
CINE 3920: Topics in Film Studies 
Time Machines & Puzzle Films 

Syllabus 
 
Northeastern University, Fall Semester, 2015 
Mondays and Wednesdays, 9:00–11:35; Behrakis Health Sciences Center, 105 
 
Contact Information 
Nathan Blake, n.blake@neu.edu, 617.373.6599 
Mailbox: Media and Screen Studies, 114 Holmes Hall 
Office: 123 Holmes Hall 
Hours: Wednesdays, 12:00–2:00; Thursdays, 9:00–11:00 
 
Course Description 
Film and video are devices for recording and perceiving time; they provide vantage points into the nature of 
movement and memory. As such, cinema can be thought of as a form of time machine—one that displays 
actual and imagined past events, represents human and inhuman experiences of duration, and envisions the 
future. This affinity of cinema and fictional time machines has led to countless time-travel narratives, many of 
which involve complex paradoxes and wrestle with the mysteries of memory, agency, and time; and 
examinations of temporal experience feature prominently in many of the popular mind-bending films of the past 
two decades. The course explores a number of interrelated elements: the ways in which the time-based media 
of cinema, video, and television, as well as digital information and simulation systems serve as “time 
machines”; the ways in which memory, prediction, and time travel are conceived of and represented as various 
forms of media; and the ways in which such notions of subjective and/or mediated time underlie the complex 
narratives, unreliable narrators, and deviations from classical Hollywood continuity seen in contemporary 
“puzzle films.” We will inevitably address some of the philosophies of time, along with the theoretical 
paradoxes of time travel, but such discussions will serve primarily as a backdrop for a deeper understanding of 
mediated representations and experiences of duration. In order to strengthen our understanding of the ways in 
which media contributes to the particular temporalities of the puzzle film, we begin by analyzing early cinema 
and how it explored the novelty of “capturing” moments or manipulating the temporality of figures and events, 
as well as how these techniques and narratives emerged concurrently with new theories of consciousness and 
the relativity of time. We will examine duration, agency, breaks in continuity, and hypervisuality as they are 
indicative of three major areas of analysis in current media studies: video games (Run Lola Run, Source Code), 
neuroscience (Memento, Eternal Sunshine of the Spotless Mind, Lucy), and surveillance and terrorism (Déjà Vu, 
Minority Report, Next), and consider the ways in which such media and disciplines have in turn influenced 
cinematic narrative.   
 
Required Texts 
Hollywood Puzzle Films, edited by Warren Buckland. New York and London: Routledge, 2014. Listed as (HPF). 
A Course Packet of PDFs is available on the course site at blackboard.neu.edu.  
 
Course Requirements 
15% Attendance / Participation / Screening Notes 
10% In-Class Writing on Assigned Texts (3.33% each) 
20% First Paper (4 to 5 pages), due 9:00 AM, October 14 
20% Second Paper (4 to 5 pages), due 9:00 AM, November 16 
5%  Final Paper Statement, due 9:00 AM, November 30 
30% Final Paper (10 to 12 pages), due via email 5:00 PM, December 17 
 
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 
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classes. 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 own.  

Arriving on time is also essential. If you are late more than four times, each additional time you are late 
reduces your total grade by 1%. For example, if you are late for a total of seven classes, your highest possible 
grade in the course is a 97%. An absence is the equivalent of a late in this regard (that is, you are not allowed 
three absences and four lates—that would count as late for seven classes) 
 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.  
 
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 will be collected at the end of ten classes that include films (noted on schedule) and evaluated as 
part of your attendance/participation grade. notes for each film are evaluated on a “check (90%), check-plus 
(100%), check-minus (75%)” scale. These will be collected ten times, and indicated on the course schedule. 
The lowest grade is dropped. This contributes to roughly 2/3 of your attendance/participation grade.  
 
In-Class Writing on Assigned Texts 
Approximately four or five times throughout the semester, you are to write a brief synthesis of texts assigned 
over the past two weeks. These are to assure that you have been reading consistently and that you understand 
the key concepts of individual texts, as well as how they relate to each other and contribute the films and 
topics. These will take about 15 minutes of in-class time. You will have a several questions to choose from, and 
these are open notebook assignments—you can use any notes, including the provided lecture notes, as well as 
a printed copy of the text, but you cannot use an electronic device. Each response contributes 3.33% of the 
total grade (for a total of 10%), and is evaluated on a “check (90%), check-plus (100%), check-minus (75%), 
and incomplete (0%)” scale. The highest three are counted toward the final grade.  
 
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, approximately 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, as well as two one-page summaries of two texts you will incorporate 
in your argument. 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.  
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 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 screening commentaries and exam essays will be marked down 5% per day. For example, an A- (93%) that 
is two days late becomes a B- (83%). Students unable to attend a class in which assignments are handed in 
should email a copy to me by 9:00 AM of the due date. You can email me late assignments. In order to register 
final grades, I must receive all late work by 5:00 pm, Friday December 18.  
 
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.  
 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, and can result in expulsion. At a minimum, 
and without exception, any assignment that has been plagiarized will receive a zero, and there is no 
opportunity to resubmit the assignment. In many cases, this may result in a failing grade for the course. Acts of 
academic dishonesty will also be referred to the to the OSCCR (Office of Student Conduct and Conflict 
Resolution). Any occurrence of plagiarism will be brought to the attention of the student’s Department Chair. 

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. If in doubt, it is much 
better to over-cite any text from which you derive ideas. I will be happy to discuss the rules and norms of 
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academic writing any time throughout the course. Please read Northeastern University’s Academic Integrity 
Policy at http://www.northeastern.edu/osccr/academicintegrity/. 
 
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/. 
 I strongly recommend that all students utilize the Writing Center (at 412 Holmes Hall and 136 Snell 
Library). Visit http://www.northeastern.edu/english/writing-center/, or call 617-373-4549. 
 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 that 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 classroom. 
• Students who violate the no-screen policy will have their final grade reduced by 1% for each violation. 

This goes for the lecture, discussion, and screening sections of the class alike. I may not say anything in 
class, but often notice nonetheless. If the issue is persistent, I will send an email. 

• 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; french 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 CINE 3920: Time Machines and Puzzle Films on blackboard.neu.edu. Please refer 
to the site regularly. It includes the course packet readings, all course handouts, deadline reminders, and links 
to websites and videos. 
 
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.  
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CINE 3920: Time Machines & Puzzle Films 
Course Schedule 

Mondays 9:00–11:15, Wednesdays 9:00–11:35 
 

Class 1: Introduction to Time Machines & Puzzle Films, Wednesday, September 9 
Excerpts: The Butterfly Effect (Eric Breiss and J. Mackye Gruber, 2004) 

The Time Tunnel, “Rendezvous with Yesterday,” Season 1, Episode 1, September 9, 1966. 
The Outer Limits, “Controlled Experiment,” Season 1, Episode 16, January 13, 1964. 
Looper (Rian Johnson, 2012) 

Screening: Demolition of a Wall / Démolition d’un mur (Auguste and Louis Lumière, 1896) 
The Execution of Mary, Queen of Scotts (Alfred Clark and William Heise, 1895) 
Automobile Accident / Accident d’automobile (Auguste and Louis Lumière, 1901) 
Electrocuting an Elephant (James Blair Smith and Edwin S. Porter, 1903) 
Futurama “Roswell That Ends Well,” Season 4, Episode 1, December 9, 2001. 

 
Week 2: Time & Machines 

Class 2 Cinema as Time Machine, Monday, September 14 
Reading: Mary Ann Doane, “Zeno’s Paradox: The Emergence of Cinematic Time,” 172–205. 

Anne Friedberg, “The Cinema as Time Machine,” 100–06. 
H. G. Wells, The Time Machine, excerpt, 18–23. 

Suggested:  Charles M. Tung, “Modernism, Time Machines, and the Defamiliarization of Time,” 93–122. 

Excerpts: What Happened on Twenty-third Street (George S. Fleming and Edwin S. Porter, 1901) 
What Happened in the Tunnel (Edwin S. Porter, 1903) 
The Time Machine (George Pal, 1960) 

   The Time Machine (Simon Wells, 2002) 

Screening: Futurama “The Late Philip J. Fry,” Season 6, Episode 7, July 29, 2010. 
 
Class 3: Time Travel as Media, Wednesday, September 16 
Reading: D. N. Rodowick, “A Short History of Cinema,” 3–17. 

Jonathan Bignell, “Another Time, Another Space: Modernity, Subjectivity, and The Time Machine,” 
136–44. 

Excerpts: The Twilight Zone, “A Kind of a Stopwatch,” Season 5, Episode 4, October 18, 1963. 
   The Twilight Zone, “Once Upon a Time,” Season 3, Episode 13, December 15, 1961. 

The Twilight Zone, “A Most Unusual Camera,” Season 2, Episode 10, December 9. 1960. 
Time Lapse (Bradley King, 2014) 
Eternal Sunshine of the Spotless Mind (Michel Gondry, 2004) 

   Click (Frank Coraci, 2006) 
   Project Almanac (Dean Israelite, 2015) 

Screening: Paris Qui Dort / The Crazy Ray (René Clair, 1925), 35 min. 
 

Week 3: Time & Narrative  
Class 4: Time Travel & the Mechanics of Narrative, Monday, September 21 
Reading: David Wittenberg, “Introduction: Time Travel and the Mechanics of Narrative,” 1–32. 

Suggested: Fred D. Miller and Nicholas D. Smith, “The Philosophy of Time and Space: Time Travel: Can it be 
done?” 89–103. 

Screening: Bill and Ted’s Excellent Adventure (Stephen Herek, 1989) 
   Frequency (Gregory Hoblit, 2000) 

The Lake House (Alejandro Agresti, 2006) 
About Time (Richard Curtis, 2013) 



 6 

Class 5: Narrative Conservation in Star Trek, Wednesday, September 23 
Reading: David Wittenberg, “Viewpoint-Over-Histories: Narrative Conservation in Star Trek,” 148–77. 

Excerpts: Star Trek, “The City on the Edge of Forever,” Season 1, Episode 28, April 6, 1967. 
Star Trek: The Next Generation, “Time’s Arrow: Part 1,” Season 5, Episode 26, June 13, 1992. 
Star Trek: The Next Generation, “Yesterday’s Enterprise,” Season 3, Episode 15, February 17, 1990.  
Star Trek: The Next Generation, “All Good Things…,” Season 7, Episode 25, May 23, 1994. 

Screening: Star Trek: Deep Space Nine, “Trials and Tribble-ations,” Season 5, Episode 6, November 4, 1996. 
(notes collected) 

    
Week 4: Images of Time 

Class 6: The Time-Image, Monday, September 28 
Reading: Gilles Deleuze, Preface to the English Edition of Cinema 2: The Time-Image, xi–xiii; and “Beyond the 

Movement-Image,” 1–24. 
Paul Coates, “Chris Marker and the Cinema as Time Machine,” 307–15.  

Excerpts: Vertigo (Alfred Hitchcock, 1958) 

Screening: La Jetée (Chris Marker, 1962), 28 min. (notes collected) 
 
Class 7: Time Machines & Mind Games, Wednesday, September 30 
Reading: Thomas Elsaesser, “The Mind-Game Film,” 13–41. 

Screening:  Timecrimes / Los cronocrímenes (Nacho Vigalondo, 2007), 92 min. (notes collected) 
 

Week 5: Spiraling Narratives 
Class 8: The Spirals of Time-Travel Romance, Monday, October 5 
Reading: René Thoreau Bruckner, “‘Why did you have to turn on the machine?’: The Spirals of Time-Travel 

Romance,” 1–23. 
Laura Rascaroli, “Time Travel and Film Spectatorship in 12 Monkeys and Strange Days,” 355–68. 

Excerpts: Portrait of Jennie (William Dieterle, 1948) 
   Dark City (Alex Proyas, 1998) 

Screening: Twelve Monkeys (Terry Gilliam, 1995), 129 min. (First Part) 
 
Class 9: Closing the Spiral, Wednesday, October 7 
Reading: Elena Del Rio, “The Remaking of La Jetée’s Time-Travel Narrative: Twelve Monkeys and the Rhetoric 

of Absolute Visibility,” 383–98. 
Michael Harvey, The Nuts and Bolts of College Writing: “Concision,” 1–9; “Clarity,” 10–21; and 

“Beginnings and Endings,” 78–85. 

Screening:  Twelve Monkeys (Terry Gilliam, 1995), 129 min. (Second Part) (notes collected) 
 

Week 6: Forking Path Narratives 
No Class: Columbus Day, Monday, October 12 
 
Class 10: Forking Paths, Wednesday, October 14 

First Paper Due 

Reading: David Bordwell, “Film Futures,” 88–104.  
Michael Wedel, “Backbeat and Overlap: Time, Place, and Character Subjectivity in Run Lola Run,” 

129–50. 

Suggested: Edward Branigan, “Nearly True: Forking Plots, Forking Interpretations: A Response to David Bordwell’s 
‘Film Futures,’” 105–114. 
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Excerpts: Sliding Doors (Peter Howitt, 1998) 

Screening: Run Lola Run / Lola rennt (Tom Tykwer, 1998), 80 min. (notes collected) 
 

Week 7: Fractal Films & Oedipus as Time Traveler 
Class 11: Fractal Films, Monday, October 19 
Reading: Wendy Everett, “Fractal Films and the Architecture of Complexity,” 159–71. 

Excerpts: Limitless (Neil Burger, 2011) 
   Lucy (Luc Besson, 2014) 

Suggested: Robert A. Heinlein, “All You Zombies,” 402–14. 

Screening: Back to the Future (Robert Zemeckis, 1985), 116 min. (First Part) 
 
Class 12: Oedipus Multiplex, Wednesday, October 21 
Reading: David Wittenberg, “Oedipus Multiplex, or The Subject as a Time Travel Film: Two Readings of Back to 

the Future,” 51–77. 

Suggested: Andrew Gordon, “Back to the Future: Oedipus as Time Traveler,” 372–85. 

Excerpts: Hot Tub Time Machine (Steve Pink, 2010) 
Back to the Future Part II (Robert Zemeckis, 1989)  

Screening: Back to the Future (Robert Zemeckis, 1985), 116 min. (Second Part) (notes collected) 
 

Week 8: The “Return” of Complex Films 
Class 13: Complex Narratives, Monday, October 26 
Reading: Jan Simons, “Complex Narratives,” 17–34. (HPF) 
   Maria Poulaki, “Puzzled Hollywood and the Return of Complex Films,” 35–53. (HPF) 

Excerpts: Southland Tales (Richard Kelly, 2006) 

Screening: Donnie Darko (Richard Kelly, 2001), 113 min. (First Part) 
 
Class 14: Post-Classical Hollywood Time, Wednesday, October 28 
Reading: Bruce Isaacs, “The Image of Time in Post-Classical Hollywood: Donnie Darko and Southland Tales,” 

198–213. (HPF) 

Suggested: Paul Booth, “Intermediality in Film and Internet: Donnie Darko and Issues of Narrative Substantiality,” 
398–415. 

Screening: Donnie Darko (Richard Kelly, 2001), 113 min. (Second Part) (notes collected) 
 

Week 9:  The Psychological Puzzle Film  
Class 15: Unreliable Narrators, Monday, November 2 
Reading: Stefano Ghislotti, “Narrative Comprehension Made Difficult: Film Form and Mnemonic Devices in  

Memento,” 87–106. 
   Elliot Panek, “The Poet and the Detective: Defining the Psychological Puzzle Film,” 62–88. 

Excerpts: Videodrome (David Cronenberg, 1983) 
   Lost Highway (David Lynch, 1997) 

Screening: Memento (Christopher Nolan, 2000), 113 min. (First Part) 
 
Class 16: Unstable Identities, Wednesday, November 4 
Reading: Deborah Thomas, “Memento: Pasting Ourselves Together Through Cinema,” 240–53. 

Screening: Memento (Christopher Nolan, 2000), 113 min. (Second Part) (notes collected) 
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Week 10: The Mind-Game Films of Philip K. Dick 
Class 17: Premediation & Retroactive Causality, Monday, November 9 
Reading: Thomas Elsaesser, “Philip K. Dick, the Mind-Game Film, and Retroactive Causality,” 143–64. (HPF) 

Richard Grusin, “Premediation,” 17–39. 

Suggested: Mark Garrett Cooper, “The Contradictions of Minority Report,” 24–41.  

Excerpts: Minority Report (Steven Spielberg, 2002) 
Next (Lee Tamahori, 2007) 
Total Recall (Paul Verhoeven, 1990) 

   A Scanner Darkly (Richard Linklater, 2006) 
 
Veterans Day, November 11 
 

Week 11:  Terror & Surveillance 
Class 18: Surveillance Cinema, Monday, November 16 

Second Paper Due 

Reading: Garrett Stewart, “Fourth Dimensions, Seventh Senses: The Work of Mind-Gaming in the Age of 
Electronic Reproduction,” 165–84. (HPF) 

Suggested: Garrett Stewart, “Surveillance Cinema,” 5–15. 

Excerpts: Vantage Point (Peter Travis, 2008) 
Total Recall (Len Wiseman, 2012) 

Screening: Déjà Vu (Tony Scott, 2006), 126 min. (First Part) 
 
Class 19: Terror, Trauma, Time, Wednesday, November 18 
Reading: Michael J. Anderson, “Resurrecting the Rube: Diegesis Formation and Contemporary Trauma in Tony 

Scott’s Déjà Vu,” 2–22. 

Screening: Déjà Vu (Tony Scott, 2006), 126 min. (Second Part) (notes collected) 
 

Week 12: Dream Time 
Class 20: Unfolding Inception, Monday, November 23 
Reading: Mark Fisher, “The Lost Unconscious: Delusions and Dreams in Inception,” 37–45. 

Allan Cameron and Richard Misek, “Modular Spacetime in the ‘Intelligent’ Blockbuster: Inception and 
Source Code,” 109–24. (HPF) 

Suggested: Henry M. Taylor, “The Junkies of Plato’s Cave: Inception, Mindbending, and Complex Narration in the 
Shadow of Philip K. Dick,” 4–13. 

Excerpts: Inception (Christopher Nolan, 2010) 
  

Thanksgiving Break 
 
Week 13:  Video Games & Database Narrative 

Class 21: Wired Manhunts, Monday, November 30 

Final Paper Statement Due 

Reading: Garrett Stewart, “Retrospecular Eyes,” 190–209; and “On Mediation as Interface,” 240–55. 

Excerpts: The Testament of Dr. Mabuse / Das Testament des Dr. Mabuse (Fritz Lang, 1933)  
The Adjustment Bureau (George Nolfi, 2011) 

 
 
  



 9 

Class 22: Video Game Logic, Wednesday, December 2 
Reading: Warren Buckland, “Source Code’s Video Game Logic,” 185–97. (HPF) 

Screening: Source Code (Duncan Jones, 2011), 93 min. (notes collected) 
 

Week 14:  Writing Workshop & Presentations  
Class 23: Course Review & Writing Workshop, Monday, December 7 
Reading: Jeffrey Geiger and R.L. Rutsky, “Film Analysis: Approaches and Strategies,” 1014–60. 
 
Class 24: Student Presentations of Final Projects, Wednesday, December 9 
 
 

Final Essays Due: Wednesday, December 16, 5:00 PM. (email to n.blake@neu.edu) 

 
 
 
 
 
 


