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Introduction



        JONATHAN NOLAN AND CHRISTOPHER NOLAN

INTERVIEWED BY JORDAN GOLDBERG
         
      


JG  Walter Donohue [Editor at Faber & Faber] wanted me to start off with a question about the term science fiction. He’s never liked the term science fiction; he prefers the term speculative fiction. He believes speculating about the future is a way of revealing the way we live now and providing some kind of order in the way of understanding the chaos of contemporary life.
            

JN  For me, that was the whole jumping off point. Originally, Steven Spielberg wanted to do a contemporary space adventure. I pitched him instead something set fifty years into the future. The reason was that – in the tradition of MASH being set in the Korean War but really being about the Vietnam War – I wanted to do something that reflected what I thought was the current state of human ambition. Which it is to say we congratulate ourselves every day on living in this spectacular moment of technological advancement and progress; we’ve invented the inter net and a variety of ways we can buy stuff online, but we’re not going into space. Measured purely by altitude, the human race peaked fifty years ago.
            

CN  But Walter’s question is about the value of speculative fiction – he’s not asking about futurism per se. Science fiction can be contemporary, speculative fiction can be contemporary as well. You set the story in the future so you could address the underlining problems and ideas that are going on in society right now the way the best speculative fiction does. And this project has always been in that tradition. What’s interesting is that when we came to shoot the film, we went exactly in the opposite direction. So we didn’t allow for any kind of futurism or any kind of difference from contemporary technology and contemporary society. The reason for that is it is more speculative fiction than science fiction. You choose what your speculations are about. And I didn’t want to speculate about the color of people’s trousers in the future or what kind of computer screens they’d be using. I think that speaks to the difference between science fiction and speculative fiction just as terminology.
            

JG  Where did the specific speculations in Interstellar come from? Like the dust situation?
            

CN  For me, the whole dust situation came from looking at Jonah’s original draft and focusing in on the idea of a return to an agrarian society. An agrarian society has a utopian aspect – there’s a simplicity and a kind of wholesomeness associated with it – and I think Jonah’s goal was to stop it from feeling dystopian. I really liked that. But what I found interesting was the idea that when you research the kind of farming community that existed in the past, they’re very subject to the elements, they’re subject to the natural disasters. And whilst I think the blight idea was always extremely compelling as a device, it was inherently not very visual because you’re talking about things not growing or dying. We found ways to dramatize it by setting fire to the fields and the like. But I really wanted to get across two ideas with the dust situation. One was a simple way of visualizing the decay of a farming community or the ability to be able to farm. And the other key point is from watching Ken Burns’s documentary The Dust Bowl, which is incredible if you haven’t seen it because it is science fiction. It seems like science fiction. You cannot believe the images you’re seeing, the real images. The descriptions are heartbreaking and amazing, but you’re looking at pictures and film of things that if you put them in a movie, directly, people wouldn’t believe it. When we do the dust clouds and the dust storms in the film they are toned down from the real imagery because the real imagery would never be believed. And that really happened.
            

JN  That’s amazing.
            

CN  And I really like the idea of trying to dramatize your inherent blight situation in a sort of disaster movie mode and make it bit more visceral. But do it in a way that has already happened on our planet, for real, that has been documented. And that eventually led us to actually incorporate some of Ken’s footage in the film as the real voices talking about the dust with the older Murph. I really like the idea of saying that the most threatening and outlandish visual idea of the first act has already happened in real life. It’s not even under question.
            

JN  We’re sort of in this moment in which humans are obsessed that we’ll prove our own undoing – that we’ll poison the planet, we’ll destroy ourselves, and all these things. But I thought it would be more interesting to find a slightly less personal Armageddon, or the idea that the universe obliterates you or the planet turns itself toxic because it doesn’t care about you and me because we’re an accident in outer space. The blight and the dust provided what I thought was a great, impersonal way for the planet to sort of gently suggest that our time here was over. That it was the moment to move on, rather than being something that we had brought on ourselves which, in its own way, feels anthropocentric.
            

JG  Jonah, in a story like this, there needs to be a certain amount of scientific research. In the beginning when you were talking to Kip Thorne, you were in immersed in a slew of complex concepts and ideas. Where did the science end and the imagination begin?
            

JN  Well, Kip is simultaneously a brilliant, brilliant scientist, but also a very kindly and patient explainer of science. He’s of the philosophy that all these grand discoveries that he and his mates have come up with, if they can’t be articulated back to regular people – people like me – then of what use are they? If you can’t share them with the rest of humanity, then have you really discovered anything at all? And so Kip has devoted an enormous amount of his career and his time to trying to make these ideas accessible as his great friend Stephen Hawking has – and to a degree as Albert Einstein did - trying to make sure that these things are things you can hang onto. And in the manner of Einstein – you know, Einstein’s thought experiments ultimately always involved two people on a train, or twin brothers with one headed into space – any attempt to understand general relativity seems to come back to this personal scale because it’s how we see the universe. We are our own instrument for measuring the universe – ourselves, our life spans, our senses, and our relationships. And our understanding of our mortality is built through those relationships. So Kip – in his books, in his work – has concentrated on finding ways to relate these things on a human scale. And that inevitably brings you to this view of natural events as they relate to us and our families and our relationships. In terms of principles guiding us, there are a number of ideas that are common to lots and lots of speculative fiction. Wormholes being one of them. But the main thing here was to try to get all the way underneath the rule-set sufficiently that the experience becomes kind of a tactile one that you feel. I mean, a wormhole is kind of an inherently alien concept, right? We know nothing in the universe that would allow one to develop naturally. The idea of a wormhole presupposes the idea of a higher order of intelligence, so there’s a certain amount of speculation just in that.
            

CN  There are several key narrative ideas that I put into the script based on passages that Kip had led me to in his book. Those then turned out to be the things that he argued with me the most about whether they would really happen.
            

Laughter.
            

But I found that fascinating because it meant to me that even though he’d written it in a book ten years ago, he was still completely prepared to take it as a fresh story element, and argue about whether or not it could really be.

JN  Sure.
            

CN  And I found that surprising and a little frustrating at first, and then the more I talked to him I realized that he approaches these things from a very pure point of view. So it’s not about whether he said it ten years ago or not, it’s about what does he believe now. What does the science tell him. And very often it was about whether he could make the numbers work. Literally. So I would say, ‘Can this happen?’ And he’d say, ‘Well, I’ll do some calculations.’ And when he did the calculations it allowed him to understand that mathematically it was possible, which I guess is kind of the genesis of the whole idea of wormholes because he doesn’t believe they can be naturally occurring, but he believes them as a mathematical possibility based on Einstein’s equations. But I did find that when I came to the project, there was a very, very dense amount of science that he was quite keen on that I had to (laughs) gently pry him away from.
            

JN  (laughs) Yeah, sure.
            

CN  And we were able to address some very sophisticated scientific concepts in the movie by just simplifying – just having fewer elements. I think there were so many things crammed into the original, so many scientific ideas that Kip wanted or that you wanted –
            

JN  Yeah, there was an awful lot of stuff that we were trying to cover. Kind of everything … Well, the film’s called Interstellar!
            

Laughter.
            

CN  Relative to the original question, though, I definitely tried to not go too far and try to understand the complexities of science because I felt that the audience won’t be able to. I have to understand it a little bit better than the audience does, but you have to be one of them …
            

JN  You and I are not terribly keen on research. You do just enough so that you see the possibilities and not the constraints. This was a very different experience for me because I spent so long talking with Kip and reading books. Sometimes these projects go quickly, sometimes they drag on, but this one lasted a bit. I became friends with Kip – we sort of kept talking – and I think all of that helps. There was about a two-month period in 2008 in which I felt confident to say that I felt like I truly understood both special relativity and the theory of general relativity, right? And then the writers’ strike happened and I’ve never understood it since. (Laughs.) Some of these things you can understand on an intellectual level, and then hanging out with Kip long enough there are some of these things that you just start to feel are more instinctual.
            

CN  And the instinctual ones are the worthwhile ones because the actual ones don’t play for an audience at all, unless they can be summarized as a simple rule that you oppose – like you can’t go faster than the speed of light, or whatever.
            

JG  Explain the significance of Murphy’s Law.
            

JN  Murphy’s Law is not quite as scientific as – (To CN.) I can’t remember if you and I ever talked about it …
            

CN  Well, the way you explain it in the draft – it actually is pretty scientific, funnily enough.
            

JN  Yeah, it’s kind of a lot of my speculative bullshit. What was interesting about Murphy’s Law was that I thought it was a fascinating jumping-off point for a theme –
            

CN  Well, it’s not speculative bullshit! You mean in terms of it meaning whatever can happen, will happen?
            

JN  No, that’s not speculative bullshit.
            

CN  The other end of it is complete bullshit, and Kip has explained that to me. I left it in the film because I thought it was really good.
            

JN  What’s that?
            

CN  The scientific idea that Brand expounds that because Miller’s and Mann’s planets orbit a black hole that not enough elements are able to reach them. Kip went with it at first, but then he talked to some of his colleagues, and he’s fairly confident that, in fact, the opposite would be true. But he was okay with me leaving it there because I’m like, ‘Well, first off, she could be wrong.’ And I think, interestingly for Kip, that was a major breakthrough because of his understanding of the science –
            

JN  (laughing) That the scientist could be wrong! Yeah, totally.
            

CN  Yeah, that you can have a character who spouts bullshit, or speculation, or whatever – that that’s okay. Once he got his head around it, he was very comfortable with it. Where we got into a certain amount of trouble and where we really tried to skirt the truth is with the gravitational pull of the black hole, because this orbital angular momentum stuff that it gets into, the way that a black hole would really attract a body, and the way that you wouldn’t fall into it, you would orbit it – they’re just not things that the audience is ever going to be able to understand. That was one of those early things that we said, ‘The way this story is going to work, we’re going to have to view gravity as a stronger force than it really is.’ Or, stronger in its early stages.
            

JN  But in turn, when you’d talk to Kip you’d realize that relativity is such an odd thing. The shape of our universe is so bizarre that at certain speeds and locations, time and space do become very unusual. The idea that I was really trying to get to with Murphy’s Law was just that we live in a space in which things are permitted to happen, right? And those are good things or bad things. Death, destruction, but also life. The idea that we’re here on this ball of mud hurtling through space seems to have something to do with our interactions with extra-planetary bodies and cosmic rings –
            

CN  I think biologically and historically it’s a very interesting idea, and I do think it’s scientific because it actually relates to osmosis, as simply as that; it’s like, a body in motion with particles going through a membrane because they just will.
            

JN  Right. They’ll find a way.
            

CN  Exactly.
            

JG  Talk about making abstract, complex concepts understandable by finding a way to make them emotional.
            

CN  You do have to personalize it. Even if the audience understands it, they aren’t going to care about it. There were two things that really hooked me on the project after reading the early drafts. I mean, I loved the characters. I loved the setting of the first act. But I really loved the moment where Cooper catches up with the messages he’s missed. And I always felt that if you could make that the center piece of everything that happens in the second act – it just is such a powerful thing that anyone could relate to. And there is science behind it, but you’re not thinking about the science at all. You’re actually thinking about your own mortality. You’re thinking about living life as a human being. And that was attractive to me.
            

If you look at what I did with the draft, mostly what I did was take out all of the other stuff in the second act and just have that scene. I always found that moment to be the most ambitious thing in the project, and the most sort of … extraordinary.

JG  Walter brought up an interesting point. He said that Flannery O’Connor always said that the most important word when writing is concrete. And for him the concrete thing in this script was the emotional core between the parent and the children.
            

CN  Yeah. Well, I always felt that was at the heart of the project. My feeling on the development process – which you (JN) were engaged in for many years – is that it doesn’t necessarily allow for choices; that is to say, the stripping down of choices. The development process inherently adds things – adds potential choices – but it’s not a very good process for making the ultimate choices you have to make in terms of what to take out. And ultimately, in any moviemaking process, at some stage somebody has to come along – usually it winds up being a director, if somebody’s a writer-director they’ve got a better chance of doing it – and going, ‘Okay, yes you could make this whole other movie. You could make ten other movies, but you can’t make those movies. You’ve got to choose one and follow that line very strongly.’ So what I found in your drafts was this family. And to me, that’s the thing that you follow the whole way. And ultimately what I wound up doing – and I told you after I’d done it because I did not do it on purpose – but I wound up eliminating any kind of alien life from the project. For me, that happened for two reasons. I mean, one was just me following my natural instinct about what I loved about the characters, and the story that I thought was important. The other reason has to do with the problems I have with a lot of popular science fiction films over the years, which is that they don’t necessarily focus in on a momentous event to the degree that they should, and the only way to do that is with the exclusion of other momentous events.
            

JN  Sure.
            

CN  So, to me the idea that you could find a planet that you could walk around on and talk about living on is so extreme, that to then also have a scene where somebody encounters alien life – that to me is the next momentous event …
            

JN  A whole other movie!
            

CN  It’s the difference between screenplays and then the screenplay that you go, ‘Okay now we turn the cameras over on Monday.’ It’s not about taking out things that you think are good – it’s just about a choice of going, ‘You could make any movie out of this. What is it?’ And I talked to you a lot, I remember, about genre very inarticulately for a very long period of time. Like years. Because I would say I don’t want it to be an adventure story, but it was very difficult to figure out. I think ultimately it was about moving away from it being an action film and going more to – I don’t even know what genre you call, like, Treasure of the Sierra Madre or Greed, or these films that are very much about human beings, and they tend to be quite simple stories.
            

JN  A disaster morality tale, or something. Something in that space.
            

CN  Yeah, I suppose you do call them adventure movies, but it’s different. It’s different from action-adventure.
            

JN  Absolutely. Because Interstellar isn’t about an antagonist. The antagonist is the universe.
            

CN  Exactly.
            

JN  The antagonist is the void of the vacuum that we live in.
            

CN  Yeah. Which is about focus. I mean, one of the things that we did very early on – well, we really did it in the shooting, but when we came to edit, we do the first docking scene on the Endurance, which in all the scripts had been fairly much a throwaway. In my draft, it was one line. But the action takes up a lot of screen time. And I think, without even really talking about it with Lee (Lee Smith, Editor), we realized that if you make that moment important, and difficult, and dangerous, you’re setting the tone in terms of just how difficult space is. If you turn the volume down you can put the focus on the mechanics of ‘how do you live in space?’ One of the things we talked a lot about in the sound design is not having sound effects in space. We thought that was going to be this very risky and daring thing to do, but what we discovered was that as soon as you just did it and looked at the film that way, you realized that silence is extremely threatening. It really reminds you at every stage that you just shouldn’t be there.
            

JN  You’re automatically reminded of the uninhabitable aspect of that environment. It’s very powerful.
            

JG  By no means is this a message film, but it does emphasize the importance of the human impulse to explore, and it hits it pretty hard, particularly in the first act.
            

CN  Well, I think that’s a very positive message to have in the first act because it keeps an optimism to things, even though there’s a negative view of ‘where are we now?’ But there’s a real optimism to exploration. It’s like in Star Wars, Luke Skywalker sitting there on Tatooine trying to see what’s out there and eventually he gets his chance. So, it’s an incredibly optimistic thing at the beginning of the film. What I brought to it, which actually wasn’t even that fresh an idea because it was something which you talked about years before trying to get it in yourself, was the idea of looping it back in on itself. So the journey returns to where it starts. Because that always seemed the appropriate journey, and I think I tried very hard to make that very literal – very mechanical almost. We loop it back in on itself, and we see the dangers of that kind of exploration. I don’t just mean physic ally, but emotionally. I mean, you go all the way out there, and then you have to come back.
            

JN  But you return to find the world has changed. That was the most important thing for me. I think where I began my journey with this film was really with the end. The idea of a man out of his own time. Sort of a time traveller. On some instinctual level we feel that time travel is not possible backwards. The universe forbids it. You feel that once events move from right to left and we progress forwards in time, there’s no going back. And there’s something very tragic and sad about that. You can move only in the tragic direction – tragic in the sense that you have to leave people behind, optimistic in the sense that you can glimpse the future.
            

CN  Right.
            

JN  And as you get older, and certainly as I’ve become a parent, which is this transformative moment and somewhat meaningful for me with this project, because when I started it the relationships between what was then father and son were purely speculative – Chris then changed Murph to a little girl, and then in the interim I had a little girl of my own. So now the emotional wallop of the film is completely different. But even in the short few months since I’ve become a parent, you begin to realize that, as you get older, you become a bit of a passenger in the universe. And I imagine I will probably get to a moment in my life shortly towards the end of it where you just want to keep living because you want to see what happens. What do our children become? What is my little girl going to be doing in forty or fifty years? I mean, the possibilities of that are staggering. And the idea – a very provocative one – that you’d be able to glimpse that on some level, that you’d be able to glimpse where all that is going, is very sad and very alluring all at once.
            

CN  It is, but there’s another factor that really feeds into that, which is that pop culture relentlessly speculates about the negative aspects of the continuing human story. So there are all these ideas of apocalyptic thinking. Every generation believes they’re the last generation on Earth. Maybe one generation will eventually be right. I certainly hope it’s not ours. But everyone has always believed that, so there has always been this apocalyptic mode to storytelling. What I really loved about what you’d done with the central concept is that it transcends that. It’s about the way in which human beings adapt and transcend natural movements – apocalyptic-type movements. And that is where the optimism comes in. That’s also where the excitement comes in. Yes, the sadness of leaving Earth is very analogous to the sadness of leaving home. But then you go somewhere and that’s exciting and fascinating. I was just struck by how it had been a long time since I saw movies like the ones that Spielberg was making in the early eighties, late seventies, where you presented a sort of inevitability in life or human evolution or whatever – something that the filmmakers really believed in. Like, if you look at Close Encounters or E.T., or whatever – stuff where you go, ‘Okay, these things are going to happen. What if it happened now? Or what if we could see it happening now? What if we knew it?’ And I just thought that original concept you had that the Earth is the nest and you leave the nest – I’d never seen that presented as positive. I’d never seen that presented as a simple, evolutionary sort of inevitability. Which, to me, the best science fiction films do, or the best speculative fiction films do – they present it as, ‘Yes, this is going to happen. Isn’t it interesting to think about what that would be like?’ It’s actually a lot harder to imagine something positive – a lot harder to imagine what if we have to go beyond where we are?
            

JN  That’s the fascinating question of why is it that humans are so obsessed with not just the idea of their own Armageddon, but their own culpability in it.
            

CN  Well, I think it’s actually easier to imagine hell than it is to imagine heaven, and I think if you look at paintings or anything else, the descriptions of hell are always more convincing and relatable because they’re exaggerations of human suffering, which is quite tactile. But there’s also massive importance to a generation that is the last human generation. I think every generation has that sort of ego to them – if you could ascribe an ego to an entire species. But there’s that idea that we might be the last, and therefore we are the most important.
            

JN  The film might be guilty of that, but ultimately not.
            

CN  I don’t think it is at all because there’s nobody sitting there going, ‘Yeah, we messed up; this is the end of things.’ They’re all sitting there kind of going, ‘Yeah, we’ll figure it out.’ Part of the problem of where the negativity comes from has happened in the last twenty years with people trying to look in a more cynical way under the surface about motivations for why things happen. So, there’s a very, very powerful belief that innovation comes from war, or human conflict. You know, we only went into space to mess with the Russians or whatever it is. And you go, ‘Okay. There are interesting theories behind that. There are interesting undercurrents that, yes, in the past, might have been overlooked.’ But now people aren’t seeing the wood for the trees. We went to space because it was a cool thing to do. Kennedy sat there and said, ‘Yeah. We should go to the moon.’ I had a very interesting conversation with my friend David Lloyd years ago. We were talking about, in human history who of our times will be remembered? And who will be the most prominent person to be remembered for the last hundred years in the way that historical figures are? And if you ask people that question, you know, they’ll say things like Steve Jobs, or whatever. And then you go, no, it’s Neil Armstrong!
            

JN  Right.
            

CN  And how can it not be Neil Armstrong? If you look five hundred years in the future, it’s like, the first guy who left the earth and landed somewhere else.
            

JN  He’s Christopher Columbus minus all the slavery.
            

CN  Yes. And whatever things sort of hover around, that stop us from being able to see, will fall away over time, the same way they did for Columbus.
            

JN  And that’s how I got the job in the first place. At that moment it absolutely felt – this was my pitch – that the safe bet was in a million years that alien anthropologists would come to Earth and they would find a stick with a piece of polyester on the moon, and they would say, ‘Wow, they almost made it. They got that far.’ So, you wash away all the day-to-day stuff that we get caught up in – this invention or that invention. And it’s like, ‘No.’ That drive to get out, to explore the universe, will be the residue that’s left behind. Armstrong will be the person that people talk about.
            

This is what connects it back, for me, to Murphy’s Law. Murphy’s Law popularly is: if something could go wrong, it will go wrong. The eponymous Murphy was one of a group of rocket engineers working for the Air Force. And he was a grumpy guy, and the rest of the people on the team didn’t like him very much because he was constantly ragging on people. And one day he came back and said, ‘You know, if there was a way for these guys to mess this up, they would.’ And that has been how we remember Murphy’s Law, right? If there’s a way for human beings to mess things up, they will. But another guy there – an engineer by the name of Nichols – had a different take on it. And by his accounting, the sentiment – as it was expressed as they were distilling this wisdom of the things going wrong in their testing – was that ‘If something can happen, it will happen.’ It doesn’t have to be a bad thing; it doesn’t have to be a good thing. Humans are capable of both. We’re lucky enough to live in a universe in which both things can happen. And it’s interesting to see how many films and books tend to concentrate on all the terrible things that we can do. The parasitic relationship between innovation and violence and all those sorts of things. And there’s something under it, certainly. But they do tend to ignore the self-evident part too.
            

CN  Yeah, exactly.
            

JN  We exist. We survived. Hopefully, we will continue to survive, and that is probably a good thing.
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BLACK. THE GENTLE SOUND OF WIND IN CORN
                           
            
                           	1
        
                        

    
                     

                  



A row of books. From spaces between them, dust falls.
            

INTERSTELLAR

ELDERLY FEMALE VOICE
            

(V.O.)
            

Sure. Dad was a farmer.


    
                     
        
                        
            
                           	
BRIGHT CORN STALKS FILL THE FRAME, SWAYING IN THE BREEZE
                           
            
                           	2
        
                        

    
                     

                  



ELDERLY FEMALE VOICE
            

(V.O.)
            

Like everybody else back then.

The wind is RISING, shaking the plants more FORCEFULLY …
            

Insert cut: a WOMAN in her eighties against a dark background.
            

ELDERLY WOMAN
            

Course, he didn’t start that way …

The WIND IS HOWLING, SHRIEKING and we RIP INTO –
            


    
                     
        
                        
            
                           	
EXT. THE STRATOSPHERE – DAY
                           
            
                           	3
        
                        

    
                     

                  



BURNING through the fringes of space –
            


    
                     
        
                        
            
                           	
INT. COCKPIT – CONTINUOUS
                           
            
                           	4
        
                        

    
                     

                  



A young PILOT fights his BUFFETING craft –
            

RADIO
            

(O.S.)
            

Computer says you’re too tight – 
            

PILOT
            

I got this –

The Pilot grabs a panicked glance at his instruments –
            

RADIO
            

(O.S.)
            

Crossing the Straights … shutting it down, Cooper. Shutting it all down …
            

PILOT
            

NO! I need the power up –


    
                     
        
                        
            
                           	
EXT. THE STRATOSPHERE – CONTINUOUS
                           
            
                           	5
        
                        

    
                     

                  



The BLACK and RED SKY starts SPINNING HORRIFYINGLY –
            


    
                     
        
                        
            
                           	
INT. COCKPIT – DAY
                           
            
                           	6
        
                        

    
                     

                  



As the controls RIP themselves free, the pilot SHOUTS and we –
            

CUT TO:
            


    
                     
        
                        
            
                           	
INT. BEDROOM, FARMHOUSE – NIGHT
                           
            
                           	7
        
                        

    
                     

                  



A man WAKES, nightmare SWEATY. This is COOPER.
            

YOUNG GIRL’S VOICE
            

(O.S.)
            

Dad? Dad?

Cooper turns: in the doorway – his sleepy ten-year-old daughter. This is MURPH.
            

COOPER
            

Sorry. Go back to sleep.

MURPH
            

I thought you were the ghost.

COOPER
            

There’s no ghost, Murph.

MURPH
            

Grandpa says you can get ghosts. 
            

COOPER
            

Maybe Grandpa’s a little too close to being one himself. Back to sleep.

MURPH
            

Were you dreaming about the crash?

COOPER
            

Back to sleep, Murph.

Murph shuffles back out the door. Cooper moves to the window. DAWN breaks over an ENDLESS SEA OF CORN …
            

ELDERLY FEMALE VOICE
            

(V.O.)
            

Corn, sure. But dust. In your ears, your mouth …

INSERT CUT: AN OLD-TIMER IN CLOSE UP, WATERY-EYED, DESCRIBES DUST BOWL CONDITIONS.
            

OLD-TIMER
            

(V.O.)
            

Dust just everywhere. Everywhere.


    
                     
        
                        
            
                           	
EXT. COOPER’S FARM – MORNING
                           
            
                           	8
        
                        

    
                     

                  



An old man, handkerchief across his face, sweeps dust out of the door onto the porch. This is Grandpa (DONALD).
            


    
                     
        
                        
            
                           	
                
                              INT. KITCHEN, FARMHOUSE – MORNING
                              

            
                           
            
                           	9
        
                        

    
                     

                  



Cooper pours himself coffee as Donald puts grits on the table. TOM, Cooper’s fifteen-year-old son, stuffs his face.
            

Murph, wet hair, towel around neck, plays with pieces of a MODEL (a lunar lander).
            

DONALD
            

Not at the table, Murph.

MURPH
            

Dad, can you fix this?

COOPER
            

(takes pieces, frowning)
            

What’d you do to my lander? 
            

MURPH
            

Wasn’t me.

TOM
            

Lemme guess – your ghost?

MURPH
            

It knocked it off my shelf. It keeps knocking books off.

TOM
            

There’s no such things as ghosts, dumb-ass –

COOPER
            

(to Tom)
            

Hey –

MURPH
            

I looked it up, it’s called a poltergeist.

TOM
            

Dad, tell her.

COOPER
            

Murph, you know that’s not scientific.
            

MURPH
            

You say science is about admitting what we don’t know.
            

DONALD
            

She’s got you there.

COOPER
            

(hands her pieces)
            

Start looking after our stuff.

Donald looks at Cooper, admonishing. Cooper shrugs.
            

COOPER
            

Fine. Murph, you wanna talk science, don’t just tell me you’re scared of some ghost – record the facts, analyze, present your conclusions.

MURPH
            

Sure.

Cooper gets up, grabs his keys. 
            

DONALD
            

Hold up. (Off look.) Parent–teacher conferences. ‘Parent’ – not ‘grandparent’.
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The kids pile into an old pickup truck, scraping DUST off the seats. Cooper, coffee in hand, peers at a black cloud.
            

COOPER
            

Dust storm?

DONALD
            

(shakes his head)
            

Nelson’s torching his whole crop.

COOPER
            

Blight?

DONALD
            

They’re saying it’s the last harvest for okra. Ever.

Cooper stares at the smoke. Uneasy. Gets into the truck.
            

COOPER
            

Shoulda planted corn like the rest of us.

DONALD
            

Be nice to Miss Hanley. She’s single.

COOPER
            

What’s that supposed to mean?

DONALD
            

Repopulating the Earth – start pulling your weight.

COOPER
            

Start minding your business.
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Cooper sips his coffee, steering while Murph shifts –
            

COOPER
            

Okay, gimme second –

Murph wrestles the long gear stick into second. Cooper sips. 
            

COOPER
            

Now third –

Murph struggles to find third – GRIND.
            

TOM
            

Find a gear, dumb-ass.

MURPH
            

Shut up, Tom!

BANG – A TIRE BLOWS OUT. Cooper stops the truck.
            

TOM
            

What’d you do, Murph?

COOPER
            

She didn’t do anything. We lost a tire is all.

TOM
            

Murphy’s Law.

MURPH
            

Shut up, Tom.

Cooper gets out of the truck, checks the flat, turns to Tom.
            

COOPER
            

Grab the spare.

TOM
            

That is the spare.

COOPER
            

Okay, patch kit.

TOM
            

How’m I supposed to patch it out here?

COOPER
            

Figure it out. I’m not always going to be here to help you.

Tom moves to the back of the truck. Murph is there.
            

MURPH
            

Why’d you and Mom name me after something bad?

COOPER
            

We didn’t. 
            

MURPH
            

Murphy’s Law?
            

COOPER
            

Murphy’s Law doesn’t mean bad stuff will happen. It means ‘whatever can happen, will happen’. And that sounded just fine to us.

Murph frowns, hearing something …
            

COOPER
            

What?

Then Cooper hears it, too. A LOW RUMBLE. Cooper GRABS Murph as a DRONE SOARS low overhead –
            

COOPER
            

Come on!

Cooper jumps into the truck – he pulls out a laptop and antenna hands them to Murph – shouts at Tom –
            

COOPER
            

Get in!

TOM
            

(jack in hand)
            

What about the tire?
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Close on the SHREDDING TIRE as the truck BARRELS through cornfields. Murph fires up the laptop. Cooper strains to see through the cornstalks, scanning the horizon –
            

TOM
            

There!

To the right, the dark shape of the drone, cruising low over the fields. Cooper JERKS the wheel – the drone has long, thin wings like a U-2, but no cockpit.
            

COOPER
            

Indian air force surveillance drone. Solar cells could power an entire farm. (To Tom.) Take the wheel –
            

Tom takes the wheel – Cooper hands Murph the antenna. 
            

COOPER
            

Keep it pointed right at it –

Cooper works the laptop – the screen fills with Hindi.
            

Faster, Tom. I’m losing it.

Tom WEAVES through the corn – they round a corner, almost HIT a HARVESTER – BANG – the truck loses a wing mirror –
            

Ahead the drone SOARS, banking, pulling away –
            

The truck BURSTS out of the corn, Cooper’s nose is in the laptop.
            

TOM
            

Dad?

COOPER
            

Almost got it. Don’t stop.

In front of them, the drone plummets from view into the next valley – the path ahead leads to a three-hundred-foot drop.
            

TOM
            

DAD …

Cooper looks up.
            

COOPER
            

Tom!

Tom locks up the brakes. Cooper looks at him – he shrugs.
            

TOM
            

You told me to keep going.

Cooper grabs the laptop and opens the door.
            

COOPER
            

Guess that answers the ‘if I told you to drive off a cliff’ scenario.

Murph is still pointing the antenna.
            

MURPH
            

We lost it.

COOPER
            

(smiles)
            

No, we didn’t. 
            

The DRONE SOARS BACK OVER THEM – Cooper is moving his fingers across the track pad, PILOTING THE DRONE.
            

As the kids watch, Cooper sends the drone soaring over them, banking above the valley. Cooper crouches next to Murph.
            

COOPER
            

Want to give it a whirl?

Murph, guided by Cooper, moves her fingers across the track pad – the massive drone BANKS in response. Murph is in heaven.
            

COOPER
            

Let’s set her down next to the river.
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The truck limps up to the drone. Cooper and the kids climb down. Cooper runs a hand along the smooth carbon flank of the aircraft.
            

TOM
            

How long you think it’s been up there?

COOPER
            

Delhi mission control went down same as ours, ten years ago.

TOM
            

It’s been up there ten years? Why’d it come down so low?

COOPER
            

Sun finally cooked its brain. Or it came down looking for something.

MURPH
            

What?

COOPER
            

Some kind of signal. Who knows?

Cooper finds an access hatch. Pries it open. Examines the black-box brain of the machine.
            

MURPH
            

What are you going to do with it?

COOPER
            

Give it something socially responsible to do, like drive a combine.

MURPH
            

Couldn’t we just let it go? It’s not hurting anyone.

Cooper looks down at his daughter. Good kid.
            

COOPER
            

This thing has to adapt, just like the rest of us.
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The truck pulls up to school, drone fuselage hanging out.
            

COOPER
            

How’s this work? You guys come with?

TOM
            

I’ve got class. But she …
            

Pats Murph on shoulder.
            

Needs to wait.

Murph glares at Tom as he hops out.
            

COOPER
            

Why? What?

MURPH
            

Dad, I had a thing … well, they’ll tell you about it. Just try and …

COOPER
            

Am I gonna be mad?

MURPH
            

Not with me. Just try not to –

COOPER
            

Relax, I got this.

Murph pulls out a notebook. Starts drawing a BARCODE.
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Cooper enters, awkward. The PRINCIPAL (male, fifties) turns from the window. 
            

PRINCIPAL
            

Little late, Coop. (Indicates chair.) Guess you had to stop off at the Asian fighter plane store.
            

COOPER
            

(sits, smiles)
            

Actually, sir, it’s a surveillance drone. With outstanding solar cells.

Cooper nods at Murph’s teacher, Ms Hanley, thirties, attractive.
            

PRINCIPAL
            

We got Tom’s scores back. He’s going to make an excellent farmer. Congratulations.

The Principal slides a paper across the desk.
            

COOPER
            

(taken aback)
            

What about college?

PRINCIPAL
            

The university only takes a handful. They don’t have resources –

COOPER
            

I’m still paying taxes – where’s that go? There’s no more armies.

PRINCIPAL
            

Not to the university. Coop, you have to be realistic.

COOPER
            

You’re ruling him out for college now? He’s fifteen.
            

PRINCIPAL
            

Tom’s score simply isn’t high enough.

COOPER
            

What’re you? About a thirty-six-inch waist? (Beat.) Thirty-inch inseam?
            

PRINCIPAL
            

I’m not sure I see what –

COOPER
            

You’re telling me you need two numbers to measure your own ass, but just one to measure my son’s future?

Ms Hanley stifles a laugh. The Principal shoots her a look. 
            

PRINCIPAL
            

You’re a well educated man, Coop. A trained pilot –

COOPER
            

And an engineer.

PRINCIPAL
            

Okay. Well, right now the world doesn’t need more engineers. We didn’t run out of planes, or television sets. We ran out of food.
            

Cooper leans back. He’s not going to win this one.
            

PRINCIPAL
            

The world needs farmers. Good farmers, like you. And Tom. (Smiles benignly.) We’re a caretaker generation. And things are getting better. Maybe your grandchildren –
            

COOPER
            

Are we done, sir?

PRINCIPAL
            

No. Ms Hanley is here to talk about Murph.

Cooper shifts his gaze to Ms Hanley.
            

MS HANLEY
            

Murph’s a bright kid. A wonderful kid, Mr Cooper. But she’s been having a little trouble …

Ms Hanley places a textbook on the desk.
            

She brought this to school, to show the other kids the section on the lunar landings …

COOPER
            

Yeah, it’s one of my old textbooks, she likes the pictures.

MS HANLEY
            

This is an old federal textbook. We’ve replaced them with corrected versions.

COOPER
            

Corrected?

MS HANLEY
            

Explaining how the Apollo missions were faked to bankrupt the Soviet Union. 
            

COOPER
            

You don’t believe we went to the moon?

MS HANLEY
            

(tolerant smile)
            

I believe it was a brilliant piece of propaganda. The Soviets bankrupted themselves pouring resources into rockets and other useless machines.

COOPER
            

‘Useless machines’?

MS HANLEY
            

Yes, Mr Cooper. And if we don’t want a repeat of the wastefulness and excess of the twentieth century, our children need to learn about this planet, not tales of leaving it.
            

Cooper considers this in silence. Looks at Ms Hanley.
            

COOPER
            

One of those useless machines they used to make was called an MRI. And if we had any of them left, the doctors might have been able to find the cyst in my wife’s brain before she died, rather than afterwards. Then she could be sitting here listening to this, which’d be good, cos she was always the calmer one …
            

Ms Hanley looks at Cooper, embarrassed. Then –
            

MS HANLEY
            

I’m sorry about your wife, Mr Cooper. But Murph got into a fist fight with several of her classmates over this Apollo nonsense and we thought it best to bring you in and see what ideas you might have for dealing with her behavior on the home front.

COOPER
            

Sure. Well, there’s a ball game tomorrow night, and Murph’s going through a bit of a baseball phase. There’ll be candy and soda …

Ms Hanley looks at him, expectant.
            

COOPER
            

I think I’ll take her to that.

Ms Hanley turns to the Principal, not happy.
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Murph looks up from her notebook at her dad, expectantly.
            

MURPH
            

How’d it go?

COOPER
            

I, uh … got you suspended.

MURPH
            

What?!

COOPER
            

Sorry.

MURPH
            

Dad! I told you not to –

The CB radio CRACKLES to life.
            

CB OPERATOR
            

Cooper? Boots for Cooper.

COOPER
            

Cooper.

BOOTS
            

(over radio)
            

Coop, those combines you rebuilt went haywire.

COOPER
            

Power the controllers down for a couple minutes.

BOOTS
            

(over radio)
            

Did that. You should come take a look, it’s kinda weird.
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Cooper and Murph pass a slow-moving harvester pulling up to the house, which is surrounded by AUTOMATED FARM MACHINES. They’ve nosed up to the house like animals at a Nativity. Boots, the farm hand, approaches –
            

BOOTS
            

One by one they been peeling off from the fields and heading over. 
            

Cooper pops open the cabin to a harvester. Checks the auto pilot hooked up to the controls.
            

BOOTS
            

Something’s interfering with their compass …

Cooper jumps down and heads to the front door. Enters.
            

BOOTS
            

(O.S.)
            

Magnetism or some such …
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Cooper looks at the kitchen. Nothing. Murph comes in.
            

MURPH
            

What is it, Dad?

A small BANG from upstairs. Cooper heads up.
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Murph’s bedroom clearly used to be her mother’s. Cooper, in the doorway, looks at the wall of BOOKS opposite – several GAPS. He looks down at some books on the floor.
            

MURPH
            

Nothing special about which books. (Off look.) Been working on it, like you said.
            

Murph holds up her notebook with its barcode.
            

MURPH
            

I counted the spaces.

COOPER
            

Why?

MURPH
            

In case the ghost’s trying to say something. I’m trying Morse.

COOPER
            

Morse?

MURPH
            

Yeah. Dots and dashes, used for – 
            

COOPER
            

Murph, I know what Morse code is. I just don’t think your bookshelf’s trying to talk to you.

He leaves. Murph, embarrassed, turns back to the shelf.
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Donald hands Cooper a beer.
            

COOPER
            

Had to reset every compass clock and GPS to offset for the anomaly.

DONALD
            

Which is?

COOPER
            

No idea. If the house was built on magnetic ore, we’d’ve seen this the first time we switched on a tractor.

Donald nods. Sips.
            

DONALD
            

Sounds like your meeting at school didn’t go so well.

COOPER
            

(sighs)
            

We’ve forgotten who we are, Donald. Explorers, pioneers. Not caretakers.
            

Donald nods, thoughtful. Weighs up his words.
            

DONALD
            

When I was a kid it felt like they made something new every day. Some gadget or idea. Like every day was Christmas. But six billion people … just try to imagine that. And every last one of them trying to have it all.
            

He turns to Cooper.
            

This world isn’t so bad. And Tom’ll do just fine – you’re the one who doesn’t belong. Born forty years too late, or forty years too early. My daughter knew it, God bless her. And your kids know it. ’Specially Murph. 
            

COOPER
            

We used to look up and wonder at our place in the stars. Now we just look down and worry about our place in the dirt.

DONALD
            

Cooper, you were good at something and you never got a chance to do anything with it. I’m sorry. But that’s not your kids’ fault.

Cooper looks up at the stars above.
            

OLD-TIMER
            

(V.O.)
            

May 14th. Never forget. Clear as a bell. You’d never think …

INSERT CUT: THE OLD-TIMER REMEMBERS. CUT TO A SECOND OLD-TIMER …
            

SECOND OLD-TIMER
            

When the first of the real big ones rolled in … I thought it was the end of the world.
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The CRACK of ball off bat – a pop-fly caught to a trickle of applause. Half-filled stands at what looks like a minor league game.
            

DONALD
            

In my day we had real ball players. Who’re these bums?

As the team runs in from the field we see: NEW YORK YANKEES.
            

COOPER
            

Well, in my day people were too busy fighting over food for baseball, so consider this progress.
            

Murph offers Donald some popcorn.
            

DONALD
            

Fine. But popcorn at a ball game is unnatural. I want a hot dog.

MURPH
            

(confused)
            

What’s a hot dog?

Cooper sits with Tom a row in front.  
            

COOPER
            

The school says you’re gonna follow in my footsteps. I think that’s great.

TOM
            

You think that’s great?

MURPH
            

You hate farming, Dad. Grandpa said.

Cooper looks at Donald, who shrugs ‘sorry’.
            

COOPER
            

What’s important is how you feel about it, Tom.
            

TOM
            

I like what you do. I like our farm.

On the field: the batter hits one along the ground – it rolls to an infielder’s foot – but the infielder IGNORES it, STARING up at the sky. The crowd starts to look up …
            

OLD-TIMER
            

(V.O.)
            

You’ve never seen the like. Black. Just black …

INSERT CUT: THE OLD-TIMER CHOKES BACK FEAR AS HE REMEMBERS.
            

Cooper stares at the horizon, where an ENORMOUS BLACK DUST STORM IS MASSING. People start leaving, tying handkerchiefs across their faces.
            

COOPER
            

Come on, guys.
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Cooper speeds along as Donald and the kids stuff RAGS into cracks and vents … behind them the WALL OF BLACK DUST ADVANCES, SWALLOWING UP ROADS, BUILDINGS. A nasty SOUND is developing – the truck ROCKING with GUSTS of wind …
            

Suddenly, BLACK DUST ENVELOPS the car, LIGHTNING CRACKLING.
            

DONALD
            

It’s a bad one … 
            

COOPER
            

Mask up, guys.

Murph and Tom take SURGICAL MASKS out of the glove box.
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VISIBILITY MERE FEET as the dust storm BRUTALIZES the farm. The truck CRAWLS up to the house. Cooper leans in to try and see better … CRACK – a panel of sheet metal SMASHES into the windshield – Cooper turns – wrestles Murph out of the truck as Donald blindly stumbles towards the front door with Tom …
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The SHUTTERS BANG as the wind WHIPS around the house, FORCING JETS OF DUST up through cracks in the window frames, floorboards … Donald SLAMS the door. Murph is COUGHING … Cooper looks around. Sees dust coming from upstairs.
            

COOPER
            

Did you both shut your windows?

Tom nods. Murph looks at Cooper. Runs for the stairs.
            

COOPER
            

Wait –
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Cooper gets to the doorway. Murph stands in the middle of the room, STARING. Cooper SHUTS the window. The dust hangs in the relative quiet. Murph is staring, TRANSFIXED, at LINES where dust is FALLING UNNATURALLY FAST, STREAMING DOWN through the air, collecting on the floor in a PATTERN –
            

MURPH
            

The Ghost.

Cooper STARES at dust collecting like snow on power lines …
            

COOPER
            

Grab your pillow, sleep in with Tom. 
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Calm. Dust settled.
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Murph slips out of bed, wrapped in her blanket. Pads down the hall, peeks in her bedroom door at –
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Cooper sits, staring at the PATTERN of dust: thick radial lines, like a CIRCULAR BARCODE.
            

Murph sits down next to her dad. They STARE at it together. He holds up a coin …
            

COOPER
            

It’s not a ghost …

Cooper tosses the coin across a line. It SHOOTS at the floor –
            

It’s gravity.
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Donald pokes his head in.
            

DONALD
            

I’m dropping Tom, then heading to town … (Looks at dust pattern.) You wanna clean that up when you’ve finished praying to it?
            

Cooper reaches for Murph’s notebook. Starts writing …
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Murph fills a glass of water. Picks up a plate of sandwiches.
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Follow Murph into the room, to find Cooper standing there.
            

COOPER
            

I got something. 
            

Cooper is pointing to the thick and thin radial lines –
            

Binary. Thick is one, thin is zero – it’s numbers … number pairs …
            

He holds up the notebook to show Murph the number pairs.
            

Coordinates.
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Cooper and Murph pore over MAPS. Cooper TOSSES one aside, lays it out on the table. Finds a spot. Looks up at Murph …
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Cooper packing his truck – sleeping bag, flashlight …
            

MURPH
            

You can’t leave me behind!

COOPER
            

Grandpa’s back in two hours.

MURPH
            

You don’t know what you’re going to find –

COOPER
            

That’s why I can’t take you.
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Cooper grabs the maps and a bottle of water. He calls up –
            

COOPER
            

Murph?

Nothing.
            

Murph, just wait here for Grandpa. Tell him I’ll call him on the radio.
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Cooper drives, map spread on the wheel, looks for a pen – reaches over to the passenger wheel well – lifts a BLANKET – Murph is there – 
            

COOPER
            

JESUS!

The truck WOBBLES as Cooper regains control.
            

Murph, what are you doing?!

Murph is LAUGHING as she climbs into the passenger seat –
            

COOPER
            

It’s not funny –

But Murph’s laugh is infectious.
            

MURPH
            

You wouldn’t be here if it wasn’t for me.

Cooper hands Murph the map.
            

COOPER
            

Fair enough. Make yourself useful …

The pickup cruises down the road, heading for the MOUNTAINS.
            


    
                     
        
                        
            
                           	
                
                              EXT. PLAINS APPROACHING MOUNTAINS – DUSK
                              

            
                           
            
                           	36
        
                        

    
                     

                  



The tiny pickup is dwarfed by the darkening foothills.
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Cooper pulls up to a gate in chain-link fence. Murph is asleep next to him.
            

COOPER
            

Murph. Murph.

Murph wakes.
            

I think this is as far as we get.

Murph glances out at the fence. Closes her eyes again.
            

MURPH
            

Why? You didn’t bring the bolt-cutters?

COOPER
            

I like your spirit, young lady. 
            

Cooper gets out of the truck, retrieves his bolt-cutters and comes up to the fence. He looks up and down the road. Nothing. He reaches out and puts the jaws of the cutters –
            

WHAM! SPOTLIGHTS IN COOPER’S EYES – A HARSH ELECTRIC VOICE –
            

VOICE
            

STEP AWAY FROM THE FENCE.

Cooper drops the cutters, puts his hands in the air –
            

COOPER
            

Don’t shoot! My child is in the car! I’m unarmed! My daughter is –

Murph watches, terrified as, with a ZAP, Cooper DROPS. Murph SCRAMBLES back along the seat as MASSIVE FOOTSTEPS APPROACH. The door is WRENCHED open – a BLINDING LIGHT
            

VOICE
            

DON’T BE AFRAID.

Murph SCREAMS.
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Cooper comes to, sitting in a chair. Opposite him is an ARTICULATED MACHINE. A VOICE emanates from its side.
            

MACHINE
            

How did you find this place?

COOPER
            

Where’s my daughter?

MACHINE
            

You had the coordinates for this facility marked on your map. Where did you get them?

Cooper leans in to the machine.
            

COOPER
            

WHERE’S MY DAUGHTER?!

Cooper’s scream REVERBERATES. Cooper sizes up the machine.
            

You might think you’re still in the Marines, but the Marines don’t exist anymore, pal. I’ve got grunts like you mowing my grass …

The Machine RISES to its full height.
            

MACHINE
            

How did you find us?

COOPER
            

But you don’t look like a lawnmower to me … you, I’m gonna turn into an overqualified vacuum cleaner –

FEMALE VOICE
            

(O.S.)
            

No, you’re not.

Cooper turns to see a businesslike woman in her thirties.
            

WOMAN
            

Tars, back down, please.

The machine, TARS, sinks back down.
            

COOPER
            

You’re taking a risk using ex-military for security. They’re old, their control units are unpredictable …

WOMAN
            

Well, that’s what the government could spare.

COOPER
            

Who are you?

WOMAN
            

Dr Brand.

COOPER
            

I knew a Dr Brand once. But he was a professor –

WOMAN (BRAND)
            

What makes you think I’m not?

COOPER
            

And nowhere near as cute.

BRAND
            

You think you can flirt your way out of this mess? 
            

COOPER
            

(honest, scared)
            

Dr Brand, I have no idea what this mess is. I’m scared for my little girl and I want her by my side. Then I’ll tell you anything you want to know. Okay?

Brand considers this. Turns to Tars.
            

BRAND
            

Get the principals and the girl into the conference room. (To Cooper.) Your daughter’s fine. Bright kid. (Rises.) Must have a very smart mother.
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Cooper follows Brand into a corridor. Tars LURCHES behind.
            

COOPER
            

It’s pretty clear you don’t want visitors – why not let us back up from your fence and be on our way?

BRAND
            

It’s not that simple.

COOPER
            

Sure it is. I don’t know anything about you or this place.

BRAND
            

Yes, you do.

Brand ushers Cooper through a door into a conference room –
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Where an OLD MAN is crouched down, talking to Murph.
            

MURPH
            

Dad!

Murph runs into Cooper’s arms. The Old Man SMILES at Cooper.
            

OLD MAN
            

Hello, Cooper.

COOPER
            

(stunned)
            

Professor Brand? 
            

MAN AT TABLE (DOYLE)
            

Just take a seat, Mr Cooper.

Cooper and Murph sit at a table where five people are waiting – a bespectacled man, WILLIAMS, leans forward to address Cooper.
            

WILLIAMS
            

Explain how you found this facility.

COOPER
            

Stumbled across it. Looking for salvage and I saw the fence –

WILLIAMS
            

You’re sitting in the world’s best kept secret – you don’t stumble in. And you certainly don’t stumble out.
            

PROFESSOR BRAND
            

Cooper, please. Cooperate with these people.

Cooper looks nervously around the room.
            

COOPER
            

It’s hard to explain, but we learned these coordinates from an anomaly …

DOYLE
            

What sort of anomaly?

COOPER
            

I don’t want to term it ‘supernatural’ … but …

Cooper is losing them. Williams leans forward. Serious.
            

WILLIAMS
            

You’re going to have to, Mr Cooper. Real quick.

COOPER
            

After that last storm, it was a pattern … in dust …

MURPH
            

It was gravity.
            

All eyes turn to Murph. She’s said the magic word. Doyle looks at Professor Brand, excited. Turns to Cooper –
            

DOYLE
            

Where was this gravitational anomaly? 
            

COOPER
            

Look, I’m happy you’re excited about gravity, but if you want more answers from us I’m gonna need assurances –

WILLIAMS
            

Assurances?

Cooper looks at Murph. Then covers Murph’s ears.
            

COOPER
            

That we’re getting out of here … and not in the trunk of some car.

Brand laughs. Williams smiles. Cooper looks confused.
            

PROFESSOR BRAND
            

Don’t you know who we are, Coop?

COOPER
            

No. No, I don’t.

BRAND
            

(points around table)
            

Williams, Doyle, Jenkins, Smith, you already know my father, Professor Brand. We’re NASA.
            

COOPER
            

NASA?

PROFESSOR BRAND
            

NASA. Same NASA you flew for.

Now Cooper is laughing, too. Murph looks around, confused.
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Professor Brand shows Cooper the facility.
            

COOPER
            

I heard you got shut down for refusing to drop bombs from the stratosphere onto starving people.

PROFESSOR BRAND
            

When they realized killing other people wasn’t a long term solution they needed us back. Set us up in the old NORAD facility. In secret. 
            

COOPER
            

Why secret?

PROFESSOR BRAND
            

Public opinion won’t allow spending on space exploration. Not when we’re struggling to put food on the table.

Professor Brand ushers Cooper through a large door –
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Professor Brand gestures to large PLANTATIONS under glass.
            

PROFESSOR BRAND
            

Blight. Wheat seven years ago, okra this year. Now there’s just corn.

COOPER
            

But we’re growing more than ever –

PROFESSOR BRAND
            

Like the potatoes in Ireland, like the wheat in the dust bowl, the corn will die. Soon.

Brand enters with Murph. She shows her the greenhouses.
            

COOPER
            

We’ll find a way, we always have.

PROFESSOR BRAND
            

Driven by the unshakable faith that the Earth is ours.

COOPER
            

Not just ours, but it is our home.
            

PROFESSOR BRAND
            

Earth’s atmosphere is 80 percent nitrogen. We don’t even breathe nitrogen.

Professor Brand shows him a blighted stalk.
            

Blight does. And as it thrives our air contains less and less oxygen …

Professor Brand gestures over at Murph …
            

The last people to starve will be the first to suffocate. Your daughter’s generation will be the last to survive on Earth. 
            

Cooper looks over at Murph. Then back to Professor Brand.
            

COOPER
            

Tell me this is where you explain how you’re going to save the world.
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Cooper and Professor Brand enter like ants in a grain silo. A ROCKET is on a pad, DWARFED by the circular chamber. Far above, a ring of mirrors reflects the dawn down into the facility.
            

PROFESSOR BRAND
            

We’re not meant to save the world … we’re meant to leave it.
            

Cooper stares up at the rocket. He recognizes the arrangement of two CRAFT at the top.
            

COOPER
            

Rangers.

PROFESSOR BRAND
            

The last components of our one versatile ship in orbit, the Endurance. Our final expedition.

COOPER
            

What happened to the other vehicles?

PROFESSOR BRAND
            

The Lazarus missions.

COOPER
            

Sounds cheerful.

PROFESSOR BRAND
            

Lazarus came back from the dead –

COOPER
            

He had to die in the first place. You sent people out there looking for a new home …
            

Professor Brand nods.
            

There’s no planet in our solar system that can support life … and it’d take them a thousand years to reach the nearest star – that doesn’t even qualify as futile … Where did you send them, Professor?
            

PROFESSOR BRAND
            

Cooper, I can’t tell you any more unless you agree to pilot this craft. You’re the best we ever had.

COOPER
            

I barely left the stratosphere.

PROFESSOR BRAND
            

This crew’s never left the simulator. We can’t program this mission from Earth, we don’t know what’s out there. We need a pilot. And this is the mission you were trained for.
            

COOPER
            

Without ever knowing. An hour ago, you didn’t even know I was still alive. And you were going anyway.

PROFESSOR BRAND
            

We had no choice. But something brought you here. They chose you.
            

COOPER
            

Who’s ‘they’?

Professor Brand is silent. Cooper wrestles.
            

How long would I be gone?

PROFESSOR BRAND
            

Hard to know. Years.

COOPER
            

I’ve got my kids, Professor.

PROFESSOR BRAND
            

Get out there and save them.

Cooper considers this. Decides.
            

COOPER
            

Who’s ‘they’?
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A man in his forties has the solar system up on the screen. This is ROMILLY.
            

ROMILLY
            

We started detecting gravitational anomalies almost fifty years ago. Mostly small distortions to our instruments in the upper atmosphere – I believe you encountered one yourself …

COOPER
            

(realizing)
            

Over the Straights – my crash – something tripped my fly-by wire –

ROMILLY
            

Exactly. But the most significant anomaly was this …
            

Cooper stares at an image of Saturn and its moons. Romilly zooms in on some stars DISTORTED like ripples in a pond.
            

ROMILLY
            

A disturbance of spacetime out near Saturn.

COOPER
            

A wormhole?
            

ROMILLY
            

It appeared forty-eight years ago.

COOPER
            

Where does it lead?

PROFESSOR BRAND
            

Another galaxy.

COOPER
            

A wormhole isn’t a naturally occurring phenomenon.

BRAND
            

Someone placed it there.

COOPER
            

‘They’.

BRAND
            

And whoever ‘They’ are, they appear to be looking out for us – that wormhole lets us travel to other stars. It came along right as we needed it.

DOYLE
            

They’ve put potentially habitable worlds within our reach. Twelve, in fact from our initial probes.
            

COOPER
            

You sent probes into it?

PROFESSOR BRAND
            

We sent people into it. Ten years ago.
            

COOPER
            

The Lazarus missions.

Professor Brand rises and moves to a MEMORIAL, pointing –
            

PROFESSOR BRAND
            

Twelve possible worlds. Twelve Ranger launches carrying the bravest humans ever to live, led by the remarkable Dr Mann.

DOYLE
            

Each person’s landing pod had life support for two years – but they could use hibernation to stretch that, making observations on organics over a decade or more. Their mission was to assess their world, and if it showed promise, send a signal, bed down for the long nap, and wait to be rescued.
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