lines are etched into her body

Meeting at a point in the center of her chest

An orb

Below that orb 

Two lines circle each other like arms in an embrace

On her lower belly

A sun rises 

Perhaps a son rises

Buried for centuries

Time eroded what was on the surface 

Perhaps appropriate metaphor for womanhood

We don’t know if she was ever painted

The indentations of her eyes, then, can be seen two ways

$UH�KHU�H\HV�FORVHG�LQ�SUD\HU��LQ�UHÀHFWLRQ"
Lowered in piousness, even grief

Or

Are her eyes open in silent but active observation, wide

all seeing

terrifying

Hands on her hips 

I imagine her 

Waiting for me at an open doorway

As my mother has done and still does

Ladle in hand

Lovingly chiding me

For the run in my tights

For being so busy all day I forgot to eat

For the remnants of my own daily, little wars

Once an old man

Began assailing me

On the streets of Pristina

Perhaps because I was drinking water during Ramadan

Perhaps because I was wearing red lipstick

Perhaps because he detected in me 

An errant air of “the West”

Swirls, twists, concentric circles zeroing in on a goddess center

Yet closing in on her like a snake coiling around its victim’s neck
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I know of mothers murdered by fathers 

I know of their children

They are women and so is our goddess

And we are all at times killed 

In some way

In Albanian pagan belief

The snake is a sacred animal that dwells inside the walls and frames of homes

Apotropaic

It seems the line between protector and danger can be volatile in the imagining 

 

Hiraeth is the longing and nostalgia for a home long gone, 

or one that has never existed

In a patriarchal society

With strict religious edicts on a radical upswing

The presence of an ancient goddess deity 

Has subversive implications

Of pagan roots

Of alternative worlds

Is it possible to long for that home? 

One long gone

One that never was

Or one perhaps that was never allowed the space 

to exist in our collective psyche 

 

 Introduction

 Goddess on the Throne� �)LJXUH� ��� LV� D� %DONDQ� 1HROLWKLF� ¿JXULQH� �FLUFD� �����
3500 BC) found near the capital city of Kosova, Prishtina, in excavations dating to 

the 1950s and 1960s, by a team of archaeologists (Berisha 2012, 26).2 This small 

DUWLIDFW��PHDVXULQJ�RQO\������FP�LQ�KHLJKW��KDV�EHFRPH�D�SUROL¿F�LFRQ��ORRPLQJ�ODUJH�
and sometimes incongruently in the Kosovar-Albanian identity. This is only one of 

many paradoxes she embodies; paradoxes I attempt to untangle in this essay. What 

physical characteristics does this enigmatic “goddess” possess that enable her mass 

distribution and cultural projection and what are the historical processes that have led 

WR�KHU�LFRQRJUDSKLF��RPQL��SUHVHQFH"�,Q�WKLV�DUWLFOH��,�ZLOO�H[DPLQH�KHU�VLJQL¿FDQFH�LQ�
both ancient and contemporary contexts. I begin with an exploration of her material and 

1HROLWKLF�VLJQL¿FDQFH��
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� 7KH�*RGGHVV� LV�PDGH�RI�¿UHG�FOD\��:LWK� ORRVHO\�DUWLFXODWHG� OHJV��KHU�XSSHU�ERG\�
LV� VXSSRUWHG� E\� D� SHGHVWDO� LQWHJUDWHG� LQWR� WKH� VWUXFWXUH� RI� WKH� ¿JXUH�� 8QOLNH� RWKHU�
1HROLWKLF�¿JXULQHV��ZKLFK�FDQQRW�DOZD\V�VWDQG�XSULJKW�ZLWKRXW�VXSSRUWV��WKLV�JRGGHVV¶V�
form could indicate an intended sedentary nature. Thus, one could speculate that the 

¿JXULQH�UHVLVWV�FLUFXODWLRQ��&XULRXV��WKHQ��WKDW�VKH�LV�REVHUYHG�LQ�D�P\ULDG�RI�FLUFXODWHG�
contemporary media: on government documentation, on notary stamps, on posters 

IRU�FXOWXUDO�HYHQWV��LQ�VRXYHQLU�VKRSV��RQ�EUDQG�PDUNHWLQJ�IRU�G|QHU�SODFHV��RQ�WUDI¿F�
lights.3 The Prishtina Film Festival (PriFest), having just completed its 15th year, 

awards the “Golden Goddess Award” to each winner in their respective categories. In 

2005, Albanian rap artist Etnon featured Lyrical Son and DJ Blunt on a track entitled 

“Albanian” in which the chorus proclaims, “Red and black I dress, eagle on my chest, 

I’m proud to be an Albanian.” The video cuts between footage of the UÇK (Kosova 

Fig. 1. Goddess on the Throne, dated 5700–4500 BC, terracotta, 

18.5 cm. National Museum of Kosova, Prishtina. Photograph by 

Ardian Lumi.
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Liberation Army), geographical maps, soccer matches, and notably, the goddess (Etnon 

2005, at 1:22). 

 Who was she, this “Goddess”? Who has she come to be? Most importantly to me, 

how has she become such an important, powerful symbol in modern-day Kosova, given 

the dissonance generated by her identity as a venerated female and the lived experience 

of modern Kosovar women?

 To ask the question of who this goddess was is to open a pandora’s box of daunting 

questions. The Neolithic can sometimes feel as distant temporally as it does conceptually. 

Exploring a time and space before the advent of moveable type (i.e. printing press 

technology) and modern nation-state ideology (the two are inextricably linked; see 

Anderson 1991, 37), requires a suspension of our conditioned notions of linear time, of 

archival evidence, and of our usual, everyday means of understanding. For this reason, 

LW�KDV�EHHQ�EHQH¿FLDO�WR�P\�LQTXLU\�WR�FHQWHU�DQ�DSSURDFK�WKDW�HQJDJHV�SULPDULO\�ZLWK�
material culture. Before asking what this object does in the contemporary context, we 

PXVW�¿UVW�DVN�ZKDW�FDQ�ZH�LPDJLQH�WKH�DUWLIDFW�did? What is revealed to us through the 

physical properties, the very materiality of the object? As Bailey (2005, 2) so poignantly 

SXWV�LW��ZH�FDQ�LPDJLQH�1HROLWKLF�¿JXULQHV��³DV�G\QDPLF�YLVXDO�HYHQWV�´�:KDW�FDQ�ZH�
imagine transpired during these events?

 During the Balkan Neolithic (6500-3500 BC), people expanded their use of material 

objects, laying the foundations for ensuing millennia of collectivist social structures, 

ruptured markedly in the 20th century, something to which I return later in the essay. 

7KH�GHYHORSPHQW� RI� ³FHUDPLF� S\URWHFKQRORJ\´�RU� WKH�¿ULQJ� RI� FOD\� WR�PDNH� WKLQJV�
(Bailey 2005, 5; see also Amicone et al. 2021) opened the possibility of further rooting 

memory and human presence into the wider landscape. Bailey (2005, 6) writes, 

“Creating a permanent medium from an impermanent one and making the perishable 

GXUDEOH�DUH�VLJQL¿FDQW�PDWHULDO�DQG�VSLULWXDO�WUDQVLWLRQV�´�7UDQVIRUPLQJ�FOD\��WKH�ODQG��
LQWR�SK\VLFDO�PDQLIHVWDWLRQV��SRWWHU\��WDOLVPDQV��¿JXULQHV��OLNH�WKH�JRGGHVV��FUHDWHG�DQ�
intimate relationship with the landscape and facilitated the interpersonal exchange of 

goods (resource sharing). In other words, making clay into objects represents a kind of 

magic.

 I am invoking “magic” here to mean what Nakamura (2005, 39) describes in her 

chapter in )LJXULQH�:RUOGV��as something enchanting “not with the truth, but with the 

possible made real.” The magical lies in a realm just beyond reach where the cognitive 

and the material coalesce to produce “experience, belief, and value” (Nakamura 2005, 

21). Thus, the transformation of matter transforms relationality, both to space and to 

those relating to the space. Magic, then, lies at the intersection of socially-constructed 

meaning and the agency of matter itself (Nakamura 2005, 22). We can, with some sure 

IRRWLQJ��SURSRVH�WKDW�1HROLWKLF�¿JXULQHV�ZHUH�ERUQ�RI�WKLV�LQGH[LFDO�HIIHUYHVFHQFH��RI�
this socialized objecthood.

� 7KH�¿JXULQH�SURSRVHV�D�XQLTXH��DFWLYH�REMHFWKRRG�DQG�WKXV�EHDUV�D�SDUDGR[LFDO�QDWXUH��
It is rendered in human likeness and yet, it is not human. We both recognize ourselves 

in its human form and must confront our distance from its inanimate presence (Bailey 

2005, 42). This negotiation of miniaturism and dimensionality engages the imagination 

and alters space-time. Hierarchies of scale help us conceptualize our “physical spacing 

RI�UHODWLRQVKLSV´��%DLOH\������������,Q�KDQGOLQJ�¿JXULQHV�DQG�GROOV��ZH�HQWHU�DQ�DOWHUHG�
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state of being in which scale and time are congruently compressed (Bailey 2005, 37): 

a form of ritualized play.

 In Homo Ludens Huizinga (1949, 7) isolates three key elements of play, all of which 

are linked to one another. First, play is a voluntary activity subsequently granting 

the player freedom. Second, this player-agency situates the activity of play outside 

of the processes of ordinary life in an ephemeral sphere that harbors its own unique 

nature (Huizinga 1949, 8). Third, because play is limited to a time and place, it has 

its own durational temporality outside of ordinary time (Huizinga 1949, 9). Play only 

becomes possible through imagination, which helps the player to better understand and 

FRQFHSWXDOL]H�UHDOLW\�E\�WUDQVFHQGLQJ�UHDOLW\�LWVHOI��7KRXJK�ZH�FDQQRW�NQRZ�WKH�GH¿QLWLYH�
SXUSRVH�RI�SOD\LQJ�ZLWK�1HROLWKLF�¿JXULQHV��ZH�FDQ�DSSO\�+XL]LQJD¶V�GHWHUPLQDWLRQV�
of play to postulate that they served, in some form, to enter an alternative, perhaps 

magical sphere that would aid in understanding the human and/or cosmological order.

 The markings on the goddess’s body echo the similar, though smaller, forms prevalent 

in Albanian materiality (sewn into the [KXEOHWD- a woolen dress worn by some Albanian 

women-woven into tapestries, carved into wood structures for homes). It is imperative 

to recognize, however, that I am not articulating an unchanging, standardized aesthetic 

vocabulary. Rather, I note a well of images from which artisans draw. Forms inspired 

by the natural world — sun disks, vegetal patterns, moons, and cult animals, that 

demonstrate a cosmological order with “…clear connections to pagan practices” 

(Galaty 2018, 120) — populate this well of images. 

 Figurines, in requiring the use of imagination while simultaneously offering 

negotiations of space, invite us to occupy a zone situated both inside and outside of 

time. This shifts the player-viewer’s conceptions of reality. Whether or not the Goddess 

LV� WKH� HPERGLPHQW� RI� D� VSHFL¿F� GHLW\� RU� DQ� LQGLYLGXDO� �D� ORQJ�GHEDWHG� WKHRU\� ¿UVW�
proposed by archeologists such as Marija Gimbutas in The Language of the Goddess) 

seems almost irrelevant to the matter at hand. Regardless of the object’s identity, the 

LPSOLFDWLRQV�RI�WDFWLOH�QHJRWLDWLRQ�UHPDLQ�WKH�VDPH��7KH�¿JXULQH�RIIHUV�DQ�RSSRUWXQLW\�
to negotiate humanity through a materiality that echoes identity’s transmutability, its 

uncanniness, its durational nature (existing both within and outside of time). Perhaps 

LW� LV� WKH� JRGGHVV¶V� YHU\� SDUDGR[LFDO�� DPELJXRXV�� DQG� ÀXLG� QDWXUH� WKDW� IDFLOLWDWHV� LWV�
imaginative projection of national Kosovar-Albanian identity. In further pursuit of 

WKLV� LGHD�� ,� ¿UVW� GLVFXVV� KRZ� WKH�*RGGHVV� DQG� ¿JXULQHV� LQ� JHQHUDO� DUH� SUHVHQWHG� LQ�
museums, and then I apply a method inspired from my studies in art history, critical 

IDEXODWLRQ��&ULWLFDO� IDEXODWLRQ�� LQ� WKLV� FDVH� WKURXJK�SRHWU\� VSHFL¿FDOO\�� OD\V�EDUH� WKH�
LQKHUHQW�FRQQHFWLRQV�EHWZHHQ��DQG�LUUXSWLRQV�FDXVHG�E\��XVLQJ�D�1HROLWKLF�¿JXULQH��DV�
interpreted above, as a modern symbol in a country where women are still, to this day, 

disadvantaged and under-valued.

 Museum Label

 One moves through the dimly lit halls of the National Museum of Kosova to a corner 

ZLWK�HQFDVHG�� VLOHQW�¿JXULQHV�� VPDOO� DQG�XQDVVXPLQJ��7KH� ODUJH�PXVHXP�FDVHV� ORRN�
XQ¿W�E\�FRPSDULVRQ��/HDQLQJ�IRUZDUG�WR�JHW�D�FORVHU�ORRN�DW�WKH�Goddess on the Throne, 

RQH�VHHV�WKHLU�RZQ�UHÀHFWLRQ�LQ�WKH�JODVV��DQG�WKH�EDUULHU�EHFRPHV�D�NLQG�RI�PHHWLQJ�
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point between the past and the present.

 The museum label is standard and straight forward. Date, material composition, 

GLPHQVLRQV��:KHUHDV� WKH�¿JXULQH�ZDV�RQFH�PHDQW� WR�HQWLFH� WKH� LPDJLQDWLRQ��KHUH� LW�
EHFRPHV�VWHULOH��FOLQLFDO��XQDWWDLQDEOH��5HGXFLQJ�WKH�REMHFW�WR�D�PHUH�VHW�RI�VFLHQWL¿F�
GDWD� VWULSV� WKH� ¿JXULQH� RI� LWV� WUXH� G\QDPLF� SRWHQF\�� \HW� VLPXOWDQHRXVO\� UHLQIRUFHV�
the authority of its enshrined (museological) status. Pearce (2002, 145) draws from 

6WUDQVN\¶V�GH¿QLWLRQ�RI�D�musealium in her book 2EMHFWV�RI�.QRZOHGJH to discuss how 

artifacts are divorced from their original contexts and implanted in a new reality—that 

is, that of the museum. The museum framework endows an object with meaning, as 

the object and museum work together to create “an ideologically active environment” 

(Duncan and Wallach 2004, 30). Of course, this approach to material culture generates 

a host of ensuing problems.

 Though a comprehensive museum critique merits its own fully realized essay, here 

I will attempt to be succinct in my assessment. It is important to acknowledge that 

DPRQJ�WKH�PDLQ�IHDWXUHV�RI�WKH�PXVHXP�LV�WR�EULQJ�REMHFWV�LQWR�D�¿[HG�VWDWH�WKURXJK��
YHUL¿FDWLRQ��FRQVHUYDWLRQ��UHFRGLQJ��DQG�H[KLELWLRQ��3HDUFH�������������7KLV�WUHDWPHQW�
has frozen Goddess on the Throne in time and space, negating its potential as a tool 

for ongoing negotiation and imaginative work. I wonder if there are more imaginative 

ways to, at the very least, engage its corresponding label. 

 Given the Goddess’s status as a national symbol, it is imperative that the National 

Museum of Kosova take a discursive approach to museum objects, in addition to the 

present observational method. One could then derive meaning from an object that goes 

beyond the factual archaeological information provided. Pearce (2002, 51) writes that 

a museum label may perhaps answer the “what” of an object but does not necessarily 

DGGUHVV�WKH�³ZK\´�RI�LWV�VLJQL¿FDQFH��³«ZH�PXVW�SURYLGH�WKH�FRQFHSW�RI�µVLJQL¿FDWLRQ¶��
which can be described as an object having a meaning which is not inherent in that 

REMHFW��EXW�ZKLFK�LV�VRFLDOO\�DVVLJQHG�WR�LW´��,�SRVLW�WKDW�WKLV�¿[LW\�RI�³SURYLGLQJ�WKH�ZKDW�
while negating the why” is one of the elements responsible for the dissonance between 

the assigned meaning of the object (venerated female deity) and the lived reality of 

Kosovar women. 

 A critical approach to museum display, “advocates the use of academic expertise to 

identify those features of social situations which can be altered in order to eliminate 

FHUWDLQ� LQMXVWLFHV�� IUXVWUDWLRQV� DQG� P\VWL¿FDWLRQV� SHRSOH� H[SHULHQFH´� �3HDUFH� ������
161). Critical fabulation is my suggestion for alternative museum labels. The goal is 

to integrate the material, the social, and the personal reality of the object, to suitably 

grapple with its many nuances and expose those “certain injustices”.

 Methodology: Critical Fabulation
 
 ,Q� WKH� ¿UVW� KDOI� RI� WKLV� DUWLFOH�� ,� LVRODWHG� WKH�PHFKDQLVPV� WKDW� ¿[� REMHFWV� LQ� WLPH�
and space, from which I believe contradictions may arise. So, for example, how the 

Goddess on the Throne is exhibited creates dissonance between its interpretation as 

a Neolithic artifact and its use as a modern, national symbol. In this second half of 

WKH�DUWLFOH�� ,�KRSH� WR�GHVWDELOL]H� WKHVH�¿[LWLHV�E\�H[SDQGLQJ�XSRQ� WKH�XVH�RI� FULWLFDO�
fabulation as a methodology.
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 In my academic inquiry, I have always felt that the necessary research was 

inaccessible, especially as it pertains to Kosova. A myriad of factors coalesce to create 

this distance. The primary challenge is the lack in Kosova of a written archival record, 

which is a consequence of epistemological genocide, clandestine operations/shadow 

statehood to ensure survival, systemic and economic crisis resulting in low literacy 

levels, and an over-arching oral tradition to boot.4

 As poetry can suture meaning through parsing language, I felt that it was the perfect 

vehicle through which to address the fragmentary nature of the historical truth I am 

seeking. Ong (2002, 13) describes oral discourse as that which has often been thought 

of as a “weaving or stitching.” To do justice to the oral traditions of Kosova, which 

have upheld the affective craftsmanship of my case study, the Goddess, I needed to 

WKLQN�RI�ZULWLQJ� LWVHOI� DV�P\� DIIHFWLYH� FUDIW��7KLV� UHÀH[LYH�SURFHVV� EURXJKW�PH� WR� D�
methodology that promises an entry point: critical fabulation. For the remainder of this 

section I will be discussing the methodology’s possibilities. 

 Critical fabulation is an emerging method developed by scholar Saidiya Hartman.5 

&ULWLFDO� IDEXODWLRQ� LV� D� FUHDWLYH�ZULWLQJ� VW\OH� WKDW� LQWHJUDWHV� UHVHDUFK�ZLWK�¿FWLRQ��$�
critical engagement with the archive reveals that history is constructed, centering 

the voices of those in power and silencing the marginalized. Hartman is a scholar of 

African American history, with a focus on the trans-Atlantic slave trade. Her work aims 

WR�JLYH�YRLFH� WR� WKH�KLVWRULFDO�¿JXUHV� HUDVHG�E\� WKH� UHFRUG�� VHDUFKLQJ� IRU� IUDJPHQWV�
of information and “fabulating” a rich inner life that situates her “characters” in the 

historical moment she wishes to interrogate. I am interested in using critical fabulation 

to give voice to the Goddess but also to Kosovar women, whose voices are ignored or 

silenced.

 Chartier (1997) asserts in 2Q�WKH�(GJH�RI�D�&OLII� that an age is dawning in which 

historians are becoming increasingly aware that they produce texts. In Chartier’s 

WHUPV�����������D�³WH[W´�LV�D�UHÀH[LYH�IRUP�WKDW�LV�ERWK�PDWHULDO�DQG�VSDWLDO��DV�ZHOO�DV�
representative. Texts construct and occupy a temporality, and thanks to the proceeding 

groundwork of scholars such as Michel de Certeau, Chartier (1997, 7) is able to track 

IXQGDPHQWDO�FDWHJRULHV�WKDW�DUH�VKDUHG�EHWZHHQ�¿FWLRQ�ZULWLQJ�DQG�KLVWRULFDO�ZULWLQJ��
primarily: narrative, “characters”, and conceptions of causality (Chartier 1997, 7).6

 Figurines also negotiate the material, the spatial, and the representative—much like 

writing. This aids in the conceptualization of reality. It is for this reason that critical 

fabulation is an appropriate method for this case study particularly, as it requires an 

engagement of the imagination by both writer and reader, situating the act, as with play, 

inside and outside of history (time), conceiving of new possibilities.

 To expand upon the parallels between critical fabulation and the Goddess on the 
Throne��,�KLJKOLJKW�DQRWKHU�LPSRUWDQW�SDUDGR[�RI�ERWK�KLVWRU\�DQG�¿JXULQHV��)LJXULQHV�
have an innate three-dimensionality and thus a tactile presence that brings the object 

into the intimate sphere of the observer. This implies an innate knowability and yet, 

one can only view a three-dimensional object from one perspective at a time. Bailey 

(2005, 40) offers a helpful counterpoint in painting. The two-dimensionality of painting 

requires a perspective (even if the perspective is intentionally negated or rejected).7

 What is important to my discussion is the paradox of three-dimensionality and 

history, that its knowability is both within (literally in our hands/situated within it) 
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and beyond (it cannot be understood in its entirety) reach. This is an apt metaphor for 

history, and further, identity.

 Historical Processes and Meaning 
 
 Imagination-based work is the basis for memory systems that have preserved the 

Kosovar-Albanian identity in the face of numerous occupations. Galaty highlights 

archeological evidence for “composite” landscape structures (Galaty 2018, 22, 112). 

New settlements were meticulously built on top of preexisting structures, burial 

mounds unearthed layers of funerary materials and intergenerational resting places. 

These cyclical rearticulations of communal loci, “established links between living and 

past generations of village residents” (Bailey 2005, 4). Memory was developed through 

the landscape and through tribal genealogies that linked a historical continuity less to 

historicism (as we understand history today) and more to a familial network of cultural 

expression.

 This cultural memory embodies a unique negotiation of both stringent codes 

of conduct and ephemeral negotiations of historical understanding. Kanuni i Lekë 
Dukagjinit was an oral, moral code governing the Albanian people that emerged in 

response to Ottoman occupation in the late fourteenth century.8 By rejecting state and 

imperial universalizing ideologies, the Albanian people kept values and traditions 

within the hands of the populous, while allowing the space for memory negotiation 

between individual and community. The honor code set strict boundaries, yet left 

room for an improvisation necessary to address life’s contingencies. What lay at the 

heart of Albanian identity was not economy, military prowess, or land expansion, but 

rather, familial honor. This created a collective identity that was not marked by political 

developments, but by an accountability to one’s family and by extension, tribe.

Galaty (2018) tracks the effects homogenizing modern nation-state ideologies have 

on imagination. Imaginative historical work does not, in fact, disappear in the face of 

state formation. However, imagination does become controlled to spin a new narrative 

of a mythic past, to incite feelings of nostalgia, to mobilize a selective memory, and 

leave little room for disparate regional identities (Galaty 2018, 21). Imagination is, 

in other words, a powerful tool that can be centralized and harnessed as a vehicle for 

either identity preservation or elimination. The determining variables lie within the 

projects of (inter-)colonialism and imperialism.

Memory networks in Albanian identity experienced irreparable damage in the 

7ZHQWLHWK�FHQWXU\��,Q�RYHUO\�VLPSOL¿HG�WHUPV��WKH�KLVWRULFDO�WUDMHFWRULHV�RI�$OEDQLD�DQG�
Kosova starkly split in the 20th century, as a newly independent Albania emerged in 

accord with the Great Powers during the Frist World War in 1912 (Malcolm 1998, 256). 

Meanwhile Russia protected Serbia’s claim over the Kosova territory, as well as over 

other ethnically diverse communities of the region, giving shape to Yugoslavia.9

Both Albania and Kosova fell prey to the military strategies of the Allied powers 

during the Second World War, each eventually responding with a counter-resistance 

of rising communist and socialist sentiments (Malcolm 1998, 288). Eventually, both 

Albania and Yugoslavia (thusly, Kosova) broke with the USSR and followed very 

different historical paths. As our goddess was found at Tjerrtorja near Prishtina and has 
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EHFRPH�WKH�V\PERO�RI�.RVRYD��,�ZLOO�IRFXV�RQ�.RVRYD�VSHFL¿FDOO\��
Kosova fell under the umbrella of an increasingly centralized Yugoslavian state. 

This meant that the Albanian language, mnemonic systems of material culture, 

elders who embodied oral histories, school systems, public spaces, where murdered, 

destroyed, restructured, and sanitized to disappear the Kosovar-Albanian identity under 

the Yugoslavian-socialist banner of “brotherhood and unity” (Malcolm 1998, 269). 

While the Goddess was found by a multi-ethnic Yugoslavian team of archeologists, 

the dig was funded and realized by a Yugoslavian administration. The identity of the 

¿JXULQH�ZDV�LQLWLDOO\�IUDPHG�DV�³<XJRVODYLDQ�´�$IWHU�KHDWHG�UHSDWULDWLRQ�GHEDWHV��VKH�
was returned to Kosova from the National Museum of Belgrade in 2002 (Peza 2019). 

In contrast to the over 1,200 artifacts still waiting to be returned, Goddess on the 
Throne�KDV�FRPH�WR�PDUN�D�YLFWRU\�LQ�WKH�¿JKW�IRU�FXOWXUDO�KHULWDJH��¿UVW��DV�D�UHMHFWLRQ�
RI� D� VSHFL¿FDOO\�<XJRVODYLDQ� SDVW�� DQG� VHFRQG�� DV� DQ� DFNQRZOHGJHPHQW� RI�.RVRYDU�
territorial legitimacy rooted in the land demarcations of the excavation site. This may 

lie at the heart of her contemporary potency. 

Azoulay (2019, 18) writes in Potential History that, “the condition of imperial 

modernity is to be always in motion.” This modern motion, however, does possess a 

particular direction, “forward.” Modernity’s ideological project is intrinsically linked 

to notions of “progress.” (I purposefully place these terms in quotation marks as these 

ideals are generally unilateral and oftentimes destabilizing). Intrinsically embedded 

in the push for modern progress is the accumulation of capital (Azoulay 2019, 17). 

Repatriation does not halt the mechanisms of imperialism. To address properly 

the violence of stolen cultural property, one must unlearn conceptions of cultural 

“property” altogether. Accepting imperialism (neoliberalism, nation-state ideology, 

¿QDQFLDO�FDSLWDOLVP��DV�IDFW��HQDEOHV�WKH�SHUSHWXDWLRQ�RI�LWV�YLROHQFH�DQG�DOORZV�LW�WR�
go unchecked. Though Goddess on the Throne was returned to Kosova, she is still 

subject to the emptied treatment of global capitalist imperial ideology that led to her 

GLVSODFHPHQW�LQ�WKH�¿UVW�SODFH��6KH�FLUFXODWHV�LQ�PRWLRQ�ZLWK�PRGHUQLW\��/RUGH¶V��������
99) words come to mind here, “the master’s tools will never dismantle the master’s 

house.” 

In his article “Materials Against Materiality” Ingold (2007, 1) discusses how objects 

EHFRPH�DFWLYH�WKURXJK�WKHLU�FLUFXODWLRQ�LQ�YDULRXV�QHWZRUNV���8OWLPDWHO\��ZKDW�GH¿QHV�
an object as “artifact” lies in the application of “mental realities upon material ones” 

(Ingold 2007, 5). Artifacts become “cultural property” (Buchli 2020, 9) when the 

conceived reality of nationhood mobilizes these objects as evidence of persistence, 

XQLW\�� RU� FXOWXUDO� VLJQL¿FDQFH��2EMHFWV� DUH� SUHFLVHO\� chosen as proof of national or 

ethnic identity.

It seems it matters less who the goddess actually is, and rather who she is�EHOLHYHG to 
EH: evidence of an ancient mythic past, a token of severance from the recent, painful 

memory of Yugoslavia, a symbol of land rights. To quote Galaty (2018, 26), “…myth 

without memory is sterile and bereft of meaning.” In circulation, our goddess is now 

everything and nothing.
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Why Female? 

Our mysterious Goddess is anthropomorphic, yet scholars like Gimbutas have 

SRVLWHG�WKDW�WKLV�¿JXULQH�PD\�EH�GRQQLQJ�D�FHUHPRQLDO�PDVN�DV�KHU�KHDG�LV�ELUG�OLNH�
in the rendering, with a sharp nose and angular face. On her body are etched markings 

of chevrons and spirals, gathering at the center to illustrate a medallion. According 

to Gimbutas (1989, 12), her medallion indicates high societal rank and importance. 

*LPEXWDV¶V�SUHVFULSWLRQ�RI� ³GHLW\´� VWDWXV� LV� MXVW� DV�XQVWDEOH�DV� WKH�¿JXULQH¶V�JHQGHU�
identity. 

And why do most contemporary viewers understand the Goddess as a female? 

Gimbutas has long been posthumously criticized for fabricating a grand narrative of 

a matriarchal mythic past (Graeber and Wengrow 2021, 216; Tringham and Conkey 

1998, 44) and most modern archeologists consider the interpretation of Neolithic 

¿JXULQHV�DV�³IHUWLOLW\�JRGGHVVHV´�GHHSO\�XQVWDEOH��*UDHEHU�DQG�:HQJURZ�������������
Considering the lack of corresponding evidence that Kosova’s Goddess is, in fact, 

female, the scholarly backlash against its founding epistemology, as well as Kosova’s 

SDWULDUFKDO�SRZHU�V\VWHPV��,�¿QG�P\VHOI�ZRQGHULQJ��ZK\�GRHV�WKH�IHPLQLQH�DVFULSWLRQ�
SHUVLVW"�:KDW�PHQWDO�UHDOLWLHV�DUH�DW�SOD\"�$IWHUDOO��WKH�VKHHU�YROXPH�RI�IHPDOH�¿JXULQHV�
does imply some relationship between sexed imagery and collective understanding 

(Goodison and Morris 1998, 19) situating them as “political” tools.

I found a conceivable working theory in Federici’s (2004) book &DOLEDQ� DQG�
the Witch. Federici tracks the early modern transition to capitalism that led to the 

FRQVWUXFWLRQ�RI�QHZ� ODERU� VWUDWL¿FDWLRQV�DQG� WKH� V\VWHPLF�SROLWLFL]DWLRQ�RI� WKH�ERG\��
With the rise of mercantilism and nation-state ideologies in the 17th century, anxieties 

surrounding the distribution of labor, population growth, and property ownership and 

wealth foregrounded a “bio-regime” (Federici 2004, 86) that aimed to police the female 

body. What eventually occurred was the continual exchange of meaning between two 

bodies (Douglas 2004): that of the woman and that of the nation. The weight of the 

nation falls onto the feminine body as a site for reproduction and control. Following 

Federici, I believe that Kosova’s Goddess represents the nation’s (feminine) body, to be 

understood as the “mother of the nation.” To understand the Goddess is to understand 

her as a cultural process. 

:KDW�FDQ�EH�REVHUYHG�WKURXJK�WKH�JRGGHVV�¿JXULQH�LV�.RVRYD¶V�HQWU\�LQWR�WKH�7ZHQW\�
¿UVW� FHQWXU\� JOREDO�� FDSLWDOLVW�PDUNHW� HFRQRP\� LQ�ZKLFK� SDUWLFLSDWLRQ� LV� SUHGLFDWHG�
upon nation-state recognition and its reinforcement through empty regurgitations of 

what is ostensibly “brand marketing”. And though I am proud and relieved to have 

gained independence after centuries of tumult, I wonder if there is a way to integrate 

lost memory systems into our newly developed state identity so we can continue to 

negotiate creatively our past and passing history, centering and confronting present 

challenges? Ultimately, what preserved our culture through various occupations was 

WKH� ÀH[LELOLW\� WR� K\EULGL]H� DV�ZHOO� DV� SUHVHUYH�� WR� EH� LQ� GLDORJXH�ZLWK� WKH� ODQG� QRW�
DV�UHVRXUFH�EXW�DV�OLYLQJ�HQWLW\��,�IHDU�WKDW�JOREDO�FDSLWDOLVP�ZLOO�EH�WKH�¿QDO�IURQWLHU�
of homogenization. How can we maintain our historically-marked “permanency in 

change” (Galaty 2018, 118)? What is at stake?

Counter-memory in modern statecraft requires a “pure” ethnic mythos, excluding 
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marginalized identities such as the Romani people, and, additionally, in a patrifocal 

VRFLHW\�OLNH�.RVRYD¶V��ZRPHQ��$QGHUVRQ�����������GH¿QHV�WKH�QDWLRQ�DV�D�ERG\�SROLWLF�
that is imagined, and thus not in existence D�SULRUL�� In fact, Anderson (1991, 43) links 

the origins of modern nation-state consciousness to the appearance of print culture, the 

standardization of language, and its capacity to produce capital relations. Anderson 

(1991, 16) uses the word “imagined,” stating that most members of a nation will 

never know all their fellow members, and what ultimately links them is the conceived 

“image of their communion.” Though inequality and exploitation may be present, the 

image of the nation supersedes reality through the mobilization of a, “deep, horizontal 

comradeship” (Anderson 1991, 7). In Kosova, Goddess on the Throne is the image of 

communion, while “horizontal comradeship” supersedes the needs of actual women.

This perhaps accounts for the implicit contradiction embedded in the Goddess, a 

female deity celebrated as the face of Kosova, while gender-based violence remains 

at the center of Kosovar relations. In every stage of revisions for this essay, new cases 

of femicide emerge. Most recently, the tragic murder of Liridona Ademaj, orchestrated 

by her husband, has left Kosovars and Albanians at large grieving (Begisholli 2023). 

Violence against women is no new phenomenon as Kanuni i Lekë Dukagjinit is laden 

with honor codes that permit the punishment of women through violence, inscribing 

them as mere extensions of property. That being said, if we have arrived at a place of 

elevating female identity (Goddess), what is the imaginative and creative jump that 

needs to occur for femicide to stop? 

This schism is what I am hoping to address in my use of critical fabulation. Galaty 

(2018) asserts that in prehistory, for states to take shape, leaders would harness the 

collective imagination. Manipulating the collective imagination would lead community 

members away from traditional pasts towards newly conceived futures. To accomplish 

this, leaders would enlist, even co-opt, the imagination weavers, that is, “the artists, the 

storytellers, shamans, and elders, who did most of the imagining and also instructed the 

young” (Galaty 2018, 25). Can I address a new generation as I sit at the intersection 

of artist, historian, woman, Kosovar? For what history-making/ imagination-weaving 

am I responsible? Can I take a page from the book of my ancestors and use poetic 

form to address the contingencies of (modern) life while still honoring the collective 

Albanian identity? My poem and this article represent an initial contribution to this 

effort: imagining and creating a new future for Kosova’s women, and for the nation 

itself.

Conclusion

I have attempted to demonstrate the ways in which projects enhanced by imperialism, 

such as the global market economy, statecraft, museological structures, create ground for 

the circulation of objects based on rigid hierarchies of identity. In her PhD dissertation 

“Seeking Independence: Making Nation, Memory and Manhood in Kosova”, Nita Luci 

(2014, 93) tracks the ways in which gender was mobilized in occupied and post-war 

Kosova to return to traditions that were believed to preserve the integrity of a nation 

resisting the colonization of the Serbian regime. The domestic sphere, within which the 

feminine was embedded, became a politicized space to be protected, as it maintained 
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connections of kinship and ensured the perpetuation of the population. “Womanhood” 

(as mothers of the nation) and “manhood” (as fathers of the nation: martyrs, military 

heroes, etc.) (Luci 2014, 22) took on more static categorical meanings. 

To follow Luci’s discussion, Kosova’s historical trajectory over the past half-century 

FDQ�EH�GLYLGHG�LQWR�WKUHH�GLVWLQFW�SKDVHV��7KH�¿UVW�SKDVH�ZDV�<XJRVODY�VRFLDOLVP��ZKLFK�
shaped the country’s political and economic systems. The second phase was marked 

by a brutal war in the late 1990s, during which Kosova broke from Yugoslavia and 

VXEVHTXHQWO\� VXIIHUHG� D� JHQRFLGH�� 7KLV� ZDU� OHG� WR� VLJQL¿FDQW� KXPDQ� VXIIHULQJ� DQG�
displacement, leaving a lasting impact on the region and the collective psyche. The 

third phase is characterized by Kosova’s journey towards an open democratic republic 

ZLWK�DQ�RSHQ�PDUNHW�HFRQRP\��7KLV�WUDQVLWLRQ�UHSUHVHQWV�DQRWKHU�VLJQL¿FDQW�VKLIW�LQ�WKH�
country’s political and economic landscape.10

 These dramatic shifts, punctuated by foreign intervention and the entry into an open 

market economy, have left Kosova grappling with its identity in unprecedented and 

often contradictory ways. Art and artifacts provide a grounding point through which the 

new nation-state can bolster continuity in the face of tumultuous change. 

 Though Luci’s exploration isolates a particular historical moment, the impulses to 

FRQ¿QH�JHQGHU�DQG�FXOWXUDO�LGHQWLW\�DSSHDU�LQ�YDULRXV�IRUPV�DQG�PRPHQWV�WKURXJKRXW�
Kosovar-Albanian identity. Though tracking the entire depth and complexity of these 

processes throughout history is beyond the scope of my project, my article is an 

attempt to demonstrate the ways in which the past is implicated in the present and 

could therefore manifest in the future—how these processes endure and how they can 

be observed in visual culture. 

 It is noteworthy that the cultural artifact I have selected for my discussion is connected 

WR�WKH�SRUWUD\DO�RI�ZRPHQ��:LWK�QR�HPSLULFDO�HYLGHQFH�FRQ¿UPLQJ�WKH�¿JXULQH¶V�JHQGHU�
identity, one must examine how this was precisely chosen, as opposed to existing a 
priori. In Yugoslav socialism, women were depicted as fruitful and hardworking 

contributors to the socialist project. During the war in the late 1990s, they embodied 

victims in need of protection, “Kosova witness a substantial use of sexualized violence 

against women as a warring tactic… to attack the very fabric of the target society in 

order to dissolve it, and as a part of ethnic cleansing” (Nemec 2022, 142). In the late 

capitalist era, the embodied concept of motherhood is crystalized, signifying the site of 

national production and consumption.

 My deconstruction of Goddess on the Throne as a Kosovar symbol has allowed me 

to explore the ways in which femininity is venerated in the popular, national milieu, and 

how this veneration is, actually and ironically, contradicted by the lived experience of 

Kosovar women. Despite celebrating this artifact and its associated symbolism, femicide 

DQG� GRPHVWLF� DEXVH� FRQWLQXH� WR� RFFXU� RQ� D� VLJQL¿FDQW� VFDOH� LQ� .RVRYD��$OWKRXJK�
changes in the judicial system have led to increased documentation of violence, it is 

important to recognize that femicide is still a pressing matter, with roots in the Kanun, 

a traditional set of laws. In the face of drastic change Kosova has doubled down on 

certain “traditional values”, while simultaneously entering a phase of modern progress. 

Though violence may be increasingly documented, justice for women is still occurring 

at a glacial pace, “Michael Foucault notes, the state’s perception of the gravity of a 

crime is mirrored in the way its courts decide on a punishment” (Nemec 2022, 147). 

68



Kosova Anthropologica 1 

The interdependent relationship between the state’s apparatus and its agents within the 

larger structure of government reinforce the cycle of violence. According to studies by 

OSCE and UNFPA, in the years between 2014-2019 domestic violence rose by sixty 

percent, “seventy percent of femicide victims were previously subjected to intimate 

partner and domestic violence committed by the same perpetrator” (Nemec 2022, 146), 

nineteen percent of Kosovar men believe women “want to be raped”, “twenty percent 

of Kosovar men witness intimate partner violence against their mother in adolescence 

and have incorporated this “problem-solving method” into behavior with their peers” 

(Nemec 2022, 145). 

 The numbers are staggering and yet the face of Kosova has been designated as 

IHPDOH��7KRXJK�WKH�REMHFW¶V�VWDWXV�UHÀHFWV�WKH�VWDWLF�FDWHJRULFDO�SURMHFWLRQV�,�SUHYLRXVO\�
PHQWLRQHG��IHPLQLQLW\�DQG�WKH�REMHFW�LWVHOI�UHVLVW�WKHVH�¿[HG�PHDQLQJV�DQG�WKXV��PDQ\�
paradoxes arise from and within the Goddess on the Throne. 

 I argue that Goddess on the Throne has gained her status through a myriad of 

SURFHVVHV��)LUVW��DV�D�1HROLWKLF�¿JXULQH�ZKRVH�JUHDW�DJH�LV�PRELOL]HG�WR�HYRNH�D�QRWLRQ�
of enduring presence for the culture. Second, creation of the mythos of female deity, 

ascribed to the past by archeologists such as Marija Gimbutas, which feeds the construct 

RI�PRGHUQ�ZRPHQ�DV�³PRWKHUV�RI�WKH�QDWLRQ´��7KLUG��LWV�PHUH�SUHVHQFH�DV�D�¿JXULQH��
evoking a materiality that allows for the use of imagination, creating fertile ground for 

cultural projection. Last, its circulation in the open market economy as a “brand”. All 

these processes have made the Goddess prominent in circulation, while simultaneously 

divorced from the lived experience of Kosovar women.

� 7KURXJK�P\�ZULWLQJ�� ,�KRSH� WR�GHVWDELOL]H� WKH�QRWLRQV�RI�¿[HG�FDWHJRULHV�VXFK�DV�
culture and femininity in a dual practice of academic intervention and an exercise in 

alterinative feminist knowledge production—critical fabulation. In dialogue with my 

own cultural and personal genealogical heritage, I attempted to create a mosaic of 

PHDQLQJ��RQH�WKDW�PRYHV�EHWZHHQ�WKH�VLQJXODU�DQG�WKH�FROOHFWLYH��WR�UHÀHFW�WKH�ÀXLG�
nature of identity.  

� 'HVSLWH� DFKLHYLQJ� LQGHSHQGHQFH��.RVRYD�¿QGV� LWVHOI� LQ� D� WUDQVLWLRQDO� SKDVH�� DV� LW�
continues to face challenges in maintaining its sovereignty. Serbia’s campaign against 

Kosova and its refusal to recognize the war’s brutality pose ongoing obstacles. As I 

write this, tensions continue to rise in northern Kosova. Serbian protestors look to 

SUHYHQW�.RVRYDU�$OEDQLDQ�PD\RUV�IURP�WDNLQJ�XS�RI¿FH��GHVSLWH�VDQFWLRQHG�GHPRFUDWLF�
elections that led to their terms. Since northern Kosova (Mitrovica) has been a long-

contested territory due in part to its rich resources and proximity to Serbia, the protests 

escalated quickly as NATO and the Kosova state military were mobilized (Schlee 

2023). Only two months ago, Serbian paramilitaries ambushed Kosovar police patrols 

NLOOLQJ�RQH�RI¿FHU�DQG�H[SRVLQJ�D�VWDWH�RUJDQL]HG�FULPLQDO�QHWZRUN�LQ�ZKDW�WKH�.RVRYDU�
government can only describe as terrorist activity (Bechev 2023). 

 The memory of the recent war has left everyone on edge. My family gathers around 

the television set shooting each other uneasy glances and speaking in hushed tones; yet 

another example of the way in which the past is implicated in the present and thusly 

could manifest in the future. The threat remains all too real for Europe’s youngest 

country, Kosova. The unanimous concern among my family and friends is the reality 

that before having a chance to develop fully as a country, we could be thrown back into 
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another war. 

 In conclusion, it is crucial to learn from the contradictions embodied by the Goddess 
on the Throne and incorporate these new meanings into the state-building process. 

This includes addressing the issue of femicide and working towards achieving gender 

equality and women’s rights in Kosova. By holding ourselves accountable to the values 

represented by this cultural object, Kosova can move towards a more inclusive and 

MXVW�VRFLHW\��,�ZRQGHU�LI�WKH�ZD\�WR�VWDQG�VWURQJ�LQ�WKH�IDFH�RI�LPPLQHQW�FRQÀLFW�LV�WR�
HPEUDFH�WKH�ÀXLG�PHPRU\�DQG�LGHQWLW\�V\VWHPV�RI�RXU�DQFHVWRUV��WR�DUGHQWO\�not adopt 

the language of colonizers. Of course, this is easier said than done as we do, in fact, live 

in a global imperial-scape. And although my museological intervention may be but a 

drop in a vast pool of water, what we know of a drop are its inherent rings, expanding 

beyond the point of contact, undulating across the surface, creating a lively disturbance, 

resulting in a dynamism of movement.
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ENDNOTES

1 This article derives from an unpublished master’s thesis at the University of Illinois at 

Chicago, 2023.

2 I was able to determine that the dig was institutionally sanctioned, but have yet to locate 

the names of the archaeologists who led the project. Berisha’s (2012)  archaeological guide 

provides three years during which Tjerrtorja was excavated: 1951, 1955-56, and 1962. 

3 Gardner, April. 2017. “The Goddess on the Throne.” Hello from Kosovo: A Peace Corps 

Kosovo Blog 2016-2018 (blog). March 14, 2017. https://hellofromkosovo.com/2017/03/14/

goddess-on-the-throne/.

4 In 2UDOLW\� DQG� /LWHUDF\� DXWKRU�2QJ� ������� ��� GH¿QHV� RUDOLW\� DV� D� IRUP� RI� DSSUHQWLFHVKLS�
learned through listening and repetition, from which proverbs, stories, expressions are mastered 

by combining and assimilating them into other “formulary materials.” And though strictly 

oral cultures (that is, those that do not use writing) no longer exist, many preserve much of 

the mind-set of primary orality (Ong 2002, 11). The mentality of orality has its contemporary 

reverberations made manifest in things such as the lack of digital archives. Directors of entire 

institutions (universities, museums, theatres) have said to me that if I desire information, my 

best bet is to be here “live”. All this to say that the metaphorical distance I feel in engaging 

with Albanian art history and culture is exacerbated by my physical distance from the land. 

Addressing this distance has vexed my studies, my art practice, ultimately my very identity. I 

often feel I am weaving together wisps of wind, stringing together the soft mists that settle over 

Kosova’s rugged mountain tops. 

5 Professor of English and Comparative Literature at Columbia University, Hartman published 

:D\ZDUG�/LYHV��%HDXWLIXO�([SHULPHQWV in 2020. The book interrogates Black life at the beginning 

of the Twentieth century, reinscribing Black lives from “errant” to “revolutionary”, crediting 

Black people for shaping important cultural movements. Hartman combines historical research 

and literary prose. She considers the categorical distinction between “Art” and “Academia” 
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to be not only problematic within her own discipline but also limiting in its (constructed) 

oppositionality/mutual exclusivity. Interdisciplinarity is a long-discussed and heralded 

institutional shift, accompanied by a recognition that categorization is arbitrary.  That is not to 

say, however, that categorization does not harbor potential violence, for a framing device can 

oftentimes be a lethal weapon (this, of course, is not arbitrary). But interdisciplinarity attempts to 

defang that violence, laying bare the nature of imposed distinctions. Wayward Lives, Beautiful 

Experiments demonstrates that ultimately, reality has little interest in our human, institutional 

tinkering (Hartman 2020). I am employing critical fabulation in interdisciplinary fashion to 

interrogate the relationship between symbols, like the Goddess, and violence against women in 

Kosova.

6 In 7KH�5KHWRULF�RI�WKH�³2WKHU´�/LWHUDWXUH��:LQWHURZG������������SRVLWV�WKH�ZRUN�RI�¿FWLRQ�DQG�
history to be much more akin to one another than perhaps disciplinary boundaries would have us 

believe. He draws his argument from White’s (2004) “The Fictions of Factual Representation,” 

which argues that the process of integrating imaginary events to create poetry is much like the 

process of fusing together “factual” events to create a cohesive history (White 2004). In other 

words, both are constructed narratives. In a 2021 NPR interview Hartman poignantly described 

what she does as a “historical poetics”.

7 ,� DP� VSHDNLQJ� VSHFL¿FDOO\� DERXW� WKH�PRGHUQLVW� WUDGLWLRQ� RI� OLQHDU� SHUVSHFWLYH� LQ�ZKLFK� D�
modern subjectivity is born (Crary 1999, 17). Linear perspective utilizes geometric convention 

to center the viewer and to render an illusionistic and thus, knowable picture plane. Crary (1999) 

takes this notion up in his book Suspensions of Perception in which he tracks the historical 

transformations of vision and the subsequent manipulation of a viewer’s attention. He draws 

from Rosalind Krauss when isolating empirical vision and pure form as the two operating forces 

producing the “all-at-oneness” of modern perception (Crary 1999, 46).

8 It is important to mention that Dukagjini was one of nine tribal families that mobilized as a 

JXHULOOD�PLOLWDU\�VDQFWLRQ�LQ�WLPHV�RI�IRUHLJQ�DWWDFN��DQG�DV�FRPPXQDO�FRQÀLFW�PRGHUDWRUV�LQ�
times of inter-tribal strife (Malcolm 1998, 17).

9�7KH�QDPH�³<XJRVODYLD´��KRZHYHU��ZDV�RI¿FLDOO\�DGRSWHG�LQ�������0DOFROP�������������
10 Kosova’s independence was achieved with the assistance of foreign involvement, particularly 

through NATO intervention. However, it is important to acknowledge that the nation-building 

efforts of the Kosovar people, including those who fought in the civilian organized liberation 

army, also played a crucial role.
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