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THE DOES IN THE “ECO-TERRORIST” REVENGE
Some remarks on the novel Drive Your Plow Over the Bones of the Dead
by Olga Tokarczuk and the film Spoor by Agnieszka Holland

Abstract: In the paper, the novel Drive Your Plow Over the Bones of the Dead by the Pol-
ish writer Olga Tokarczuk (originally published in 2009, translated by Milica Marki¢
and published in Serbia in 2014) and the film Spoor (Pokot, 2017) by the author’s
compatriot and contemporary, the director Agnieszka Holland, based on their co-au-
thored screenplay, are briefly (and) comparatively discussed. Turning to the harsh
accusations of a kind of eco-terrorism in the Polish media, the paper broaches the
following questions: In what ways and to what extent did the transposition of the
literary into the text of the film screenplay condition and (re)shape the semantic,
genre, and stylistic comprehensiveness, layering, and openness of each one individ-
ually? Did the film's transmediality redefine the novel’s complex intertextuality?
How did the simultaneous “global” promotion of Olga Tokarczuk’s literary oeuvre
and the film she co-wrote, along with different models of cultural translation, influ-
ence the forms of their (de)coding, as well as the media representation and recep-
tion of (eco)feminism in the contemporary media and cultural context? Why, in the
end, was there resistance to the double fictional possibility of certain joint revenge
of the does and other endangered creatures, their femininity, and archetypality?

Keywords: Drive Your Plow Over the Bones of the Dead, Spoor, Olga Tokarczuk, Ag-
nieszka Holland, (De-)Blakeisation

Thanks to the influence of the Nobel and Man Booker international
prizes, both of which she received in 2018, Olga Tokarczuk, an author situat-
ed on the very fringes of Europe (Silesia, Poland), is progressively becoming
a prominent literary figure transnationally. Until recently, her reception has
been dynamic and fruitful, but mostly limited to the national framework of
Poland — where it abounded in controversies connected with the notions
of gender and nation (see Kotodziejczyk 2022) — as well as to linguistical-
ly and geographically proximate areas, above all the Slavic-speaking ones,

* zorana_simic@hotmail.com
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where it was predominantly affirmative, but also non-institutionalized and
“non-politicized” at the same time (for instance, she has been a beloved and
assiduously translated author in Serbia and other post-Yugoslav countries
for decades; see Marki¢ 2021). Nowadays, interest in this woman author has
increased, particularly in Anglophone areas within and outside Europe’s ad-
ministrative borders.

However, a body of literature on Tokarczuk’s fiction, which, except for
the two monographs in Polish by Katarzyna Kantner and Monika Swierkosz,
a thematic issue of The Polish Review (2021), and a first-ever collection of
academic papers in English published by Routledge (Wisniewska and Lipski,
ed. 2023), still mostly consists of literary reviews, brief essays, and individual
articles — indicates a discrepancy in its reception in the “East(s)” and in the
“West(s)”. Thus far, in addition to contextual (research) differences, this has
been explained by the (market-conditioned) translation and publishing poli-
cies. In this dialectics, significant variances from the source texts, defined by
cultural specificities, constantly (re)appear, with the issue of gender proving
particularly salient (Paleczek 2010). Accordingly, the consideration of Olga
Tokarczuk’s oeuvre and its reception becomes a relevant and inspiring chal-
lenge in the light of contemporary (gender-based) transnational literary and
cultural translation studies.

Numerous Tokarczuk readers insist on the following aspects of her
work on the whole, in large part summarized by Edwin Bendyk (Bendik
2021): the holistic approach to life; revaluation of polytheism(s) as an act
of democratization; re-symbolization and transfiguration of myth(s); de-
construction of essentialist identities and constructed boundaries; variabil-
ity of multiple epistemic perspectives; philosophy of eccentricity and het-
erotopy; ethics of self-limitation, self-reflection, and rejection of sovereign
anthropocentrism; utopian critique of rationalism and the Enlightenment
tradition, while still maintaining a fundamental trust in human progress.
Olga Tokarczuk’s prose is marked by an impressive syncretism of various
intellectual, scientific, spiritual, and philosophical traditions and systems —
both “Eastern” and “Western” ones — as well as a sovereign authorial com-
petence, grounded, among other things, in European (post)modern poetics.
Consequently, this woman author’s oeuvre, wide open to a plethora of her-
meneutic possibilities, has so far been more or less elaborately viewed, for
instance, through the lens of psychoanalytic (Pascarelli 2020), (eco)feminist
(Mortensen 2021), post- and transhumanist (Michna 2022) approaches, with
special focus on the influence of Jung (Huss 2021; Jarzyriska 2023), or in the
mirror of the Frankfurt School (Adorno and Horkheimer) and Foucault’s
theory (Kantner 2021).
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*

The novel Drive Your Plow Over the Bones of the Dead, originally pub-
lished in Poland in 2009, stands out as a particularly inspiring and exempla-
ry object of study. This novel was translated into Serbian by Milica Marki¢,
and published in 2014 by the Novi Sad Cultural Center (KCNS; see Tokapuyk
2014). Tokarczuk was translated into Serbian both before and after 2014
thanks to the efforts of the same translator. As already indicated, since she
received the (Man) Booker and Nobel prizes for literature in 2018, her works,
including Drive Your Plow Over the Bones of the Dead, which until that mo-
ment had been significantly less accessible or known to the Anglophone than
to the local audience, were reprinted and became the subject of attention in
the global public — both in the general media and among experts — while the
author slowly began to attain the status of a literary classic. To that extent,
her international visibility increased sharply and significantly decades after
she originally started writing and publishing in Poland (back in 1979) and
promoting her work in Central and Eastern Europe. Of course, the scope
and consequences of this complex process are not yet possible to analyse
optimally, and on this occasion, I do not pretend to do so. I believe, however,
that it is important to first take into account this current reception context.

Apart from obtaining two of the most prestigious literary awards
globally, prior to 2018, Olga Tokarczuk worked as a co-writer on the script
for the 2017 movie Pokot by the widely established and internationally rec-
ognized Polish director and screenwriter Agnieszka Holland, who had been
arrested during the Prague Spring and who later emigrated from Poland in
the early eighties (see for instance Grodz 2023). The screenplay — it is rea-
sonable to assume, partly due to the direct participation and interventions
of Olga Tokarczuk herself — is quite firmly based on the novel Drive Your
Plow Over the Bones of the Dead. The title of this film is translated differently
into Serbian, most often as Trofejna divlja¢ (The Trophy Game). In English,
it is translated as Spoor — which also connotes (wild) animal tracks, or game
tracks, primarily in the context of hunting. In any case, already in the title
of the film, there is an indicative deviation from the title of the book itself
(inspired by William Blake), which I will soon refer to in more detail.

Agnieszka Holland directed this feature film with the assistance of
her daughter, Kasia Adamik. It premiered in early 2017 in Berlin and imme-
diately afterward in Poland. At the 67th Berlin International Film Festival, it
won the Alfred Bauer Award, known as the “Silver Bear”, for inventiveness
and the opening of new perspectives in film art. Otherwise, the reactions of
the critics and reviewers to the film could be generally described as predom-
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inantly laudatory or supportive, but also relatively measured and reserved,
which I will also touch upon later. In the descriptions of the film, the leitmo-
tif appears to be an indication of its anarchist, ecofeminist, and subversive
impulses. Nevertheless, reporting from the Berlin festival, a Polish journal-
ist, the associate of national television, Cezary Gmyz, notoriously described
this film as “deeply anti-Christian and pagan”, and as a work that brings and
represents the extreme “apotheosis of eco-terrorism” (see Birkholc 2022).
Moreover, even some activists for animal rights and advocates of environ-
mentalism, who normally share positions with Olga Tokarczuk — but also the
protagonist of the novel and film, Janina Duszejko — recognized or perceived
this work by Agnieszka Holland as too radical or as a potentially dangerous
promotion of the ideas that they themselves hold (ibid.). What interests me
here, among other things, is this paradox or aporia in the reception of the
film Spoor, in the light of and based on its juxtaposition and comparative
analysis with the novel Drive Your Plow over the Bones of the Dead.

*

Janina Duszejko, a woman of around sixty, the main protagonist of
both the novel and the film (played by Agnieszka Mandat), figures as a kind
of avenger of dead animals that are mercilessly killed and exploited by peo-
ple — more precisely, by men, “fathers of families, exemplary citizens”, the
bearers of patriarchy. These same men are serially and equally brutally killed
by Janina Duszejko herself. When it comes to the novel, her exclusive nar-
rative perspective, since it is about a person who responds to violence with
violence, which represents an ethical issue par excellence, is consistently and
complexly implemented as unreliable. The lucidity and moral law in Janina
Duszejko —who, thanks to Olga Tokarczuk’s skilful narration, is constructed
as a very charismatic and intriguing heroine — inseparable from the inten-
tional and well-controlled caricature of her targets, wins over readers to the
extent that, even if they are experienced fans of thrillers, hints of her guilt
can easily be missed, or at least remain vague. The antisocial features of her
personality, necessary to commit the crimes described in the novel, are at
the same time mitigated and highlighted by Duszejko’s strong feminine ori-
entation towards animals and care of them, her almost friendly relationship
with her own car, her teaching job at a local school, the persistent, undefined
chronic pains (possibly Lupus) with which the woman protagonist lives alone
in the archetypally wild borderspace, and finally the careful problematiza-
tion of her mental state and processes (describing dreams about the Girls,
deceased ancestors — mother and grandmother — in the basement and hospi-
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talization). At the same time, Duszejko’s ability to maintain meaningful spo-
radic contacts with other people, to help them and show respect, just like the
self-control she exhibits in her hetero-aggressiveness — relying exclusively
on the emblems of power structures that exploit animals and subjugate the
feminine under the guise of benevolence — additionally provoke the reader’s
sympathy, support and respect for Duszejko, on which the author Olga To-
karczuk intelligently counts.

By thematizing, above all, patriarchy, the current ecological crisis,
and the exploitation of animals in the novel, Tokarczuk, in a certain way,
repeatedly points to and privileges the marginalities of various kinds. For
instance, astrology, a discipline that, in the modern age, just like the thriller
genre itself, thanks to its ubiquitous exploitation, is also experiencing an
equal degradation (often gendered). Accordingly, as an educated psychol-
ogist who has repeatedly emphasized in public her dedication to Jung and
the Jungian tradition of thought (see for instance Jarzynska 2023) — a tra-
dition that to a significant extent determined the trajectory of contempo-
rary astrology and (Astro)psychology — Tokarczuk in this novel, referring
to the collective unconscious and archetypal representations (of masculine
and feminine), makes an invigorating departure from Freud’s influence and
the hermeneutics of doubt, embodied in the masculinist idea of the Oedipus
complex and (over)emphasized individualism.

In addition, Olga Tokarczuk insists on intertextuality and auto- and
meta-referentiality, focusing on selected segments of the oeuvre of the En-
glish poet, painter, and mystic William Blake. It is the oeuvre, and those
parts of it which, both in the Western canon and in the Western cultural
tradition in general, also have an ambivalent status and reception (see, for
instance, Gross 2019). Tokarczuk does not point out the most generally ac-
cepted Poems of Innocence and Poems of Experience, whose poetic and epis-
temological preference for binary oppositions (paradigmatic examples are
the poems “The Lamb” and “The Tyger”) are more easily reconciled with
the phallogocentric vision of the world. Rather, the author privileges The
Marriage of Heaven and Hell starting with the title itself, already at this point
introducing a free implicit intervention by omitting the word “cart” — and
opens each chapter of the novel with quotations from The Proverbs of Hell,
from the poems “Auguries of Innocence” and “Mental Traveller”, as well as
Blake’s non-fictional notes and correspondence (see: Simi¢ 2021).

Many dimensions of this complex intertextual and metatextual proce-
dure, characteristic of the novel Drive Your Plow..., are either absent from (the
screenplay of) the film or significantly modified and narrowed. The comparative
analysis of the novel and the film has already been the subject of several academ-
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ic articles. For instance, Robert Birkholc recently offered a possible comparative
reading of the novel Drive Your Plow... and the movie Spoor through the prism
of Foucauldian and post-Foucauldian discourse and critical discourse analysis.
Starting from this case study, he called for a review of the potential of discourse
analysis, specifically in adaptation studies. Birkholc particularly touches on the
concept of “infecting discourses”: a strategy of undermining social discourses
and their coherence, which rests on opposing and combining the same discours-
es with other, often completely contradictory or different ones. He quite rightly
points out that Olga Tokarczuk, as a very self-aware author, built her poetics as
awhole, and especially in the novel Drive Your Plow..., precisely on these princi-
ples of “infecting discourses” — primarily biblical, that is Catholic-dogmatic, and
administrative-legal, but also, it could be added, phallogocentric (family-orient-
ed) discourses, with the focus on the so-called Law of the Father — to shape an
anarchic fictional order that corresponds with the burning contemporary eth-
ical and epistemological dilemmas in the domain of ecofeminism and posthu-
manism, i.e. with the age of the Anthropocene and the growing ecological crisis
(Birkholc 2022; see also Nowak-McNiece 2021).

Elzbieta Ostrowska, on the other hand, offered an exhaustive and in-
spiring interpretation of Spoor, approaching “the film as an attempt to break
with anthropocentric and patriarchal systems whose centuries-long hege-
mony resulted in the oppression of humans and non-humans who are weak
and marginalized” and proposing “the concept of anima(l) moralia, which
compounds the Jungian concept of anima — referring to the feminine part of
the unconscious — and animal to suggest figuratively a deep connection be-
tween struggles for feminine and animal subjectivity that are indispensable
for a new moral system to emerge” (Ostrowska 2024: 203). She concludes
that “Spoor attempts to establish a non-anthropocentric perspective; howev-
er, it remains within the anthropocentric limits of cinematic representation”
(ibid.: 205), i.e., that “despite its attempt to alter the human-animal rela-
tionship, Spoor conveys anthropocentric perspectives and as such it does not
participate in the ‘non-human turn’” (ibid.: 202). The author proposes that it
would be more plausible to situate Spoor within the emotional or affective turn
in contemporary theory, claiming that the negative sentiments of the wom-
an director toward the “various forms of patriarchal oppression” inherent to
contemporary Polish society, including the Church — sentiments visible both
on the textual and extra-textual level — predominantly define the movie and
direct its reception, and that “Holland’s anger expressed in the film can be
seen as a form of political activism” (ibid.: 207).

Anger is the spiritus movens of the main protagonist, Janina Dusze-
jko, and her activism, as well. Birkholc (2022) correctly refers to the impor-
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tance of Janina Duszejko as an atypical protagonist in the world of thrillers or
crime genres (both in literature and film) — a lonely old woman, a pensioner
who has the aura of a “crazy grandma” in her surroundings, who obsessively
quotes William Blake (especially in the novel and, and to a significantly less-
er extent in the film), and who lightly offers astrological analyses of people,
phenomena, and cosmic issues (this aspect is highlighted both in the novel
and the film); an atypical (unreliable) narrator — which is significantly more
pronounced in the novel than in the screenplay; and finally, an unstable fo-
calizer —which again induced a great challenge for Holland and Tokarczuk as
the co-screenwriters. At the same time, it was a particularly demanding task
for both Tokarczuk, who adapted her own writing for the first time, and the
director Holland, who had to translate the entire range of intertextual and
metatextual impulses of Tokarczuk'’s book into film language, subtly conjur-
ing it up with the directing method, the camera’s eye or the visual represen-
tation of the story." As Ostrowska shows — and as many critics noticed — this
resulted in a somewhat simplistic solution:

Spoor offers a cinematic spectacle that presents a feminist and ecological
fantastical tale sending a bold ideological message. The film uses the affective
power of the cinematic image to criticize the national rhetoric used by the
Polish right-wing government while revealing its oppressive nature based
on the patriarchal order. It also criticizes the Roman Catholic Church in
Poland that, as is shown in the film, legitimizes the economic and political
power held by the overtly negative characters of the local businessman,
policeman, and civil servant. Holland presents these embodied patriarchal
structures of power in a grotesquely amplified, or — as many critics have
claimed — simplistic fashion (Ostrowska 2024: 206).

Nevertheless, what neither the critics nor Ostrowska and Birkholc dwelt on
is hinted at by the very difference in the titles of the books and the film. The
Blakean tendency of the novel Drive Your Plow..., including the aforemen-

1 When it comes to the process of co-writing, Holland commented: “I have always liked
Olga’s writing very much, but most of her novels don't have a classical storytelling structure
— they are more a mix of essays, reflections, meditations and a lot of small stories that are
intertwined. So this one seemed to be quite a simple piece to adapt because it’s a psychological
thriller with detective story elements, suspense as well as certain psychological elements, and
humour and grotesque. Olga wrote the first draft and it was the first time she had adapted her
own writing and she was pretty sure that it would be quite simple. She did it in two months or
even faster and when we read it, we found it really awful! It didn't work at all! It was stripped
of all the bits of mystery and ambiguity and it was a very flat journalistic statement. So we
then sat together, made a new structure and wrote some scenes, trying to find a common style.
We were sure then that it would be the final script in three months’ time but, two years and
eighteen drafts later, we were still battling to find the right one” (Karajica 2019: sine pagina).
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tioned intervention (omission of the word “cart”), which represents a kind
of interpretive key for understanding the intertextual play in Tokarczuk'’s
novel, is absent from the title of the film, which did not attract too much
attention from the media or critics.

In a nutshell, a kind of Blakeisation is omnipresent in Tokaczuk’s
novel (see McQuail 2021). As indicated by Danijela Petkovi¢ and DuSica Lju-
binkovi¢, for instance, “Drive Your Plow... plays with the tensions and contra-
dictions between the local and the global (including, but not limited to, the
universal ethics of animal rights), allowing them, Blake-like, to mutually ex-
pose their flaws and contradictions” (Petkovi¢, Ljubinkovi¢ 2022). As those
two authors emphasize, Tokarczuk’s intertextual play with Blake's legacy
is very complex. Inspired by Blake is not only the capitalization of certain
words, and not only the character of Dizzy, who translates Blake together
with Duszejko, but also the characterization of the eccentric Janina Dusze-
jko in principle, her understanding of everyday life, as well as the ontological
nebulousness and potential transcendence of her insights and experiences.
According to Blake, roughly put, Urizen would be the authoritative figure,
the master of an oppressive order and strict laws, and Orc a rebel who resists
him, and Los a kind of old sage with prophetic qualities, whose position is es-
pecially important when it comes to Blake’s understanding of poetic imagina-
tion. Both Orc-like and Los-like motivation of the heroine’s anarchic, illegal
actions, which in the novel she even explicitly explains as anti-Urizen-like,
will be reminiscent to those familiar with Blake of his famous Visions, inti-
mate mystical encounters with Angels, saintly figures, spirits of the dead,
and communicating with them. In them, Blake himself located the source of
his Christ-like (Duszeiko would add: Mercurial) poetic imagination and in-
spiration, claiming that in writing he figures only as a medium, a transmitter
of messages from the realm of the beyond. This model, for its part, is tacitly
transmitted by Tokarczuk and inscribed into the motivation of the heroine’s
mission, which could be called the joint revenge of the does and other en-
dangered creatures. It is a messianic mission that Duszejko undertakes to
resist the patriarchy’s hunting of innocent and “weak” creatures, which also
implies a questioning of clericalism in the context of Christianity, a symbol-
ic-religious order on which Blake, through Swedenborg, himself guided by
anti-clerical motives, established his poetics. Relying on the messages (from)
the Universe, which are at the same time messages both from handwritten
Ephemeris (books with tables that provide the trajectory of naturally occur-
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ring astronomical objects and phenomena, used in astrology) from the com-
puter screen, Duszejko carefully, but still aware of their arbitrariness, moves
along the coordinates given by astrology, interpreting existence, including
her own actions, according to those coordinates.

By the repeated relativization of the authenticity of the heroine’s
impulses towards spirituality, and the rich ironising of her perspective, i.e.
thanks to the depth and determination with which the privileged intertextu-
al reference is parodically woven into the form of the novel, Olga Tokarcuzk
offers a truly convincing, and therefore truly subversive interpretation of
William Blake’s idiosyncratic — anti-rationalist and anti-dogmatic — system
of thought. What remains of William Blake after the hypertrophy of doubt
about the possibility of a coherent textual centring of extra-textual truths
and experiences — especially insofar as it concerns synthetic visions and to-
talizing “epiphanies” which, unlike modern ones, are not dominantly secular
and historically motivated, nor directed at an individual consciousness, the
ones embodied by infinitives in the famous lines: “To see a World in a Grain
of Sand / And a Heaven in a Wild Flower / Hold Infinity in the palm of your
hand / And Eternity in an hour” (“Auguries of Innocence”)?

Or, how to both revise and revitalize the poet of “fearful symmetry”
textually in a literary-historical moment in which the imperative of doubting
the very idea of totality and authenticity is exhausted enough to demand
brave (self)questioning and opening towards the utopian principle of hope,
with the awareness that in that process it is necessary to go back and find the
pledge of literary innocence there, but only to truly overcome it and obtain
precious, bitter though it may be, literary experience? The novel Drive Your
Plow... itself may well be the optimal answer to both these questions (see
Simi¢ 2021).

One of the key questions that the film Spoor asks is “Why do you
always punish the weak and the good ones?” (Pokot 2017). The film, there-
fore, preserves the messianic role of the protagonist Duszejko, who stops
trusting the authorities after a series of unsuccessful attempts to point out
poaching and other forms of animal abuse and get the support of competent
institutions in that endeavour. Janina Duszejko concludes that the system
is not only oppressive but also extremely unresponsive and insensitive, that
“justice must be taken into one’s own hands” (ibid.), and decides to carry
it out herself, but by persistently leading people around her on the wrong
track, insinuating that a series of murders of influential men in the positions
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of power is conducted by the game, i.e. that animals themselves take revenge
on people. Nevertheless, due to what we could call the de-Blakeisation of the
novel’s text in its transposition into the text of the film script — the loss of
the entire range of intertextuality, primarily that which concerns William
Blake — the position and character of Janina Duszejko in the film lose the
literary and meta-textual connotations the book abounds in. In other words,
although he is mentioned in the film, Blake remains in the shadow of other
aspects of it. To that extent, the agency and activism of Janina Duszejko as a
film heroine in a certain way seem more real, and therefore, can be perceived
as more dangerous or morally unacceptable than the agency and activism
of Janina Duszejko as a literary heroine. This could, among other things, ex-
plain why the film was quickly declared “controversial” or too radical by both
more conservative critics and progressive environmentalists.

Therefore, I hypothesize that precisely in this de-Blakeisation, among
other things — interestingly, already present in the very title — one can look
for some of the explanations of paradox or aporia in the reception of the
film Spoor, in the light of and based on its juxtaposition and comparative
analysis with the novel Drive Your Plow...> In other words, we could ask and
further discuss: why, in the end, was there resistance in the face of the dou-
ble fictional possibility of a joint revenge of the does and other endangered
creatures, their femininity, and archetypality? In what way and to what ex-
tent did the transposition of the literary into the text of the film script con-
dition and (re)shape the semantic, genre, and stylistic comprehensiveness,
layering, and openness of each one individually? Did the (trans)mediality
of the film redefine the complex intertextuality of the novel? How did the
simultaneous “global” promotion of Olga Tokarczuk’s literary oeuvre and
the film she co-wrote, along with different models of cultural translation, in-
fluence the forms of their (de)coding, but also the media representation and
reception of (eco)feminism in the contemporary media and cultural context
in general? Some of the answers — of course, the scope of this paper neces-
sitates omitting many of them — could be searched for in the future based
on the presence/absence of William Blake from the text of the novel and/or
screenplay.

2 As Birkholc rightly observes, “[a]nother significant difference between film and literary
discourse is that in movies, the entire audiovisual narration is almost never subordinate to
the character-narrator. Controversial ideas promoted by the first-person narrator of Plow are
expressed in its adaptation on an extradiegetic level (in editing, in characteristic music
accompanying the appearance of villain characters, etc.). This change of attribution, however,
entails serious consequences — the spectator may get the impression that the filmmakers
present their own (and not Duszejko’s), very radical point of view. Although it can be assumed
that the narration of Spoor is focalized by the main character, a viewer is not sure to what
extent the vision of the world is filtered through her perception” (Birkholz 2022: sine pagina).



THE DoES IN THE “Eco-TERRORIST” REVENGE 381

Nevertheless, in the first-person narration of Janina Duszejko, which
is transferred from the book to the film, numerous allusions are preserved
and unchanged, which allows both works of art to be seen (comparatively),
among other things, in a Jungian perspective. After all, “the weak and the
good ones” are the bearers of femininity, the one that is found in both men
and women, but also in the world that surrounds us. By choosing to privi-
lege the doe over all animals, Olga Tokarczuk, like Agnieszka Holland after
her, additionally highlighted the femininity of the natural world, making her
authorial involvement ecofeminist and inviting the recipients to think about
modernity precisely from ecofeminist perspectives. Assigning Janina Dusze-
jko the role of the perpetrator of crimes against humans in the name of ani-
mals, however, the authors left room for an ambivalent reception, implicitly
raising the question of whether radical (eco-)feminism has “a dark side” to it.

The heroine’s obsession with astrology, also constitutive of the world
of the novel, is emphasized at the very beginning, throughout, and at the
very end of the film; the protagonist’s final monologue may represent one
of the most effective interventions made by Agnieszka Holland, since with
that monologue the focus returns to the past, to the revolutionary-utopian
horizon of the generation of the director herself, in order to point out the
possibilities of today’s struggling for a better, more just world.

I grew up in a time when people wanted to change the world with their
revolutionary vision. Now we only see the status quo and think it will last
forever. But things will change again. They always have. When Uranus
enters Aries, or... Never mind. Something new will happen that we cannot
predict. A new cycle will begin... And reality will be reborn (Pokot 2017).

In both cases, the ending is open — in Olga Tokarczuk’s book, the reader is
expected to gradually “put together the puzzle” and gain insight into the
guilt of Janina Duszejko, whereby the author does not leave a direct judg-
ment about that guilt.

The ending to the novel, thus, is not so clean as Janina would like us to
believe. Bigfoot, The Commandant, Innerd, the President, and the Priest
have all died at her hand. There is a lot for us to parse out in Janina’s revenge
plot, and as the chapel burns and she hides and runs from the authorities,
eventually to take refuge with Boros (a scientist, her lover, remark by Z.S.),
we question her judgment (Royle 2020: sine pagina; emphasis added by Z.S.).

On the other hand, “when it is revealed at the end of the film that
Duszejko murdered all the men, she and her friends are presented in an idyllic
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‘family dinner scene’ whose ontological status remains unclear; it may be her
dream, or a post-mortem vision of a secular progressive paradise” (Ostrowska
2024: 204). This is one of the most explicit and intriguing deviations from the
literary text. It is precisely in this “ontological unclearness”, however, merged
with the deliberate ambivalence of the director’s procedure, that one could
look for reasons for resistance to the film and the ideas it is believed to pro-
mote. If the viewer opts for the happy ending, in a certain way, he or she takes
the side of the victims — “the weak and the good” — but also the side of the
murderer, nullifying the ethical transgressions of Janina Duszejko. In other
words, as Missouri Williams notices and asks, “The issue of animal suffering is
made urgent, tangible; in being led to literally see what Duszejko sees, are we
more likely to share her ethical viewpoint?” (Williams 2021).

Aware of this aporia, both Olga Tokarczuk, as a novelist and a
co-screenwriter, and Agnieszka Holland, as a co-screenwriter and director,
made an effort, each following their own poetic views and artistic ambitions,
to pose questions rather than to offer answers. Whether we see their at-
tempt(s) as a good example of “infecting discourses” (Birkholc 2022), in the
light of “anima(l) moralia” (Ostrowska 2024), or as a sort of “blasphemy”, we
are, either by reading the novel or watching the film, eventually provoked to
think more deeply and devotedly about the world we live in, about the poten-
tials and limitations of human agency in the age of the Anthropocene, about
the problems of guilt, responsibility, and punishment, but also the protean
and persistent nature of patriarchy and the possibilities of its undermining.
If it can be said that in the film Spoor, “Holland presents these embodied pa-
triarchal structures of power in a grotesquely amplified, or — as many critics
have claimed — simplistic fashion” (Ostrowska 2024: 206), the book by Olga
Tokarczuk, among other things thanks to a more sophisticated approach to
intertextuality and metatextuality, including the specific Blakeisation, does
not allow readers to draw similar conclusions about simplistic solutions. On
the contrary, the novel Drive Your Plow over the Bones of the Dead, as well
as the rest of Tokarczuk’s literary oeuvre, with its complexity and compre-
hensiveness, but also its relevance in the contemporary global context, rep-
resents and will continue to represent a treasure trove of hermeneutic possi-
bilities for various readers both in this part of Europe and beyond.
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3opana Cumuh

CPHE Y ,EKOTEPOPHUCTHUYKOJ"* OOMA3IU
Hexa 3anaxatma o0 poMaHy Byyu ceoje pano o kociiuma mpiigux Onre Tokapayk U
unmy Tpodejua guspau Armenike XomaHg

Pe3ume

Y oBOM panmy Hajmpe ce, y KpaTKMM LpTama, ykasyje Ha momnoxaj Omre
Toxapuyk y ,JIOKalHOj“ M ,I7100a/lHOj" (KIM)KEBHOj) jaBHOCTH, T€ Ha AOCAfallIbe
TEH/IEHUYje U yCMepewa y peleniyju beHoT JINTepapHor onyca. Ilaxma ce noTtom
ycpencpehyje Ha weH poMaH Byuyu csoje pano o xkociuma Mpitieux, N3BOPHO 00jaB/beH
2009. rogune y [Tommckoj, a y Cpduju, y npeBogy Munuue Mapxuh, mydnrkoBaH net
ropvHa KacHuje — 2014. rogune. OBaj poMaH cariiefasa ce U y KOMIapaTUBHO]j BU3YPH,
ynopezo ¢ uiMckomM agantauujom Pokot (Tpodejna guemwau) us 2017. ronuHe, Kojy
je ca csojom hepkom Kacjom Apmamuk pexupana Armeurka XonaHgz. Y pany ce He
IIPETEHAYje Ha JeTa/bHe TUHTBUCTUYKE aHaIN3€E IPH jyKCTAllO3ULMjHU TEKCTa POMaHa
C TeKCToM (UIMCKOTr clieHapuja (M3a KOr koayTopcku croje cama Onra Tokapuyk
U penuTerbka Armelika XosaHf), Beh ce M3HOCE OCHOBHU YBUIH KOjU Ce TUYy OBa
IBa OCTBapewa U MOTYhHOCTH HHXOBOT KOMIIAPAaTHBHOT Tymauewa, Te pedepuiie
Ha 7Ie0 pejieBaHTHe auTepaType y ToMm nomieny. C jemHe cTpaHe, oQjalmaBa ce
3awTo je u kako, usmehy ocranor, gounio 1o aMmOMBasIeHTHE penenuuje guama 1 1o
CBOjeBPCHUX ONTYKOM 3a ,eKoTepopu3am” y MOBCKUM MeOUjuMa, IO KOHTPOBEP3HU
koje npate ¢unm Tpodejra gusmau v Kaf je ped 0 KOH3ePBATUBHUjUM KPUTHYapPUMa
1 Mehy caMUM eHBUDOHMEHTA/IIMCTHMA, a Ha Koje Cy ce Jocaj OCBPTaIH INOjeNUHU
TyMauu Keure u/wiu uwima. C gpyre cTpaHe, Ipya Ce ¥ JONPUHOC NocTojehum
(kOMITapaTUBHUM) MHTEPIIPETAllMjaMa: U3HOCH CE XUIIOTE3a O CBOjEBPCHO], CI0KEHO]
W [eJIUKATHO] OMejKku3ayuju poMaHa OOHOCHO gednejkuzayuju (cueHapuja) dumma,
0 KOjuMa ce MOo)Xe pa3MulubaTH Beh Ha ocHOBY HacioBa. Cyrepuile ce na je puim
HaulIllao Ha HEeroJoBawa KPUTHKE U Mefivja, WK DapemM Ha OfMepeHe CyoBe, ONTykbe
3a MojeHOCTaB/bea U MJIOLIHA pellewa, u3Mehy ocrasor U cTora IITO Y keMy HUje
OYYyBaH U3Pa3UTO BUCOK U 3HAYajaH CTENEeH WHTEP- U METaTeKCTYaJIHOCTH CBOjCTBEH
KBHU3K. Y UCTH MaX, M03UBa Ce Ha Ja/ka pasMarpama Kiure H/Wid Guima y ToM
CMepy, OTHOCHO Kpo3 MpHU3My (ge)drnejkusavuje. Hajsam, U3HOCH ce TMpeTNOCTaBKa A
KBWKeBHU npeanoxak Onre Tokapuyk HyOH BUILE XEDMEHEYTUUKUX [IOTEHIIMjasIa Off
dunmcke aganranuje Armenrke XonaH.
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