
CINE 3500 
Film Theory 

Syllabus 
 
Northeastern University, Spring Semester, 2014 
Tuesdays and Fridays, 1:35–4:30, Snell Library, 007  
 
Contact Information 
Nathan Blake, n.blake@neu.edu, 617.373.6599 
Mailbox: Media and Screen Studies, 114 Holmes Hall 
Office: 123 Holmes Hall 
Hours: Mondays and Wednesdays, 12:00 to 2:30 
 
Course Description 
Over the past 119 years, cinema has provoked a wide range of critical responses. Theorists have examined its 
nature, means of expression, artistic and political possibilities, and psychological and cognitive effects on 
individuals and cultures. The goal of this course is to familiarize students with the major theoretical positions 
and debates that have come to define the field of film theory. Among many others, we will explore film 
semiotics, apparatus theory, auteur theory, feminist film theory, as well as analyses of narrative, genre, 
spectatorship, representation, and global cinema.  
 Many of the films we will watch are addressed in the assigned readings; some are examples of specific 
cultural movements; some are simply provocative and influential films that invite close analysis and discussion, 
using the methods and vocabulary introduced in the class. We cover a broad range of styles, nations, and 
historical eras—including early film, Soviet montage, films of Weimar and Nazi Germany, Italian neorealism, 
the French new wave, classical Hollywood (with an emphasis on films noir and Alfred Hitchcock), horror films, 
and recent works from the US and abroad. While the course provides a broad overview, you are encouraged to 
pursue your own interests in research and writing, and to raise any number of topics in class.  
 
Required Texts 
• Film Theory and Criticism: Introductory Readings, Seventh Edition. Edited by Leo Braudy and Marshall 

Cohen. New York and Oxford: Oxford University Press, 2009. Listed as (FT&C). 
• A Course Packet of PDFs is available on the course site at blackboard.neu.edu. Please contact me if you 

have difficulties accessing any of the readings. Listed as (CP). 
Reading assignments are kept to a minimum, and typically require less than two hours to read closely and take 
notes. We will spend a large part of each class discussing the text, so it is essential that you come prepared. 
 
Course Requirements 
10% Attendance and Participation 
15% Discussion Board Forum Comments (weekly, at least 11 times) 
20% First Paper (4 to 5 pages), due 1:35, February 7 
20% Second Paper (4 to 5 pages), due 1:35, March 18 
5%  Final Paper Statement (2 pages), due 1:35, April 8 
30% Final Paper (10 to 12 pages), due via email (n.blake@neu.edu) by 5:00 PM, Wednesday, April 24 
 
Attendance and Participation 
Regular attendance is essential, and is taken every class. You are allowed three absences. Each additional 
absence will reduce your final grade by three percentage points. For example, if you miss five classes, your 
highest possible grade in the course is a 94%. You will not receive credit for the course if you miss six or more 
classes. Two lates count as an absence. 
 If you are sick, injured, or have a personal emergency or some other obligation, please contact me before 
class. I’ll be happy to fill you in on material covered in class, and I recommend that you view the film on your 
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own. If you are unable to attend a class but would like to receive credit, you are welcome to complete a make-
up assignment (see below). 
 You are expected to come prepared, having read that day’s assignments, and ready to contribute to the 
discussion. Sleeping, texting, etc. in class will adversely affect your grade. Speaking with me before or after 
class, or emailing comments or observations, will also contribute to your course participation. To assure that 
you are keeping up with the reading for each class, I may periodically issue short quizzes at the beginning of 
class. These may or may not be open notebook, and would contribute to your Attendance/ Participation grade.  
 The last class is reserved for student presentations, which are informal, but should present the clearly 
structured argument of your final paper. Each presentation will be around 15 minutes, with a few minutes for 
comments. Successful presentations are credited toward your Attendance/Participation grade. 
 
Make-up Assignment for Attendance 
If you are unable to attend a class but would like to receive credit, you have the opportunity to make up for one 
absence by: 1. watching the film assigned for that class on your own time (most are available in the library and 
through services like Netflix; see me for options if you cannot access the film or if something else was 
scheduled for that class); 2. writing a two-page commentary on the film that refers explicitly to the texts 
assigned for that class; 3. submitting the assignment (in paper or by email) within ten days of the absence. The 
assignment should take around three and a half hours to complete (both film and writing)—roughly the same 
amount of time as a class.  
 
Film Analysis Note-taking 
You have likely spent thousands of hours watching film and television, but this was certainly most often a 
passive experience—as uncritical absorption into the story is the intention of most filmmakers. In class, 
however, you are expected to watch each film with an active and analytical eye. Note-taking is essential, and 
you should have pen and paper at hand at all times (no laptops are permitted—see classroom conduct). While 
you’re welcome to establish a system that suits you, I strongly recommend that you write down apparent or 
significant visual/acoustic motifs; interesting mise-en-scène, cinematography, editing, and sound choices, 
revealing lines of dialogue, and any other narrative or non-narrative elements. These may be intermittently 
collected at the end of a film and evaluated as part of your attendance/participation grade.  
 
Discussion Board Forum Questions & Comments 
You are expected to contribute weekly from weeks 2 to 13 (11 times between January 14 and April 11) to the 
Discussion Board Forum on the Course Blackboard site. These are to foster informed conversations online and 
in class, and should indicate reading comprehension.  

I will post questions or topics at least two days before class. After reading assigned texts closely, and taking 
notes, write at least two responses or questions you would like to see addressed in the following class. 
Comments should clearly indicate the author or title, and refer to specific passages or ideas. Please post before 
11:00 AM the day of class so that I have time to respond to your questions in class. Any comments posted 
before class begins will receive credit, but will be marked down one point (10%). Comments posted after class 
begins will not receive credit.  

You must post at least eleven times throughout the semester. Comments are evaluated on a scale from 1 to 
10, a typical post will receive a 9; 10s are reserved for exceptional (insightful, detailed, and extensive) 
comments. Comments that do not indicate close or thoughtful reading will receive a 7 or 8. Entirely uninformed 
comments will receive at most a 5 or 6. You should avoid:  

• Questions about terms that can be simply looked up in the dictionary or online. Perhaps consider your 
understanding of the term, after looking it up, and speculate on how it might be applied or fit in a 
particular context. 

• Open-ended or vague questions that could be applied to practically any author/reading: “I wonder 
what X would think of digital special effects?” If you want to make these connections, try to answer 
them yourself, working closely through the text.  

In addition to starting the in-class discussion, these comments are a way for me to make sure that you’re closely 
reading and comprehending the assigned texts, and I hope this is more engaging than quizzes or exams. I will 
notify you if are not fulfilling the requirement, and provide suggestions. If you post often, with insightful 
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questions and comments, you will receive extra credit. If you would rather not post on the public forum, or are 
temporarily unable to access the Discussion Board, feel free to email me directly or bring a paper copy to class.  
 
Papers 
The first two papers (4 to 5 pages each) will be on topics discussed up until that point in the class. You will 
have three or four recommended topics to choose from, distributed two weeks before the paper is due. You 
may also propose an alternative topic, but it must address at least two of the course readings and be approved 
at least a week before it is due.  
 The final paper topic is of your own choosing, and must combine course readings with additional research. 
To help with this process, you are to write a 2-page (400 to 600 word) final paper thesis statement outlining 
your topic, method, and supporting texts. Once you have an approved thesis statement, you will use this to 
structure your final (10 to 12 page) paper. You are free to change directions as you progress.  
 We will discuss final paper topics—as well as the appropriate scope and structure of such assignments—
several times throughout the course, and I am happy to review drafts.  
 Final papers are to be emailed as Microsoft Word (.doc or .docx) or PDF documents. I will email a 
confirmation within 24 hours that I received a legible copy.  
 
Paper Format 
Most academic journals of film, media, and culture adhere to The Chicago Manual of Style or the MLA 
Handbook. While the MLA or APA Style is acceptable for papers in this class, I will provide a brief citation and 
style handout based on the 16th Edition of the Chicago Manual before the first paper is due. All papers should be 
double spaced, 11- to 12-point font, with 1-inch margins. Footnotes, endnotes, or in-text citations are 
acceptable. Papers must include a complete bibliography.  
 
Late Assignments 
Late papers will be marked down 5% for each day it is late. For example, an A- paper (93%) that is two days 
late becomes a B- (83%). Students unable to attend a class in which papers are handed in should email a copy 
to me by 1:35 PM of the due day. You can email me late assignments. In order to register final grades, I must 
receive all late work by 5:00 pm, Friday, April 25.  
 
Course Grades 
Course grades are based on a 100-point scale. There is no curve. Final grades are determined by performance 
in each area stated above and explained below.  
 A-range grades are reserved for students who truly excel, and surpass the expectations of the assignment. A-
range papers complete all of the required criteria and include additional relevant research that supports a 
cogent and original argument. There are no irrelevant or redundant sentences or paragraphs; the prose is strong; 
and the format is flawless. Such papers not only demonstrate a mastery of the concepts addressed in the course, 
but also present the student’s unique insights in the best light.  
 B-range grades are earned by students who do above-average work, clearly achieving the goals of the 
assignment in a thorough, solid fashion. B-range papers complete all of the required criteria and include 
additional relevant research. While there is a clear and compelling thesis, the paper’s structure does not always 
provide support; some examples or sources lead into other topics. Such papers demonstrate a clear 
understanding of the key issues addressed in the course, but could go further in the presentation of the student’s 
own insights.  
 C-range grades are earned by students who satisfactorily meet the expectations of the assignment in an 
adequate fashion. C-range papers lack a specific or clearly articulated thesis. The sources and examples used in 
the paper relate only generally to the topic at hand. The structure of the paper is barely discernible; it consists of 
a string of interesting scenes, insights, and quotations; the connections are tenuous. A paper with irrelevant or 
distracting tangents is particularly problematic with short papers, as there is limited space to support your 
argument. In addition to some historical or analytical inaccuracies, there may be errors in format or citation.  
 D-range grades are given to students who do not satisfactorily meet the expectations of the assignment. D-
range papers lack an argument and show little understanding of the topic. They do not utilize outside research, 
or rely on websites like Wikipedia for support—which may be fine for preliminary research, but are generally 
not reliable and should not be used for academic papers.  
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 F-grades are given to students who do not attend class regularly; who fail to meet the expectations of an 
assignment; and/or who fail to complete any of the assigned work for the course. A failing grade will 
automatically be assigned to any student who violates the academic integrity policy of the University. 
 
Academic Integrity 
Academic dishonesty will be treated as an extremely serious matter, with consequences that can range from 
receiving no credit for assignments to expulsion. Acts of academic dishonesty will be referred to the to the 
OSCCR (Office of Student Conduct and Conflict Resolution). Please read Northeastern University’s Academic 
Integrity Policy at http://www.northeastern.edu/osccr/academicintegrity/. 
 It is never permissible to turn in any work that has been copied from another student or copied from a 
source (including Internet) without properly acknowledging the source. It is the student’s responsibility to make 
sure that all work meets the standard of academic honesty set forth by the university. Any occurrence of 
plagiarism will be brought to the attention of the student’s Department Chair. It is better to over-cite if in doubt. 
I will be happy to discuss the rules and norms of academic writing any time throughout the course.  
 
Special Needs / Additional Assistance 
Students with special needs as addressed by the Americans with Disabilities Act who need reasonable 
modifications, special assistance, or accommodations in this course should promptly direct their request to the 
Disability Resource Center (20 Dodge Hall, 617-373-2675). For additional information, please visit 
http://www.northeastern.edu/drc/. 
 If you have any issues that may affect your ability to write effectively, attend or follow lectures or 
discussions, or meet deadlines, please let me know early in the semester so that we can accommodate you. All 
discussions are confidential.  
 
Classroom Conduct 
Students are expected to adhere to Northeastern University’s Code of Student Conduct, to join the discourse of 
the academy with honesty of voice and integrity of scholarship, and to show respect for staff, professors, and 
other students. Disruptive behavior which is persistent or significantly interferes with classroom activities may 
be subject to disciplinary action.  
• Cell phones—as well as iPods or other electronic devices—are to be turned off and put away for class.  
• Laptops should also be turned off and put away for class. There are several reasons for this:  

a. You won’t need them. You are not expected to take extensive notes, and there are no exams based 
on lectures; much of the class is an open discussion; all clips and films will be projected for the 
class—if there is something relevant you would like to see, let me know and we’ll look it up.  

b. It is distracting for the professor or student who is talking. It is difficult to know if you are following 
the conversation, and it is easy to assume that your interest lies elsewhere.  

c. It is distracting for you! While you might believe that you are the exception, there have been many 
studies that clearly state that multitasking is a myth.  

• If you absolutely need to make a call or send an email, please step outside the class. Students who check 
their computers, text, or receive calls during class will be asked to leave. 

• Please refrain from talking during the films, or from otherwise distracting your classmates. If you need to 
slip out during class, please do so quietly, and shut the door behind you.  

• If you need to leave class early, let me know at the beginning of class. 
• Drinks should be in closed containers and food (which may be consumed during screenings) should be 

small, unobtrusive, and not messy: powerbars, trail mix, or other small snacks are fine; fries, pizzas, and 
the like are not.  

 
Email and Course Website 
I will occasionally communicate with the entire class through your email linked to the blackboard site, so it is 
essential that you regularly check this or forward your Husky account to your preferred address.  
 The course is posted as CINE3500 Film Theory on blackboard.neu.edu. Please refer to the site regularly. It 
includes the course packet readings, all course handouts, deadline reminders, links to websites and videos, and 
a forum.  
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Possible Changes to the Syllabus 
While the class schedule and framework is relatively set, course packet texts and film clips may be subject to 
change, depending on the direction of class conversations. You will be notified in writing well before hand of 
any significant changes, such as additional required reading.  
 
Evaluations 
You are expected to fill out the online course evaluations known as TRACE (Teacher Rating and Course 
Evaluation) at the end of the semester. I value your feedback, and this is very helpful for the program and the 
university. Written responses that are specific and include examples are particularly welcome.  
 I may also issue a brief mid-term evaluation so that we may adjust the pace or structure of the class as 
needed.  
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CINE 3500: Film Theory 

Course Schedule 
Tuesdays and Fridays, 1:35–4:30 

 
Week 1: Introduction / Cinema as Spectacle & Document 

Class 1: Introduction to Film Theory, Tuesday, January 7 
Screening: La Jetée (Chris Marker, 1962), 28 min.  
 
Class 2: Cinema of Attractions & Experimental Film, Friday, January 10 
Reading: Tom Gunning, “An Aesthetic of Astonishment,” 736–50. (FT&C) 
   Siegfried Kracauer, “Basic Concepts,” from Theory of Film, 147–58. (FT&C) 

Screening: Auguste and Louis Lumière:  
    Workers Leaving the Lumière Factory / Sortie d’usine (1895) 
    Arrival of a Train at La Ciotat / Arrivée d’un train en gare (1895) 
    Baby’s Lunch / Repas de bébé (1895) 
    The Sprinkler Sprinkled / L’Arroseur arrosé, aka The Gardner (1895) 
    Demolition of a Wall / Démolition d’un mur (1896) 
    Promenade of Ostriches, Paris Botanical Gardens (1896) 
    Leaving Jerusalem by Railway (1896) 
    Arriving by Train to Perrache Station / Arrivée d’un train à Perrache (1896) 
    Accident d’automobile (1901) 
   Georges Méliès and Star Films:  
    A Man of Heads / Un homme de têtes (1898) 
    The Man with the Rubber Head / L’Homme à la tête en caoutchouc (1902) 
    The Mermaid / La sirene (1904) 
    The Enchanted Chair / La chaise à porteur enchantée (1905) 
    A Trip to the Moon / Le Voyage dans la lune (1902) 
    An Impossible Voyage / Le voyage à travers l’impossible (1904) 
   Edwin S. Porter: 

 What Happened on Twenty-Third Street, New York City (Edwin S. Porter, 1901) 
Electrocuting an Elephant (Edwin S. Porter or James Blair Smith, 1903) 

    The Great Train Robbery (Edwin S. Porter, 1903) 
   Rhythmus 21 ���(Hans Richter, 1921) 
   Anemic Cinema / Anémic cinema (Marcel Duchamp, 1926) 
   Ballet Mécanique (Fernand Léger and Dudley Murphy, 1924) 
   Un Chien Andalou (Luis Buñuel and Salvador Dalí, 1929) 
 

Week 2: Narrative & Image 
Class 3: Classical Hollywood Cinema, Tuesday, January 14 
Reading:  David Bordwell, “Classical Hollywood Cinema: Narrational Principles and Procedures,” 17–34. (CP) 
   Leo Braudy, “Acting: Stage Vs. Screen,” 356–62. (FT&C) 
   Richard Combs, “Retrospective: High Noon,” 167–72. (CP) 

Screening: High Noon (Fred Zinnermann, 1952), 85 min.  
 
Class 4: Charlie Chaplin & Silent Film, Friday, January 17       
Reading: Rudolf Arnheim, “Film and Reality,” 282–91. (FT&C) 
   Noël Carroll, “The Specificity Thesis,” 292–98. (FT&C) 
   Gilberto Perez, “On Keaton and Chaplin,” 474–79. (FT&C) 

Excerpts:  One Week (Edward F. Cline & Buster Keaton, 1920) 
Sherlock Jr. (Buster Keaton, 1924) 

   Steamboat Bill Jr. (Charles Reisner, 1928) 
   Kid Auto Races at Venice (Henry Lehrman, 1914) 
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   The Immigrant (Charles Chaplin, 1917) 
   The Idle Class (Charles Chaplin, 1921) 

The Gold Rush (Charles Chaplin, 1925) 

Screening:  City Lights (Charles Chaplin, 1931), 87 min.  
 

Week 3: Montage & Realism 
Class 5: Soviet Montage & Kino-Glaz, Tuesday, January 21 
Reading: Vsevolod Pudovkin, “On Editing,” from Film Technique, 7–12. (FT&C) 
 Sergei Eisenstein, “Beyond the Shot” and “The Dramaturgy of Film Form,” 13–40. (FT&C) 
 Dziga Vertov, “WE,” 5–9, and “The Man with a Movie Camera,” 82–85, from Kino-Eye. (CP) 

Excerpts: Man with a Movie Camera [aka Living Russia] / Chelovek s kino-apparatom (Dziga Vertov, 1929) 
Mother / Mat (Vsevolod Pudovkin, 1926) 

   Strike / Stachka (Sergei Eisenstein, 1925) 
   October (Ten Days that Shook the World) / Oktyabr (Sergei Eisenstein, 1928)   

Screening:  Battleship Potemkin / Bronenosets Potyomkin (Sergei Eisenstein, 1925), 75 min.  
 
Class 6: Realism, Friday, January 24 
Reading: André Bazin, “The Evolution of the Language of Cinema,” 41–53. (FT&C)  
   André Bazin, “The Ontology of the Photographic Image,” 159–63. (FT&C) 
   Christopher Faulkner, “A Film Not Like the Others,” (Analysis of The Rules of the Game), 281–97. (CP) 

Excerpts: The Best Years of Our Lives (William Wyler, 1946) 
   Grand Illusion / La grande illusion (Jean Renoir, 1937) 

Screening:  The Rules of the Game / La règle du jeu (Jean Renoir, 1939), 110 min.   
 

Week 4: The Voice & the Masses  
Class 7: Weimar Culture & Sound Film, Tuesday, January 28 
Reading: Siegfried Kracauer, “Cult of Distraction: On Berlin’s Picture Palaces,” 323–28. (CP) 
   Mary Ann Doane, “The Voice in the Cinema: The Articulation of Body and Space,” 318–30. (FT&C) 
   Sergei Eisenstein, Vsevolod Pudovkin, & Grigori Alexandrov, “Statement on Sound,” 315–17. (FT&C) 

Suggested:  Todd Herzog, “Fritz Lang’s M (1931): An Open Case,” 291–309. (CP) 

Excerpts: Metropolis (Fritz Lang, 1927) 

Screening:  M (Fritz Lang, 1931), 117 min. 
 
Class 8: Fascist Spectacle, Friday, January 31      Discussion of paper thesis, structure, and style.  
Reading: Walter Benjamin “The Work of Art in the Age of Mechanical Reproduction,” 665–85. (FT&C) 
   Siegfried Kracauer, “The Mass Ornament,” 67–76. (CP) 

Excerpts:  Footlight Parade (Lloyd Bacon, 1933) 
   Gold Diggers of 1933 (Mervyn LeRoy, 1933) 
   Triumph of the Will / Triumph des Willens (Leni Riefenstahl, 1935) 
   Olympia (Part 2: Festival of Beauty) / Fest der Schönheit (Leni Riefenstahl, 1938) 
    

Week 5: Apparatus Theory 
Class 9: The Cinematic Unconscious, Tuesday, February 4 
Reading: Jean-Louis Baudry, “The Apparatus: Metaphsychological Approaches to the Impression of Reality in 
    Cinema,” 171–88. (FT&C) 
   Noël Carrol, “Jean-Louis Baudry and ‘The Apparatus,’” 189–205. (FT&C) 

Screening:  Blue Velvet (David Lynch, 1986), 120 min.  
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Class 10: The Passion for Perceiving: Cinema’s “Scopic Regime,” Friday, February 7 

First Paper Due 

Reading: Christian Metz, Excerpts from The Imaginary Signifier, 694–710. (FT&C) 

Screening:  Being John Malkovich (Spike Jonze, 1999), 112 min.  
 

Week 6: Auteur Theory, Hitchcock, & Visual Pleasure 
Class 11: The Male Gaze, Tuesday, February 11 
Reading:  Laura Mulvey, “Visual Pleasure and Narrative Cinema,” 711–22. (FT&C) 
   Tania Modleski, “The Master’s Dollhouse: Rear Window,” 723–35. (FT&C) 

Excerpts:  Peeping Tom (Michael Powell, 1960) 

Screening:  Rear Window (Alfred Hitchcock, 1954), 112 min.  
 
Class 12: Hitch as Auteur, Friday, February 14 
Reading:  Andrew Sarris, “Notes on the Auteur Theory in 1962,” 451–54. (FT&C) 
   Andrew Sarris, “The Auteur Theory Revisited,” 354–61. (CP) 
   Peter Wollen, “The Auteur Theory,” 361–75. (CP) 
   Jean Douchet, “Hitch and his Audience,” 150–57. (CP) 

Excerpts:  Spellbound (Alfred Hitchcock, 1945) 
   Marnie (Alfred Hitchcock, 1964) 
   Saboteur (Alfred Hitchcock, 1942) 

Screening:  Vertigo (Alfred Hitchcock, 1958), 128 min.  
 

Week 7: Representation & Interpretation 
Class 13: Black Representation & Spectatorship, Tuesday, February 18 
Reading:  Manthia Diawara, “Black Spectatorship: Problems of Identification and Resistance,” 767–75. (FT&C) 
   Ella Shohat & Robert Stam, “Stereotype, Realism, and the Struggle over Representation,” 800–22. (CP) 

Excerpts: The Birth of a Nation (D.W. Griffith, 1915) 
   Beverly Hills Cop (Martin Brest, 1984) 

Screening:  Imitation of Life (Douglas Sirk, 1959), 125 min.  
 
Class 14: Interpreting Singin’ in the Rain, Friday, February 21 
Reading: Steven Cohan, “Case Study: Interpreting Singin’ in the Rain,” 53–75. (CP)   

Screening:  Singin’ in the Rain (Stanley Donen and Gene Kelly, 1952), 103 min.  
 

Week 8: Film Stars: Rita Hayworth 
Class 15: Female Stars, Tuesday, February 25 
Reading: Molly Haskell, “Female Stars of the 1940s,” 501–14. (FT&C) 
   Angela Martin, “‘Gilda Didn’t Do Any of Those Things You’ve Been Losing Sleep Over!’: The Central
    Women in 40s Films Noirs,” 202–18. (CP) 

Richard Dyer, “Resistance through Charisma: Rita Hayworth and Gilda,” 115–22; and “Postscript: 
    Queers and Women in Film Noir,” 123–29. (CP) 

Excerpts: Laura (Otto Preminger, 1944)  
   Only Angels Have Wings (Howard Hawks, 1939) 

Screening:  Gilda (Charles Vidor, 1946), 110 min.  
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Class 16: Femmes Fatale, Friday, February 28 
Reading:  Paul Shrader, “Notes on Film Noir,” 581–91. (FT&C) 
   Karen Hollinger, “Film Noir, Voice-Over, and the Femme Fatale,” 243–59. (CP) 

Excerpts:  Double Indemnity (Billy Wilder, 1944) 
   Out of the Past (Jacques Tourneur, 1947) 
   Gun Crazy / Deadly Is The Female (Joseph H. Lewis, 1950) 

Screening:  The Lady from Shanghai (Orson Welles, 1947), 87 min.  
 

Spring Break 
 

Week 9: Genre Studies: Horror 
Class 17: Body Genres and the Final Girl, Tuesday, March 11 
Reading:  Linda Williams, “Film Bodies: Gender, Genre, and Excess,” 602–16. (FT&C) 
   Carol Clover, “Her Body, Himself,” 21–64. (CP) 

Excerpts: Psycho (Alfred Hitchcock, 1960) 
   Halloween (John Carpenter, 1978) 
   Texas Chainsaw Massacre 2 (Tobe Hooper, 1986) 

Screening:  The Texas Chainsaw Massacre (Tobe Hooper, 1974), 83 min.  
 
Class 18: Zombies!, Friday, March 14 
Reading: Tania Modleski, “The Terror of Pleasure: The Contemporary Horror Film and Postmodern Theory,” 
    617–26. (FT&C) 
   Steven Shaviro, “Contagious Allegories: George Romero,” 83–105. (CP) 
   Kyle Bishop, “Dead Man Still Walking: Explaining the Zombie Renaissance,” 17–25. (CP) 
    
Excerpts:  Dawn of the Dead (George A. Romero, 1978) 
   Land of the Dead (George A. Romero, 2005) 

Screening:  Night of the Living Dead (George A. Romero, 1968), 96 min.  
 

Week 10: Neorealism 
Class 19: Neorealism, Tuesday, March 18 

Second Paper Due 

Reading:  Gilles Deleuze, From Cinema 1 and Cinema 2, 216–39. (FT&C) 
   Cesare Zavattini, “A Thesis on Neo-Realism, 67–78. (CP) 

Suggested: André Bazin, “De Sica: Metteur en Scène,” (Excerpt) 61–76. (CP)   

Excerpts: Rome: Open City / Roma, città aperta (Roberto Rossellini, 1945) 
   Umberto D. (Vittorio De Sica, 1952) 

Screening:  Bicycle Thieves / Ladri di biciclette (Vittorio De Sica, 1948), 93 min.  
 
No Class, Friday, March 21 

Week 11: Semiotics & Counter Cinema 
Class 20: Film Semiotics, Tuesday, March 25 
Reading: Gilbert Harman, “Semiotics and the Cinema: Metz and Wollen,” 78–86. (FT&C) 
   Stephen Prince, “The Discourse of Pictures: Iconicity and Film Studies,” 87–105. (FT&C) 

Suggested: Janice Mouton, “From Feminine Masquerade to Flâneuse: Agnès Varda’s Cléo in the City,” 3–16. (CP) 

Screening:  Cleo from 5 to 7 / Cléo de 5 à 7 (Agnès Varda, 1962), 90 min.  
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Class 21: Jean-Luc Godard & Counter Cinema, Friday, March 28   
Reading:  Peter Wollen, “Godard and Counter Cinema: Vent d’est,” 418–26. (FT&C) 
   Brian Henderson, “Toward a Non-Bourgeois Camera Style,” 54–64. (FT&C) 

Excerpts:  Weekend (Jean-Luc Godard, 1967) 

Screening:  Pierrot le Fou (Jean-Luc Godard, 1965), 110 min. 
 

Week 12: Art Cinema 
Class 22: Ingmar Bergman & Art Cinema, Tuesday, April 1         
Reading:  David Bordwell, “The Art Cinema as a Mode of Film Practice,” 649–57. (FT&C) 
   Béla Balász, “The Close-Up,” 273–281. (FT&C) 

Suggested: Laura Hubner, “Persona: Cinema as Mask,” 70–91. (CP) 

Excerpts: The Passion of Joan of Arc / La passion de Jeanne d’Arc (Carl Theodor Dryer, 1928) 
   Wild Strawberries / Smultronstället (Ingmar Bergman, 1957) 
   The Seventh Seal / Det sjunde inseglet (Ingmar Bergman, 1957) 

Screening:  Persona (Ingmar Bergman, 1966), 85 min.  
 
Class 23: Writing Workshop & Review, Friday, April 4  
Reading:  Jeffrey Geiger and R.L. Rutsky, “Film Analysis: Approaches and Strategies,” 1014–60. (CP) 
 

Week 13: Globalization & Digitization 
Class 24: African Cinema, Tuesday, April 8 

Final Paper Statement Due 

Reading:  Robert Stam & Louise Spence, “Colonialism, Racism, and Representation,” 751–66. (FT&C) 
   David Murphy, “Africans Filming Africa: Questioning Theories of an Authentic African Cinema,” 239–
    49. (CP) 

Excerpts: Touki Bouki (Djibril Diop Mambéty, 1973) 
   Borom Sarret (Ousmane Sembène, 1963) 

Xala (Ousmane Sembène, 1975) 
   Moolaadé (Ousmane Sembène, 2004) 

Screening:  Black Girl / La noire de… (Ousumane Sembène, 1966), 65 min.  
 
Class 25: District 9, Friday, April 11 
Reading:  Stephen Crofts, “Reconceptualizing National Cinema(s),” 853–64. (FT&C) 
   Lev Manovich, From The Language of New Media, 785–801. (FT&C) 

Screening: District 9 (Neill Blomkamp, 2009), 112 min.  
 

Week 14: Presentations 
Class 26: Student Presentations, Tuesday, April 15 
 

Final Papers Due: Thursday, April 24 5:00 PM. 
 


