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As Terry Eagleton has observed, one of the most remarkable aspects of Walter Benjamin's writing is his belief in the revolutionary power of nostalgia (2014). For Benjamin, nostalgia involved neither comforting fantasy nor historical revision, but rather an active form of remembering which stimulated revolutionary action. As he argues in Theses on the Philosophy of History (1940)  Marxist ideologues of the early 20th century inadvertently robbed the masses of their power by 'assigning the working class the role of the saviour of future generations', for the 'hate' and 'spirit of sacrifice' required for revolution 'both nourish themselves on the picture of enslaved forebears, not on the ideal of the emancipated heirs' (Thesis XII). In contemporary Western politics nostalgia, Eagleton argues, is 'almost as unacceptable as racism' (2009) because it is antithetical to dominant myth of progress. However, as Mark Fisher argues, 21st century Western culture is characterised by a sense of stasis which 'has been buried, interred behind a superficial frenzy of ‘newness’, of perpetual movement’ (2014: 6). Furthermore, Fisher identifies a 'vague but persistent feeling of the past' as being prevalent in contemporary culture, particularly pop music. This is a very different type of relationship to the past than is found in Benjamin's nostalgia; one in which the past is looked to as both a resource for contemporary production, and as a compensation for 'lost futures'. 


Similarly, Douglas Rushkoff describes our present day networked society in terms of 'presentism', a perpetual now in which '[e]verything is live, real time, and always-on' (2013: 4). What does such a cultural condition mean for science fiction and its vision of the future? The science fiction novelist Charles Stross has argued that the rapid speed of technological and cultural change compared to the relative slowness of traditional publishing means 'it is not currently possible to write near-future science fiction' (2008). Such change, however, can be seen as itself both a form of the 'superficial frenzy of 'newness'' Fisher identifies, and as a cause of Rushkoff's 'present shock'. One solution, of course, is to write science fiction in which society has collapsed. Recent science fiction cinema has been characterised by post-apocalyptic and dystopian narratives such as Oblivion (2013), Elysium (2013) and Interstellar (2014), not to mention the many zombie movies which have been produced since the success of  2002's 28 Days Later. In this essay, however, I will focus on three recent films which use another science fiction trope, that of time travel: Zal Batmanglij 's Sound of My Voice (2011); Rian Johnson's Looper (2012); and Richard Curtis's  About Time (2013), all of which are set in functioning societies� . Drawing on the work of Benjamin, Fisher and Rushkoff in my analysis, I will discuss what  the representation of the present, the sense of the future and the function of nostalgia in each film tells us about contemporary Western society. And I will argue that of the three, Sound of My Voice is the most effective as a piece of science fiction – that is, as a text whch defamiliarises the world as we know it - even though, as we will see, it may not involve genuine time travel at all. 





About Time


The presence of time-travel notwithstanding, About Time is essentially a romantic comedy into which a science fiction trope has been introduced in order for Curtis to make one of his typically sentimental observations about the timeless nature of true love.  But while About Time pales in comparison to other love-themed time travel films such as Alain Resnais’s plangent Je t’aime, je t’aime (1968) or even the also sentimental, although not quite as mawkish, The Time Traveler’s Wife by Robert Schwentke (2009)   - which, like About Time, features Rachel McAdams as the  love interest to a chrononaut, a role she also plays in  Woody Allen’s Midnight in Paris (2011); such repetitive casting perhaps left Miss McAdams feeling rather like Bill Murray's Sisyphean character in Groundhog Day (1993) – it is worth discussing here precisely because of its rather incidental treatment of time travel.  





On his 21st birthday Tim (Domnhall Gleeson), the film’s time traveller, learns from his father (Bill Nighy) that the men of his father's line have the ability to go back in time but only to places and times they have already visited. This limiting of time travel – by gender and personal history – is significant: About Time is narrow both in its view of human behaviour, presenting a world in which white bourgeois heteronormativity is virtually a blessed state, and also in the sense that both Fisher and Rushkoff identify as characteristic of 21st century Western culture: About Time is really about now, this future-less moment of contemporary capitalism.  





Tellingly, the film's soundtrack features not only Amy Winehouse, an exemplar of the 'classic' sound of pop music which Fisher identifies as dominant today,  'its elements now serenely liberated from historical becoming' (2014: 11), but also ‘New Folk’ musicians Joe Boden, Sam Sweeney and Ben Coleman, with Boden also appearing in the film as a busker in a sequence set in the London Underground. Boden performs the song ‘How Long Will I Love You?’ written by Mike Scott of The Waterboys (1990), a band equally enamoured of rock classicism and folk authenticity - Scott has written songs about Patti Smith, Jimi Hendrix and Hank Williams and the band has recorded a number of cover versions of both rock and folk songs -  which recalls melodically The Three Degrees’ ‘When Will I See You Again?’ (1974) and lyrically ‘God Only Knows’ by The Beach Boys (1966).  The song is also performed on the soundtrack as a lush ballad by Ellie Goulding, a British singer and multi-instrumentalist  whose recordings encompass the genres of Pop, ‘Indie’ and ‘New Folk’ and one of whose biggest hits is a cover version of Elton John’s ‘Your Song’ (2010),  initially released in 1970. Goulding's music is also characterised by Fisher's 'classic' sound and as such she is a perfect fit for About Time which, as a 'feel-good' movie, celebrates the eternal now both of romantic love and contemporary Western culture. 





This celebration is most evident in the Underground sequence featuring Boden. He performs ‘How Long Will I Love You?’ from  a single position, and in a single costume (save for a hat which appears and disappears) while Tim and Mary (McAdams), the woman he has used time travel to successfully woo, are shown in a variety of outfits, including festive fancy dress, in a montage which indicates the passage through time of their romance. Because of his fixed presence in the montage,  Boden, and his song,  appear to be both of the moment and  out of time. Most likely, Curtis intended this sequence to represent the timelessness of romantic love, but in the light of Fisher’s and Rushkoff's views of contemporary culture, the music takes on another significance as the soundtrack to an endless present, a time without a future. Fisher describes the 'classic' sound of contemporary pop in terms of Frederic Jameson's concept of the 'nostalgia mode' which, he argues, 'is best understood in terms of a formal attachment to the techniques and formulas of the past' (11), a description which is also apt for Ellie Goulding but which could also be applied to New Folk which is characterised by the use of 'traditional' instruments such as banjos and mandolins. However, like the 'classic' sound, New Folk is ' buffed up by new technology'(11) in order for it to sound appealing on radio and in the headphones of MP3 players. New Folk musicians, then, associate themselves with the perceived authenticity of traditional music while taking advantage of modern production techniques. Like 'classic' pop, New Folk is not marketed as a 'retro' form; rather, as Fisher observes of the contemporary pop star Adele (whose music incorporates elements of jazz and torch song), New Folk is 'saturated with a vague but persistent feeling of the past, without recalling any specific historical moment' (14). Again, this relationship to the past is very different from Benjamin's nostalgia: here the history of recorded music functions as a resource for contemporary production, in terms of not only of form and content but also by providing the assurance of quality that is associated with classicism. The past is not, therefore, reassessed or recognised anew: rather it is simply exploited. 


The history of science fiction, and of the time travel sub-genre, is also exploited in About Time, although in an even more superficial manner. As several reviewers pointed out on its release, the film contains a number of plot holes, particularly in its third act. These inconsistencies are further proof of how incidental time travel actually is to About Time: essentially the trope is a gimmick, perhaps deployed to appeal to fans of the internationally successful time travel TV series Doctor Who (2005-) for which Curtis wrote the fifth series episode ‘Vincent and the Doctor’ (2010) starring Matt Smith as the Doctor. With his costume of tweed jacket, braces, and bow-tie Smith's Doctor bears a general resemblance to a younger, more chiselled version of English actor, and frequent Curtis collaborator, Stephen Fry. Fry is a staple of British television, purveying a highbrow persona (also recalled in Smith's donnish eccentricity as the Doctor) rooted in the upper echelons of the British class system which he simultaneously mocks and endorses.  Writing in the aftermath of the 2011 UK riots, The Quietus’s  Joe Kennedy indicted New Folk – particularly the band Mumford and Sons, who sartorially resemble a scruffier version of Smith and whose keyboardist Ben Lovett produced Goulding’s version of ‘Your Song’-  for peddling a comforting nostalgia which seeks to ignore the uncertainties  and complexities  of life in Britain under the 'austerity measures' introduced following the financial crisis of 2008. Both Fry and Doctor Who – which Fisher has criticised for  presenting a vision of contemporary Britain which resembles a 'theme park' (76) - can also be accused of this, as can Curtis. About Time may be set in 21st century London but it presents a highly selective vision of the city where almost everyone is white, middle class and straight. And, as noted above, patriarchy is at the heart of the film (only men can time travel) with the relationship between Tim and his father of equal, if not greater, importance than the love story. 





While About Time may not be as explicitly as nostalgic as The Boat That Rocked (2009), Curtis's paean to the pirate radio of his youth, its selective view of London and its chauvinism recall that film's celebration of a pre-feminist '60s boys' club. The boat of the title is home to a pirate radio station staffed by a cadre of white, male DJs  for whom women are essentially sexual objects. In one scene, the attempted rape of a young woman is presented as both a male rite of passage and a comedic moment; in another, one of the DJs plays host to thirty naked female fans. Less overtly sexist and more romantic in tone than The Boat That Rocked, About Time is nevertheless every bit as much a fantasy of white, heterosexual, bourgeois male privilege, and as such it is an exercise in reactionary nostalgia, a longing for an imagined 'simpler' time, a hymn to stasis.





Looper


Of the three films chosen for discussion, Looper is the only one set in the future and to actually show, albeit briefly, a time machine. The film’s premise is that time travel will be outlawed as soon as it is invented in 2074 but that it will be continued to be used illegally by gangsters who send individuals they require assassinated back in time to be killed by hit-men known as ‘Loopers’. Loopers are usually paid in silver bars strapped to their victims; however if the victim comes back with gold bars, it means the Looper is to kill his future self. This is known as ‘closing the loop’. The film’s protagonist Joe (Joseph Gordon-Levitt) has the opportunity to close his own loop but is unable to do so when his future self, Old Joe (Bruce Willis) overpowers him then escapes into the city in order to kill a child who, as an adult, will be responsible for the death of Old Joe’s wife.





 The title of this paper comes from an insult Joe delivers to his older self: however, it can also be used to describe Johnson's aesthetic. The world of Looper is characterised by ‘retro’ design elements: Joe lives in a tastefully ‘distressed’ apartment where he listens to '70s soul music on a turntable; he  drives a '90s Mazda convertible and wears sharply tailored clothing which combines '60s and '80s styles; Loopers use guns called ‘blunderbusses’ an 18th century term,  while mob enforcers known as 'Gat-Men' wear duster coats and cowboy boots, and sport long barrelled Wild West style revolvers which they carry in gunslingers’ holsters. No real explanation is provided for the presence of these ‘vintage’ elements beyond a remark made to Joe by Abe, a gangster who has traveled from the future: ‘I guess everything comes back in time. Like your goddamn ties', which resonates with both the film's title and the practice of 'looping'.  Abe also tells Joe that the films he enjoys are simply 'repeats' of older movies which can perhaps be taken as an acknowledgement of Looper's similarity to 12 Monkeys (1996), which also starred Willis (and was itself inspired by an earlier time travel film, La Jetée (1962)). Nor is any explanation given for how the time machine actually works or why it has a Steampunk-esque design of heavy brass fittings and prominent cogs and gauges, which is perhaps a reference to H G Wells’ Victorian classic The Time Machine (1895). Indeed, the impression created is that Johnson has simply included these various  elements and references because, in similar style to Quentin Tarantino, he thinks they are ‘cool’.


 


Such retro-fetishism is perhaps unsurprising from the director of Brick (2005), a neo-noir set in a contemporary high school where the students speak like characters from hard-boiled detective fiction. However where Brick’s juxtaposition of genres (noir and high school drama) was successful in representing the intensity and intrigue of teenage life, the genre promiscuity – encompassing science fiction, noir and Western - of Looper fails to create an engaging vision of the future. Fisher has criticised the  BBC time travel series Life on Mars (2006-2007) for presenting a world which does not appear 'lived-in' , describing the 1970s period details of the programme as 'Style quotations' (2014: 76);  Looper similarly 'quotes', albeit from a wider range of period styles. As such, the world of Looper is scarcely different from the present day ubiquity of what music writer Simon Reynolds calls ‘retromania’, a symptom of what he refers to as ‘dyschronia’ , a rupture in time. Fisher argues that retromania defuses any ‘unheimlich charge’ that  dyschronia might create because ‘anachronism is taken for granted’ (2014: 14) and Looper portrays a future in which continues to be the case. Abe may believe that ‘everything comes round again’ but the film's many 'Style quotations' suggest that, in fact, nothing ever goes away; the future lies in the shadow of the past. 





What Looper lacks as a piece of science fiction, then, is any effective sense of estrangement or defamiliarisation. Like Doctor Who it resembles a theme park constructed around retro-fetishism; like Life on Mars it doesn't feel 'lived-in'. The world it shows us is more or less like our own, and when Joe follows his future self out of the city and into farmland  the film loses virtually all trappings of futurity to become essentially a re-telling of the classic Western Shane (1953). Johnson has stated that ‘[e]ven though it's a time-travel movie, the pleasure of it doesn't come from the mass of time travel’ and admitted that he wanted to make a film ‘more about how these characters dealt with the situation time travel has brought about’ which is why there is little explanation offered for the mechanics of time travel which would get in the way of the ‘real meat of the story’ (Kit, 2012). (Johnson has contrasted his approach with that taken by Shane Carruth in his film Primer (2004) which foregrounds the science involved in building and using a time machine. Carruth was a creative consultant to Looper although the time travel scenes he worked on were cut due to budgetary restrictions (Raftery, 2013)). 





Given his retro-fetishism it is fitting that Johnson is scheduled to direct a film set a long time ago, in a galaxy far, far away: Star Wars: Episode VIII (2017). Frederic Jameson described the original Star Wars (George Lucas, 1977) as a 'nostalgia film' which 'satisfies a deep (might I even say repressed?) longing' for its audience to re-experience the 'dead forms' of  Saturday afternoon movie serials from the 1930s and '40s which were subsequently repeated on television in the '50s and '60s (1983: 8). Born in 1973, Johnson grew up with the original Star Wars films and so perhaps  contributing to the series will allow him to satisfy a deep  nostalgic longing of his own.





For all its retro-fetishism, however, Looper is not a 'nostalgia film': it does not seek to revive 'dead forms'. Rather its cherry-picking of 20th century pop culture supports Fisher's claims that today anachronism is 'taken for granted' and that our sense of the future has been erased. Like About Time, Looper is a 'feel-good' movie which reassures its audience that the pleasures of retromania are here to stay. Inadvertently, it also reminds us of the stasis of Western culture.





Sound of My Voice





As with About Time, time travel in Sound of My Voice seems to be achieved by mystical rather than scientific means. The film's chrononaut Maggie (Brit Marling) wakes up naked underwater in a motel bathtub then, when discovered by a chambermaid,  flees, wrapped in a bed-sheet, onto the streets of present day Los Angeles. She lives rough for a while before being rescued by Klaus (Richard Wharton) who, for reasons which go unexplained, has been expecting her arrival from the year 2054. Or at least this what Maggie tells the members of the cult she has formed following her rescue and which has been infiltrated by two documentary film-makers, Peter (Christopher Denham) and Lorna (Nicole Vicius), who intend to expose her as a con-artist preying on the vulnerable and the credulous.





According to Maggie, in 2054 the world has emerged from a long period of turmoil due to warfare, famine and the collapse of social infrastructure. She has been sent back in time to prepare her followers for this upheaval. She tells them that her community in the future is characterised by ‘singing and dancing’. Asked to sing a song from the future she performs a rendition of ‘Dreams’, a 1993 hit single by the Irish pop group The Cranberries; when a cult-member points out the song’s provenance, Maggie counters that in her time there is no recorded music and explains that the song was made popular by a folk-singer, a process which inverts the culture industry's commodification of traditional music, as with the New Folk revival discussed above. Maggie’s description of 2054 promises a return to an authentic folk culture which has not been co-opted by the culture industry.





Like the modern day hoboes who attempt to ‘live off the grid’ in Marling's 2013 thriller The East, (which, like Sound of My Voice, she also co-wrote with Batmanglij) who with their folk instruments and sartorial combination of contemporary Hipster chic and Depression-era shabbiness resemble New Folk musicians like Mumford and Sons, Maggie’s followers are desirous of such an authentic culture. As such, they can be said to be nostalgic for the future, because the future resembles (a fantasy of) the past. Maggie not only represents but, with her glacial beauty, embodies the purity promised by her time. Rather than being an indication of frailty, the oxygen tank she relies upon to alleviate her numerous allergic reactions to the toxicity of 21st century LA is testament to the superiority both of her era and her biology.  But Maggie admits that she is ‘not a saint’ in a scene where she summons Peter to her inner sanctum and proceeds to smoke a cigarette and drink wine, which suggests that she is not quite what she seems. However, by this point Peter has become infatuated with her and agrees to participate in her scheme to meet with a child, Abigail, who is one of Peter’s students in his day-job as a substitute teacher. Something of a child prodigy, Abigail (Avery Pohl) has a distinctive, intricate handshake which Maggie’s cult also uses to communicate membership. Maggie’s knowledge of Abigail’s idiosyncratic greeting seems to support her claim that the child is, in fact, her mother. 





The ‘truth’ is never revealed and the film ends with Maggie’s arrest at the hands of police officers, co-ordinated by a Justice Department agent Carol Briggs (Davenia McFadden) who has been pursuing Maggie, a known con-artist, for some time. However, the viewer is never presented with any concrete evidence that Briggs is who she claims to be; although we see her arrive in LA by plane and peruse a file on Maggie in her hotel room we do not  see her at any point in a police station or Justice Department building, and so it is possible that she is lying about her identity. Maggie’s arrest, in a storage room at the LaBrea Tar Pits museum, seems staged, recalling the denouements of David Mamet’s two con-artist films House of Games (1987) and The Spanish Prisoner (1997), although without the revelation of a deception. We see men in police uniforms burst into the room and take Maggie away, but we do not see a police car and there is no subsequent scene in a police station or jail. It is possible, then, that Carol is herself a time traveller, similar to the agents in Ray Bradbury’s 1951 short story ‘The Fox and the Forest’ who are tasked with hunting down fugitives from a totalitarian future. The LaBrea location also seems significant: there, naturally occurring asphalt has preserved the centuries-old fossils of several pre-historic species and the remains of the 10,000 year old ‘La Brea Woman’. The use of the tar pits as the setting for the film’s denouement emphasises the theme of cultural stasis, from which Maggie promises deliverance.





 The cult members in Sound of My Voice suffer from what Douglas Rushkoff calls ‘present shock’ the sense of being in a continuous now. Rushkoff’s term is, of course, a play on Alvin Tofler’s concept of ‘future shock’ in which relentless technological progress creates a ‘social paralysis’ and ‘fear of the future’ (Rushkoff, 2014: 4). However, for Rushkoff the future has already happened and 21st century existence is characterised by the ‘presentism’ created by our networked society in which '[e]verything is live, real time, and always-on' (4). This results in ‘digiphrenia’, the sense of being in two places - online and in the physical world – simultaneously. Two other symptoms of present shock are ‘narrative collapse’ which creates the loss of a sense of goals or a journey’s end, and ‘apocalypto’, the fantasising of the end of the world as we know it. Maggie’s followers clearly suffer from this last symptom, which can also be understood as an attempt to cope with ‘narrative collapse’ by identifying the promised land of 2054 as the telos for their life-journey. 





The effectiveness of Sound of My Voice comes both from the uncertainty of Maggie’s true identity  and from the  representation of the anxieties and desires of her followers who, to quote the slogan of the science fiction TV series The X-Files (1993-2002), ‘want to believe’ that she is telling the truth. The science fiction novelist JG Ballard argued that the only truly alien planet is Earth and the purpose of his science fiction was to create estrangement, by defamiliarising  the modern world. Where both About Time and Looper simply appropriate a science fiction trope, the possibilities of which they then limit (through its criminalisation in the latter and the imposition of arbitrary, sexist rules upon it in the former), in order to tell timeless stories, Sound of My Voice, for all its narrative and genre ambiguity,  provides us with a new vision of what science fiction cinema can, and should, provide for an audience suffering from 'presentism'. Regardless of whether or not Maggie is ‘really’ from the future, the film's depiction of modern day anxiety and of the desire for a respite from progress  recalls  Ballard’s writing, which was less concerned with imagining the future than critiquing the present. His short story collection Vermillion Sands (1971) and the novel Crash (1973) depict the states of anxiety and obsession created by technology, while the novel The Unlimited Dream Company (1979) is, like Sound of My Voice, ambiguous: like the film, it features a messiah figure, who performs miracles in the London suburb of Shepperton; however the miraculous events depicted may in fact be the fantasy of a dying man.





Conclusion 


In Looper, Jesse, the Gat-Man who pursues Joe to the country in the film's neo-Western third act, is played by Garret Dillahunt. Dillahunt's previous TV roles include a gunslinger in the Western Deadwood (2004-2006) and a time-traveling cyborg in Terminator: The Sarah Connor Chronicles (2008-9), a spin-off from the Terminator film series�. Given Rian Johnson's evident love of pop culture, it is perhaps because of these roles that Dillahunt was cast as Jesse. The Sarah Connor Chronicles also features ‘The Turk’, a computer named after a 19th century chess-playing automaton. Consisting of  a life-sized replica of human torso and head mounted on a large cabinet, this machine was in fact a hoax: a skilled chess player, likely a dwarf, was concealed inside the cabinet . Benjamin uses The Turk as an analogy for  historical materialism in Theses on the Philosophy of History: 





The puppet called “historical materialism” is always supposed to win. It can do this with no further ado against any opponent, so long as it employs the services of theology, which as everyone knows is small and ugly and must be kept out of sight. (Thesis I) 





Benjamin is not criticising Marx himself here, but rather Marxist ideologues who subscribe to historical materialism as an article of faith. But where Marx was concerned with the creation of a revolutionary future, Benjamin was instead preoccupied with the salvation of the past. For him nostalgia was, as Michael Löwy has observed, ‘a revolutionary method for the critique of the present’ (2005: 2). ‘Historicism’ Benjamin argues in Thesis XVI, ‘depicts the 'eternal' picture of the past; the historical materialist, an experience with it, which stands alone’. In opposition to this, Benjamin sees the past as mutable:





To articulate the past historically does not mean to recognize it ‘the way it really was.' It means to seize hold of a memory as it flashes up at a moment of danger" (Thesis VI).





For Benjamin both the past and future are made by action in the present: Looper's retromania and About Time's patriarchal nostalgia , however, fix the past as firmly as the LaBrea Tar Pits, while simultaneously erasing any sense that the future will involve change. Both Tim and Old Joe use time travel to alter past events but  Maggie in Sound of My Voice does not suggest the future can  be prevented. Rather her role is to prepare her followers for the upheaval to come. Maggie is beautiful but her face looks backwards. Like Benjamin’s ‘angel of history’ she has her back to her future, but unlike the  angel she has already seen it  and so for her the past to which she travels is a moment in the ‘single catastrophe’ of capitalist 'progress' which will culminate in the  new folk culture of her time, built on the re-purposed ruins of the culture industry. It is this catastrophe that creates what Fisher terms, in the title of his 2009 book,  'Capitalist Realism'. In its naturalisation of neo-liberal ideology – the book's subtitle asks 'Is there no alternative? '- capitalist realism has resulted in 'the end of history', as Francis Fukuyama claimed following the  fall of the Berlin Wall in 1989 and  the subsequent collapse of the Soviet Union, events which, he argued, disproved Marx's theory that capitalism would inevitably give way to communism (1992). Although Fukuyama's view has been widely refuted – notably by Jacques Derrida in Specters of Marx (1994) who described it as 'essentially Christian eschatology' (76) i.e. built on faith rather than evidence -  the concept has been, Fisher writes, 'accepted, even assumed, at the level of the cultural unconscious' (6). The reactionary nostalgia of About Time and retro-fetishism of Looper  is evidence of this. 





As too is the nostalgic anxiety of Sound of My Voice, although here it is used as a 'revolutionary method' to critique the present. The film may or may not be a time travel drama – although Maggie's encounter with Abigail makes it difficult to accept she is anything other than what she claims to be; Batmanglij has stated that the ambiguity will be resolved if the film is developed into a TV series or spawns sequels (Chang, 2012) – but it is undeniably a drama about time travel which uses a  science fiction trope to question what the genre has become, and to suggest a direction for it to pursue in a period of 'presentism', when history is assumed to have ended, and when the future lies in the shadow of the past.
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�	Although Interstellar does include an element of time travel, the majority of the film focuses on space exploration necessitated by the depletion of Earth's natural resources.


�	Released in 2015 the latest instalment of the series, Terminator Genisys is filled with references to the first two Terminator films while simultaneously undoing the continuity of the series so far in order to 'reboot' the franchise. As such it can be seen as a perfect example of both a 'nostalgia film' and of the exploitation of the past for contemporary production.
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