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Meet the
Committee

Jaime Lintott is co-chair of The Thursdag
Series and has lived in Kamloops since
longtime film enthusiast, she loves s
her passion for cinema and connect
people through movies.

Aaron Arseneau is Co-Chair of the
Thursday Film Series committee. He took
on that role in 2022 when the committee
was overhauled and took on a new
direction following covid. Aaron has loved
filmm since he was a child, back in the
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Mad Max: Fury Road

January 15
The Engine of Anger: Oppressive Systems and Furiosa’s Feminine Rage in Fury
Road
By Shay Paul

Fallen from paradise and abandoned to the unforgiving world of men, Furiosa is the catalyst
for retribution. From the moment we are introduced to the world of Mad Max: Fury Road, it is
clear that this landscape is ruled by the iron grip of a patriarchal oppressor. Immortan Joe's
Citadel stands as a monument to domination, a society structured around control, scarcity,
and obedience. Water, the most essential resource for survival, is hoarded and distributed like
a luxury, conditioning the desperate masses to accept inequality as both natural and
unavoidable. Survival itself becomes transactional.

Our first true introduction to Immortan Joe positions him quite literally above his people,
dispensing water from on high as though it were a divine gift:

“Do not, my friends, become addicted to water. It will take hold of you, and you will resent its
absence.” (Miller 2015. 00:09:49)

This warning is not an act of care but a calculated assertion of power. Joe weaponizes
scarcity, transforming deprivation into a tool of obedience. By offering just enough water to
sustain life, he manufactures dependence while framing himself as a benevolent saviour. This
dynamic mirrors the logic of authoritarian and late-stage capitalist systems, where basic
needs are commodified, and access is controlled to maintain hierarchy. Joe's rule thrives not
only on violence, but on convincing the oppressed that survival itself must be earned through
submission.

Furiosa is one of the many products of this brutal setting, but unlike Immortan Joe’'s War
Boys, she has not been conditioned into the same loyalty. Furiosa, who once belonged to a
matriarchal society, the Green Place, had that world stolen from her. She is a woman who has
endured, adapted, and weaponized her anger into a fine blade waiting to strike. Her decision
to smuggle the wives out of the Citadel is not just an act of defiance; it is a complete rejection
of her assigned role in the system. She was meant to be a tool for Joe, yet she uses her position
to destroy the very foundation of his rule by taking away the symbol of his subjugation.
Where Immortan Joe's wives are beautiful and feminine, the Imperator is battle-hardened.
Furiosa is oiled and dirty, with a shaved head and a missing arm. She is not some hyper-
sexualized action-movie heroine, and her actions of removing the wives from the Citadel are
a further symbol of removing them from that objectifying gaze. They travel across the desert
in search of the Green Place, only to find an outpost of women on the edge of the Salt—the
Vulvalini.
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These remaining women are sun-weathered and old. Wrinkles line their faces, and scraggly
grey hair pokes from their helmets. They do not exist to be admired or desired. Yet, these
women are not resigned to passive wisdom-givers. They fight. They kill. They ride across the
wasteland on motorcycles, rifles slung across their backs, dust and blood painting their skin.
They wield their rage as a weapon, just as Furiosa does. Not for vengeance alone but for
something greater: the chance to build a world where women are no longer possessions but
warriors, leaders, and architects of their fate.

Furiosa carries that same rage, but hers is sharpened into something even more radical. She
understands that endurance alone is not freedom, and that survival without agency is merely
another form of captivity. She does not seek to reclaim the past or fit into the remnants of a
broken system. By tearing herself away from the Citadel and guiding others toward the same
liberation, she proves that empowerment is not found in fitting within the world as it is, but in
daring to imagine oneself beyond it.

Furiosa survives not because she conforms, but because she chooses, again and again, to
act.




Stalker

January 22

Tour de force: Andrei Tarkovsky'’s Stalker
By Paul Garrison

Filmmaking can be a difficult, frustrating process, with a creative person’s artistic vision
sometimes being at odds with logistical challenges and other factors beyond a filmmaker's
control. The challenges facing the characters in Andrei Tarkovsky'’s film, Stalker, were
mirrored by the cast and crew who made the film. The film is based on the 1972 novel,
Roadside Picnic by Arkady and Boris Strugatsky, who also wrote the script. Adapting a novel
into a film typically involves altering a story to suit a screenplay, with the director adding their
own interpretation (often expressing visually what is expressed in words in the novel) with the
actors also adding their own interpretation of the characters. This film's journey from novel to
script to screen would evolve through the stages of the film’s troubling production.

The story concerns a stalker, who is hired to take a writer and a university professoron a
journey through a treacherous area known as the Zone to a room where there is supposedly a
room which grants a person’s innermost desires. Along the way, the three discuss the reasons
for wanting to visit the room. Tarkovsky had originally intended to shoot the film in the desert
landscape outside the city of Isfara in Tajikistan, which was at the time part of the Soviet
Union, but a serious earthquake forced production to find a new location, which had them
working in Tallin, Estonia (then also part of the Soviet Union) in an area overgrown with grass,
plants and trees, with a principal location being an abandoned hydro-electric plant near the
Jagala River.

The film is slow-paced and contemplative and touches on religion, desire, art, the political
landscape of the mid-twentieth century and the endless yearning for meaning in humankind.
The imagery of fences and the characters’ evading of armed authorities was one that would
have been relatable in the pre-glasnost Soviet Union of the time, as the notion of leaving the
country meant overcoming barriers put in place by the Leonid Brezhnev-led regime. Stalker
was Tarkovsky’s fifth feature film, and the last that he would shoot in the Soviet Union, but he
would make two more in the West before his death in Paris in 1986.
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Production was fraught with difficulties: there was tension between Tarkovksy and director of
photography, Georgy Rerberg. The film was initially shot on an experimental film stock which
would end up being unusable due to being damaged at the lab. Rerberg was replaced by
Leonid Kalashnikov, who tried to reproduce the original footage, but the film would be reshot
the following year with Alexander Knyazhinsky doing the cinematography, and with a tighter
budget, forcing the crew to be particularly resourceful. The original damaged footage had
been stored by the film’s editor but would eventually be destroyed in a fire in 1988. Tarkovsky
suffered a heart attack during production and the location itself, made the shoot a real trial,
with the principal location of the derelict power plant flooded with water, and a chemical plant
upstream dumping toxic waste into the river. Crew members noticed strange things such as
white foam floating on the water, snow falling during the summer and some female members
of the crew suffering allergic reactions on their faces. Tarkovsky, his wife Larisa Tarkovskaya -
who was an assistant director on the film, and actor, Anatoly Solonitsyn all would later die
from the same rare from of lung cancer, which sound recordist, Vladimir Sharun would later
suggest was a result of the health risks associated with the location.

Sadly, that legacy of the film raises ethical questions about the health and safety risks that
might be ignored in the pursuit of cinematic art. That being said, the film is widely regarded as
being one of the greatest of its genre, with viewers finding new things to discover during
multiple viewings. The story raises questions for the viewer about how we should live our lives
and what makes them worthwhile. The journey through the zone is filled with peril - just as
real-life journeys in search of success and happiness are often filled with potential dangers,
with desire often being the source of problems.
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David Lynch’s Dune: a successful failure of an apadation
By Marisa Drayton

David Lynch’s Dune shows us that adaptations don’t need to be perfect, or clean, or pleasing
to be interesting and important.

This is the least Lynchian David Lych Movie that David ever Lynched. Mr. Lynch embarked on
the impossible task of making the perfect Sci-fi adaptation of a beloved book, and, to many
critics, failed miserably. Lynch said that he learned a very important lesson from making
Dune: that he should not make art from someone else’s idea. The looming presence of Frank
Herbert's seminal sci-fi tome and the overbearing hand of the production company combined
to create this compromise of a film that ended up being far stranger than anyone, except
maybe Lynch himself, thought it would be.

Lynch wanted to be faithful in spirit to the source material but his original four hour long film
was cut to two hours and seventeen minutes. The studio, much to Lynch’s chagrin, insisted on
long, drawn out sequences where characters monologue complicated expositionin a
whispery voice in their heads. Cinema enjoyers should be thankful for one direction of the
studio however as they prevented Lynch from dulling the now iconic colour palate of the
planet Arrakis. The deep oranges and bright blues have served as visual inspiration for many
films, including Denis Villeneuve's recent adaptation of Dune.

Lynch knew what he was getting into to an extent. He knew that he had to meet high
expectations from sweaty science fiction fans and he knew that he would not have full
creative freedom but he embarked on the project anyways. His decision, although at the
expense of his personal vision, did pay dividends. He succeeded in wedging himself in
between the midnight movie and mainstream cinema. Lynch actually did find space to
include and develop some of the tropes he later became famous for including: an affinity for
the grotesque, the relationship between flesh and industry, and interiority and the inner mind.

This film was a mess to make. Nobody was happy: hardcore sci-fi fans could never be
satisfied, the studio could not accept Lynch’s vision, and Lynch himself was so dissatisfied
with the final product that he never watched the film (or the Villeneuve adaptations for that
matter) himself. Still, there is real artistry to be found in Lynch’s Dune. He created a visually
striking world with iconic practical effects. He showed audiences that sci-fi did not have to be
bright and hopeful. He created a film that introduced countless people to the universe of one
of the greatest pieces of science fiction ever created.
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Film Essay — Nausicad of the Valley of the Wind
By Wade Hooper

The films of Hayao Miyazaki and others by Studio Ghibli hardly need any
introduction these days. Famous for their breathtaking animation, complex and
imaginative characters, and dreamlike stories about war, nature, and humanity,
Miyazaki films have become incredibly iconic. Viewers of all ages and genre
preferences can find something to take away and enjoy from these movies. Nausicad of
the Valley of the Wind is one of the earlier Miyazaki works, coming out all the way back
in1984, and it is an incredibly special one. The story takes place in a post-apocalyptic
world caused by a massive war 1000 years ago which caused the planet significant
environmental harm and changes. Humans survive in scattered kingdoms and empires,
avoiding the massive toxic jungle filled with huge, dun?erous insect-like creatures and
ﬁoisonous plants. Princess Nausicad explores the jun%e and tries to find ways for

umans to coexist with the jungle, but war is brought by another kingdom. Nausicad
must survive colossal airships, giant warriors of fire, and the toxic jungle to save both
humanity and the creatures of the forest. There is something hard to pin down about
watching this film that makes it feel unlike any other movie | have seen. The sound
design and visuals feel so unique and enchanting, even to other Migazuki films, that |
was entranced by the spectacle for every moment of it. Whether it be the eerie, alien,
grey and blue toxic jungle, the sleek, speedy glider Nausicad traverses on, or the

loated and bulky airships, every sound and visual design choice in the film is so
textured and creative.

This is definitely a film that can stand tall on vibes alone, but the nuanced themes
contained within the story are well worth watching it for as well. Many compare the film
to Dune (which is great timing in our series) in that it is a sci-fi film that deals with
colonial armies operating for the sake of greed and threatening the natural environment
at the risk of all inhabitants. In Nausicad, there is a natural world full of majestic, strange
beauty that is being destroyed and encroached upon by humans, but that nature itself is
dangerous and threatens humans as well. As a result, the film’s heroes must find a way
to strike a balance between the need for radical and decisive chan?e to protect the

world while being realistic about human inclination to prioritize self-preservation at all
costs. The princess Nausicad herself is a wonderful protagonist, she is a stron?, self-
driven woman who is a force to be reckoned with and simultaneously is usually the only
one who uItimateIK cares and wants to protect nature for more than self-serving
reasons. On the other side of the coin, the imperialist villains are so much fun to watch
and cheer against, with their medieval/steampunk crossed weaponry and their
tyrannical strategies that leave mass amounts of collateral damage in their wake. The
film’s portrayal of violence and war are starkly honest and gut-wrenching yet manage to
contain the imagery in sucha wa{where older children can still watch it without it being
too upsetting. If you're anything like me, this all sounds like a good time. | hope we see
you at the theatre to take in the spectacle of Nausicad of the Valley of the Wind.
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