| first wrote a brief treatment for Looper in 2002, a three page prose document which
then sat in a drawer for six years. The first half of the screenplay (up to the introduction
of Sara) was written in Belgrade over the winter of 2008, and the second half was
written (and then re-written) in Los Angeles in spring of 2009.

This document is the final draft of the screenplay before we went into production,
essentially what we sent the actors for casting, and so it differs in many ways from the
finished film. Besides cuts big and small, many scenes in the first act were shuffled
around in the edit for pacing. This draft also references Paris as Joe’s destination, not
China, though the sequence is otherwise pretty much the same. The chapter breaks
were never intended to be represented in the finished film.

Thanks for reading, | hope you enjoy it.

Rian
December 2012



Looper

a science fiction film by ~——

Rian Johnson

Two, simple touches that Johnson usually puts on his title page. It doesn't work
for EVERY type of script but most of his films have been "genre" films for lack of
a better word. Denoting this by NAMING the genre and giving a minimalistic
image (that perfectly sums up the tale) works well here.

'

It's also an easy way to
differentiate yourself from
other scripts without

72 going OVER THE TOP.
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Two, simple touches that Johnson usually puts on his title page. It doesn't work for EVERY type of script but most of his films have been "genre" films for lack of a better word. Denoting this by NAMING the genre and giving a minimalistic image (that perfectly sums up the tale) works well here.








Text Box
It's also an easy way to differentiate yourself from other scripts without going OVER THE TOP.


Joe

Time past and time future
What might have been and what has been
Point to one end, which is always present.

BURNT NORTON



This is one of our favorite openings to a script. It's lean and Here he's demonstrating (whether intentional

mean, without an ounce of fat. It's also perfectly visual and or not) his PULP leanings. Most of his

very intentional. cinematic worlds have a pulp feeling to them
and this one is no exception. Best to let that
be known right up front.

EXT. EDGE OF CORN FIELDS - DAY
f;s <:, A pocket watch. Open. Ticking. Swinging from a chain.\)

Held by a young man named JOE in a clearing beside a Kansas
corn field._Sky pregnant with rain. &

Waiting. He checks the watch, removes his earbud headphones,
The opening stands.

Sfene“seWIS Without much ceremony a BLOODIED MAN in a suit appears from
alsoa thin air, kneeling before the young man. Hands and feet
locomotion of tied. Burlap sack over his head. Muffled screams, gagged.
pure visual

storytelling. With no hesitation Joe raises a squat gun and blows the ma
Again, it sets apart with a single cough of a shot. é

tone AND gives
what this story is joe loads the corpse into the flatbed of his truck.

. LATER
us a glimpse at

all about and

does soin a Cuts open the back of the body'’s jacket, revealing FOUR bars
subdued (yet of gold taped to the dead man’s back. Joe takes them.

stil dazzling)  gyp. INDUSTRIAL PLANT - DAY

manner.

Massive, in the middle of nowhere. Black smoke.
Voiceover narration is often NOT

JOE (V.O.) o .
Time travel has not yet been necessary but here it's in service
invented. But twenty five years of the narrative's PULP heritage.

from now it will be. Once the
technology exists, it will be Itpanbezyguedthgtﬂnyskwy
relatively cheap and available to Still doesn't NEED it butit's a
the public at large. And so. It flourish.

will be instantly outlawed, used

only in secret by the largest

criminal organizations. And then

only for a very specific purpose.

Joe drives up and parks his truck, removes the wrapped corpse

from the flatbed. 1) It tells us stuff we can't know
JOE (V.0.) (CONT’'D) any other way (or faster than

It’s nearly impossible to dispose normally possible), 2) It punches
of a body in the future. I'm told.p g scene for dramatic /

Tagging techniques, whatnot. So :
when these future criminal comedic purposes and 3) It must

organizations in the future need be used consistently thrOUQhO_Ut-
someone gone, they use specialized Of these three rules, the third is

assassins in our present, called the one it struggles with most,
loopers. but, like the quote, it gets a pass

INT. INDUSTRIAL PLANT - DAY because it DOES work overall.

Cavernous and empty. Joe carries the body to an iron hatch,
opens it, and dumps him in.

Here the narration is also used as a way to get the exposition out of the way. Yes, there's time travel in
this story but it's NOT concerned with how / why it works, it's merely used as a way to tell a unique
story. This is VERY similar to TERMINATOR in a lot of ways and it certainly won't be the last time the
comparison shows up. But, like the adage says, "If you're going to steal, steal from the best!"









Text Box
This is one of our favorite openings to a script. It's lean and mean, without an ounce of fat. It's also perfectly visual and very intentional. 








Text Box
Here he's demonstrating (whether intentional or not) his PULP leanings. Most of his cinematic worlds have a pulp feeling to them and this one is no exception. Best to let that be known right up front.














Text Box
The opening scene itself is also a locomotion of pure visual storytelling.  Again, it sets tone AND gives us a glimpse at what this story is all about and does so in a subdued (yet, still dazzling) manner.


Text Box
Voiceover narration is often NOT necessary but here it's in service of the narrative's PULP heritage. It can be argued that the story still doesn't NEED it, but it's a flourish. 


Text Box
1) It tells us stuff we can't know any other way (or faster than normally possible), 2) It punches up a scene for dramatic / comedic purposes and 3) It must be used consistently throughout. Of these three rules, the third is the one it struggles with most, but, like the quote, it gets a pass because it DOES work overall.


Text Box
Here the narration is also used as a way to get the exposition out of the way. Yes, there's time travel in this story but it's NOT concerned with how / why it works, it's merely used as a way to tell a unique story. This is VERY similar to TERMINATOR in a lot of ways and it certainly won't be the last time the comparison shows up. But, like the adage says, "If you're going to steal, steal from the best!"


Our main
criticism so far is
the lack of
description when
introducing
characters.
Beatrix doesn't
need one
necessarily but
Joe does and
never quite gets
one. This could
be because he
had actors in
mind already, or
maybe he
wanted them to
remain blank
slates.

JOE (V.0.)
And so. Thirty years from now. My
employers in the future nab the
target, they_zap him back to me,
their looper. And I do the
necessaries. So the target has
vanished from the future, and I've
just disposed of a body that
technically does not exist. Clean.

Vanishes in a littlefgg___

Joe’'s fi———-

And even though its
exposition it's still relaying
tone through the use of
PULP vernacular.

The body slides down a long chute.
flare of angry red fire.

EXT. DINER - DAY

A sidecar roadside diner in the middle of nowhere.
truck in front.

INT. DINER

a {—

7\

It's also worth noting that even his scene

Nearly empty, Joe at a booth listening to headphones.
waitress sets down coffee.

Her bright red name tag: BEATRIX.

Bon - BEATRIX description has a distinct style that conveys
on jour, Joe. . ; .
that wholesome pulpiness. They're stylized
JOE with brevity and clarity in mind at all times,
Bon jour, Beatrix. like any great sentence, but they also have a
sense of COOL simplicity. It's similar to the
How's the b?fégggf way Walter Hill writes his scripts. (His draft of
: ALIEN is a fantastic example of laconic
JOE storytelling.)
Slow. How's the coffee?

BEATRIX
Burnt.

Cream in the coffee. White clouds boil deep down.
EXT. FARMLAND ROAD - DAY

Joe’s truck zooms from the flat fields towards a mid sized
city on the horizon.

INT. PAWN SHOP - DAY

Grungy, heavily fortified. Joe enters and puts his gun in a
basket labeled “LOOPERS - BLUNDERBUSSES”

Slips down a narrow passage, which ends at a steel wall with
a protruding duct taped camera and microphone.

JOE

Two, Jedd.















Text Box
And even though its exposition it's still relaying tone through the use of PULP vernacular. 
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It's also worth noting that even his scene description has a distinct style that conveys that wholesome pulpiness. They're stylized with brevity and clarity in mind at all times, like any great sentence, but they also have a sense of COOL simplicity.  It's similar to the way Walter Hill writes his scripts. (His draft of ALIEN is a fantastic example of laconic storytelling.)














Text Box
Our main criticism so far is the lack of description when introducing characters. Beatrix doesn't need one necessarily but Joe does and never quite gets one. This could be because he had actors in mind already, or maybe he wanted them to remain blank slates. 


This was changed to silver in the finished film. It does work better in the film
that GOLD is used as a simple, visual way of telling them their service is now
over. 3.

Joe fishes the two gold bars from his jacket.

A small narrow slot slides open in the wall, and gnarled old
hands take the gold bars. It slides shut again.

In the background the front door to the pawn shop dings open.
The slot slides open and Jedd’s hands push a wad of cash.
Joe pockets it, and backs around Dale, another Looper.

DALE
Hey Joe. Be at the Belle tonight?

JOE
Yup.

Dale hands four gold bars through the slot as Joe retrieves
his gun and exits.

DALE
Four, Jedd.

INT. JOE’'S APARTMENT - AFTERNOON
High ceilings, big clean windows overlooking a sooty city.

Joe finishes smoothing out an oriental rug and scoots a
coffee table in place over it.

Puts a bebop LP on a turntable.
LATER
On the bed, shooting at the ceiling with his fingers.

JOE
Bon jour, mademoiselle. Bang!

INT. CAR GARAGE - EVENING

Suit-and-tie Joe pulls a tarp off a cherried-out 1992 Mazda
Miata. Lingers over it. His baby.

EXT. CITY STREETS - EARLY EVENING

Joe drives through the sooty city streets. A muted beep, and ‘j>
he fishes a matchbook sized screen from his pocket.

JOE
Yeah Seth? Yeah. O0Ok.

Even though this is set in the future it's not a flashy one. It has small
blips of newish/believable technology, but, like the time travel conceit it's
just another tool. It's trying to set a tone and establish a world. It's not
that different from our own, and that's done so we can focus on what
matters: the characters and what motivates them.






Text Box
This was changed to silver in the finished film. It does work better in the film that GOLD is used as a simple, visual way of telling them their service is now over.
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Even though this is set in the future it's not a flashy one. It has small blips of newish/believable technology, but, like the time travel conceit it's just another tool. It's trying to set a tone and establish a world. It's not that different from our own, and that's done so we can focus on what matters: the characters and what motivates them.














EXT. STREET CORNER - EARLY EVENING

A young looper named SETH on the side of the road, kneeling
beside_a motorcycle without wheels called a SLAT BIKE. He

kicks it in frustration.

A VAGRANT approaches and SETH pulls a gun, identical to
Joe's.

SETH
Walk around! Around, I’'m not
kidding. Wide around, ya shit.

The vagrant crosses the street. Joe pulls up.

JOE
Seth.

SETH
Hi Joe.

JOE

That’s new.
Seth kicks the bike.

SETH
Thanks. Goddamn thing. You going

to the Belle?
For better of worse, Johnson

EXT. DRIVING THROUGH THE CITY STREETS ALWAYS fully embraces his own
manufactured vernacular. (This
Seth and Joe. is ESPECIALLY so in his first film

BRICK). Here specific terms are

JOE . ;
Slat Bikes are all junk. Stick used to express this world is
with rubber on the road. "lived in" while also being "pulpy"
and familiar enough to intuit their
SETH meaning. He doesn't always

Yeah but Gat Men pull up in them,

they get respect succeed but the attempt is

admirable.
JOE
They get respect cause they run the

town. How much did that thing set
you back? How much?

Seth holds a quarter idly in his palm.
SETH
I was gonna pull up in it.
Tonight. Heads or tails, call it
in the air.

The coin lifts, floats several inches in the air, quivering.









Text Box
For better of worse, Johnson ALWAYS fully embraces his own manufactured vernacular. (This is ESPECIALLY so in his first film BRICK). Here specific terms are used to express this world is "lived in" while also being "pulpy" and familiar enough to intuit their meaning. He doesn't always succeed but the attempt is admirable.


JOE
Congratulations. You’'re pulling up
with me instead.

Joe notices the floating quarter.

JOE (CONT'D) The idea of telekl_nle5|s belng o)
And don’t, if we’'re going in, don’t Wide spread thatit's mostly just

do that. a parlor trick is a very interesting
SETH idea. It's not dissimilar to
Chicks dig TKs. something Philp K Di_ck or ea_rly
Johnathan Lethem might do in
JOE their works. Here it has a few

It’s tacky, don’t do it. things it's hitting on. It's a gag/

Seth catches the quarter, sullen. joke which informs us about the

situation but does so in a way

JOE (V.0.) (CONT’'D) that we'll consider it trivial. This

When the TK mutation started
appearing in the general populace

is key for a reveal later on in the

it was on every magazine - “Next narrative. It also further develops
Step in Evolution, what’s next.” the world as being "lived in" and

Everyone got tested. But turns out
this was it, and now it’s just a

maybe a bit "aimless". Both

bunch of assholes thinking they're hallmarks of great Pulp AND
blowing your mind by floating Sci-Fi worlds. BLADE RUNNER

quarters. is another example of this.

EXT. LA BELLE AURORE - NIGHT
A shitty but bright nightclub in the heart of the city.

Flashy people shiver behind a velvet rope, huge black cars,
big rollers in odd suits swept in by the bouncers.

All trying very hard to be big time.

. JOE (V.O.) Good use of narration to
Big heads. Small potatoes. punch up this scene.

Drivesspast, revving the engine.

EXT. PARKING LOT

Down the street. Joe tosses the keys to an attendant.
EXT. LA BELLE AURORE SIDE ENTRANCE

A dingy stage door in back of the building. Joe and Seth
ring a buzzer, smile for a camera, and the door opens.

INT. COAT CHECK
A long dark hallway leads to a tiny antechamber with a coat

check room used for guns._BIG CRAIG leans out of it, and
stops the two.



Text Box
The idea of telekinesis being so wide spread that it's mostly just a parlor trick is a very interesting idea. It's not dissimilar to something Philp K Dick or early Johnathan Lethem might do in their works. Here it has a few things it's hitting on. It's a gag/joke which informs us about the situation but does so in a way that we'll consider it trivial. This is key for a reveal later on in the narrative. It also further develops the world as being "lived in" and maybe a bit "aimless". Both hallmarks of great Pulp AND Sci-Fi worlds. BLADE RUNNER is another example of this. 








Text Box
Good use of narration to punch up this scene.





BIG CRAIG
No loopers in the club on
Wednesdays, Joe. Gat men only.
Seth backs towards the door, Joe stops him.
JOE
We’ll stick backstage, just meeting
up. In and out.

BIG CRAIG
Packing your blunderbusses?

JOE
Hardly. Right Seth?

SETH
Hardly. I’'m with Joe.

Big Craig pats them down, waves them in.
INT. BACKSTAGE

A claustrophobic maze of twisty halls and passages.
DANGEROUS MEN and half naked SHOW GIRLS weave through.

Joe expertly navigates the turns, going someplace. Seth
struggles to keep up.

SETH
So are we - hey -

Joe has vanished. Seth stops meekly, butted by passing men.
INT. BORDELLO ENTRANCE

An ornate parlor, LACY WOMEN entertaining men. A velvet
curtained doorway leads to back rooms.

Joe lingers by the entrance, watching one girl in particular,
SUZIE. Bold dark eye makeup. A BIG MAN leads her off
through the curtains. Joe’s eyes drop. Pained.

A fat MADAME doesn’t look up from her ledger.

MADAME
No loopers on Wednesday, Joe. Gat
Men only.

JOE

So I’'ve read.

He ducks out.



INT. BACKSTAGE

Joe plods. Dale, the Looper from the pawn shop, passes fast.
Curious, Joe follows. They pass Seth, who tails after them.

SETH
Hey, Joe. We leaving? Cuz, what-
Joe?
And Seth loses them again, butted back by passing men.
INT. STEEP STAIRS

A starkly lit steep stairwell leads down. Five or six young
loopers gather at the top. Joe and Dale join them.

JOE
What?
DALE
Zach. In there right now, with
Abe.
Dale makes a quarter float above his palm. Joe rolls his
eyes. This is central / essential to the narrative as a whole, so
JOE he doesn't waste any time to get here. A lot of
For what? screenwriting books say you have to state your theme /
message by a certain page length, yadda yadda, and
DALE that's somewhat true but it's clear when it's forced. Here
He closed his loop.

it feels quite natural to the flow of the story so far.
This lands heavily on Joe.

JOE
No shit?

The door at the bottom of the stairs opens, and ZACH, another
looper, steps out. An OLDER MAN'S HAND pats his shoulder
then retracts into the door.

The loopers watch him in awe.

JOE (V.0.) (CONT'D)
There’'s a reason we're called
loopers.

EXT. ABANDONED LOT - DAY (FLASHBACK)

Zach stands waiting, checking his wristwatch, gun in hand.
Obviously performing a similar ritual to Joe’s.

JOE (V.O0.)
Time travel in the future is so
illegal, that when we sign up for
this job we agree to a very
specific proviso.






Text Box
This is central / essential to the narrative as a whole, so he doesn't waste any time to get here. A lot of screenwriting books say you have to state your theme / message by a certain page length, yadda yadda, and that's somewhat true but it's clear when it's forced. Here it feels quite natural to the flow of the story so far. 


Zach raises his gun.

JOE (V.0.) (CONT'D)
If our employers in the future get
busted up by the law, their first
priority is going to be erasing any
trace of their relationship with us
ever existing.

A flash of 1light, and a HOG TIED MAN with a sack over his
head kneels in front of Zach.

Zach fires, and the man’s chest explodes.

JOE (V.0.) (CONT'D)
So. If they’re busted, and if
we’'re still alive 30 years from
now, they’ll find our older self
and zap him back to us, like any
other job.

Zach rips open the back of the corpse’s jacket, revealing
several dozen gold bars taped to his back.

JOE (V.0.) (CONT'D)
This is called closing your loop.

Zach freezes. Looks at the shape of the corpse’s face
through the sack.

JOE (V.0.) (CONT'D)
And you get paid out a mythic
amount of money, and you get a

Again, it's probably only
possible to establish this

handshake and get released from much world building with the

your contract. Enjoy the next 30 use of voice over. We're still

years. only on page 8 and we know
all the essentials we need to

INT. STEEP STAIRS
know.

Zach reaches the top of the stairs, a grin on his face.
JOE (V.O0.)
This job doesn’t tend to attract Good line here.
the most forward thinking people.

ZACH
So are we celebrating?

At the bottom of the stairs, a skinny young thug in ratty
jeans. This is KID BLUE.

KID BLUE
No loopers on fucking Wednesdays!

The loopers collectively flip him off.



Text Box
Again, it's probably only possible to establish this much world building with the use of voice over. We're still only on page 8 and we know all the essentials we need to know.


Text Box
Good line here.


ZACH
Suck one, kid!

INT. LA BELLE AURORE CLUB - NIGHT

Lurid and very loud mixture of a dance club and cabaret. One
by one the LOOPERS emerge from side exits, sneaking in.
Paupers at the feast.

INT. LA BELLE AURORE BATHROOM - NIGHT

Joe and several other Loopers pass around an EYE DROPPER.
Pupils slacken. The drug spins him into a slurred revelry.

INT. LA BELLE AURORE CLUB

Joe staggers out on the dance floor. Miles high.

EXT. LA BELLE AURORE - NIGHT

Joe and the loopers are kicked out by burly GAT MEN, followed
by Kid Blue, pointing and yelling at them. The loopers laugh
their asses off.

EXT. CITY STREETS - NIGHT

Joe’'s Miata screams through the abandoned city streets,
racing with several other loopers in trucks and sports cars.

IN THE CAR

Jammed with Seth and Loopers, Joe at the wheel. Still so
high. Suddenly one of the Loopers SHOUTS -- Joe slams the
brakes

EXT. VAGRANT VILLAGE - NIGHT
Screaming to a halt just shy of a malnourished BEGGAR KID.

Caught in the headlights. Behind him, a miserable vagrant
village in a field.

IN THE CAR

Joe stares at the kid, frozen. A moment. Then spins the
wheel, peels out. The Loopers hoot and shout. Joe’s Miata
screams along the dirt road bordering the vagrant village,
whizzing past open fires and dirty huddled families.

JOE’S FACE - serene and focused. Going somewhere.
EXT. SETH'S APARTMENT - DAWN

Joe drops Seth off at his building with its bright red
garage.

This is a cool little moment. One can
maybe extrapolate it speaks to his
aimlessness or the general malaise of
their world, or really anything because
it's a powerful little moment.



Text Box
This is a cool little moment. One can maybe extrapolate it speaks to his aimlessness or the general malaise of their world, or really anything because it's a powerful little moment.











10.

JOE
Sell that goddamn slat bike back.
That’'s a lot of stupid money.

SETH
I got stupid money.

Seth holds his hand under fuzzy dice hanging from Joe'’s
mirror, and they spin.

JOE
Alright.

Seth stumbles toward his door, checks his pants.

SETH
I think I did something. You know
what? TKs are special. Fuck you.

JOE
Hey Seth.

Seth slumps against the car.

JOE (CONT'D)
Alright, Zach. What’s his payout,
30? 40? If that? That’s not
going to last you 30 years. And it
won't get you overseas.

SETH
OverseasS...

JOE
So in five, ten years you’re back
to riding the rails, or worse
you’'re like Kid Blue, working as a
gat man, wagging your dick at
loopers and roughing up shop clerks
for payoff money.

SETH
Fuckin Kid Blue.

JOE
Save a little something. Alright?
Cause that’ll be yours, and then
you’ve got yours and that’s all
that matters, your life is your
own.

SETH
I gots mine you gots yours. I wish
I was smart like you. Saint Joe.

Seth pats Joe’s cheek, and waddles off towards his apartment.



11.

INT. JOE’'S APARTMENT - MORNING
An alarm wakes Joe, red-eyed.
INT. JOE’'S APARTMENT ENTRYWAY - MORNING

In his bathrobe, Joe checks his apartment mailbox. A slip of
folded paper inside, with “14:30” handwritten on it.

INT. JOE’'S APARTMENT

Dressed now, Joe double-checks his french book for a phrase
and heads out.

EXT. FARMLAND ROAD - DAY

Joe’s truck zooms away from the city, into corn fields.
EXT. CORN FIELD

Joe'’s pocket watch at 2:29, ticking away.

A hog-tied MAN with a sack on his head appears before Joe.
Shoots the man in the chest, without hesitation.

INT. DINER - DAY
Joe sits at a booth, the waitress Beatrix brings his coffee.

BEATRIX
Bon jour Joe.

JOE
Ravi de te voir, Beatrix.

BEATRIX
Ooh 1la la.

INT. PAWN SHOP BACK ROOM - DAY

JEDD, 70s and knarled, sits in a tiny closet of a work room.
Following a BUZZ, Joe appears on a fuzzy monitor, standing in
the hall.

JOE (OVER SPEAKER)
Two, Jedd.

Jedd opens a slot and takes two gold bars from Joe, then
hands him out a small stack of cash.

Marks in a notebook Joe’s name, the date and the number ‘2’.
All the other transactions have the number ‘4’.

INT. JOE’'S APARTMENT

Joe smooths out the oriental rug.



12.

INT. LA BELLE AURORE CLUB - NIGHT

Joe drinks with Dale, watches a group of Loopers celebrating
at another table.
Another good moment here, easily

DALE missed as being important.
What'’s that, fourth loop closed gimp

this month?

Dale casually makes a fork float above his palm, lifting his
eyebrows at passing ladies.

JOE
Fourth.

On the stage, flinging her legs with a line of can-can
dancers, is Suzie. The girl Joe watched in the bordello. As
her dance ends Joe stands and goes backstage.

INT. BACKSTAGE
Suzie weaves towards her dressing room. Joe catches her.

SUZIE
Hey.

JOE
You working a shift tonight?

SUZIE
Yeah.
(realizes)
Yeah, but one of the gat men bought
me out already. For the night.

JOE
Oh.

SUZIE Another small moment that helps
Sweetie. I gotta work. fuel the later antagonism between

. . the two of them.
She leaves him watching her go.

He turns - sees Kid Blue leaning in the shadows. He'’s seen
this whole exchange. The Kid smirks.

INT. LA BELLE AURORE CLUB
Joe bursts back into the club with a vengeance.
INT. JOE’'S APARTMENT - NIGHT - LATER

Joe staggers in. Not doing so hot.



Text Box
Another good moment here, easily missed as being important.


Text Box
Another small moment that helps fuel the later antagonism between the two of them.


13.

INT. JOE’'S BATHROOM - NIGHT

Looks at himself in the mirror. Eyes red as candy. He pops
open a hidden drawer next to his medicine cabinet, pulls out
an eye dropper and puts one in each.

INT. JOE’'S APARTMENT - LATER THAT NIGHT
A harsh POUNDING.

Joe, flopped on the bed, stirs. Then wakes with a jump,
shaky on his feet.

Goes to the door. A screen shows nobody in the hall outside.

Still punch-drunk, Joe listens. POUND POUND POUND. The
window. Joe slides it open. Seth tumbles in off the fire
escape.

JOE
Jesus, Seth.

SETH
They're gonna be here any minute,
are they here?

JOE This is a key moment here as well. It
No, they’'re not here. Who? Shows thatJoe is quick on his feet which is
a great skill to have (and also his greatest

. SETH . weakness when going up against himself).
Christ. Joe. Christ.

Joe’s eyes focus a bit, he tunes in to the situation. Turns
the apartment lights off.

SETH (CONT'D)
(re: the lights)
What are you doing? Right. Smart.

JOE
Seth, sit down here.

CRASH! Seth knocks something over in the dark. Joe opens
the fridge, pale light. Seth sits at the kitchen table.

SETH
Late to my own funeral. Mom always
said...

JOE

Tell me now.

SETH
Christ, Joe. Late to my own
goddamn funeral. Can you help me?



Text Box
This is a key moment here as well. It shows that Joe is quick on his feet which is a great skill to have (and also his greatest weakness when going up against himself).








14.

JOE
Seth, what did you do?

SETH
You can protect me a little, right?
Just so they don’t... jeez. Oh

jeez. This is like a nightmare.
This is a nightmare.

JOE (V.O.)
I knew then what he did so I don’'t
know why I asked.

JOE (CONT'D)
What did you do?

Seth lifts his eyes to Joe.

SETH Such a good transitioning line here.
He was singing.

EXT. CORN FIELD - DAY (FLASHBACK)

FLASH: a hog-tied man with a sack over his head appears.
Singing.

Seth, with his gun raised, hesitates.

SETH (V.O.)
Through the gag and mask, but I
could hear the tune. Deep
memories, my mom in a dark room,
singing. Back warm and safe, when
I coulda still been good. And once

I knew it was him... Joe I
couldn’t. I couldn’t. I had to
see.

Seth pulls the sack off the man’s head.
INT. JOE’'S APARTMENT

SETH

Joe I can’t even tell you. Looking
in his eyes. I had to let him
talk, then. I don’t even remember
the words, but I remember believing
every one of them, or not even
believing, but submitting. I've . ; :
never fe%t that small be%ore. I've This is a great "ttle. bit
never felt that happy. He told me. here as well. Mentions

I remember, there’s a new holy the "big bad" here, but
terror boss-man in the future, and does so in a way the
he’s closing all the loops. The i

Rainmaker, they call him. He told makes it relevant to them

and the scope of this

me.
(MORE) story.



Text Box
Such a good transitioning line here. 


Text Box
This is a great little bit here as well. Mentions the "big bad" here, but does so in a way the makes it relevant to them and the scope of this story.


SETH (CONT'D)
Then he wanted a cigarette and I
untied him, and he gives me this
look. And he just starts running.

EXT. CORN FIELD - DAY (FLASHBACK)

15.

Seth standing with his gun in his limp arm, receding behind

us as we run away.

SETH (V.O.)
And I had my blunderbuss so I know

he’s got about fifteen strides till

he’s out of my range. And they
come and go, and I just watch him
till he’s gone.

INT. JOE’'S APARTMENT
Seth breaks down crying.
JOE (V.O.)

This is called letting your loop
run. It’s not a good thing.

Allllllmost feels like he could've
come up with a term for this,

but this suffices.

SETH
What do I do? You're the only
friend I got Joe you gotta help me

JOE
You fucking idiot coming here.

Seth, sucker punched.

JOE (CONT'D)
You can’t be here, I’'ll give you a
little money but you gotta

SETH

Joe? A little - where am I gonna -

JOE
You hop a freight train, you beat
it the hell out

POUND POUND POUND.

The absence of
punctuation at the end
of most of these
sentence is an
interesting way to
illustrate the
expedience of the
moment. We would've
gone with the more
traditional "--" but this
might be another
example of being more
established and having

On the door this time. Seth Hgﬁgée@eggﬁnd

like he’s going to die, Joe closes the fridge, hisses

JOE (CONT'D)
Shut up. Don’t move.
Goes to the door.

KID BLUE
Open up Joe!
(to the gat man)
Watch the window.

Two GAT MEN and Kid Blue stand outside.



Text Box
Allllllmost feels like he could've come up with a term for this, but this suffices.


Text Box
The absence of punctuation at the end of most of these sentence is an interesting way to illustrate the expedience of the moment. We would've gone with the more traditional "--" but this might be another example of being more established and having more leniency. 


l6.

Joe spins from the door. Considers briefly.

JOE
I can’t do anything for you Seth.

Seth crumples to his knees, grasping Joe’s hand.

SETH
No! You gotta hide me! Joe, hide
me, please Christ please Joe please
hide me tell em something to buy
time and I’'1ll leave please-

POUND POUND POUND.

JOE
Hold on!

Watching Seth, Joe’s face breaks in a moment of decision. He
flips the lights on, and briskly pulls back his oriental rug.

A FLOOR SAFE with a touch pad. He enters a code, opens it.
Wide and deeper than you’d expect, lined with gold bars. Big
enough for a man. Seth scrambles in.

Joe takes one last look at Seth’s frightened, grateful face,
framed by the gold bars, then closes the safe and smooths the
oriental rug.

POUND POUND POUND- Joe opens the door.

Kid Blue storms in, his gun drawn, sweeping through the
apartment with over-eager purpose.

One gat man stays outside, the other casually sits at Joe’s
kitchen table. Kid Blue gets in Joe’s face.

KID BLUE
That took awhile.

JOE
You think it’s easy looking this Another great pulp-y
good? callback here.

KID BLUE

Tye’'s going to watch your apartment
while we go have a talk with Abe.

Joe grabs a jacket.

JOE
There’s coffee in the tin.

TYE
Thank you.

EXT. LA BELLE AURORE - DAWN - ESTABLISHING



Text Box
Another great pulp-y callback here.


17.

INT. STEEP STAIRS

Kid Blue leads Joe down the stairs and into the door at their
base.

INT. WAITING ROOM

Dingy with a few benches. 1In one wall three steep stairs
lead to a high door. Kid Blue knocks. Muffled voice from
within:

ABE (0.S.)
Two minutes.

LATER

Joe and Kid Blue on benches, facing each other. The Kid
stares daggers and spins his gun. Joe tries his best not to
engage.

KID BLUE
You know why they call that pea
shooter a blunderbuss? Cuz it’s
impossible to hit anything farther
than 15 feet, and impossible to
miss anything closer. A gun for
fuck up turkeys. ©Not like a gat.
A gat has range. Accuracy.

His gun spinning gets fancier. His gun meaner looking than
Joe’s blunderbuss, long and slim and chrome.

JOE
Alright, cut it out Kid. You're Great little
gonna blow your foot off again. exchange here.
The Kid almost snaps back, but then grins. Their rivalry
means more to
KID BLUE Kid Blue than it
You’re right, it’d be real easy for does to Joe, but
it to accidentally go off. Joe wins
. . BECAUSE he
He clicks the safety off. Joe shifts uncomfortably. cares the least.
JOE
C'mon.
KID BLUE

Don’t disrespect a gat man, Looper.
Joe stifles a chuckle.

In a flash, the Kid stands and pistol-whips him across the
face. Joe falls back. The