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PSYCHOPSYCHO

FADE IN:FADE IN:

EXT.  PHOENIX,  ARIZONA -  (DAY)  -  HELICOPTER SHOTEXT.  PHOENIX,  ARIZONA -  (DAY)  -  HELICOPTER SHOT

Above Midtown sect ion of  the ci ty.   I t  is earlyAbove Midtown sect ion of  the ci ty.   I t  is early
afternoon,  a hot  mid-summer  day.   The ci ty is sun-afternoon,  a hot  mid-summer  day.   The ci ty is sun-
blanched whi te and i ts dr if ted-up noises are muted inblanched whi te and i ts dr if ted-up noises are muted in
their  own echoes.   We f ly low,  heading in a downtowntheir  own echoes.   We f ly low,  heading in a downtown
direct ion,  passing over  t raff ic-clogged streets,  parkingdirect ion,  passing over  t raff ic-clogged streets,  parking
lots,  whi te business bui ldings,  neat ly pat ternedlots,  whi te business bui ldings,  neat ly pat terned
resident ial  distr icts.   As we approach downtown sect ion,resident ial  distr icts.   As we approach downtown sect ion,
the character  of  the ci ty begins to change.   I t  isthe character  of  the ci ty begins to change.   I t  is
darker  and shabby wi th age and industry.   We seedarker  and shabby wi th age and industry.   We see
rai lroad tracks,  smokestacks,  wholesale frui t-and-rai lroad tracks,  smokestacks,  wholesale frui t-and-
vegetable markets,  old municipal  bui ldings,  empty lots.vegetable markets,  old municipal  bui ldings,  empty lots.
The very geography seems to give us a cl imate ofThe very geography seems to give us a cl imate of
nefariousness,  of  back-doorness,  dark and shadowy.   Andnefariousness,  of  back-doorness,  dark and shadowy.   And
secret .secret .

We f ly lower  and faster  now,  as i f  seeking out  aWe f ly lower  and faster  now,  as i f  seeking out  a
specif ic locat ion.   A skinny,  high old hotel  comes intospecif ic locat ion.   A skinny,  high old hotel  comes into
view.   On i ts exposed br ick side great  painted let tersview.   On i ts exposed br ick side great  painted let ters
advert ise "Transients-Low Weekly Rates-Radio in Everyadvert ise "Transients-Low Weekly Rates-Radio in Every
Room."  We pause long enough to establ ish the shoddyRoom."  We pause long enough to establ ish the shoddy
character  of  this hotel .   I ts open,  cur tainless windows,character  of  this hotel .   I ts open,  cur tainless windows,
i ts si lent  resigned look so character ist ic of  such hole-i ts si lent  resigned look so character ist ic of  such hole-
and-corner  hotels.   We move forward wi th purposefulnessand-corner  hotels.   We move forward wi th purposefulness
toward a certain window.   The sash is raised as high astoward a certain window.   The sash is raised as high as
i t  can go,  but  the shade is pul led down to three or  fouri t  can go,  but  the shade is pul led down to three or  four
inches of  the inside si l l ,  as i f  the occupants of  theinches of  the inside si l l ,  as i f  the occupants of  the
room wi thin wanted pr ivacy but  needed air .   We are closeroom wi thin wanted pr ivacy but  needed air .   We are close
now,  so that  only the lower  half  of  the window frame isnow,  so that  only the lower  half  of  the window frame is
in shot .   No sounds come from wi thin the room.in shot .   No sounds come from wi thin the room.
Suddenly,  we t ip downward,  go to the narrow spaceSuddenly,  we t ip downward,  go to the narrow space
between shade and si l l ,  peep into the room.between shade and si l l ,  peep into the room.

A young woman is stretched out  on the mussed bed.   SheA young woman is stretched out  on the mussed bed.   She
wears a ful l  sl ip,  stockings,  no shoes.   She l ies in andwears a ful l  sl ip,  stockings,  no shoes.   She l ies in and
at t i tude of  physical  relaxat ion,  but  her  face,  seen inat t i tude of  physical  relaxat ion,  but  her  face,  seen in
the dimness of  the room,  betrays a certain inner-the dimness of  the room,  betrays a certain inner-
tension,  worr isome confl icts.   She is MARY CRANE,  antension,  worr isome confl icts.   She is MARY CRANE,  an
at tract ive gir l  nearing the end of  her  twent ies and herat tract ive gir l  nearing the end of  her  twent ies and her
rope.rope.

A man stands beside the bed,  only the lower  half  of  hisA man stands beside the bed,  only the lower  half  of  his
f igure visible.   We hold on this tableau for  a longfigure visible.   We hold on this tableau for  a long
moment ,  then star t  forward.   As we pass under  the windowmoment ,  then star t  forward.   As we pass under  the window
shade,shade,

CUT TO:CUT TO:
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INT.  THE HOTEL ROOM -  (DAY)INT.  THE HOTEL ROOM -  (DAY)

A smal l  room,  a slow fan buzzing on a shelf  above theA smal l  room,  a slow fan buzzing on a shelf  above the
narrow bed.   A card of  hotel  rules is pasted on thenarrow bed.   A card of  hotel  rules is pasted on the
mi rror  above the bureau.   An unopened sui tcase and ami rror  above the bureau.   An unopened sui tcase and a
woman ' s large,  straw open-top handbag are on the bureau.woman ' s large,  straw open-top handbag are on the bureau.
On the table beside the bed there are a container  ofOn the table beside the bed there are a container  of
coco-cola and an unwrapped,  untouched egg-saladcoco-cola and an unwrapped,  untouched egg-salad
sandwich.   There is no radio.sandwich.   There is no radio.

The man standing by the bed,  wearing only t rousers,  T-The man standing by the bed,  wearing only t rousers,  T-
shir t  and sox,  is SAM LOOMIS,  a good-looking,  sensualshir t  and sox,  is SAM LOOMIS,  a good-looking,  sensual
man wi th warm humorous eyes and a compel l ing smi le.   Heman wi th warm humorous eyes and a compel l ing smi le.   He
is blot t ing his neck and face wi th a thin towel ,  and isis blot t ing his neck and face wi th a thin towel ,  and is
star ing down at  Mary,  a smal l  sweet  smi le playing aboutstar ing down at  Mary,  a smal l  sweet  smi le playing about
his mouth.   Mary keeps her  face turned away from him.his mouth.   Mary keeps her  face turned away from him.
Af ter  a moment ,  Sam drops the towel ,  si ts on the bed,Af ter  a moment ,  Sam drops the towel ,  si ts on the bed,
leans over  and takes Mary into his arms,  kisses her  longleans over  and takes Mary into his arms,  kisses her  long
and warmly,  holds her  wi th a f i rm possessiveness.   Theand warmly,  holds her  wi th a f i rm possessiveness.   The
kiss is disturbed and f inal ly interrupted by the buzzingkiss is disturbed and f inal ly interrupted by the buzzing
closeness of  an inconsiderate f ly.   Sam smi les,  pul lscloseness of  an inconsiderate f ly.   Sam smi les,  pul ls
away enough to al low Mary to relax again against  theaway enough to al low Mary to relax again against  the
pi l low.   He studies her ,  frowns at  her  unresponsiveness,pi l low.   He studies her ,  frowns at  her  unresponsiveness,
then speaks in a low,  int imate,  playful  voice.then speaks in a low,  int imate,  playful  voice.

SAMSAM
Never  did eat  your  lunch,  did you.Never  did eat  your  lunch,  did you.

Mary looks at  his smi le,  has to respond,  pul ls him toMary looks at  his smi le,  has to respond,  pul ls him to
her ,  kisses him.   Then,  and wi thout  breaking the kiss,her ,  kisses him.   Then,  and wi thout  breaking the kiss,
she swings her  legs over  the side of  the bed,  toe-she swings her  legs over  the side of  the bed,  toe-
searches around,  f inds her  shoes,  sl ips her  feet  intosearches around,  f inds her  shoes,  sl ips her  feet  into
them.   And f inal ly pul ls away and si ts up.them.   And f inal ly pul ls away and si ts up.

MARYMARY
I  bet ter  get  back to the off ice.I  bet ter  get  back to the off ice.
These extended lunch hours give myThese extended lunch hours give my
boss excess acid.boss excess acid.

She r ises,  goes to the bureau,  takes a pair  of  smal lShe r ises,  goes to the bureau,  takes a pair  of  smal l
earr ings out  of  her  bag,  begins put t ing them on,  notearr ings out  of  her  bag,  begins put t ing them on,  not
bothering or  perhaps not  want ing to look at  herself  inbothering or  perhaps not  want ing to look at  herself  in
the mi rror .   Sam watches her ,  concerned but  unable tothe mi rror .   Sam watches her ,  concerned but  unable to
inhibi t  his cheery,  humorous good mood.   Throughoutinhibi t  his cheery,  humorous good mood.   Throughout
remainder  of  this scene,  they occupy themselves wi thremainder  of  this scene,  they occupy themselves wi th
dressing,  hair-combing,  etc.dressing,  hair-combing,  etc.

SAMSAM
Cal l  your  boss and tel l  him you ' reCal l  your  boss and tel l  him you ' re
taking the rest  of  the af ternoontaking the rest  of  the af ternoon
off .   I t ' s Fr iday anyway . . .  andoff .   I t ' s Fr iday anyway . . .  and
hot .hot .
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MARYMARY
(soft  sarcasm)(soft  sarcasm)

What  do I  do wi th my freeWhat  do I  do wi th my free
afternoon,  walk you to the airport?afternoon,  walk you to the airport?

SAMSAM
(meaningful ly)(meaningful ly)

We could laze around here a whi leWe could laze around here a whi le
longer .longer .

MARYMARY
Checking out  t ime is three P.M.Checking out  t ime is three P.M.
Hotels of  this sor t  aren ' tHotels of  this sor t  aren ' t
interested in you when you come in,interested in you when you come in,
but  when your  t ime ' s up . . . .but  when your  t ime ' s up . . . .

(a smal l  anguish)(a smal l  anguish)
Sam,  I  hate having to be wi th youSam,  I  hate having to be wi th you
in a place l ike this.in a place l ike this.

SAMSAM
I ' ve heard of  marr ied couples whoI ' ve heard of  marr ied couples who
del iberately spend occasionaldel iberately spend occasional
nights in cheap hotels.   They saynights in cheap hotels.   They say
i t  . . .i t  . . .

MARYMARY
( interrupt ing)( interrupt ing)

When you ' re marr ied you can do aWhen you ' re marr ied you can do a
lot  of  things del iberately.lot  of  things del iberately.

SAMSAM
You sure talk l ike a gir l  who ' sYou sure talk l ike a gir l  who ' s
been marr ied.been marr ied.

MARYMARY
Sam!Sam!

SAMSAM
I 'm sorry,  Mary.I 'm sorry,  Mary.

(af ter  a moment)(af ter  a moment)
My old Dad used to say 'when youMy old Dad used to say 'when you
can ' t  change a si tuat ion,  laugh atcan ' t  change a si tuat ion,  laugh at
i t . '   Nothing r idicules a thingi t . '   Nothing r idicules a thing
l ike laughing at  i t .l ike laughing at  i t .

MARYMARY
I ' ve lost  my gir l ish laughter .I ' ve lost  my gir l ish laughter .

SAMSAM
(observing)(observing)

The only gir l ish thing you haveThe only gir l ish thing you have
lost .lost .
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MARYMARY
(a meaningful  quiet ,(a meaningful  quiet ,
then,  wi ththen,  wi th
diff icul ty:)diff icul ty:)

Sam.   This is the last  t ime.Sam.   This is the last  t ime.

SAMSAM
For  what?For  what?

MARYMARY
This!   Meet ing you in secret  so weThis!   Meet ing you in secret  so we
can be . . .  secret ive!   You comecan be . . .  secret ive!   You come
down here on business t r ips and wedown here on business t r ips and we
steal  lunch hours and . . .  I  wishsteal  lunch hours and . . .  I  wish
you wouldn ' t  even come.you wouldn ' t  even come.

SAMSAM
Okay.   What  do we do instead,  wr i teOkay.   What  do we do instead,  wr i te
each other  lur id love let ters?each other  lur id love let ters?

MARYMARY
(about  to argue,  then(about  to argue,  then
turning away)turning away)

I  haven ' t  t ime to argue.   I 'm aI  haven ' t  t ime to argue.   I 'm a
working gir l .working gir l .

SAMSAM
And I 'm a working man!   We ' re aAnd I 'm a working man!   We ' re a
regular  working-class t ragedy!regular  working-class t ragedy!

(he laughs)(he laughs)

MARYMARY
I t  is t ragic!   Or  i t  wi l l  be. . .  i fI t  is t ragic!   Or  i t  wi l l  be. . .  i f
we go on meet ing in shabby hotelswe go on meet ing in shabby hotels
whenever  you can f ind a tax-whenever  you can f ind a tax-
deduct ible excuse for  f lying downdeduct ible excuse for  f lying down
here . . . .here . . . .

SAMSAM
( interrupt ing,( interrupt ing,
seriously)seriously)

You can ' t  laugh at  i t ,  huh?You can ' t  laugh at  i t ,  huh?

MARYMARY
Can you?Can you?

SAMSAM
Sure.   I t ' s l ike laughing throughSure.   I t ' s l ike laughing through
a broken jaw,  but  . . . .a broken jaw,  but  . . . .

He breaks off ,  his cheeriness dissolved,  goes to theHe breaks off ,  his cheeriness dissolved,  goes to the
window,  t r ies to raise the shade.   I t  st icks.   He pul lswindow,  t r ies to raise the shade.   I t  st icks.   He pul ls
at  i t .at  i t .
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I t  comes down ent irely,  and the hot  sun glares into theIt  comes down ent irely,  and the hot  sun glares into the
room,  reveal ing i t  in al l  i ts shabbiness and sordidnessroom,  reveal ing i t  in al l  i ts shabbiness and sordidness
as if  corroborat ing Mary ' s words and at t i tude.   Samas if  corroborat ing Mary ' s words and at t i tude.   Sam
kicks at  the fal len shade,  laughs in frustrat ion,  grabskicks at  the fal len shade,  laughs in frustrat ion,  grabs
on to his humor  again.on to his humor  again.

SAMSAM
And besides,  when you say I  makeAnd besides,  when you say I  make
tax-deduct ible excuses you make metax-deduct ible excuses you make me
out  a cr iminal .out  a cr iminal .

MARYMARY
(having to smi le)(having to smi le)

You couldn ' t  be a cr iminal  i f  youYou couldn ' t  be a cr iminal  i f  you
commi t ted a major  cr ime.commi t ted a major  cr ime.

SAMSAM
I  wish I  were.   Not  an act iveI  wish I  were.   Not  an act ive
criminal  but  . . .  a nice guy wi thcr iminal  but  . . .  a nice guy wi th
the conscience of  a cr iminal .the conscience of  a cr iminal .

(goes close to mary,(goes close to mary,
touches her)touches her)

Next  best  thing to no conscience atNext  best  thing to no conscience at
al l .al l .

MARYMARY
(pul l ing away)(pul l ing away)

I  have to go,  Sam.I  have to go,  Sam.

SAMSAM
I  can come down next  week.I  can come down next  week.

MARYMARY
No.No.

SAMSAM
Not  even just  to see you,  to haveNot  even just  to see you,  to have
lunch . . .  in publ ic?lunch . . .  in publ ic?

MARYMARY
We can see each other ,  we can evenWe can see each other ,  we can even
have dinner  . . .  but  respectably,  inhave dinner  . . .  but  respectably,  in
my house wi th my mother ' s picturemy house wi th my mother ' s picture
on the mantel  and my sister  helpingon the mantel  and my sister  helping
me broi l  a big steak for  three!me broi l  a big steak for  three!

SAMSAM
And af ter  the steak . . .  do we sendAnd af ter  the steak . . .  do we send
Sister  to the movies and turnSister  to the movies and turn
Mama ' s picture to the wal l?Mama ' s picture to the wal l?

MARYMARY
Sam!   No!Sam!   No!
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SAMSAM
(af ter  a pause,  simply)(af ter  a pause,  simply)

Al l  r ight .Al l  r ight .

She stares at  him,  surprised at  his wi l l ingness toShe stares at  him,  surprised at  his wi l l ingness to
cont inue the affair  on her  terms,  as gir ls are so of tencont inue the affair  on her  terms,  as gir ls are so of ten
surprised when they discover  men wi l l  cont inue to wantsurprised when they discover  men wi l l  cont inue to want
them even af ter  the sexual  bai t  has been pul led in.   Samthem even af ter  the sexual  bai t  has been pul led in.   Sam
smi les reassuringly,  places his hands gent ly on hersmi les reassuringly,  places his hands gent ly on her
arms,  speaks wi th gent le and simple sinceri ty.arms,  speaks wi th gent le and simple sinceri ty.

SAMSAM
Mary,  whenever  i t ' s possible,  tax-Mary,  whenever  i t ' s possible,  tax-
deduct ible or  not ,  I  want  to seededuct ible or  not ,  I  want  to see
you.   And under  any condi t ions.you.   And under  any condi t ions.

(a smi le)(a smi le)
Even respectabi l i ty.Even respectabi l i ty.

MARYMARY
You make respectabi l i ty sound . . .You make respectabi l i ty sound . . .
disrespectful .disrespectful .

SAMSAM
(br ight ly)(br ight ly)

I 'm al l  for  i t !   I t  requiresI 'm al l  for  i t !   I t  requires
pat ience and temperance and a lotpat ience and temperance and a lot
of  sweat ing-out  . . .  otherwise,of  sweat ing-out  . . .  otherwise,
though,  i t ' s only hard work.though,  i t ' s only hard work.

(a pause)(a pause)
But  i f  I  can see you,  touch youBut  i f  I  can see you,  touch you
even as simply as this . . .  I  won ' teven as simply as this . . .  I  won ' t
mind.mind.

He moves away and again the weight  of  his pain andHe moves away and again the weight  of  his pain and
problems crushes away his good humor .   There is a quietproblems crushes away his good humor .   There is a quiet
moment .moment .

SAMSAM
I 'm fed up wi th sweat ing for  peopleI 'm fed up wi th sweat ing for  people
who aren ' t  there.   I  sweat  to paywho aren ' t  there.   I  sweat  to pay
off  my father ' s debts . . .  and he ' soff  my father ' s debts . . .  and he ' s
in his grave . . .  I  sweat  to pay myin his grave . . .  I  sweat  to pay my
ex-wi fe al imony,  and she ' s l ivingex-wi fe al imony,  and she ' s l iving
on the other  side of  the worldon the other  side of  the world
somewhere.somewhere.

MARYMARY
(a smi le)(a smi le)

I  pay,  too.   They also pay who meetI  pay,  too.   They also pay who meet
in hotel  rooms.in hotel  rooms.
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SAMSAM
A couple of  years and the debtsA couple of  years and the debts
wi l l  be paid off .   And if  she everwi l l  be paid off .   And if  she ever
re-marr ies,  the al imony stops . . .re-marr ies,  the al imony stops . . .
and then . . .and then . . .

MARYMARY
I  haven ' t  even been marr ied onceI  haven ' t  even been marr ied once
yet!yet!

SAMSAM
Yeah,  but  when you do . . .  you ' l lYeah,  but  when you do . . .  you ' l l
swing.swing.

MARYMARY
(smi l ing,  then wi th a(smi l ing,  then wi th a
terr ible urgency)terr ible urgency)

Sam,  let ' s go get  marr ied.Sam,  let ' s go get  marr ied.

SAMSAM
And l ive wi th me in a storeroomAnd l ive wi th me in a storeroom
behind a hardware store inbehind a hardware store in
Fairvale.   We ' l l  have a lot  ofFairvale.   We ' l l  have a lot  of
laughs.   When I  send my ex-wi fe herlaughs.   When I  send my ex-wi fe her
money,  you can l ick the stamps.money,  you can l ick the stamps.

MARYMARY
(a deep desperat ion)(a deep desperat ion)

I ' l l  l ick the stamps.I ' l l  l ick the stamps.

He looks at  her ,  long,  pul ls her  close,  kisses herHe looks at  her ,  long,  pul ls her  close,  kisses her
l ight ly,  looks out  the window and stares at  the wide sky.l ight ly,  looks out  the window and stares at  the wide sky.

SAMSAM
You know what  I ' d l ike?  A clear ,You know what  I ' d l ike?  A clear ,
empty sky . . .  and a plane,  and usempty sky . . .  and a plane,  and us
in i t  . . .  and somewhere a pr ivatein i t  . . .  and somewhere a pr ivate
island for  sale,  where we can runisland for  sale,  where we can run
around wi thout  our  . . .  shoes on.around wi thout  our  . . .  shoes on.
And the wherewi thal  to buy what  I ' dAnd the wherewi thal  to buy what  I ' d
l ike.l ike.

(he moves away,(he moves away,
suddenly serious)suddenly serious)

Mary,  you want  to cut  this off ,  goMary,  you want  to cut  this off ,  go
out  and f ind yourself  someoneout  and f ind yourself  someone
avai lable.avai lable.

MARYMARY
I 'm thinking of  i t .I 'm thinking of  i t .

SAMSAM
(a cheerful  shout)(a cheerful  shout)

How can you even think a thing l ikeHow can you even think a thing l ike
that!that!
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MARYMARY
(picking up handbag,(picking up handbag,
star t ing for  door)star t ing for  door)

Don ' t  miss your  plane.Don ' t  miss your  plane.

SAMSAM
Hey,  we can leave together  can ' t  we?Hey,  we can leave together  can ' t  we?

MARYMARY
(at  door)(at  door)

I 'm late . . .  and you have to putI 'm late . . .  and you have to put
your  shoes on.your  shoes on.

Mary goes out  quickly,  closing door  behind her .   As SamMary goes out  quickly,  closing door  behind her .   As Sam
stares down at  his shoeless feet ,stares down at  his shoeless feet ,

CUT TO:CUT TO:

EXT.  DOWNTOWN STREET -  (DAY)  -  HIGH ANGLEEXT.  DOWNTOWN STREET -  (DAY)  -  HIGH ANGLE

Shoot ing down at  hotel  entrance.   Mary comes out ,  walksShoot ing down at  hotel  entrance.   Mary comes out ,  walks
quickly to a parked cab,  gets in.   The cab zooms up thequickly to a parked cab,  gets in.   The cab zooms up the
awful  street .awful  street .

DISSOLVE TO:DISSOLVE TO:

EXT.  LOWERY REAL ESTATE OFFICE -  (DAY)EXT.  LOWERY REAL ESTATE OFFICE -  (DAY)

A smal l ,  moderately successful  off ice off  the mainA smal l ,  moderately successful  off ice off  the main
street .   A cab pul ls up at  the curb.   We see Mary getstreet .   A cab pul ls up at  the curb.   We see Mary get
out  of  cab,  pay dr iver ,  cross pavement  to the off iceout  of  cab,  pay dr iver ,  cross pavement  to the off ice
door .door .

INT.  OUTER OFFICE -  (DAY)INT.  OUTER OFFICE -  (DAY)

Mary enters off ice,  crosses to her  desk,  si ts down,  rubsMary enters off ice,  crosses to her  desk,  si ts down,  rubs
her  temples,  f inal ly looks over  at  Carol ine,  a gir l  inher  temples,  f inal ly looks over  at  Carol ine,  a gir l  in
the last  of  her  teens.the last  of  her  teens.

MARYMARY
Isn ' t  Mr .  Lowery back from lunch?Isn ' t  Mr .  Lowery back from lunch?

CAROLINECAROLINE
(a high,  br ight ,  eager-(a high,  br ight ,  eager-
to- talk voice lacedto- talk voice laced
wi th a vague Texanwi th a vague Texan
accent)accent)

He ' s lunching wi th the man who ' sHe ' s lunching wi th the man who ' s
buying the Harr is Street  property,buying the Harr is Street  property,
you know,  that  oi l  lease man . . .you know,  that  oi l  lease man . . .

(more)(more)
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CAROLINE (cont ' d)CAROLINE (cont ' d)
so that ' s why he ' s late.so that ' s why he ' s late.

(a pause,  then,  as(a pause,  then,  as
Mary does not  respondMary does not  respond
to the pointed thrust)to the pointed thrust)

You get t ing a headache?You get t ing a headache?

MARYMARY
I t ' l l  pass.   Headaches are l ikeI t ' l l  pass.   Headaches are l ike
resolut ions . . .  you forget  themresolut ions . . .  you forget  them
soon as they stop hurt ing.soon as they stop hurt ing.

CAROLINECAROLINE
You got  aspir ins?  I  have somethingYou got  aspir ins?  I  have something
. . .  not  aspir ins,  but. . .  not  aspir ins,  but

(cheerful ly takes(cheerful ly takes
bot t le of  pi l ls outbot t le of  pi l ls out
of  desk drawer)of  desk drawer)

my mother ' s doctor  gave these to memy mother ' s doctor  gave these to me
the day of  my wedding.the day of  my wedding.

( laughs)( laughs)
Teddy was fur ious when he found outTeddy was fur ious when he found out
I ' d taken tranqui l izers!I ' d taken tranqui l izers!

She r ises,  star ts for  Mary ' s desk,  pi l ls in hand.She r ises,  star ts for  Mary ' s desk,  pi l ls in hand.

MARYMARY
Were there any cal ls?Were there any cal ls?

CAROLINECAROLINE
Teddy cal led.   Me . . .  And my motherTeddy cal led.   Me . . .  And my mother
cal led to see i f  Teddy cal led.   Oh,cal led to see i f  Teddy cal led.   Oh,
and your  sister  cal led to say she ' sand your  sister  cal led to say she ' s
going to Tucson to do some buyinggoing to Tucson to do some buying
and she ' l l  be gone the wholeand she ' l l  be gone the whole
weekend and . . .weekend and . . .

She breaks off ,  distracted by the SOUND of  the doorShe breaks off ,  distracted by the SOUND of  the door
opening.   MR.  LOWERY and his oi l - lease cl ient ,  TOMopening.   MR.  LOWERY and his oi l - lease cl ient ,  TOM
CASSIDY enter  the off ice.   Lowery is a pleasant ,  worr ied-CASSIDY enter  the off ice.   Lowery is a pleasant ,  worr ied-
faced man,  big and a t r i f le pompous.   Cassidy is veryfaced man,  big and a t r i f le pompous.   Cassidy is very
loud and has a lunch-hour  load on.   He is a gross man,loud and has a lunch-hour  load on.   He is a gross man,
exuding a kind of  pi t i ful  vulgari ty.exuding a kind of  pi t i ful  vulgari ty.

CASSIDYCASSIDY
Wow!   Hot  as fresh mi lk!   You gir lsWow!   Hot  as fresh mi lk!   You gir ls
should get  your  boss to air-should get  your  boss to air-
condi t ion you up.   He can afford i tcondi t ion you up.   He can afford i t
today.today.

Lowery f lashes an embarrassed smi le at  Mary,  t r ies toLowery f lashes an embarrassed smi le at  Mary,  t r ies to
lead Cassidy toward the pr ivate off ice.lead Cassidy toward the pr ivate off ice.
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LOWERYLOWERY
Mary,  wi l l  you get  those copies ofMary,  wi l l  you get  those copies of
the deed ready for  Mr .  Cassidy.the deed ready for  Mr .  Cassidy.

Cassidy pauses beside Mary ' s desk,  hooks a haunch ontoCassidy pauses beside Mary ' s desk,  hooks a haunch onto
the desktop,  smi les a wet  smi le at  Mary.the desktop,  smi les a wet  smi le at  Mary.

CASSIDYCASSIDY
Tomorrow ' s  the day!   My sweetTomorrow ' s  the day!   My sweet
l i t t le gir l  . . . .l i t t le gir l  . . . .

( laughs as Mary looks(laughs as Mary looks
up at  him)up at  him)

Not  you,  my daughter!   A baby,  andNot  you,  my daughter!   A baby,  and
tomorrow she stands up there andtomorrow she stands up there and
gets her  sweet  self  marr ied awaygets her  sweet  self  marr ied away
from me!from me!

(pul l ing out  wal let)(pul l ing out  wal let)
I  want  you to look at  my baby.I  want  you to look at  my baby.
Eighteen years old . . .  and she ' sEighteen years old . . .  and she ' s
never  had an unhappy day in any onenever  had an unhappy day in any one
of  those years!of  those years!

(f lashes photo)(f lashes photo)

Mary glances,  cannot  br ing herself  to smi le or  make someMary glances,  cannot  br ing herself  to smi le or  make some
remark,  cont inues sort ing out  the deed copies,  t r ies toremark,  cont inues sort ing out  the deed copies,  t r ies to
ignore the man ' s hot-breath closeness.ignore the man ' s hot-breath closeness.

LOWERYLOWERY
Come on,  Tom,  my off ice is air-Come on,  Tom,  my off ice is air-
condi t ioned.condi t ioned.

CASSIDYCASSIDY
( ignoring Lowery)( ignoring Lowery)

You know what  I  do wi thYou know what  I  do wi th
unhappiness?  I  buy i t  off!   Youunhappiness?  I  buy i t  off!   You
unhappy?unhappy?

MARYMARY
Not  inordinately.Not  inordinately.

(puts deed copy into(puts deed copy into
Cassidy ' s too-closeCassidy ' s too-close
hand)hand)

CASSIDYCASSIDY
I 'm buying this house for  my baby ' sI 'm buying this house for  my baby ' s
wedding present .   Forty thousandwedding present .   Forty thousand
dol lars,  cash!   Now that  ain ' tdol lars,  cash!   Now that  ain ' t
buying happiness,  that ' s buying offbuying happiness,  that ' s buying off
unhappiness!   That  penni less punkunhappiness!   That  penni less punk
she ' s marryin '  . . .she ' s marryin '  . . .
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CASSIDYCASSIDY
( laughs)( laughs)

Probably a good kid . . .  i t ' s justProbably a good kid . . .  i t ' s just
that  I  hate him.that  I  hate him.

( looks at  deed)( looks at  deed)
Yup!   Forty thousand,  says here . . . .Yup!   Forty thousand,  says here . . . .

( to Lowery)( to Lowery)
Casharoonie!Casharoonie!

He takes out  of  his inside pocket ,  two separate bundlesHe takes out  of  his inside pocket ,  two separate bundles
of  new $100 bi l ls and throws them onto the desk,  underof  new $100 bi l ls and throws them onto the desk,  under
Mary ' s nose.   Carol ine ' s eyes go wide at  the sight  ofMary ' s nose.   Carol ine ' s eyes go wide at  the sight  of
the glor ious green bundles of  bi l ls,  and she comes closethe glor ious green bundles of  bi l ls,  and she comes close
to the desk.   Cassidy leans terr ibly close to Mary,to the desk.   Cassidy leans terr ibly close to Mary,
f l icks through the bi l ls,  laughs wickedly.f l icks through the bi l ls,  laughs wickedly.

CASSIDYCASSIDY
I  never  carry more than I  canI  never  carry more than I  can
afford to lose!afford to lose!

(closer  to Mary)(closer  to Mary)
Count  ' em!Count  ' em!

LOWERYLOWERY
(shocked,  worr ied)(shocked,  worr ied)

Tom . . .  cash transact ions of  thisTom . . .  cash transact ions of  this
size!   Most  i rregular  . . . .size!   Most  i rregular  . . . .

CASSIDYCASSIDY
So what?  I t ' s my pr ivate money!So what?  I t ' s my pr ivate money!

( laughs,  winks,  elbows(laughs,  winks,  elbows
Lowery)Lowery)

And now i t ' s yours.And now i t ' s yours.

CAROLINECAROLINE
(star ing at  the money)(star ing at  the money)

I  declare!I  declare!

CASSIDYCASSIDY
(whispering)(whispering)

I  don ' t !   That ' s how I 'm able toI  don ' t !   That ' s how I 'm able to
keep i t !keep i t !

( laughs)( laughs)

LOWERYLOWERY
(hast i ly interrupt ing)(hast i ly interrupt ing)

Suppose we just  put  this in theSuppose we just  put  this in the
safe and then Monday morning whensafe and then Monday morning when
you ' re feel ing good . . . .you ' re feel ing good . . . .

CASSIDYCASSIDY
Speakin '  of  feel ing good,  where ' sSpeakin '  of  feel ing good,  where ' s
that  bot t le you said you had inthat  bot t le you said you had in
your  desk . . . .your  desk . . . .

(more)(more)



PSYCHO Revised December 1, 1959 12.  PSYCHO Revised December 1, 1959 12.  

CASSIDY (cont ' d)CASSIDY (cont ' d)
( laughs,  as i f  having(laughs,  as i f  having
given away Lowery ' sgiven away Lowery ' s
secret)secret)

Oops!Oops!
( to Mary,  pat t ing her( to Mary,  pat t ing her
arm)arm)

Usual ly I  can keep my mouth shut!Usual ly I  can keep my mouth shut!

He r ises,  reels toward Lowery ' s off ice,  pauses,  turns,He r ises,  reels toward Lowery ' s off ice,  pauses,  turns,
speaks to Mary,  meaningful ly.speaks to Mary,  meaningful ly.

CASSIDYCASSIDY
Honest .   I  can keep any pr ivateHonest .   I  can keep any pr ivate
transact ion a secret  . . .  any pr i . . . .t ransact ion a secret  . . .  any pr i . . . .

(stopped by Mary ' s(stopped by Mary ' s
cold gaze)cold gaze)

Lowery!   I 'm dyin '  of  thirstaroonie!Lowery!   I 'm dyin '  of  thirstaroonie!

Lowery star ts af ter  him,  pauses,  turns to Mary.   CassidyLowery star ts af ter  him,  pauses,  turns to Mary.   Cassidy
has gone into Lower ' s off ice.has gone into Lower ' s off ice.

LOWERYLOWERY
(quiet ly)(quiet ly)

I  don ' t  even want  i t  in the off iceI  don ' t  even want  i t  in the off ice
over  the weekend.   Put  i t  in theover  the weekend.   Put  i t  in the
safe deposi t  box,  at  the bank,safe deposi t  box,  at  the bank,
Mary.   And we ' l l  get  him to give usMary.   And we ' l l  get  him to give us
a check on Monday -  instead.a check on Monday -  instead.

He star ts quickly away when i t  looks l ike Cassidy isHe star ts quickly away when i t  looks l ike Cassidy is
going to come and pul l  him bodi ly into the off ice.   Whengoing to come and pul l  him bodi ly into the off ice.   When
the men are gone and the door  is closed,  Carol ine picksthe men are gone and the door  is closed,  Carol ine picks
up a bundle,  smi les at  i t .up a bundle,  smi les at  i t .

CAROLINECAROLINE
He was f l i r t ing wi th you.   I  guessHe was f l i r t ing wi th you.   I  guess
he not iced my weeding r ing.he not iced my weeding r ing.

Mary has put  one bundle into a large envelope and takesMary has put  one bundle into a large envelope and takes
the other  from Carol ine.   When the bi l ls are away,  shethe other  from Carol ine.   When the bi l ls are away,  she
put ts the f i l led envelope in her  handbag,  not ices theput ts the f i l led envelope in her  handbag,  not ices the
remaining deed copies on her  desk,  picks them up,  goesremaining deed copies on her  desk,  picks them up,  goes
to the pr ivate off ice door ,  knocks,  star ts to open doorto the pr ivate off ice door ,  knocks,  star ts to open door
as:as:

LOWERY (O.S. )LOWERY (O.S. )
Come in.Come in.
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INT.  LOWERY ' S PRIVATE OFFICE -  (DAY)INT.  LOWERY ' S PRIVATE OFFICE -  (DAY)

Mary opens door ,  looks in.   Cassidy is dr inking from aMary opens door ,  looks in.   Cassidy is dr inking from a
large tumbler ,  winks at  her  wi thout  pausing in hislarge tumbler ,  winks at  her  wi thout  pausing in his
drinking.   Mary remains on t reshold a moment ,  thendrinking.   Mary remains on t reshold a moment ,  then
crosses to the desk,  talking as she goes.crosses to the desk,  talking as she goes.

MARYMARY
The copies.   Mr .  Lowery,  i f  youThe copies.   Mr .  Lowery,  i f  you
don ' t  mind,  I ' d l ike to go r ight  ondon ' t  mind,  I ' d l ike to go r ight  on
home af ter  the bank.   I  have ahome af ter  the bank.   I  have a
sl ight . . . .sl ight . . . .

CASSIDYCASSIDY
You go r ight  home!   Me and yourYou go r ight  home!   Me and your
boss are going out  to get  ourselvesboss are going out  to get  ourselves
a l i t t le dr inkin '  done!a l i t t le dr inkin '  done!

( to Lowery)( to Lowery)
Right?Right?

LOWERYLOWERY
( to Mary)( to Mary)

Of  course.   You feel ing i l l?Of  course.   You feel ing i l l?

MARYMARY
A headache.A headache.

CASSIDYCASSIDY
You need a week-end in Las VegasYou need a week-end in Las Vegas
. . .  playground of  the world!. . .  playground of  the world!

MARYMARY
I 'm going to spend this week-end inI 'm going to spend this week-end in
bed.bed.

(star ts out)(star ts out)

CASSIDYCASSIDY
( to Lowery)( to Lowery)

Only playground that  beats LasOnly playground that  beats Las
Vegas!Vegas!

Mary goes back out  into the outer  off ice,  closes door .Mary goes back out  into the outer  off ice,  closes door .

INT.  OUTER OFFICE -  (DAY)INT.  OUTER OFFICE -  (DAY)

Mary goes to her  desk,  takes the handbag,  checks to makeMary goes to her  desk,  takes the handbag,  checks to make
sure the money-f i l led envelope is tucked wel l  down intosure the money-f i l led envelope is tucked wel l  down into
i t .   During this:i t .   During this:
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CAROLINECAROLINE
Aren ' t  you going to take the pi l ls?Aren ' t  you going to take the pi l ls?

(as Mary shakes her(as Mary shakes her
head)head)

They ' l l  knock that  headache out .They ' l l  knock that  headache out .

MARYMARY
I  don ' t  need pi l ls . . .  just  sleep.I  don ' t  need pi l ls . . .  just  sleep.

She goes to the door .She goes to the door .

DISSOLVE:DISSOLVE:

INT.  MARY ' S BEDROOM -  (DAY)INT.  MARY ' S BEDROOM -  (DAY)

A double bed in the foreground.   We just  see the farA double bed in the foreground.   We just  see the far
side as the CAMERA SHOOTS across.   Mary enters theside as the CAMERA SHOOTS across.   Mary enters the
scene,  clad only in her  sl ip.   Perhaps she is about  toscene,  clad only in her  sl ip.   Perhaps she is about  to
get  into bed.   Behind her  is an open closet ,  but  tooget  into bed.   Behind her  is an open closet ,  but  too
dark inside for  us to see any contents.   As Mary turnsdark inside for  us to see any contents.   As Mary turns
to the closet  the CAMERA LOWERS to show a close view ofto the closet  the CAMERA LOWERS to show a close view of
the $40,000 in the envelope on our  side of  the bed.the $40,000 in the envelope on our  side of  the bed.
Mary takes a dress from the closet  and star ts to put  i tMary takes a dress from the closet  and star ts to put  i t
on as the CAMERA RETREATS to reveal  a packed but  not  yeton as the CAMERA RETREATS to reveal  a packed but  not  yet
closed sui tcase also on the bed.   Mary zips up her  dressclosed sui tcase also on the bed.   Mary zips up her  dress
and then br ings some f inal  garments from the closet .and then br ings some f inal  garments from the closet .
She comes around to the sui tcase and puts them on theShe comes around to the sui tcase and puts them on the
top.   Mary works wi th haste and in tension,  as i f  act ingtop.   Mary works wi th haste and in tension,  as i f  act ing
on an impulse which might  vanish as quickly as i t  came.on an impulse which might  vanish as quickly as i t  came.
The sui tcase f i l led now,  she checks around the room,The sui tcase f i l led now,  she checks around the room,
then takes her  handbag to the bed,  puts in the money-then takes her  handbag to the bed,  puts in the money-
f i l led envelope,  and then slams the sui tcase shut .   Thenfi l led envelope,  and then slams the sui tcase shut .   Then
she looks at  her  smal l  bedroom desk,  goes to i t ,  removesshe looks at  her  smal l  bedroom desk,  goes to i t ,  removes
a smal l  f i le-envelope from one of  the drawers.   I t  isa smal l  f i le-envelope from one of  the drawers.   I t  is
one of  those brown envelopes in which one keepsone of  those brown envelopes in which one keeps
important  papers and pol icies and cert i f icates.   Sheimportant  papers and pol icies and cert i f icates.   She
checks i ts contents br ief ly,  puts i t  on the bed,  openschecks i ts contents br ief ly,  puts i t  on the bed,  opens
another  desk drawer ,  takes out  her  bank book,  tosses i tanother  desk drawer ,  takes out  her  bank book,  tosses i t
on the bed.   Then she packs both the f i le-envelope andon the bed.   Then she packs both the f i le-envelope and
the bank book,  into her  handbag,  takes one quick lastthe bank book,  into her  handbag,  takes one quick last
look around the room,  picks up the handbag and thelook around the room,  picks up the handbag and the
sui tcase and goes out  of  the room.sui tcase and goes out  of  the room.

CUT TO:CUT TO:

EXT.  MARY ' S GARAGE -  (DAY)EXT.  MARY ' S GARAGE -  (DAY)

A two-car  garage.   One car  is gone.   Mary ' s car  isA two-car  garage.   One car  is gone.   Mary ' s car  is
parked in the dr iveway.   The CAMERA is low enough soparked in the dr iveway.   The CAMERA is low enough so
that  we can easi ly read the Ar izona number  plate in thethat  we can easi ly read the Ar izona number  plate in the
foreground.foreground.
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Mary comes out  of  house,  star ts for  the t runk,  intendingMary comes out  of  house,  star ts for  the t runk,  intending
to put  the sui tcase in,  changes her  mind,  places theto put  the sui tcase in,  changes her  mind,  places the
sui tcase and her  handbag on the front  seat ,  gets in,sui tcase and her  handbag on the front  seat ,  gets in,
star ts the car ,  begins to back out  of  dr iveway.star ts the car ,  begins to back out  of  dr iveway.

DISSOLVE TO:DISSOLVE TO:

EXT.  MAIN STREET IN MIDTOWN PHOENIX -  (DAY)EXT.  MAIN STREET IN MIDTOWN PHOENIX -  (DAY)

We are close on Mary ' s car ,  shoot ing in at  her  t roubled,We are close on Mary ' s car ,  shoot ing in at  her  t roubled,
gui l ty face.   She seems to be dr iving wi th that  excessgui l ty face.   She seems to be dr iving wi th that  excess
care of  one who does not  wish to be stopped for  a minorcare of  one who does not  wish to be stopped for  a minor
traff ic i rregular i ty.   She stops for  a red l ight  at  atraff ic i rregular i ty.   She stops for  a red l ight  at  a
main intersect ion.main intersect ion.

FROM MARY ' S VIEWPOINT -  (DAY)FROM MARY ' S VIEWPOINT -  (DAY)

We see Lowery and Cassidy crossing the street ,  passingWe see Lowery and Cassidy crossing the street ,  passing
right  in front  of  Mary ' s car .r ight  in front  of  Mary ' s car .

MARY ' S CAR -  (DAY)MARY ' S CAR -  (DAY)

Mary freezes.Mary freezes.

EXT.  MAIN STREET IN MIDTOWN PHOENIX -  (DAY)EXT.  MAIN STREET IN MIDTOWN PHOENIX -  (DAY)

Cassidy,  glancing into car ,  sees Mary,  lets out  a cheeryCassidy,  glancing into car ,  sees Mary,  lets out  a cheery
exclamat ion,  elbows Lowery.   Lowery turns,  sees Mary,exclamat ion,  elbows Lowery.   Lowery turns,  sees Mary,
smi les pleasant ly,  pul ls Cassidy on.smi les pleasant ly,  pul ls Cassidy on.

MARY ' S CAR -  (DAY)MARY ' S CAR -  (DAY)

Mary watches the ent ire exchange wi th a look of  stonyMary watches the ent ire exchange wi th a look of  stony
horror  on her  face.horror  on her  face.

EXT.  MAIN STREET IN MIDTOWN PHOENIX -  (DAY)EXT.  MAIN STREET IN MIDTOWN PHOENIX -  (DAY)

Now we look closely at  Lowery.   As he reaches the curb,Now we look closely at  Lowery.   As he reaches the curb,
a smal l  confusion br ightens his face.   He remembers thata smal l  confusion br ightens his face.   He remembers that
Mary intended to "spend the weekend in bed."  HeMary intended to "spend the weekend in bed."  He
considers,  cur iously,  turns,  looks back at  her ,  a sl ightconsiders,  cur iously,  turns,  looks back at  her ,  a sl ight
frown on his face.frown on his face.

MARY ' S CAR -  (DAY)MARY ' S CAR -  (DAY)

Mary sees the pause and the look.Mary sees the pause and the look.
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EXT.  MAIN STREET IN MIDTOWN PHOENIX -  (DAY)EXT.  MAIN STREET IN MIDTOWN PHOENIX -  (DAY)

For  a moment  i t  even looks as i f  Lowery might  be meaningFor  a moment  i t  even looks as i f  Lowery might  be meaning
to cross back to the car .to cross back to the car .

MARY ' S CAR -  (DAY)MARY ' S CAR -  (DAY)

Mary ' s tension is unbearable.   And at  that  moment  weMary ' s tension is unbearable.   And at  that  moment  we
hear  the shri l l  shr iek of  the t raff ic cop ' s whist le.hear  the shri l l  shr iek of  the t raff ic cop ' s whist le.
Mary zooms the car  away.Mary zooms the car  away.

DISSOLVE TO:DISSOLVE TO:

EXT.  HIGHWAY -  (DAY)EXT.  HIGHWAY -  (DAY)

Mary in car ,  dr iving,  safely away from town.   Her  lookMary in car ,  dr iving,  safely away from town.   Her  look
is less tense now,  and more purposeful .   Af ter  a moment ,is less tense now,  and more purposeful .   Af ter  a moment ,
she checks the fuel  gauge,  frowns,  looks along highwayshe checks the fuel  gauge,  frowns,  looks along highway
for  a gas stat ion.for  a gas stat ion.

FAST DISSOLVE TO:FAST DISSOLVE TO:

MARY ' S CAR -  (DAY)MARY ' S CAR -  (DAY)

Approaching and leaving ci ty l imi ts.Approaching and leaving ci ty l imi ts.

MARY -  (DAY)MARY -  (DAY)

Looks at  gas gauge.Looks at  gas gauge.

C.  U.  GAS GAUGE -  (DAY)C.  U.  GAS GAUGE -  (DAY)

EXT.  A GAS STATION -  (DAY)EXT.  A GAS STATION -  (DAY)

We see Mary ' s car  dr ive in,  come to a stop.   There areWe see Mary ' s car  dr ive in,  come to a stop.   There are
no other  cars about ,  this being a gas stat ion off  theno other  cars about ,  this being a gas stat ion off  the
main highway,  and the at tendant  is obviously in themain highway,  and the at tendant  is obviously in the
shack.   Mary looks worr ied about  having to make thisshack.   Mary looks worr ied about  having to make this
stop,  keeps her  face turned away from the shack,  notstop,  keeps her  face turned away from the shack,  not
wishing i t  to be seen.wishing i t  to be seen.

No one comes and for  a moment  Mary considers dr iving on,No one comes and for  a moment  Mary considers dr iving on,
as i f  the empt iness of  the stat ion were a warning,  anas i f  the empt iness of  the stat ion were a warning,  an
omen that  she should l isten to.   But  the gas registersomen that  she should l isten to.   But  the gas registers
almost  empty.   She has to blow her  horn.almost  empty.   She has to blow her  horn.

A YOUNG MAN comes out  of  the shack,  star ts toward herA YOUNG MAN comes out  of  the shack,  star ts toward her
car .car .
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At  that  moment ,  we HEAR the RINGING of  the TELEPHONE inAt  that  moment ,  we HEAR the RINGING of  the TELEPHONE in
the shack.   The At tendant  walks a few steps fur ther ,the shack.   The At tendant  walks a few steps fur ther ,
toward Mary ' s car ,  then decides to go back and answertoward Mary ' s car ,  then decides to go back and answer
the phone.   The phone ' s insistent  r inging unnerves Mary.the phone.   The phone ' s insistent  r inging unnerves Mary.
She star ts her  car ,  zooms off .She star ts her  car ,  zooms off .

We see the At tendant ,  phone in hand,  in the doorway ofWe see the At tendant ,  phone in hand,  in the doorway of
shack.   He looks af ter  the depart ing car  wi th l i t t le orshack.   He looks af ter  the depart ing car  wi th l i t t le or
no expression.no expression.

CARCAR

The car  grows smal ler  as i t  races up the road.   The sunThe car  grows smal ler  as i t  races up the road.   The sun
is set t ing.   There is something vaguely ominous aboutis set t ing.   There is something vaguely ominous about
the darkening sky into which the car  seems to bethe darkening sky into which the car  seems to be
disappearing.disappearing.

DISSOLVE TO:DISSOLVE TO:

MARY IN CAR -  (NIGHT)MARY IN CAR -  (NIGHT)

The oncoming headl ights hurt  Mary ' s eyes.   She isThe oncoming headl ights hurt  Mary ' s eyes.   She is
get t ing sleepy and her  vision is blurr ing.   Her  eyesget t ing sleepy and her  vision is blurr ing.   Her  eyes
close,  involuntar i ly,  snap open again.   She stretchesclose,  involuntar i ly,  snap open again.   She stretches
than wide,  as i f  forcing them to stay open.   Thethan wide,  as i f  forcing them to stay open.   The
oncoming l ights seem to glare to a point  beyondoncoming l ights seem to glare to a point  beyond
endurance.   She murmers "Sam -  Sam."endurance.   She murmers "Sam -  Sam."

A LONG LAP DISSOLVE:A LONG LAP DISSOLVE:

EXT.  ROAD SHOULDER -  (DAWN)EXT.  ROAD SHOULDER -  (DAWN)

We see Mary ' s car ,  dim in the early dawn,  t i l ted on theWe see Mary ' s car ,  dim in the early dawn,  t i l ted on the
soft  shoulder  of  the road,  looking somehow sad andsoft  shoulder  of  the road,  looking somehow sad and
pathet ic,  l ike a chi ld ' s thrown-away toy.   And from thispathet ic,  l ike a chi ld ' s thrown-away toy.   And from this
angle i t  would appear  that  the car  is empty.angle i t  would appear  that  the car  is empty.

Af ter  a moment ,  dur ing which there are no other  vehiclesAf ter  a moment ,  dur ing which there are no other  vehicles
passing,  we see,  coming from the far  distance,  a HIGHWAYpassing,  we see,  coming from the far  distance,  a HIGHWAY
PATROLMAN in a patrol  car .   He passes Mary ' s car ,  notesPATROLMAN in a patrol  car .   He passes Mary ' s car ,  notes
i ts apparent  empt iness,  U- turns,  comes back up behindi ts apparent  empt iness,  U- turns,  comes back up behind
the car .   He gets out  and approaches the dr iver ' s sidethe car .   He gets out  and approaches the dr iver ' s side
window.window.

EXT.  MARY ' S CAR -  (DAWN)EXT.  MARY ' S CAR -  (DAWN)

The Patrolman looks down into the car .The Patrolman looks down into the car .
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INT.  CAR (DAWN)  FROM HIS VIEWPOINTINT.  CAR (DAWN)  FROM HIS VIEWPOINT

Mary turns wi th a star t ,  si ts up,  is star t led andMary turns wi th a star t ,  si ts up,  is star t led and
unnerve by the sight  of  the Patrolman,  and,  as i f  byunnerve by the sight  of  the Patrolman,  and,  as i f  by
automat ic ref lex,  turns the igni t ion and presses down onautomat ic ref lex,  turns the igni t ion and presses down on
the star te.the star te.

EXT.  CAR (DAWN)EXT.  CAR (DAWN)

The Patrolman holds up his hand.The Patrolman holds up his hand.

PATROLMANPATROLMAN
(star t led)(star t led)

Hold i t  there!Hold i t  there!

Mary slams down on the brake,  t r ies to pul l  herselfMary slams down on the brake,  t r ies to pul l  herself
together .   The Patrolman raps again,  less gent ly.together .   The Patrolman raps again,  less gent ly.
Reluctant ly,  Mary rol ls down the window.   The PatrolmanReluctant ly,  Mary rol ls down the window.   The Patrolman
studie her  for  a moment .studie her  for  a moment .

PATROLMANPATROLMAN
In qui te a hurry.In qui te a hurry.

MARYMARY
Yes.Yes.

(because he seems to(because he seems to
be awai t ing anbe awai t ing an
explanat ion)explanat ion)

I  didn ' t  mean to sleep so long.   II  didn ' t  mean to sleep so long.   I
was afraid I ' d have an accidentwas afraid I ' d have an accident
last  night ,  from sleepiness . . .  solast  night ,  from sleepiness . . .  so
I  decided to pul l  over . . . .I  decided to pul l  over . . . .

PATROLMANPATROLMAN
You slept  here al l  night?You slept  here al l  night?

MARYMARY
(a faint  edge of(a faint  edge of
defensiveness)defensiveness)

Yes.   As I  said,  I  couldn ' t  keep myYes.   As I  said,  I  couldn ' t  keep my
eyes. . .eyes. . .

PATROLMANPATROLMAN
(mere concern)(mere concern)

There are plenty of  motels in thisThere are plenty of  motels in this
area.   You should have . . .  I  mean,area.   You should have . . .  I  mean,
just  to be safe. . . .just  to be safe. . . .

MARYMARY
I  didn ' t  intend to sleep al l  night!I  didn ' t  intend to sleep al l  night!
I  just  pul led over  . . .  have II  just  pul led over  . . .  have I
broken any laws?broken any laws?
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PATROLMANPATROLMAN
No,  m ' am.No,  m ' am.

MARYMARY
Then I 'm free to go. . .?Then I 'm free to go. . .?

PATROLMANPATROLMAN
(a pause)(a pause)

Is anything wrong?Is anything wrong?

MARYMARY
Of  course not!   Am I  act ing as i fOf  course not!   Am I  act ing as i f
. . .  something ' s wrong?. . .  something ' s wrong?

PATROLMANPATROLMAN
(almost  a smi le)(almost  a smi le)

Frankly,  yes.Frankly,  yes.

MARYMARY
Please . . .  I ' d l ike to go. . . .Please . . .  I ' d l ike to go. . . .

PATROLMANPATROLMAN
Is there?Is there?

MARYMARY
Is there what?Is there what?

(not  wai t ing for  an(not  wai t ing for  an
answer)answer)

I ' ve told you there ' s nothing wrongI ' ve told you there ' s nothing wrong
. . .  except  that  I 'm in a hurry and. . .  except  that  I 'm in a hurry and
you ' re taking up my t ime. . . .you ' re taking up my t ime. . . .

PATROLMANPATROLMAN
( interrupt ing,  sternly)( interrupt ing,  sternly)

Now wai t  just  a moment!   Turn yourNow wai t  just  a moment!   Turn your
motor  off ,  please.motor  off ,  please.

Mary seems about  to object ,  thinks bet ter  of  i t ,  turnsMary seems about  to object ,  thinks bet ter  of  i t ,  turns
off  the igni t ion.off  the igni t ion.

PATROLMANPATROLMAN
In the course of  my duty,  I  neverIn the course of  my duty,  I  never
"take up" anyone ' s t ime,  whether"take up" anyone ' s t ime,  whether
i t ' s to give a warning,  or  ai t ' s to give a warning,  or  a
t icket ,  or  help!   Bel ieve that ,t icket ,  or  help!   Bel ieve that ,
M ' am.M ' am.

(a l i t t le sof ter)(a l i t t le sof ter)
Now i f  you woke up on the wrongNow i f  you woke up on the wrong
side of  . . .  the car  seat ,  that ' sside of  . . .  the car  seat ,  that ' s
one thing.   But  when you act  as i fone thing.   But  when you act  as i f
I ' ve just  placed you underI ' ve just  placed you under
arrest  . . .arrest  . . .
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MARYMARY
I 'm sorry.I 'm sorry.

PATROLMANPATROLMAN
No need to apologies. . . .No need to apologies. . . .

Mary star ts the car ,  her  face turned as i f  she wishesMary star ts the car ,  her  face turned as i f  she wishes
the mat ter  were al l  set t led and the Patrolman hadthe mat ter  were al l  set t led and the Patrolman had
already gone.   The Patrolman isn ' t  exact ly one of  thosealready gone.   The Patrolman isn ' t  exact ly one of  those
civi l  servants who demands a thank-you,  but  he does feelcivi l  servants who demands a thank-you,  but  he does feel
her  manner  is a bi t  too abrupt .   He cal ls:her  manner  is a bi t  too abrupt .   He cal ls:

PATROLMANPATROLMAN
Wai t  a minute!Wai t  a minute!

MARYMARY
( jamming down the(jamming down the
brake)brake)

Now what?Now what?

The Patrolman gazes at  her  a moment ,  then:The Patrolman gazes at  her  a moment ,  then:

PATROLMANPATROLMAN
May I  see your  l icense?May I  see your  l icense?

MARYMARY
Why?Why?

PATROLMANPATROLMAN
Please.Please.

Mary pul ls her  handbag up from the f loor ,  where she ' dMary pul ls her  handbag up from the f loor ,  where she ' d
placed i t  when she stretched out  for  sleep.   She putsplaced i t  when she stretched out  for  sleep.   She puts
her  hand in i t ,  rummages for  her  wal let ,  cannot  f ind i t .her  hand in i t ,  rummages for  her  wal let ,  cannot  f ind i t .
The Patrolman is star ing at  her .   She glances at  himThe Patrolman is star ing at  her .   She glances at  him
nervously,  pokes in her  bag a bi t  more,  sighs,  real izesnervously,  pokes in her  bag a bi t  more,  sighs,  real izes
she ' l l  have to remove some of  i ts contents.   Nervously,she ' l l  have to remove some of  i ts contents.   Nervously,
badly control l ing her  fear ,  she takes out  the money-badly control l ing her  fear ,  she takes out  the money-
f i l led envelope,  and then the important  papers envelope,f i l led envelope,  and then the important  papers envelope,
then a couple of  other  i tems,  places them on the seat ,then a couple of  other  i tems,  places them on the seat ,
f inal ly f inds her  wal let ,  opens i t ,  hands i t  to him.   Hefinal ly f inds her  wal let ,  opens i t ,  hands i t  to him.   He
looks at  the wal let ,  then at  the car .looks at  the wal let ,  then at  the car .

EXT.  ROAD SHOULDER -  (DAWN)EXT.  ROAD SHOULDER -  (DAWN)

The Patrolman walks around to the front  of  the car ,The Patrolman walks around to the front  of  the car ,
checks the l icense plate,  and returns.checks the l icense plate,  and returns.

INT.  MARY ' S CAR -  (DAWN)INT.  MARY ' S CAR -  (DAWN)

The Patrolman peers in,  checks the car  registrat ion onThe Patrolman peers in,  checks the car  registrat ion on
the steering wheel ,  returns Mary ' s wal let .the steering wheel ,  returns Mary ' s wal let .
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She takes i t ,  looks at  him for  a f l icker  of  a moment .She takes i t ,  looks at  him for  a f l icker  of  a moment .
He says nothing.   She star ts ahead,  fast .He says nothing.   She star ts ahead,  fast .

EXT.  ROAD SHOULDER -  (DAWN)EXT.  ROAD SHOULDER -  (DAWN)

The Patrolman stares af ter  Mary as she dr ives off ,  thenThe Patrolman stares af ter  Mary as she dr ives off ,  then
star ts back to his automobi le.star ts back to his automobi le.

MARY IN CAR -  (DAWN)MARY IN CAR -  (DAWN)

She is qui te shaken,  real izes she caused herself  a greatShe is qui te shaken,  real izes she caused herself  a great
deal  of  t rouble and placed herself  in unnecessarydeal  of  t rouble and placed herself  in unnecessary
danger .   She is disturbed and angry and fr ightened atdanger .   She is disturbed and angry and fr ightened at
her  inabi l i ty to act  normal ly under  the pressure ofher  inabi l i ty to act  normal ly under  the pressure of
gui l t .   As she dr ives,  she glances into her  rear-viewgui l t .   As she dr ives,  she glances into her  rear-view
mi rror .mi rror .

MARY ' S REAR-VIEW MIRROR -  (DAWN)MARY ' S REAR-VIEW MIRROR -  (DAWN)

The Patrolman is fol lowing in his automobi le,  keepingThe Patrolman is fol lowing in his automobi le,  keeping
behind her  at  a matched speed.behind her  at  a matched speed.

MARY IN CAR -  (DAWN)MARY IN CAR -  (DAWN)

She glances out  at  her  surroundings.She glances out  at  her  surroundings.

MARY ' S POV -  (DAWN)MARY ' S POV -  (DAWN)

The Freeway ahead.The Freeway ahead.

EXT.  MARY ' S CAR -  (DAWN)EXT.  MARY ' S CAR -  (DAWN)

She suddenly turns off  the highway.She suddenly turns off  the highway.

MARY IN CAR -  (DAWN)MARY IN CAR -  (DAWN)

She checks her  mi rror .She checks her  mi rror .

MARY ' S REAR-VIEW MIRROR -  (DAWN)MARY ' S REAR-VIEW MIRROR -  (DAWN)

The Patrolman is no longer  fol lowing,  has not  turned offThe Patrolman is no longer  fol lowing,  has not  turned off
af ter  her .af ter  her .

MARY IN CAR -  (DAWN)MARY IN CAR -  (DAWN)

She breathes a sigh of  rel ief ,  thinks a moment ,  makes aShe breathes a sigh of  rel ief ,  thinks a moment ,  makes a
quick decision.quick decision.

DISSOLVE:DISSOLVE:
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EXT.  USED CAR LOT -  (DAY)EXT.  USED CAR LOT -  (DAY)

The big sign reads "Cal ifornia Charl ie -  Automobi leThe big sign reads "Cal ifornia Charl ie -  Automobi le
Paradise."  We see Mary ' s car  dr ive onto the lot  andParadise."  We see Mary ' s car  dr ive onto the lot  and
stop.   Mary gets out  of  the car ,  glances toward the lotstop.   Mary gets out  of  the car ,  glances toward the lot
off ice,  turns her  at tent ion to the l ine of  cars,  not iceoff ice,  turns her  at tent ion to the l ine of  cars,  not ice
the Cal ifornia l icence plates on al l  of  them.   The CARthe Cal ifornia l icence plates on al l  of  them.   The CAR
DEALER cal ls out  from his off ice:DEALER cal ls out  from his off ice:

CAR DEALERCAR DEALER
Wi th you in a second!Wi th you in a second!

Mary nods,  star ts walking along the l ine of  cars as i fMary nods,  star ts walking along the l ine of  cars as i f
making a select ion.   Her  eye is caught  by the i ronmaking a select ion.   Her  eye is caught  by the i ron
newspaper  stand on the corner ,  just  outside the lot .newspaper  stand on the corner ,  just  outside the lot .
She stares at  the papers,  turns away,  as i f  what  she isShe stares at  the papers,  turns away,  as i f  what  she is
fearing would have to be impossible,  then,  having tofearing would have to be impossible,  then,  having to
sat isfy herself ,  goes to the stand,  drops a dime in thesat isfy herself ,  goes to the stand,  drops a dime in the
iron slot ,  picks up a LOS ANGELES newspaper ,  star ts backiron slot ,  picks up a LOS ANGELES newspaper ,  star ts back
into the car  lot  as she glances worr ied at  the frontinto the car  lot  as she glances worr ied at  the front
page.   As she goes,  we see,  coming up the street  towardpage.   As she goes,  we see,  coming up the street  toward
the lot ,  the same PATROLMAN.   He sees Mary,  slows,the lot ,  the same PATROLMAN.   He sees Mary,  slows,
swerves over  to the opposi te side of  the street ,  stopsswerves over  to the opposi te side of  the street ,  stops
by the curb.   Mary,  engrossed in the newspaper ,  andby the curb.   Mary,  engrossed in the newspaper ,  and
walking back ease the lot ,  does not  see the Patrolman.walking back ease the lot ,  does not  see the Patrolman.
The car  dealer  is out  on the lot  now,  standing andThe car  dealer  is out  on the lot  now,  standing and
wai t ing for  Mary.   As she approaches,  lost  in herwai t ing for  Mary.   As she approaches,  lost  in her
newspaper ,  he smi les.newspaper ,  he smi les.

CAR DEALERCAR DEALER
I 'm in no mood for  t rouble!I 'm in no mood for  t rouble!

MARYMARY
(glancing up,  thrown(glancing up,  thrown
for  a moment)for  a moment)

What?What?

CAR DEALERCAR DEALER
(cheerful ly)(cheerful ly)

There ' s an old saying,  "Fi rstThere ' s an old saying,  "Fi rst
customer  of  the day is always thecustomer  of  the day is always the
most  t rouble!"  But  l ike I  said,most  t rouble!"  But  l ike I  said,
I 'm in no mood for  i t  so I 'm justI 'm in no mood for  i t  so I 'm just
going to t reat  you so fair  andgoing to t reat  you so fair  and
square you won ' t  have one humansquare you won ' t  have one human
reason to give me. . .reason to give me. . .

MARYMARY
( interrupt ing)( interrupt ing)

Can I  t rade in  my car  and takeCan I  t rade in  my car  and take
another?another?
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CAR DEALERCAR DEALER
You can do anything you ' ve a mindYou can do anything you ' ve a mind
to . . .  and bein '  a woman,  you wi l l !to . . .  and bein '  a woman,  you wi l l !

(chin- indicat ing her(chin- indicat ing her
car)car)

That  yours?That  yours?

MARYMARY
Yes,  i t ' s . . .  nothing wrong wi thYes,  i t ' s . . .  nothing wrong wi th
i t ,  I 'm just . . . .i t ,  I 'm just . . . .

CAR DEALERCAR DEALER
Sick of  the sight  of  i t !Sick of  the sight  of  i t !

( laughs)( laughs)
Wel l ,  suppose you look around forWel l ,  suppose you look around for
something that  str ikes your  eyessomething that  str ikes your  eyes
and meanwhi le I ' l l  have my mechanicand meanwhi le I ' l l  have my mechanic
give yours the once over  and . . .give yours the once over  and . . .
want  some coffee?  I  was justwant  some coffee?  I  was just
about . . . .about . . . .

MARYMARY
No.   Thank you.   I 'm in . . .  aNo.   Thank you.   I 'm in . . .  a
hurry.   I  just  want  to make ahurry.   I  just  want  to make a
change and star t . . .change and star t . . .

She stops suddenly,  almost  wi th a gasp.   She has seenShe stops suddenly,  almost  wi th a gasp.   She has seen
the Patrolman.the Patrolman.

THE PATROLMAN -  MARY ' S POV -  (DAY)THE PATROLMAN -  MARY ' S POV -  (DAY)

He is star ing over  at  her ,  his face dispassionate.He is star ing over  at  her ,  his face dispassionate.

EXT.  USED CAR LOT -  (DAY)EXT.  USED CAR LOT -  (DAY)

Mary has to force herself  to look away.Mary has to force herself  to look away.

CAR DEALERCAR DEALER
One thing people never  ought  to beOne thing people never  ought  to be
when they ' re buying a used car  iswhen they ' re buying a used car  is
in a hurry!in a hurry!

(star t ing away toward(star t ing away toward
her  car)her  car)

But  l ike I  said,  too nice a day forBut  l ike I  said,  too nice a day for
arguing.   I ' l l  just  shoot  this intoarguing.   I ' l l  just  shoot  this into
the garage.the garage.

He star ts into Mary ' s car .   She looks at  him,  in nearHe star ts into Mary ' s car .   She looks at  him,  in near
panic,  want ing to skip the whole thing.   Torn,  wonderingpanic,  want ing to skip the whole thing.   Torn,  wondering
if  the presence of  the Patrolman doesn ' t  negate theif  the presence of  the Patrolman doesn ' t  negate the
value of  changing cars,  wondering how she can get  away,value of  changing cars,  wondering how she can get  away,
wondering i f  she ' l l  be fol lowed,  or  i f  the Patrolmanwondering i f  she ' l l  be fol lowed,  or  i f  the Patrolman
wi l l  go away if  she does stay here.wi l l  go away if  she does stay here.
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Al l  these panic-fears rush her  mind and she can doAl l  these panic-fears rush her  mind and she can do
nothing.   The Car  Dealer  has dr iven her  car  into thenothing.   The Car  Dealer  has dr iven her  car  into the
garage.   She stands in the middle of  the lot ,  feel inggarage.   She stands in the middle of  the lot ,  feel ing
l ike a shoot ing target .   She looks toward the garage.l ike a shoot ing target .   She looks toward the garage.

THE GARAGE -  MARY ' S POV -  (DAY)THE GARAGE -  MARY ' S POV -  (DAY)

Mary ' s car  is in i t .Mary ' s car  is in i t .

EXT.  USED CAR LOT -  (DAY)EXT.  USED CAR LOT -  (DAY)

Mary decides she cannot  back out  now wi thout  arousingMary decides she cannot  back out  now wi thout  arousing
further  suspicion,  is compel led to look again at  thefurther  suspicion,  is compel led to look again at  the
Patrolman.Patrolman.

THE PATROLMAN -  MARY ' S POV -  (DAY)THE PATROLMAN -  MARY ' S POV -  (DAY)

He st i l l  watches.   Wi th a self-angry sigh of  resignment ,He st i l l  watches.   Wi th a self-angry sigh of  resignment ,
she goes to a close car ,  looks at  i t .   The Car  Dealer  isshe goes to a close car ,  looks at  i t .   The Car  Dealer  is
returning.returning.

CAR DEALERCAR DEALER
That ' s the one I ' d ' ve picked forThat ' s the one I ' d ' ve picked for
you myself!you myself!

MARYMARY
How much?How much?

CAR DEALERCAR DEALER
Go ahead!   Spin i t  around theGo ahead!   Spin i t  around the
block.   Now I  know you don ' t  knowblock.   Now I  know you don ' t  know
anything about  engine condi t ion,anything about  engine condi t ion,
but  you can feel ,  can ' t  you . . .  andbut  you can feel ,  can ' t  you . . .  and
i t ' s al l  in the feel ,  bel ieve me,i t ' s al l  in the feel ,  bel ieve me,
you feel  that  one around theyou feel  that  one around the
block. . . .block. . . .

MARYMARY
I t  looks f ine.   How much wi l l  i tI t  looks f ine.   How much wi l l  i t
be,  wi th my car . . .?be,  wi th my car . . .?

CAR DEALERCAR DEALER
You mean you don ' t  want  the usualYou mean you don ' t  want  the usual
day and a half  to think i t  over?day and a half  to think i t  over?

(laughs)( laughs)
You are in a hurry!   SomebodyYou are in a hurry!   Somebody
chasin '  you?chasin '  you?

MARYMARY
Of  course not .   Please.Of  course not .   Please.
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CAR DEALERCAR DEALER
Wel l  . . .  heck,  this is the f irstWel l  . . .  heck,  this is the f irst
t ime I  ever  saw the customer  high-t ime I  ever  saw the customer  high-
pressure the salesman!pressure the salesman!

( laughs,  sees she is( laughs,  sees she is
in no mood for  i t )in no mood for  i t )

I ' d f igure roughly . . .I ' d f igure roughly . . .
( looks at  the car ,( looks at  the car ,
then back at  thethen back at  the
garage)garage)

. . .  your  car  plus f ive hundred.. . .  your  car  plus f ive hundred.

MARYMARY
Five hundred.Five hundred.

CAR DEALERCAR DEALER
Aha!   Always got  t ime to argueAha!   Always got  t ime to argue
money,  huh. . .?money,  huh. . .?

MARYMARY
Al l  r ight .Al l  r ight .

As the car  dealer  looks at  her  in amazement ,  she reachesAs the car  dealer  looks at  her  in amazement ,  she reaches
into her  bag,  feels the money-f i l led envelope,  pauses.into her  bag,  feels the money-f i l led envelope,  pauses.

CAR DEALERCAR DEALER
(slowly)(slowly)

I  take i t  . . .  you can prove thatI  take i t  . . .  you can prove that
car ' s yours . . .  I  mean,  out  ofcar ' s yours . . .  I  mean,  out  of
state and al l  . . .  got  your  pinkstate and al l  . . .  got  your  pink
sl ip and your  . . .sl ip and your  . . .

MARYMARY
I  think I  have the necessaryI  think I  have the necessary
papers.   Is there a Ladies Room. . .papers.   Is there a Ladies Room. . .

CAR DEALERCAR DEALER
In the bui lding . . .In the bui lding . . .

( indicates,  cont inues(indicates,  cont inues
to stare quiet ly)to stare quiet ly)

Mary star ts for  the bui lding,  glancing once in theMary star ts for  the bui lding,  glancing once in the
direct ion of  the Patrolman.direct ion of  the Patrolman.

THE PATROLMAN -  MARY ' S POV -  (DAY)THE PATROLMAN -  MARY ' S POV -  (DAY)

He st i l l  si ts,  his motor  throbbing,  his face quiet .He st i l l  si ts,  his motor  throbbing,  his face quiet .

EXT.  THE USED CAR LOT -  (DAY)EXT.  THE USED CAR LOT -  (DAY)

Mary goes into the off ice bui lding.Mary goes into the off ice bui lding.

CUT TO:CUT TO:
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INT.  LADIES ROOM -  (DAY)INT.  LADIES ROOM -  (DAY)

Mary enters,  locks door ,  takes envelope out  of  herMary enters,  locks door ,  takes envelope out  of  her
handbag,  extracts one bundle of  bi l ls from the envelope,handbag,  extracts one bundle of  bi l ls from the envelope,
counts off  f ive,  puts the bundle back into the envelopecounts off  f ive,  puts the bundle back into the envelope
and the envelope back into the bag.   Then she remembers,and the envelope back into the bag.   Then she remembers,
takes out  the important  papers envelope,  goes throughtakes out  the important  papers envelope,  goes through
i t ,  f inds several  papers having to do wi th her  car ,i t ,  f inds several  papers having to do wi th her  car ,
takes them al l  out ,  puts back the envelope,  star ts outtakes them al l  out ,  puts back the envelope,  star ts out
of  the ladies Room.of  the ladies Room.

CUT TO:CUT TO:

EXT.  THE USED CAR LOT -  (DAY)EXT.  THE USED CAR LOT -  (DAY)

The Car  Dealer  has moved the car  of  her  choice out  ofThe Car  Dealer  has moved the car  of  her  choice out  of
the l ine.   I t  stands in the clearing.the l ine.   I t  stands in the clearing.

CAR DEALERCAR DEALER
( too cheerful ly)( too cheerful ly)

I  think you ' d bet ter  give i t  aI  think you ' d bet ter  give i t  a
tr ial  spin.   Don ' t  want  any badtr ial  spin.   Don ' t  want  any bad
word of  mouth about  Cal iforniaword of  mouth about  Cal ifornia
Charl ie.Charl ie.

MARYMARY
I ' d real ly rather  not .   Please.I ' d real ly rather  not .   Please.
Can ' t  we just  set t le this and . . .Can ' t  we just  set t le this and . . .

CAR DEALERCAR DEALER
I ' l l  be perfect ly honest  wi th you,I ' l l  be perfect ly honest  wi th you,
Ma ' am.   I t ' s not  that  I  don ' t  t rustMa ' am.   I t ' s not  that  I  don ' t  t rust
you,  but  . . .you,  but  . . .

MARYMARY
( interrupt ing)( interrupt ing)

But  what?  Is there anything soBut  what?  Is there anything so
terr ibly wrong about  . . .  making aterr ibly wrong about  . . .  making a
decision and want ing to hurry?  Dodecision and want ing to hurry?  Do
you think I ' ve stolen . . .  my car?you think I ' ve stolen . . .  my car?

CAR DEALERCAR DEALER
No,  M ' am.   I  was only about  to say,No,  M ' am.   I  was only about  to say,
I ' ve sent  my mechanic out  to giveI ' ve sent  my mechanic out  to give
your  car  a l i t t le test  . . .  that ' syour  car  a l i t t le test  . . .  that ' s
al l .al l .

MARYMARY
(handing him the(handing him the
ownership papers andownership papers and
the new bi l ls)the new bi l ls)

I ' d l ike to be ready when he getsI ' d l ike to be ready when he gets
back.back.
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CAR DEALERCAR DEALER
Okay.   If  you ' l l  come along . . .Okay.   If  you ' l l  come along . . .

He star ts toward the off ice bui lding.   Mary fol lows,He star ts toward the off ice bui lding.   Mary fol lows,
closely,  anxiously.   She glances,  sees:closely,  anxiously.   She glances,  sees:

THE PATROLMAN -  MARY ' S POV -  (DAY)THE PATROLMAN -  MARY ' S POV -  (DAY)

He is st i l l  at  the far  curb.He is st i l l  at  the far  curb.

EXT.  USED CAR LOT -  (DAY)EXT.  USED CAR LOT -  (DAY)

The Car  Dealer  goes into his off ice.   Mary fol lows.The Car  Dealer  goes into his off ice.   Mary fol lows.

THE PATROLMAN -  (DAY)THE PATROLMAN -  (DAY)

A second later ,  he star ts his automobi le,  checksA second later ,  he star ts his automobi le,  checks
traff ic,  comes across the street ,  slowly,  and dr ivestraff ic,  comes across the street ,  slowly,  and dr ives
onto the lot .   He pauses a moment ,  then dr ives acrossonto the lot .   He pauses a moment ,  then dr ives across
the lot ,  passing the off ice,  going on to the other  exi t ,the lot ,  passing the off ice,  going on to the other  exi t ,
stops there as Mary ' s car  is dr iven back onto the lot .stops there as Mary ' s car  is dr iven back onto the lot .
The MECHANIC stops Mary ' s car ,  hops out ,  waves to theThe MECHANIC stops Mary ' s car ,  hops out ,  waves to the
Patrolman.   The Patrolman waves back,  goes on a bi tPatrolman.   The Patrolman waves back,  goes on a bi t
unt i l  he is behind Mary ' s car ,  stops again,  looks overunt i l  he is behind Mary ' s car ,  stops again,  looks over
at  the off ice.   In a moment ,  Mary comes out ,  hurr iesat  the off ice.   In a moment ,  Mary comes out ,  hurr ies
across to her  new car ,  gets in,  star ts the motor .   Theacross to her  new car ,  gets in,  star ts the motor .   The
Mechanic yel ls:Mechanic yel ls:

MECHANICMECHANIC
Hey!   Miss?Hey!   Miss?

Mary pauses,  turns,  sees the Patrolman,  then theMary pauses,  turns,  sees the Patrolman,  then the
Mechanic.   Her  face goes whi te.   She doesn ' t  know whichMechanic.   Her  face goes whi te.   She doesn ' t  know which
man cal led her .   Then the Mechanic waves,  star ts forwardman cal led her .   Then the Mechanic waves,  star ts forward
wi th her  sui tcase.wi th her  sui tcase.

MARYMARY
(as Mechanic reaches(as Mechanic reaches
car)car)

Just  put  i t  r ight  in here,  pleaseJust  put  i t  r ight  in here,  please
. . .  beside me.. . .  beside me.

The Mechanic smi les,  throws the sui tcase in.   Mary zoomsThe Mechanic smi les,  throws the sui tcase in.   Mary zooms
off .   As she dr ives out  of  lot  we see the Mechanic,  theoff .   As she dr ives out  of  lot  we see the Mechanic,  the
Car  Dealer  and the Patrolman al l  looking af ter  her .Car  Dealer  and the Patrolman al l  looking af ter  her .

DISSOLVE TO:DISSOLVE TO:

MARY IN NEW CAR ON ROUTE 99MARY IN NEW CAR ON ROUTE 99

Mary is dr iving tensely.   She checks the rear-viewMary is dr iving tensely.   She checks the rear-view
mi rror ,  is more shocked than pleased when she sees. . .mi rror ,  is more shocked than pleased when she sees. . .
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MARY ' S REAR-VIEW MIRRORMARY ' S REAR-VIEW MIRROR

No sign of  the Patrolman.No sign of  the Patrolman.

MARY IN NEW CAR ON ROUTE 99MARY IN NEW CAR ON ROUTE 99

She turns her  face,  looks out  at  the highway.She turns her  face,  looks out  at  the highway.

ROUTE 99 -  MARY ' S POVROUTE 99 -  MARY ' S POV

I t  is heavy wi th t raff ic.I t  is heavy wi th t raff ic.

MARY IN NEW CAR ON ROUTE 99MARY IN NEW CAR ON ROUTE 99

Again she checks the mi rror  and al though . . .Again she checks the mi rror  and al though . . .

MARY ' S REAR-VIEW MIRRORMARY ' S REAR-VIEW MIRROR

There is st i l l  no sign of  the Patrolman.There is st i l l  no sign of  the Patrolman.

MARY IN NEW CAR ON ROUTE 99MARY IN NEW CAR ON ROUTE 99

She cannot  relax or  feel  safe,  cannot  convince herselfShe cannot  relax or  feel  safe,  cannot  convince herself
that  nothing wi l l  come of  the man ' s watching andthat  nothing wi l l  come of  the man ' s watching and
suspicions.suspicions.

CAMERA IS CLOSE on Mary ' s face now,  recording herCAMERA IS CLOSE on Mary ' s face now,  recording her
anxiety,  her  fears.   Her  gui l t  shines br ight  in her  eyesanxiety,  her  fears.   Her  gui l t  shines br ight  in her  eyes
and she is a person unaccustomed to containing this muchand she is a person unaccustomed to containing this much
gui l t  in this real ist ic a si tuat ion.   Suddenly,  we heargui l t  in this real ist ic a si tuat ion.   Suddenly,  we hear
the SOUND of  the Used Car  Dealer ' s laugh,  hear  i t  asthe SOUND of  the Used Car  Dealer ' s laugh,  hear  i t  as
clearly as Mary hears i t  in her  imaginat ion.   Theclearly as Mary hears i t  in her  imaginat ion.   The
"imagined voice" we hear  is actual ly the voice of  the"imagined voice" we hear  is actual ly the voice of  the
Car  Dealer :Car  Dealer :

CAR DEALER ' S VOICECAR DEALER ' S VOICE
Heck,  Off icer ,  that  was the f irstHeck,  Off icer ,  that  was the f irst
t ime I  ever  saw the Customer  high-t ime I  ever  saw the Customer  high-
pressure the Salesman!   Somebodypressure the Salesman!   Somebody
chasing her?chasing her?

PATROLMAN ' S VOICEPATROLMAN ' S VOICE
I  bet ter  have a look at  thoseI  bet ter  have a look at  those
papers,  Charl ie.papers,  Charl ie.

CAR DEALER ' S VOICECAR DEALER ' S VOICE
She look l ike a wrong-one to you?She look l ike a wrong-one to you?

PATROLMAN ' S VOICEPATROLMAN ' S VOICE
Acted l ike one.Acted l ike one.

Mary bl inks,  shakes her  head,  as i f  t rying to shake awayMary bl inks,  shakes her  head,  as i f  t rying to shake away
these voices of  her  imaginat ion.   She checks the rear-these voices of  her  imaginat ion.   She checks the rear-
view mi rror .view mi rror .
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MARY ' S REAR-VIEW MIRRORMARY ' S REAR-VIEW MIRROR

St i l l  no sight  of  the Patrolman.St i l l  no sight  of  the Patrolman.

MARY IN NEW CARMARY IN NEW CAR

She tr ies to force herself  to relax,  almost  succeedsShe tr ies to force herself  to relax,  almost  succeeds
when she is sprung to tension again by . . . .when she is sprung to tension again by . . . .

EXT.  HIGHWAY 99EXT.  HIGHWAY 99

The sight  of  a pol ice car .   As she dr ives past ,  we hearThe sight  of  a pol ice car .   As she dr ives past ,  we hear
the squeaky,  unintel l igible voice coming over  the carthe squeaky,  unintel l igible voice coming over  the car
radio.   Mary zooms down on the gas,  whizzes ahead.radio.   Mary zooms down on the gas,  whizzes ahead.

DISSOLVE THROUGH TO:DISSOLVE THROUGH TO:

EXT.  HIGHWAY 99 -  LONG SHOTEXT.  HIGHWAY 99 -  LONG SHOT

Mary ' s car  dashing along.Mary ' s car  dashing along.

DISSOLVE TO:DISSOLVE TO:

MARY IN NEW CARMARY IN NEW CAR

Mary looks weary,  t i red wi th strain and wi th hardMary looks weary,  t i red wi th strain and wi th hard
driving.   Her  eyes are heavy wi th worry and deep thought .dr iving.   Her  eyes are heavy wi th worry and deep thought .

OUT THE WINDSHIELDOUT THE WINDSHIELD

We can see that  i t  is much later  in the day,  almost  dusk.We can see that  i t  is much later  in the day,  almost  dusk.

MARY IN NEW CARMARY IN NEW CAR

We HEAR the sound of  an agi tated BUZZ of  an intercomWe HEAR the sound of  an agi tated BUZZ of  an intercom
system,  a sound emanat ing from Mary ' s imaginat ion.system,  a sound emanat ing from Mary ' s imaginat ion.
Af ter  the second BUZZ,  we HEAR the voice of  Carol ine.Af ter  the second BUZZ,  we HEAR the voice of  Carol ine.

CAROLINE ' S VOICECAROLINE ' S VOICE
Yes,  Mr .  Lowery.Yes,  Mr .  Lowery.

LOWERY ' S VOICELOWERY ' S VOICE
(a worr ied tone)(a worr ied tone)

Carol ine . . .  ?  Mary st i l l  isn ' t  in?Carol ine . . .  ?  Mary st i l l  isn ' t  in?

CAROLINE ' S VOICECAROLINE ' S VOICE
No,  Mr .  Lowery . . .  but  then she ' sNo,  Mr .  Lowery . . .  but  then she ' s
always a bi t  late on Mondayalways a bi t  late on Monday
mornings.mornings.

LOWERY ' S VOICELOWERY ' S VOICE
Buzz me the minute she comes in.Buzz me the minute she comes in.
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Again Mary shakes her  head,  forces herself  to stopAgain Mary shakes her  head,  forces herself  to stop
hearing these "invented" scenes of  her  imaginat ion.hearing these "invented" scenes of  her  imaginat ion.

EXT.  HIGHWAY 99EXT.  HIGHWAY 99

Now we cut  to the view of  the road,  from Mary ' sNow we cut  to the view of  the road,  from Mary ' s
viewpoint .   Darkness of  evening is coming.   In the dimviewpoint .   Darkness of  evening is coming.   In the dim
twi l ight  we see the neon sign of  roadside restaurantstwi l ight  we see the neon sign of  roadside restaurants
and gas stat ions beginning to blaze on.and gas stat ions beginning to blaze on.

INT.  MARY ' S NEW CARINT.  MARY ' S NEW CAR

Back on Mary ' s face,  and af ter  a moment ,  the imaginedBack on Mary ' s face,  and af ter  a moment ,  the imagined
voices again:voices again:

LOWERY ' S VOICELOWERY ' S VOICE
Cal l  her  sister!   If  no one ' sCal l  her  sister!   If  no one ' s
answering at  the house. . . .answering at  the house. . . .

CAROLINE ' S VOICECAROLINE ' S VOICE
I  cal led her  sister ,  Mr .  Lowery,I  cal led her  sister ,  Mr .  Lowery,
where she works,  the Music Makerswhere she works,  the Music Makers
Music Store,  you know?  And sheMusic Store,  you know?  And she
doesn ' t  know where Mary is any moredoesn ' t  know where Mary is any more
than we do.than we do.

LOWERY ' S VOICELOWERY ' S VOICE
You bet ter  run out  to the house.You bet ter  run out  to the house.
She may be . . .  unable to answer  theShe may be . . .  unable to answer  the
phone. . . .phone. . . .

CAROLINE ' S VOICECAROLINE ' S VOICE
Her  sister ' s going to do that .Her  sister ' s going to do that .
She ' s as worr ied as we are.She ' s as worr ied as we are.

A f lush of  painful  gui l t  and regret  r ises up in Mary ' sA f lush of  painful  gui l t  and regret  r ises up in Mary ' s
face.   She closes her  eyes for  one t ight  swi f t  moment .face.   She closes her  eyes for  one t ight  swi f t  moment .

EXT.  HIGHWAY 99EXT.  HIGHWAY 99

We cut  again to the highway.   The f irst  oncomingWe cut  again to the highway.   The f irst  oncoming
headl ights slash at  the windshield.headl ights slash at  the windshield.

INT.  MARY ' S NEW CARINT.  MARY ' S NEW CAR

Cut t ing back to Mary,  we can sense by the tense musclesCut t ing back to Mary,  we can sense by the tense muscles
of  her  face that  she is dr iving faster .   The oncomingof  her  face that  she is dr iving faster .   The oncoming
headl ights blur t  at  her .headl ights blur t  at  her .
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Suddenly we HEAR Lowery ' s voice,  loud now andSuddenly we HEAR Lowery ' s voice,  loud now and
fr ightened,  as i f  the anxiety in the man ' s voice wasfr ightened,  as i f  the anxiety in the man ' s voice was
strong enough to break through Mary ' s effor t  to keep herstrong enough to break through Mary ' s effor t  to keep her
mind si lent  and her  imaginat ion blank.mind si lent  and her  imaginat ion blank.

LOWERY ' S VOICELOWERY ' S VOICE
No!   I  haven ' t  the faintest  idea.No!   I  haven ' t  the faintest  idea.
As I  said,  I  last  saw your  sisterAs I  said,  I  last  saw your  sister
when she lef t  this off ice on Fr idaywhen she lef t  this off ice on Fr iday
. . .  she said she didn ' t  feel  wel l. . .  she said she didn ' t  feel  wel l
and wanted to leave early and Iand wanted to leave early and I
said she could.   And that  was thesaid she could.   And that  was the
last  I  saw . . .last  I  saw . . .

(a pause,  a thought)(a pause,  a thought)
. . .  wai t  a minute,  I  did see her ,. . .  wai t  a minute,  I  did see her ,
an hour  or  so later ,  dr iving. . .an hour  or  so later ,  dr iving. . .

(a pause,  then wi th(a pause,  then wi th
solemn fear)solemn fear)

Ah,  I  think you ' d bet ter  come overAh,  I  think you ' d bet ter  come over
here to my off ice.   Quick.here to my off ice.   Quick.

(a pause,  a cl ick)(a pause,  a cl ick)
Carol ine,  get  Mr .  Cassidy for  me.Carol ine,  get  Mr .  Cassidy for  me.

EXT.  HIGHWAY 99EXT.  HIGHWAY 99

I t  is completely dark now,  night .I t  is completely dark now,  night .

INT.  MARY ' S NEW CARINT.  MARY ' S NEW CAR

We cut  back to her  face.We cut  back to her  face.

LOWERY ' S VOICELOWERY ' S VOICE
Af ter  al l ,  Cassidy,  I  told you . . .Af ter  al l ,  Cassidy,  I  told you . . .
al l  that  cash . . .  I 'm not  takingal l  that  cash . . .  I 'm not  taking
the responsibi l i ty . . .  Oh,  forthe responsibi l i ty . . .  Oh,  for
heaven ' s sake,  a gir l  works for  youheaven ' s sake,  a gir l  works for  you
for  ten years,  you t rust  her!   Al lfor  ten years,  you t rust  her!   Al l
r ight ,  yes,  you bet ter  come over .r ight ,  yes,  you bet ter  come over .

EXT.  THE ROAD AHEAD -  FROM MARY ' S VIEWPOINTEXT.  THE ROAD AHEAD -  FROM MARY ' S VIEWPOINT

INT.  MARY ' S NEW CARINT.  MARY ' S NEW CAR

Fast  cut  back to Mary ' s face.   Oncoming headl ights throwFast  cut  back to Mary ' s face.   Oncoming headl ights throw
a bl inding l ight  across her  features.a bl inding l ight  across her  features.
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CASSIDY ' S VOICECASSIDY ' S VOICE
(undrunk,  sharp wi th(undrunk,  sharp wi th
rage)rage)

Wel l  I  ain ' t  about  to kiss offWel l  I  ain ' t  about  to kiss off
for ty thousand dol lars!   I ' l l  getfor ty thousand dol lars!   I ' l l  get
i t  back and if  any of  i t ' s missin 'i t  back and if  any of  i t ' s missin '
I ' l l  replace i t  wi th her  f ine softI ' l l  replace i t  wi th her  f ine soft
f lesh!   I ' l l  t rack her ,  never  youflesh!   I ' l l  t rack her ,  never  you
doubt  i t !doubt  i t !

LOWERY ' S VOICELOWERY ' S VOICE
Hold on,  Cassidy . . .  I  st i l l  can ' tHold on,  Cassidy . . .  I  st i l l  can ' t
bel ieve . . .  i t  must  be some kind ofbel ieve . . .  i t  must  be some kind of
a mystery . . .  I  can ' t . . . .a mystery . . .  I  can ' t . . . .

CASSIDY ' S VOICECASSIDY ' S VOICE
You checked wi th the bank,  no?You checked wi th the bank,  no?
They never  laid eyes on her ,  no?They never  laid eyes on her ,  no?
You st i l l  t rust in ' ?  Hot  creepers,You st i l l  t rust in ' ?  Hot  creepers,
she sat  there whi le I  dumped i t  outshe sat  there whi le I  dumped i t  out
. . .  hardly even looked at  i t ,. . .  hardly even looked at  i t ,
plannin '  and . . .  and even f l i r t in 'plannin '  and . . .  and even f l i r t in '
wi th me. . . . !wi th me. . . . !

A look of  revulsion makes Mary close her  eyes.A look of  revulsion makes Mary close her  eyes.

THROUGH THE WINDSHIELD AGAINTHROUGH THE WINDSHIELD AGAIN

Big drops of  rain begin to appear .Big drops of  rain begin to appear .

CLOSEUP -  MARYCLOSEUP -  MARY

She is becoming aware of  the rain star t ing.She is becoming aware of  the rain star t ing.

THROUGH THE WINDSHIELDTHROUGH THE WINDSHIELD

The rain increasing and backl i t  by the oncomingThe rain increasing and backl i t  by the oncoming
headl ights.headl ights.

CLOSEUP -  MARYCLOSEUP -  MARY

Mary star ts the windshield wipers.Mary star ts the windshield wipers.

THROUGH THE WINDSHIELDTHROUGH THE WINDSHIELD

The wipers are having a bat t le wi th the now torrent ialThe wipers are having a bat t le wi th the now torrent ial
rain.rain.

CLOSEUP -  MARYCLOSEUP -  MARY

Peering through the blurred windshield.Peering through the blurred windshield.
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CLOSEUP -  THE CAR WHEELSCLOSEUP -  THE CAR WHEELS

slowing down in the f looding highway.slowing down in the f looding highway.

CLOSEUP -  MARYCLOSEUP -  MARY

peering through the windshield.   The oncoming l ights arepeering through the windshield.   The oncoming l ights are
fewer .fewer .

CLOSEUP -  THE CAR WHEELSCLOSEUP -  THE CAR WHEELS

almost  coming to a slow turn.almost  coming to a slow turn.

THROUGH THE WINDSHIELDTHROUGH THE WINDSHIELD

just  blackness and rain.just  blackness and rain.

CLOSEUP -  MARYCLOSEUP -  MARY

peering.peering.

MARY ' S VIEWPOINTMARY ' S VIEWPOINT

An almost  undiscernible l ight  in the far  distance,  aAn almost  undiscernible l ight  in the far  distance,  a
neon sign blurred by the rain-sheeted windshield.neon sign blurred by the rain-sheeted windshield.

MARY ' S CARMARY ' S CAR

She presses down,  forces the car  to move on through theShe presses down,  forces the car  to move on through the
flooded road.f looded road.

EXT.  THE ROADEXT.  THE ROAD

As we move closer ,  we see the neon sign more clearly andAs we move closer ,  we see the neon sign more clearly and
can faint ly make out  the large let ters which readcan faint ly make out  the large let ters which read
"Motel ."  Mary stops the car ,  lowers the window"Motel ."  Mary stops the car ,  lowers the window
sl ight ly,  looks out .   We see the sign clearly now:sl ight ly,  looks out .   We see the sign clearly now:
"BATES '  MOTEL."  Mary opens the car  door  and dashes out"BATES '  MOTEL."  Mary opens the car  door  and dashes out
into the rain and up onto the porch of  the motel  off ice.into the rain and up onto the porch of  the motel  off ice.

EXT.  BATES '  MOTEL -  (NIGHT)EXT.  BATES '  MOTEL -  (NIGHT)

Mary pauses on the porch.   The l ights are on wi thin theMary pauses on the porch.   The l ights are on wi thin the
off ice.   She t r ies door ,  f inds i t  open,  goes intooff ice.   She t r ies door ,  f inds i t  open,  goes into
off ice.   CAMERA FOLLOWS her  into off ice.   There is nooff ice.   CAMERA FOLLOWS her  into off ice.   There is no
one present .   Mary goes to the desk,  r ings a smal lone present .   Mary goes to the desk,  r ings a smal l
pushbel l .   There is no response.   Mary rubs her  foreheadpushbel l .   There is no response.   Mary rubs her  forehead
in weariness and frustrat ion,  goes back out  onto thein weariness and frustrat ion,  goes back out  onto the
porch.   She looks off  in another  direct ion,  sl ight lyporch.   She looks off  in another  direct ion,  sl ight ly
behind the off ice,  and sees . . . .behind the off ice,  and sees . . . .
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MARY ' S VIEWPOINT -  A LARGE OLD HOUSE -  (NIGHT)MARY ' S VIEWPOINT -  A LARGE OLD HOUSE -  (NIGHT)

A path from the motel  off ice leads direct ly up to thisA path from the motel  off ice leads direct ly up to this
house.   There is a l ight  on in one of  the upstairshouse.   There is a l ight  on in one of  the upstairs
rooms.   A WOMAN passes the window,  pauses,  peers out .rooms.   A WOMAN passes the window,  pauses,  peers out .
We see her  in clear  si lhouet te.   She quickly goes awayWe see her  in clear  si lhouet te.   She quickly goes away
from the window.from the window.

EXT.  PORCH OF BATES '  MOTEL -  (NIGHT)EXT.  PORCH OF BATES '  MOTEL -  (NIGHT)

Mary,  having seen the woman,  expects now that  she wi l lMary,  having seen the woman,  expects now that  she wi l l
get  some at tent ion.   She stands a few moments,  wai t ing.get  some at tent ion.   She stands a few moments,  wai t ing.
No one comes.   Impat ience and anger  r ise in Mary.   SheNo one comes.   Impat ience and anger  r ise in Mary.   She
dashes out  into the rain,  to her  car ,  gets in,  opens thedashes out  into the rain,  to her  car ,  gets in,  opens the
side window,  begins to honk the horn.   Af ter  a moment ,side window,  begins to honk the horn.   Af ter  a moment ,
a YOUNG MAN open the front  door  of  the house,  pauses,a YOUNG MAN open the front  door  of  the house,  pauses,
star ts down the path.   Af ter  a few steps,  he turns andstar ts down the path.   Af ter  a few steps,  he turns and
runs back into the house.   Mary leaves her  car ,  star tsruns back into the house.   Mary leaves her  car ,  star ts
a dash for  the shel ter  of  the porch.   As she runs,  wea dash for  the shel ter  of  the porch.   As she runs,  we
see that  the Young Man has gone back only to get  ansee that  the Young Man has gone back only to get  an
umbrel la.   Seeing that  Mary is on her  way to the porch,umbrel la.   Seeing that  Mary is on her  way to the porch,
he runs quickly,  the umbrel la unopened in his hand.   Hehe runs quickly,  the umbrel la unopened in his hand.   He
gets to the porch a moment  af ter  Mary has reached i t .gets to the porch a moment  af ter  Mary has reached i t .
He stops short ,  looks at  her ,  then at  the umbrel laHe stops short ,  looks at  her ,  then at  the umbrel la
hanging useless in his hand,  then back to her .hanging useless in his hand,  then back to her .

There is something sadly touching in his manner ,  in hisThere is something sadly touching in his manner ,  in his
look.   Mary ' s impat ience goes and she smi les and thislook.   Mary ' s impat ience goes and she smi les and this
makes him almost  smi le.   He gestures her  into themakes him almost  smi le.   He gestures her  into the
off ice,  standing back to indicate that  he wi l l  go af teroff ice,  standing back to indicate that  he wi l l  go af ter
her .   She goes into the off ice.her .   She goes into the off ice.

INT.  OFFICE OF BATES '  MOTEL -  (NIGHT)INT.  OFFICE OF BATES '  MOTEL -  (NIGHT)

The Young Man fol lows Mary in,  closes the door .   He isThe Young Man fol lows Mary in,  closes the door .   He is
NORMAN BATES,  somewhere in his late twent ies,  thin andNORMAN BATES,  somewhere in his late twent ies,  thin and
tal l ,  sof t-spoken and hesi tant .tal l ,  sof t-spoken and hesi tant .

NORMANNORMAN
Di r ty night .Di r ty night .

MARYMARY
(not  real ly a quest ion)(not  real ly a quest ion)

You have a vacancy?You have a vacancy?

NORMANNORMAN
(simply,  almost(simply,  almost
cheerful ly)cheerful ly)

We have twelve vacancies.   TwelveWe have twelve vacancies.   Twelve
cabins,  twelve vacancies.cabins,  twelve vacancies.

(a pause)(a pause)
They moved away the highway.They moved away the highway.
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MARYMARY
I  thought  I ' d got ten off  theI  thought  I ' d got ten off  the
main. . . .main. . . .

NORMANNORMAN
I  knew you must  have.   No one stopsI  knew you must  have.   No one stops
here anymore unless they do.here anymore unless they do.

He is behind the counter  now,  pushing forward theHe is behind the counter  now,  pushing forward the
registrat ion book.registrat ion book.

NORMANNORMAN
But  i t ' s no good dwel l ing on ourBut  i t ' s no good dwel l ing on our
losses,  is i t .losses,  is i t .
We go r ight  ahead l ight ing signsWe go r ight  ahead l ight ing signs
and fol lowing the formal i t ies . . .and fol lowing the formal i t ies . . .
Would you sign,  please.Would you sign,  please.

Mary has placed her  handbag on the counter .   She takesMary has placed her  handbag on the counter .   She takes
the registrat ion book,  picks up the pen,  is suddenlythe registrat ion book,  picks up the pen,  is suddenly
struck wi th the real izat ion that  she ' d bet ter  use anstruck wi th the real izat ion that  she ' d bet ter  use an
al l ies.   She wr i tes the name Marie Samuels.al l ies.   She wr i tes the name Marie Samuels.

NORMANNORMAN
Your  home address.   Oh,  just  theYour  home address.   Oh,  just  the
town wi l l  do.town wi l l  do.

MARYMARY
(glancing at  newspaper(glancing at  newspaper
st icking out  of  herst icking out  of  her
handbag)handbag)

Los Angeles.Los Angeles.

She real izes he didn ' t  ask her  to tel l  him,  merely toShe real izes he didn ' t  ask her  to tel l  him,  merely to
wr i te i t  down.   She smi les,  wr i tes Los Angeles besidewr i te i t  down.   She smi les,  wr i tes Los Angeles beside
the false name.   Norman smi les,  stops smi l ing out  ofthe false name.   Norman smi les,  stops smi l ing out  of
embarrassment .embarrassment .

NORMANNORMAN
Cabin One.   I t ' s closer  in case youCabin One.   I t ' s closer  in case you
want  anything . . .  r ight  next  to thewant  anything . . .  r ight  next  to the
off ice.off ice.

CLOSEUP -  NORMANCLOSEUP -  NORMAN

He removes a key for  Cabin One.   We see that  there is aHe removes a key for  Cabin One.   We see that  there is a
remaning key on the board.remaning key on the board.

TWO SHOT -  MARY AND NORMANTWO SHOT -  MARY AND NORMAN

MARYMARY
I  want  sleep more than anything.I  want  sleep more than anything.
Except  maybe,  food.Except  maybe,  food.
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NORMANNORMAN
There ' s a big diner  about  ten mi lesThere ' s a big diner  about  ten mi les
on up . . .  just  outside Fairvale.on up . . .  just  outside Fairvale.

MARYMARY
Am I  that  close to Fairvale?Am I  that  close to Fairvale?

NORMANNORMAN
Fi f teen mi les.   I ' l l  get  your  bags.Fi f teen mi les.   I ' l l  get  your  bags.

He goes to door ,  opens i t .  The rain has slowed downHe goes to door ,  opens i t .  The rain has slowed down
considerably.   He smi les at  this fact ,  as i f  toconsiderably.   He smi les at  this fact ,  as i f  to
communicate some pleassure he f inds in i t .   Mary fol lowscommunicate some pleassure he f inds in i t .   Mary fol lows
him to the door ,  goes out  on the porch,  wai ts andhim to the door ,  goes out  on the porch,  wai ts and
watches as Norman runs to her  car ,  gets in,  dr ives i t  towatches as Norman runs to her  car ,  gets in,  dr ives i t  to
the parking space in front  of  Cabin One.   Mary walksthe parking space in front  of  Cabin One.   Mary walks
along the porch,  wai ts before the door  of  Cabin One.along the porch,  wai ts before the door  of  Cabin One.
Norman gets out  of  car ,  wi th sui tcase,  runs to the door ,Norman gets out  of  car ,  wi th sui tcase,  runs to the door ,
opens i t ,  pushes the door  open,  puts his hand in andopens i t ,  pushes the door  open,  puts his hand in and
swi tches on a l ight .   Mary goes into the cabin.   Normanswi tches on a l ight .   Mary goes into the cabin.   Norman
fol lows her .fol lows her .

INT.  CABIN ONE -  (NIGHT)INT.  CABIN ONE -  (NIGHT)

Norman places sui tcase on bed,  goes to the window,  opensNorman places sui tcase on bed,  goes to the window,  opens
i t .i t .

NORMANNORMAN
Stuffy in here.Stuffy in here.

( turns to her)( turns to her)
Wel l  . . .  the mat tress is sof t  andWel l  . . .  the mat tress is sof t  and
there ' re hangers in the closet  andthere ' re hangers in the closet  and
. . .  stat ionary wi th "Bates '  Motel". . .  stat ionary wi th "Bates '  Motel"
printed on i t  in case you want  topr inted on i t  in case you want  to
make your  fr iends back home enviousmake your  fr iends back home envious
. . .  and . . .  the . . .  ever  there . . . .. . .  and . . .  the . . .  ever  there . . . .

(he points to the(he points to the
bathroom,  fair lybathroom,  fair ly
blushes)blushes)

MARYMARY
The bathroom.The bathroom.

NORMANNORMAN
(quickly,  star t ing to(quickly,  star t ing to
leave)leave)

I ' l l  be in the off ice i f  you wantI ' l l  be in the off ice i f  you want
anything . . .  just  tap on the wal l .anything . . .  just  tap on the wal l .

MARYMARY
Thank you,  Mr .  Bates.Thank you,  Mr .  Bates.
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NORMANNORMAN
Norman Bates.Norman Bates.

He pauses at  the door ,  gazes at  her .   She smi les.He pauses at  the door ,  gazes at  her .   She smi les.

NORMANNORMAN
You have something most  gir ls neverYou have something most  gir ls never
have.have.

MARYMARY
I  have?I  have?

NORMANNORMAN
There ' s no name for  i t  . . .  But  i t ' sThere ' s no name for  i t  . . .  But  i t ' s
something that ,  that  puts a personsomething that ,  that  puts a person
at  ease.at  ease.

MARYMARY
Thank you.   Again.Thank you.   Again.

NORMANNORMAN
(not  real ly a quest ion)(not  real ly a quest ion)

You ' re not  going to go out  againYou ' re not  going to go out  again
and dr ive up to that  diner ,  are you?and dr ive up to that  diner ,  are you?

MARYMARY
No.No.

NORMANNORMAN
Then wi l l  you do me a favor?Then wi l l  you do me a favor?

(wi thout  wai t ing for(wi thout  wai t ing for
her  response)her  response)

Wi l l  you have supper  here?  I  wasWi l l  you have supper  here?  I  was
just  about  to,  myself  . . .  nothingjust  about  to,  myself  . . .  nothing
more than some sandwiches and a lotmore than some sandwiches and a lot
of  mi lk,  but  I ' d l ike i t  i f  you ' dof  mi lk,  but  I ' d l ike i t  i f  you ' d
come up to the house and . . .  Icome up to the house and . . .  I
don ' t  set  a fancy table but  . . .  thedon ' t  set  a fancy table but  . . .  the
ki tchen ' s awful  homey.ki tchen ' s awful  homey.

MARYMARY
I ' d l ike to.I ' d l ike to.

NORMANNORMAN
Al l  r ight ,  you get  your  dressesAl l  r ight ,  you get  your  dresses
hanging out  and . . .  change thosehanging out  and . . .  change those
wet  shoes,  and I ' l l  come for  youwet  shoes,  and I ' l l  come for  you
soon as i t ' s ready. . .soon as i t ' s ready. . .

(star ts out)(star ts out)
. . .wi th my trusty umbrel la.. . .wi th my trusty umbrel la.

(he laughs a smal l(he laughs a smal l
laugh,  runs off)laugh,  runs off)
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Mary closes the door ,  goes to sui tcase,  opens i t ,  star tsMary closes the door ,  goes to sui tcase,  opens i t ,  star ts
to take out  a dress.   Her  handbag is next  to theto take out  a dress.   Her  handbag is next  to the
sui tcase.   She glances down into i t ,  pauses,  drops thesui tcase.   She glances down into i t ,  pauses,  drops the
dress,  reaches into the handbag,  takes out  the money-dress,  reaches into the handbag,  takes out  the money-
f i l led envelope,  stares at  i t ,  almost  wi th regret ,f i l led envelope,  stares at  i t ,  almost  wi th regret ,
contemplates hiding i t ,  decides to,  star ts looking forcontemplates hiding i t ,  decides to,  star ts looking for
a reasonable hiding place.   She looks about ,  at  thea reasonable hiding place.   She looks about ,  at  the
closet ,  the drawers etc. ,  real izes al l  such places arecloset ,  the drawers etc. ,  real izes al l  such places are
obvious.   Catching sight  of  the newspaper  in her  bag,obvious.   Catching sight  of  the newspaper  in her  bag,
she hi ts on a solut ion.   She opens the newspaper ,  placesshe hi ts on a solut ion.   She opens the newspaper ,  places
the envelope wi thin i t ,  lock-folds the paper  again andthe envelope wi thin i t ,  lock-folds the paper  again and
then places i t  on the bedside table as i f  i t  were therethen places i t  on the bedside table as i f  i t  were there
for  later  reading.   She considers this for  a moment ,for  later  reading.   She considers this for  a moment ,
accepts i t ,  goes to her  sui tcase to star t  unpacking.accepts i t ,  goes to her  sui tcase to star t  unpacking.
Suddenly the quiet  is shat tered by the shri l l ,  uglySuddenly the quiet  is shat tered by the shri l l ,  ugly
sound of  a woman ' s voice,  raised in anger .sound of  a woman ' s voice,  raised in anger .

WOMAN ' S VOICEWOMAN ' S VOICE
No!   I  tel l  you no!No!   I  tel l  you no!

Mary walks slowly to the window,  real izing that  theMary walks slowly to the window,  real izing that  the
terr ible voice is coming from the house behind theterr ible voice is coming from the house behind the
cabins.   CAMERA FOLLOWS her  to window and once there wecabins.   CAMERA FOLLOWS her  to window and once there we
see the l ight  is st i l l  on in the upstairs bedroom andsee the l ight  is st i l l  on in the upstairs bedroom and
the voice is coming from that  room.   The rain hasthe voice is coming from that  room.   The rain has
stopped and the moon is out .stopped and the moon is out .

WOMAN ' S VOICEWOMAN ' S VOICE
I  won ' t  have you br inging strangeI  won ' t  have you br inging strange
young gir ls in for  supper  . . .young gir ls in for  supper  . . .

(an ugly,  sneering(an ugly,  sneering
note creeps into thenote creeps into the
voice)voice)

. . .  by candlel ight ,  I  suppose,  in. . .  by candlel ight ,  I  suppose,  in
the cheap erot ic fashion of  youngthe cheap erot ic fashion of  young
men wi th cheap,  erot ic minds!men wi th cheap,  erot ic minds!

NORMAN ' S VOICENORMAN ' S VOICE
Mother ,  please . . .Mother ,  please . . .

WOMAN ' S VOICEWOMAN ' S VOICE
And then what?  Af ter  supper ,And then what?  Af ter  supper ,
music?  Whispers?music?  Whispers?

NORMAN ' S VOICENORMAN ' S VOICE
Mother ,  she ' s just  a stranger  . . .Mother ,  she ' s just  a stranger  . . .
hungry,  and the weather ' s bad . . .hungry,  and the weather ' s bad . . .
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WOMAN ' S VOICEWOMAN ' S VOICE
(mimicking cruel ly)(mimicking cruel ly)

Mother ,  she ' s just  a stranger!Mother ,  she ' s just  a stranger!
(hard,  cruel  again)(hard,  cruel  again)

As if  men don ' t  desire strangers,As if  men don ' t  desire strangers,
as i f  . . .  oh,  I  refuse to speak ofas i f  . . .  oh,  I  refuse to speak of
disgust ing things because theydisgust ing things because they
disgust  me!   You understand,  Boy?disgust  me!   You understand,  Boy?

WOMAN ' S VOICEWOMAN ' S VOICE
(pause)(pause)

Go on,  go tel l  her  she ' l l  not  beGo on,  go tel l  her  she ' l l  not  be
appeasing her  ugly appet i te wi th myappeasing her  ugly appet i te wi th my
food . . .  or  my son!   Or  do I  havefood . . .  or  my son!   Or  do I  have
to tel l  her ,  cause you don ' t  haveto tel l  her ,  cause you don ' t  have
the guts?  Huh,  boy?  You have thethe guts?  Huh,  boy?  You have the
guts,  boy?guts,  boy?

NORMAN ' S VOICENORMAN ' S VOICE
(blur ted cut  fury and(blur ted cut  fury and
shame)shame)

Shut  up!   Shut  up!Shut  up!   Shut  up!

There is the SOUND of  a door  closing in that  room upThere is the SOUND of  a door  closing in that  room up
there.   Mary has stood by the window,  l istening wi ththere.   Mary has stood by the window,  l istening wi th
mount ing distress and concern and sympathy.   She turnsmount ing distress and concern and sympathy.   She turns
her  face away now,  gazes sadly at  the l i t t le empty room.her  face away now,  gazes sadly at  the l i t t le empty room.
In a moment  there is the SOUND of  the house ' s front  doorIn a moment  there is the SOUND of  the house ' s front  door
slamming shut .   Mary turns,  looks out  the window.slamming shut .   Mary turns,  looks out  the window.

FROM MARY ' S VIEWPOINT -  (NIGHT)FROM MARY ' S VIEWPOINT -  (NIGHT)

We see Norman coming down the path,  carrying a napkin-We see Norman coming down the path,  carrying a napkin-
covered tray.covered tray.

INT.  CABIN ONE -  (NIGHT)INT.  CABIN ONE -  (NIGHT)

Mary looks at  him for  a moment ,  then turns quickly,  goesMary looks at  him for  a moment ,  then turns quickly,  goes
to the door ,  opens i t  and goes out  onto the porch.to the door ,  opens i t  and goes out  onto the porch.

EXT.  THE MOTEL PORCH -  (NIGHT)EXT.  THE MOTEL PORCH -  (NIGHT)

Mary pauses outside the door ,  is about  to star t  forwardMary pauses outside the door ,  is about  to star t  forward
when Norman comes round the bui lding and walks along thewhen Norman comes round the bui lding and walks along the
porch,  past  the off ice,  stopping only when he is closeporch,  past  the off ice,  stopping only when he is close
to her .   He stares wi th painful  embarrassment  at  theto her .   He stares wi th painful  embarrassment  at  the
knowing look in her  eye.knowing look in her  eye.

MARYMARY
I ' ve caused you some trouble.I ' ve caused you some trouble.
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NORMANNORMAN
Mother  . . .Mother  . . .

(a hol low l i t t le(a hol low l i t t le
laugh,  an at tempt  atlaugh,  an at tempt  at
sardonic humor)sardonic humor)

. . .  what  is the phrase . . .  "she. . .  what  is the phrase . . .  "she
isn ' t  herself  today" . . .  I  thinkisn ' t  herself  today" . . .  I  think
that ' s i t .that ' s i t .

MARYMARY
( looking at  the t ray)( looking at  the t ray)

You shouldn ' t  have bothered.   IYou shouldn ' t  have bothered.   I
real ly don ' t  have that  much of  anreal ly don ' t  have that  much of  an
appet i te.appet i te.

Norman f l inches,  real izing she has heard his mother ' sNorman f l inches,  real izing she has heard his mother ' s
reference to Mary ' s appet i te.reference to Mary ' s appet i te.

NORMANNORMAN
I 'm sorry.   I  wish . . .  people couldI 'm sorry.   I  wish . . .  people could
apologize for  other  people.apologize for  other  people.

MARYMARY
Don ' t  worry about  i t .Don ' t  worry about  i t .

(a warm smi le)(a warm smi le)
But  as long as you ' ve made usBut  as long as you ' ve made us
supper ,  we may as wel l  eat  i t .   Huh?supper ,  we may as wel l  eat  i t .   Huh?

She begins to back into her  room.   Norman star ts toShe begins to back into her  room.   Norman star ts to
fol low,  hesi tates as he sees the total  picture of  anfol low,  hesi tates as he sees the total  picture of  an
at tract ive young woman and a motel  room.   Br inging downat tract ive young woman and a motel  room.   Br inging down
the t ray of  food,  in defiance of  his mother ' s orders,  isthe t ray of  food,  in defiance of  his mother ' s orders,  is
about  the l imi t  of  his defiance for  one day.   He cannotabout  the l imi t  of  his defiance for  one day.   He cannot
go into Mary ' s room.go into Mary ' s room.

NORMANNORMAN
I t  might  be nicer  . . .  warmer  in theI t  might  be nicer  . . .  warmer  in the
off ice.off ice.

Wi thout  wai t ing for  approval  or  disapproval ,  he turns,Wi thout  wai t ing for  approval  or  disapproval ,  he turns,
hurr ies to the off ice.   Mary looks af ter  him,  her  facehurr ies to the off ice.   Mary looks af ter  him,  her  face
showing amused sympathy,  then fol lows.showing amused sympathy,  then fol lows.

INT.  THE MOTEL OFFICE -  (NIGHT)INT.  THE MOTEL OFFICE -  (NIGHT)

Norman looks about ,  t ray in hand,  sees there is noNorman looks about ,  t ray in hand,  sees there is no
reasonable place to spread out  a supper .   He turns,  seesreasonable place to spread out  a supper .   He turns,  sees
Mary standing in the doorway.Mary standing in the doorway.
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NORMANNORMAN
Eat ing in an off ice . . .Eat ing in an off ice . . .

(a rueful  smi le)(a rueful  smi le)
. . .  to off icious,  even for  me.   I. . .  to off icious,  even for  me.   I
have the parlor  behind this . . .  i fhave the parlor  behind this . . .  i f
you ' d l ike.you ' d l ike.

Mary nods.   Norman walks on,  behind the counter  and intoMary nods.   Norman walks on,  behind the counter  and into
the darkened parlor .   Mary fol lows.the darkened parlor .   Mary fol lows.

INT.  NORMAN ' S PARLOR -(NIGHT)INT.  NORMAN ' S PARLOR -(NIGHT)

In the darkened room,  l i t  only by the l ight  from theIn the darkened room,  l i t  only by the l ight  from the
off ice spi l l ing in,  we see Norman placing the t ray on aoff ice spi l l ing in,  we see Norman placing the t ray on a
table.   Mary comes to the doorway,  pauses.   Normantable.   Mary comes to the doorway,  pauses.   Norman
straightens up,  goes to lamp,  turns on the l ight .straightens up,  goes to lamp,  turns on the l ight .

Mary is star t led by the room.   Even in the dimness ofMary is star t led by the room.   Even in the dimness of
one lamp,  the strange,  extraordinary nature of  the roomone lamp,  the strange,  extraordinary nature of  the room
rushes up at  one.   I t  is a room of  birds.   Stuffedrushes up at  one.   I t  is a room of  birds.   Stuffed
birds,  al l  over  the room,  on every avai lable surface,birds,  al l  over  the room,  on every avai lable surface,
one even cl inging to the old fashioned fr inged shade ofone even cl inging to the old fashioned fr inged shade of
the lamp.   The birds are of  many variet ies,  beaut iful ,the lamp.   The birds are of  many variet ies,  beaut iful ,
grand,  horr ible,  preying.   Mary stares in awe and agrand,  horr ible,  preying.   Mary stares in awe and a
certain fascinated horror .certain fascinated horror .

CLOSE UP -  THE VARIOUS BIRDSCLOSE UP -  THE VARIOUS BIRDS

TWO SHOT -  MARY AND NORMANTWO SHOT -  MARY AND NORMAN

NORMANNORMAN
Please si t  down.   On the sofa.Please si t  down.   On the sofa.

As Norman goes about  spreading out  the bread and ham andAs Norman goes about  spreading out  the bread and ham and
pouring the mi lk,  we fol low Mary across the room.   Shepouring the mi lk,  we fol low Mary across the room.   She
studies the birds as she walks,  br ief ly examines astudies the birds as she walks,  br ief ly examines a
bookcase stacked wi th books on the subject  ofbookcase stacked wi th books on the subject  of
"Taxidermy.""Taxidermy."

CLOSE UP -  THE BOOKS ON TAXIDERMYCLOSE UP -  THE BOOKS ON TAXIDERMY

MED.  CLOSE SHOT -  MARYMED.  CLOSE SHOT -  MARY

She not ices,  too,  the paint ings on the wal l ;  nudes,She not ices,  too,  the paint ings on the wal l ;  nudes,
pr imari ly,  and many wi th a vaguely rel igious overtone.pr imari ly,  and many wi th a vaguely rel igious overtone.
Final ly Mary reaches the sofa,  si ts down,  looks at  theFinal ly Mary reaches the sofa,  si ts down,  looks at  the
spread.spread.

MARYMARY
You ' re very . . .  kind.You ' re very . . .  kind.
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NORMANNORMAN
I t ' s al l  for  you.   I 'm not  hungry.I t ' s al l  for  you.   I 'm not  hungry.
Please go ahead.Please go ahead.

Mary begins to eat ,  her  at t i tude a bi t  tense.   She takesMary begins to eat ,  her  at t i tude a bi t  tense.   She takes
up a smal l  sl ice of  ham,  bi tes off  a t iny bi te,  nibblesup a smal l  sl ice of  ham,  bi tes off  a t iny bi te,  nibbles
at  i t  in the manner  of  one disturbed and preoccupied.at  i t  in the manner  of  one disturbed and preoccupied.
Norman gazes at  her ,  at  the t iny bi te she has taken,Norman gazes at  her ,  at  the t iny bi te she has taken,
smi les and then laughs.smi les and then laughs.

NORMANNORMAN
You eat  l ike a bird.You eat  l ike a bird.

MARYMARY
You ' d know,  of  course.You ' d know,  of  course.

NORMANNORMAN
Not  real ly.   I  hear  thatNot  real ly.   I  hear  that
expression,  that  one eats "l ike aexpression,  that  one eats "l ike a
bird," is real ly a falsie,  I  meanbird," is real ly a falsie,  I  mean
a falsi ty,  because birds eat  aa falsi ty,  because birds eat  a
tremendous lot .t remendous lot .

(A pause,  then(A pause,  then
explaining)explaining)

Oh,  I  don ' t  know anything aboutOh,  I  don ' t  know anything about
birds.   My hobby is stuff ing thingsbirds.   My hobby is stuff ing things
. . .  taxidermy.   And I  guess I ' d. . .  taxidermy.   And I  guess I ' d
just  rather  stuff  birds because . . .just  rather  stuff  birds because . . .
wel l ,  I  hate the look of  beastswel l ,  I  hate the look of  beasts
when they ' re stuffed,  foxes andwhen they ' re stuffed,  foxes and
chimps and al l  . . .  some people evenchimps and al l  . . .  some people even
stuff  dogs and cats . . .  but  I  can ' tstuff  dogs and cats . . .  but  I  can ' t
. . .  I  think only birds look wel l. . .  I  think only birds look wel l
stuffed because they ' re rather  . . .stuffed because they ' re rather  . . .
passive,  to begin wi th . . .  most  ofpassive,  to begin wi th . . .  most  of
them . . .them . . .

He trai ls off ,  his exuberance fai l ing in the rushingHe trai ls off ,  his exuberance fai l ing in the rushing
return of  his natural  hesi tancy and discomfor t .   Maryreturn of  his natural  hesi tancy and discomfor t .   Mary
looks at  him,  wi th some compression,  smi les.looks at  him,  wi th some compression,  smi les.

MARYMARY
I t ' s a strange hobby.   Curious,  II t ' s a strange hobby.   Curious,  I
mean.mean.

NORMANNORMAN
Uncommon,  too.Uncommon,  too.

MARYMARY
I  imagine so.I  imagine so.
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NORMANNORMAN
I t ' s not  as expensive as you ' dI t ' s not  as expensive as you ' d
think.   Cheap,  real ly.   Needles,think.   Cheap,  real ly.   Needles,
thread,  sawdust  . . .  the chemicalsthread,  sawdust  . . .  the chemicals
are al l  that  cost  anything.are al l  that  cost  anything.

(He goes quiet ,  looks(He goes quiet ,  looks
disturbed)disturbed)

MARYMARY
A man should have a hobby.A man should have a hobby.

NORMANNORMAN
I t ' s more than a hobby . . .I t ' s more than a hobby . . .
somet imes . . .  a hobby is supposedsomet imes . . .  a hobby is supposed
to pass the t ime,  not  f i l l  i t .to pass the t ime,  not  f i l l  i t .

MARYMARY
(af ter  a pause,  sof t ly)(af ter  a pause,  sof t ly)

Is your  t ime so empty?Is your  t ime so empty?

NORMANNORMAN
Oh,  no!Oh,  no!

(forcing br ightness(forcing br ightness
again)again)

I  run the off ice,  tend the cabinsI  run the off ice,  tend the cabins
and grounds,  do l i t t le chores forand grounds,  do l i t t le chores for
mother  . . .  the ones she al lows Imother  . . .  the ones she al lows I
might  be capable of  doing.might  be capable of  doing.

MARYMARY
You go out  . . .  wi th fr iends?You go out  . . .  wi th fr iends?

NORMANNORMAN
Fr iends?  Who needs fr iends.Fr iends?  Who needs fr iends.

(Laughs,  then wi th(Laughs,  then wi th
gal lows humor)gal lows humor)

A boy ' s best  fr iend is his mother .A boy ' s best  fr iend is his mother .
(Stops laughing)(Stops laughing)

You ' ve never  had an empty moment  inYou ' ve never  had an empty moment  in
your  whole l i fe.   Have you?your  whole l i fe.   Have you?

MARYMARY
Only my share.Only my share.

NORMANNORMAN
Where are you going?  I  don ' t  meanWhere are you going?  I  don ' t  mean
to pry . . .to pry . . .

MARYMARY
(A wistful  smi le)(A wistful  smi le)

I 'm looking for  a pr ivate island.I 'm looking for  a pr ivate island.

NORMANNORMAN
What  are you running away from?What  are you running away from?
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MARYMARY
(Aler t)(Aler t)

Why do you ask that?Why do you ask that?

NORMANNORMAN
No.   People never  run away fromNo.   People never  run away from
anything.anything.

(A pause)(A pause)
The rain didn ' t  last  very long.The rain didn ' t  last  very long.

(Turning suddenly)(Turning suddenly)
You know what  I  think?  I  thinkYou know what  I  think?  I  think
we ' re al l  in our  pr ivate t raps,we ' re al l  in our  pr ivate t raps,
clamped in them,  and none of  us canclamped in them,  and none of  us can
ever  cl imb out .   We scratch andever  cl imb out .   We scratch and
claw . . .  but  only at  the air ,  onlyclaw . . .  but  only at  the air ,  only
at  each other ,  and for  al l  of  i t ,at  each other ,  and for  al l  of  i t ,
we never  budge an inch.we never  budge an inch.

MARYMARY
Somet imes we del iberately step intoSomet imes we del iberately step into
those traps.those traps.

NORMANNORMAN
I  was born in mine.   I  don ' t  mindI  was born in mine.   I  don ' t  mind
i t  anymore.i t  anymore.

MARYMARY
You should . . .  Mind i t .You should . . .  Mind i t .

NORMANNORMAN
Oh I  do . . .  but  I  say I  don ' t .Oh I  do . . .  but  I  say I  don ' t .

(Laughs boyishly)(Laughs boyishly)

MARYMARY
(Star ing at  him,(Star ing at  him,
shaking her  headshaking her  head
soft ly. )soft ly. )

If  anyone ever  spoke to me,  the wayIf  anyone ever  spoke to me,  the way
I  heard . . .  The way she spoke toI  heard . . .  The way she spoke to
you,  I  don ' t  think I  could everyou,  I  don ' t  think I  could ever
laugh again.laugh again.

NORMANNORMAN
(Control led resentment)(Control led resentment)

Somet imes when she talks that  waySomet imes when she talks that  way
to me I ' d l ike to . . .  curse her  outto me I ' d l ike to . . .  curse her  out
and leave her  forever!and leave her  forever!

(A rueful  smi le)(A rueful  smi le)
Or  at  least ,  defy her .Or  at  least ,  defy her .

(A pause,  a hopeless(A pause,  a hopeless
shrug)shrug)

But  I  couldn ' t .   She ' s i l l .But  I  couldn ' t .   She ' s i l l .
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MARYMARY
She sounded strong . . .She sounded strong . . .

NORMANNORMAN
I  mean . . .  i l l .I  mean . . .  i l l .

(A pause)(A pause)
She had to raise me al l  by herselfShe had to raise me al l  by herself
af ter  my dad died . . .  I  was onlyafter  my dad died . . .  I  was only
f ive . . .  and i t  must  have been af ive . . .  and i t  must  have been a
strain.   Oh,  she didn ' t  have to gostrain.   Oh,  she didn ' t  have to go
out  to work or  anything,  Dad lef tout  to work or  anything,  Dad lef t
us wi th a l i t t le something . . .us wi th a l i t t le something . . .
anyway,  a few years ago . . .  Motheranyway,  a few years ago . . .  Mother
met  a man.   He talked her  intomet  a man.   He talked her  into
bui lding this motel  . . .  We couldbui lding this motel  . . .  We could
have talked her  into anything . . .have talked her  into anything . . .
and when.   Wel l  . . .  I t  was just  tooand when.   Wel l  . . .  I t  was just  too
much for  her  when he died,  too . . .much for  her  when he died,  too . . .
And the way he died . . .Oh,  i t ' sAnd the way he died . . .Oh,  i t ' s
nothing to talk about  when you ' renothing to talk about  when you ' re
eat ing.eat ing.

(Pauses,  smi les)(Pauses,  smi les)
Anyway,  i t  was too much of  a lossAnyway,  i t  was too much of  a loss
for  my mother  . . .  she had nothingfor  my mother  . . .  she had nothing
lef t .lef t .

MARYMARY
(Cr i t ical ly)(Cr i t ical ly)

Except  you.Except  you.

NORMANNORMAN
A son is a poor  subst i tute for  aA son is a poor  subst i tute for  a
lover .lover .

(Turns away as i f  in(Turns away as i f  in
distaste of  the word)distaste of  the word)

MARYMARY
Why don ' t  you go away?Why don ' t  you go away?

NORMANNORMAN
To a pr ivate island,  l ike you?To a pr ivate island,  l ike you?

MARYMARY
No,  not  l ike me.No,  not  l ike me.

NORMANNORMAN
I t ' s too late for  me.   And besidesIt ' s too late for  me.   And besides
. . .  who ' d look af ter  her?  She ' d be. . .  who ' d look af ter  her?  She ' d be
alone up there,  the f ire would goalone up there,  the f ire would go
out  . . .  damp and cold,  l ike aout  . . .  damp and cold,  l ike a
grave.   When you love someone,  yougrave.   When you love someone,  you
don ' t  do that  to them,  even if  youdon ' t  do that  to them,  even if  you
hate them.   Oh,  I  don ' t  hate her .hate them.   Oh,  I  don ' t  hate her .

(more)(more)
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NORMAN (cont ' d)NORMAN (cont ' d)
I  hate . . .  what  she ' s become.   II  hate . . .  what  she ' s become.   I
hate . . .  the i l lness.hate . . .  the i l lness.

MARYMARY
(Slowly,  careful ly)(Slowly,  careful ly)

Wouldn ' t  i t  be bet ter  i f  you putWouldn ' t  i t  be bet ter  i f  you put
her  in . . .  someplace . . .her  in . . .  someplace . . .

She hesi tates.   Norman turns,  slowly,  looking at  herShe hesi tates.   Norman turns,  slowly,  looking at  her
wi th a str iking coldness.wi th a str iking coldness.

NORMANNORMAN
An Inst i tut ion?  A madhouse?An Inst i tut ion?  A madhouse?
People always cal l  a madhousePeople always cal l  a madhouse
"someplace.""someplace."

(Mimicing coldly)(Mimicing coldly)
Put  her  in Someplace!Put  her  in Someplace!

MARYMARY
I 'm sorry . . .  I  didn ' t  mean i t  toI 'm sorry . . .  I  didn ' t  mean i t  to
sound uncaring . . .sound uncaring . . .

NORMANNORMAN
(The coldness turning(The coldness turning
to t ight  fury)to t ight  fury)

What  do you mean about  caring?What  do you mean about  caring?
Have you ever  seen one of  thoseHave you ever  seen one of  those
places?  Inside?  Laughing andplaces?  Inside?  Laughing and
tears and cruel  eyes studying youtears and cruel  eyes studying you
. . .  and my mother  there?  Why?  has. . .  and my mother  there?  Why?  has
she harmed you?  She ' s as harmlessshe harmed you?  She ' s as harmless
as . . .  one of  these stuffed birds.as . . .  one of  these stuffed birds.

MARYMARY
I  am sorry.   I  only fel t  . . .  i tI  am sorry.   I  only fel t  . . .  i t
seemed she was harming you.   Iseemed she was harming you.   I
meant  . . .meant  . . .

NORMANNORMAN
(High fury now)(High fury now)

Wel l?  You meant  wel l?  PeopleWel l?  You meant  wel l?  People
always mean wel l ,  they cluck theiralways mean wel l ,  they cluck their
thick tongues and shake their  headsthick tongues and shake their  heads
and suggest  so very del icatelyand suggest  so very del icately
that  . . .that  . . .

The fury suddenly dies,  abrupt ly and completely,  and heThe fury suddenly dies,  abrupt ly and completely,  and he
sinks back into his chair .   There is a br ief  si lence.sinks back into his chair .   There is a br ief  si lence.
Mary watches the t roubled man,  is almost  physical lyMary watches the t roubled man,  is almost  physical ly
pained by his anguish.pained by his anguish.
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NORMANNORMAN
(Quiet ly)(Quiet ly)

I ' ve suggested i t  myself .   But  II ' ve suggested i t  myself .   But  I
hate to even think such a thing.hate to even think such a thing.
She needs me . . .  and i t  isn ' t  . . .She needs me . . .  and i t  isn ' t  . . .

(Looks up wi th a(Looks up wi th a
chi ldl ike pleading inchi ldl ike pleading in
his eyes)his eyes)

. . . i t  isn ' t  as i f  she were a. . . i t  isn ' t  as i f  she were a
maniac,  a raving thing . . .  i t ' smaniac,  a raving thing . . .  i t ' s
just  that  . . .  somet imes she goes ajust  that  . . .  somet imes she goes a
l i t t le mad.   We al l  go a l i t t le madl i t t le mad.   We al l  go a l i t t le mad
somet imes.   Haven ' t  you?somet imes.   Haven ' t  you?

MARYMARY
(Af ter  a long(Af ter  a long
thoughtful  pause)thoughtful  pause)

Yes,  and just  one t ime can beYes,  and just  one t ime can be
enough.enough.

(Rises)(Rises)
Thank you.Thank you.

NORMANNORMAN
(Cheerful ly,(Cheerful ly,
correct ing)correct ing)

Thank you,  Norman.Thank you,  Norman.

MARYMARY
Norman.Norman.

NORMANNORMAN
You ' re not  going to  . . .  to yourYou ' re not  going to  . . .  to your
room already?room already?

MARYMARY
I 'm very t i red.   And I ' l l  have aI 'm very t i red.   And I ' l l  have a
long dr ive tomorrow.   Al l  the waylong dr ive tomorrow.   Al l  the way
back to Phoenix.back to Phoenix.

NORMANNORMAN
Phoenix?Phoenix?

MARYMARY
I  stepped into a pr ivate t rap backI  stepped into a pr ivate t rap back
there --  and I  want  to go back andthere --  and I  want  to go back and
. . .  t ry to pul l  myself  out .. . .  t ry to pul l  myself  out .

(Looking close at(Looking close at
Norman)Norman)

Before i t ' s too late for  me,  too.Before i t ' s too late for  me,  too.

NORMANNORMAN
(Looking at  her)(Looking at  her)

Why don ' t  you stay a l i t t le whi le,Why don ' t  you stay a l i t t le whi le,
just  for  talking.just  for  talking.
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MARYMARY
I ' d l ike to,  but  . . .I ' d l ike to,  but  . . .

NORMANNORMAN
Al r ight .   I ' l l  see you in theAl r ight .   I ' l l  see you in the
morning.   I ' l l  br ing you breakfast .morning.   I ' l l  br ing you breakfast .
What  t ime wi l l  you . . . .What  t ime wi l l  you . . . .

MARYMARY
Very early.   Dawn.Very early.   Dawn.

NORMANNORMAN
Al r ight ,  Miss. . .Al r ight ,  Miss. . .

(He has forgot ten her(He has forgot ten her
name)name)

MARYMARY
Crane.Crane.

NORMANNORMAN
That ' s i t .That ' s i t .

(He frowns,  as i f(He frowns,  as i f
bothered by not  beingbothered by not  being
able to match theable to match the
name to the memory ofname to the memory of
the name in thethe name in the
registrat ion book)registrat ion book)

MARYMARY
Good night .Good night .

She goes out  of  the parlor .   We see her ,  from Norman ' sShe goes out  of  the parlor .   We see her ,  from Norman ' s
viewpoint ,  as she crosses the smal l  off ice,  goes outviewpoint ,  as she crosses the smal l  off ice,  goes out
into the night .   Norman turns and looks at  the table,into the night .   Norman turns and looks at  the table,
and we see his face now.   I t  is br ight  wi th that  drunken-and we see his face now.   I t  is br ight  wi th that  drunken-
l ike look of  determinat ion and encouragement  andl ike look of  determinat ion and encouragement  and
resolve.   He star ts to clean up the table,  pauses as heresolve.   He star ts to clean up the table,  pauses as he
hears the closing of  Mary ' s door  in the cabin next  door .hears the closing of  Mary ' s door  in the cabin next  door .
He holds st i l l ,  l istens.   He goes into the off ice andHe holds st i l l ,  l istens.   He goes into the off ice and
looks at  the book.looks at  the book.

C.U.  -  THE NAME "SAMUELS"C.U.  -  THE NAME "SAMUELS"

M.S.  -  NORMANM.S.  -  NORMAN

He goes back into the parlor  wi th a myst if iedHe goes back into the parlor  wi th a myst if ied
expression.   The sound of  Mary moving about  her  roomexpression.   The sound of  Mary moving about  her  room
come over ,  sof t  SOUNDS,  somehow int imate in the nightcome over ,  sof t  SOUNDS,  somehow int imate in the night
quiet .   Norman turns his ear  from the direct ion of  thequiet .   Norman turns his ear  from the direct ion of  the
SOUNDS,  seems to be f ight ing an impulse to l isten,  orSOUNDS,  seems to be f ight ing an impulse to l isten,  or
more than l isten.more than l isten.
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But  slowly,  he is forced to surrender  to the impulseBut  slowly,  he is forced to surrender  to the impulse
and,  resist ing himself ,  he goes to the wal l ,  presses theand,  resist ing himself ,  he goes to the wal l ,  presses the
side of  his head against  i t .   The SOUNDS come louder ,  asside of  his head against  i t .   The SOUNDS come louder ,  as
if  we too had our  ear  pressed against  the wal l .   Nowi f  we too had our  ear  pressed against  the wal l .   Now
Norman looks at  a picture hanging on the far  end of  theNorman looks at  a picture hanging on the far  end of  the
wal l  he is leaning against .   Slowly he star ts toward i t .wal l  he is leaning against .   Slowly he star ts toward i t .
He reaches i t ,  touches i t ,  reluctant ly l i f ts the smal lHe reaches i t ,  touches i t ,  reluctant ly l i f ts the smal l
frame off  the wal l .frame off  the wal l .

A t iny circle of  l ight  hi ts Norman ' s face,  coming fromA t iny circle of  l ight  hi ts Norman ' s face,  coming from
the hole in the wal l  behind the picture.   This end ofthe hole in the wal l  behind the picture.   This end of
the room is very dim and thus we are able to see clearlythe room is very dim and thus we are able to see clearly
the l ight  str iking Norman ' s face.the l ight  str iking Norman ' s face.

We move close to Norman,  extremely close,  unt i l  hisWe move close to Norman,  extremely close,  unt i l  his
profi le f i l ls the screen.   The t iny spot  of  l ight  hi tsprofi le f i l ls the screen.   The t iny spot  of  l ight  hi ts
his eye.   See the smal l  hole through which the l ighthis eye.   See the smal l  hole through which the l ight
comes.   Norman peeps through.comes.   Norman peeps through.

NORMAN ' S VIEWPOINTNORMAN ' S VIEWPOINT

Through the hole we look into Mary ' s cabin,  see MaryThrough the hole we look into Mary ' s cabin,  see Mary
undressing.   She is in her  bra and halfsl ip.   She stoopsundressing.   She is in her  bra and halfsl ip.   She stoops
over  a bi t ,  places her  hands behind her  upper  back,over  a bi t ,  places her  hands behind her  upper  back,
begins to unhook her  bra.begins to unhook her  bra.

NORMAN -  ECUNORMAN -  ECU

He watches as Mary removes her  bra.   We see his eye runHe watches as Mary removes her  bra.   We see his eye run
up and down the unseen f igure of  Mary.up and down the unseen f igure of  Mary.

NORMAN ' S VIEWPOINTNORMAN ' S VIEWPOINT

Mary,  just  sl ipping into a robe,  covering her  completeMary,  just  sl ipping into a robe,  covering her  complete
nudi ty.nudi ty.

NORMANNORMAN

He turns from the hole,  faces us for  a moment ,  cont inuesHe turns from the hole,  faces us for  a moment ,  cont inues
turning unt i l  he can look out  the smal l  par lor  window.turning unt i l  he can look out  the smal l  par lor  window.
We see,  as he sees . . .We see,  as he sees . . .

THE HOUSE IN THE BACKGROUNDTHE HOUSE IN THE BACKGROUND

NORMANNORMAN

He turns his face away,  quickly,  resentful ly.   In hisHe turns his face away,  quickly,  resentful ly.   In his
face we see anger  and anguish.   And then resolve.face we see anger  and anguish.   And then resolve.
Quickly,  precisely,  he rehangs the picture over  the holeQuickly,  precisely,  he rehangs the picture over  the hole
in the wal l ,  turns,  star ts out  of  the parlor .   We seein the wal l ,  turns,  star ts out  of  the parlor .   We see
him go through the off ice and out  onto the porch,  nothim go through the off ice and out  onto the porch,  not
even bothering to close the door  behind him.even bothering to close the door  behind him.

CUT TO:CUT TO:
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EXT.  THE MOTEL OFFICE PORCH -  (NIGHT)EXT.  THE MOTEL OFFICE PORCH -  (NIGHT)

Norman walking along the porch,  in the direct ion of  theNorman walking along the porch,  in the direct ion of  the
big house.   Once on the path he pauses,  looks up at  thebig house.   Once on the path he pauses,  looks up at  the
l ight  in the bedroom window,  then pul ls himself  up,l ight  in the bedroom window,  then pul ls himself  up,
squares his shoulders,  str ides manful ly up the path.squares his shoulders,  str ides manful ly up the path.
CAMERA fol lows behind him.   He opens the door  of  theCAMERA fol lows behind him.   He opens the door  of  the
house,  enters.   We see him pause at  the foot  of  thehouse,  enters.   We see him pause at  the foot  of  the
stairway,  look up at  the bedroom door  just  at  the headstairway,  look up at  the bedroom door  just  at  the head
of  the stair .   He holds for  a moment ,  and then hisof  the stair .   He holds for  a moment ,  and then his
resolve and courage evaporates.   His shoulders slump,resolve and courage evaporates.   His shoulders slump,
sadly,  mournful ly.   He by-passes the stairs and slowlysadly,  mournful ly.   He by-passes the stairs and slowly
makes his way to the ki tchen.   At  the far  end of  themakes his way to the ki tchen.   At  the far  end of  the
hal l .   He enters the ki tchen,  drops weari ly into ahal l .   He enters the ki tchen,  drops weari ly into a
chair .   Af ter  a moment ,  he stretches out  a leg andchair .   Af ter  a moment ,  he stretches out  a leg and
gent ly pushes the ki tchen door  closed.gent ly pushes the ki tchen door  closed.

CUT TO:CUT TO:

INT.  MARY ' S MOTEL ROOM -  (NIGHT)INT.  MARY ' S MOTEL ROOM -  (NIGHT)

Mary is seated at  the smal l  desk,  engrossed in f iguringMary is seated at  the smal l  desk,  engrossed in f iguring
in a smal l  notebook.   We see from these f igures ain a smal l  notebook.   We see from these f igures a
calculat ion which indicates her  intent ion to make acalculat ion which indicates her  intent ion to make a
rest i tut ion of  the money she has used of  the for tyrest i tut ion of  the money she has used of  the for ty
thousand dol lars.   We see,  too,  her  bankbook.   The paperthousand dol lars.   We see,  too,  her  bankbook.   The paper
reads thus:  top f igure,  40,000;  direct ly beneath i t  500,reads thus:  top f igure,  40,000;  direct ly beneath i t  500,
the amount  used for  the new car ;  total  af terthe amount  used for  the new car ;  total  af ter
subtract ion,  39,500.   In another  spot  we see a f iguresubtract ion,  39,500.   In another  spot  we see a f igure
which matches the balance in her  bankbook;  624.00.which matches the balance in her  bankbook;  624.00.
Beneath this is the f igure 500,  and the amount  af terBeneath this is the f igure 500,  and the amount  af ter
subtract ion,  124.00.   She studies the f igures,  sighs,subtract ion,  124.00.   She studies the f igures,  sighs,
not  weari ly but  wi th a certain sat isfact ion,  wi th thenot  weari ly but  wi th a certain sat isfact ion,  wi th the
pleasure that  comes when one knows that  at  any cost  onepleasure that  comes when one knows that  at  any cost  one
is going to cont inue doing the r ight  thing.   Af ter  ais going to cont inue doing the r ight  thing.   Af ter  a
moment  she tears the page out  of  the notebook and,moment  she tears the page out  of  the notebook and,
r ising,  begins to r ip i t  into smal l  pieces.   She goesrising,  begins to r ip i t  into smal l  pieces.   She goes
into the bathroom,  drops the pieces into the toi letinto the bathroom,  drops the pieces into the toi let
bowl ,  f lushes the toi let .   Then she drops her  robe andbowl ,  f lushes the toi let .   Then she drops her  robe and
steps into the tub and turns the shower  on.steps into the tub and turns the shower  on.

INT.  MARY IN SHOWERINT.  MARY IN SHOWER

Over  the bar  on which hangs the shower  curtain,  we canOver  the bar  on which hangs the shower  curtain,  we can
see the bathroom door ,  not  ent irely closed.   For  asee the bathroom door ,  not  ent irely closed.   For  a
moment  we watch Mary as she washes and soaps herself .moment  we watch Mary as she washes and soaps herself .
There is st i l l  a smal l  worry in her  eyes,  but  general lyThere is st i l l  a smal l  worry in her  eyes,  but  general ly
she looks somewhat  rel ieved.she looks somewhat  rel ieved.

Now we see the bathroom door  being pushed slowly open.Now we see the bathroom door  being pushed slowly open.
The noise of  the shower  drowns out  any sound.   The doorThe noise of  the shower  drowns out  any sound.   The door
is then slowly and careful ly closed.is then slowly and careful ly closed.
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And we see the shadow of  a woman fal l  across the showerAnd we see the shadow of  a woman fal l  across the shower
curtain.   Mary ' s back is turned to the curtain.   Thecurtain.   Mary ' s back is turned to the curtain.   The
whi te br ightness of  the bathroom is almost  bl inding.whi te br ightness of  the bathroom is almost  bl inding.
Suddenly we see the hand reach up,  grasp the showerSuddenly we see the hand reach up,  grasp the shower
curtain,  r ip i t  aside.curtain,  r ip i t  aside.

CUT TO:CUT TO:

MARY -  ECUMARY -  ECU

As she turns in response to the feel  and SOUND of  theAs she turns in response to the feel  and SOUND of  the
shower  curtain being torn aside.   A look of  pure horrorshower  curtain being torn aside.   A look of  pure horror
erupts in her  face.   A low terr ible groan begins to r iseerupts in her  face.   A low terr ible groan begins to r ise
up out  of  her  throat .   A hand comes into the shot .up out  of  her  throat .   A hand comes into the shot .

INT.  MARY IN SHOWERINT.  MARY IN SHOWER

Over  the bar  on which hangs the shower  curtain,  we canOver  the bar  on which hangs the shower  curtain,  we can
see the bathroom door ,  not  ent irely closed.   For  asee the bathroom door ,  not  ent irely closed.   For  a
moment  we watch Mary as she washes and soaps herself .moment  we watch Mary as she washes and soaps herself .
There is st i l l  a smal l  worry in her  eyes,  but  general lyThere is st i l l  a smal l  worry in her  eyes,  but  general ly
she looks somewhat  rel ieved.she looks somewhat  rel ieved.

Now we see the bathroom door  being pushed slowly open.Now we see the bathroom door  being pushed slowly open.
The noise of  the shower  drowns out  any sound.   The doorThe noise of  the shower  drowns out  any sound.   The door
is then slowly and careful ly closed.   And we see theis then slowly and careful ly closed.   And we see the
shadow of  a woman fal l  across the shower  curtain.shadow of  a woman fal l  across the shower  curtain.
Mary ' s back is turned to the curtain.   The whi teMary ' s back is turned to the curtain.   The whi te
brightness of  the bathroom is almost  bl inding.   Suddenlybrightness of  the bathroom is almost  bl inding.   Suddenly
we see the hand reach up,  grasp the shower  curtain,  r ipwe see the hand reach up,  grasp the shower  curtain,  r ip
i t  aside.i t  aside.

CIT TO:CIT TO:

MARY -  ECUMARY -  ECU

As she turns in response to the feel  and SOUND of  theAs she turns in response to the feel  and SOUND of  the
shower  curtain being torn aside.   A look of  pure horrorshower  curtain being torn aside.   A look of  pure horror
erupts in her  face.   A low terr ible groan begins to r iseerupts in her  face.   A low terr ible groan begins to r ise
up out  of  her  throat .   A hand comes into the shot .   Theup out  of  her  throat .   A hand comes into the shot .   The
hand holds an enormous bread knife.   The f l int  of  thehand holds an enormous bread knife.   The f l int  of  the
blade shat ters the screen to an almost  total ,  si lverblade shat ters the screen to an almost  total ,  si lver
blankness.blankness.

THE SLASHINGTHE SLASHING

An impression of  a knife slashing,  as i f  tear ing at  theAn impression of  a knife slashing,  as i f  tear ing at  the
very screen,  r ipping the f i lm.   Over  i t  the br ief  gulpsvery screen,  r ipping the f i lm.   Over  i t  the br ief  gulps
of  screaming.   And then si lence.   And then the dreadfulof  screaming.   And then si lence.   And then the dreadful
thump as Mary ' s body fal ls in the tub.thump as Mary ' s body fal ls in the tub.
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REVERSE ANGLEREVERSE ANGLE

The blank whi teness,  the blur  of  the shower  water ,  theThe blank whi teness,  the blur  of  the shower  water ,  the
hand pul l ing the shower  curtain back.   We catch onehand pul l ing the shower  curtain back.   We catch one
fl icker  of  a gl impse of  the murderer .   A woman,  her  facefl icker  of  a gl impse of  the murderer .   A woman,  her  face
contor ted wi th madness,  her  head wi ld wi th hair ,  as i fcontor ted wi th madness,  her  head wi ld wi th hair ,  as i f
she were wearing a fr ight-wig.   And then we see only theshe were wearing a fr ight-wig.   And then we see only the
curtain,  closed across the tub,  and hear  the rush of  thecurtain,  closed across the tub,  and hear  the rush of  the
shower  water .   Above the shower-bar  we see the bathroomshower  water .   Above the shower-bar  we see the bathroom
door  open again and af ter  a moment  we HEAR the SOUND ofdoor  open again and af ter  a moment  we HEAR the SOUND of
the front  door  slamming.the front  door  slamming.

CUT TO:CUT TO:

THE DEAD BODYTHE DEAD BODY

Lying half  in,  half  out  of  the tub,  the head tumbledLying half  in,  half  out  of  the tub,  the head tumbled
over ,  touching the f loor ,  the hair  wet ,  one eye wideover ,  touching the f loor ,  the hair  wet ,  one eye wide
open as i f  popped,  one arm lying l imp and wet  along theopen as i f  popped,  one arm lying l imp and wet  along the
t i le f loor .   Coming down the side of  the tub,  runningt i le f loor .   Coming down the side of  the tub,  running
thick and dark along the porcelain,  we see many smal lthick and dark along the porcelain,  we see many smal l
threads of  blood.   CAMERA FOLLOWS away from the body,threads of  blood.   CAMERA FOLLOWS away from the body,
travels slowly across the bathroom,  past  the toi let ,  outtravels slowly across the bathroom,  past  the toi let ,  out
into the bedroom.   As CAMERA approaches the bed,  we seeinto the bedroom.   As CAMERA approaches the bed,  we see
the folded newspaper  as Mary placed i t  on the bedsidethe folded newspaper  as Mary placed i t  on the bedside
table.table.

CLOSE UP -  THE NEWSPAPERCLOSE UP -  THE NEWSPAPER

beside the bed.   The CAMERA now moves away over  to thebeside the bed.   The CAMERA now moves away over  to the
window and looks up to the house,  and as i t  gets therewindow and looks up to the house,  and as i t  gets there
we HEAR,  coming from wi thin the house,  the SOUND ofwe HEAR,  coming from wi thin the house,  the SOUND of
Norman ' s fearful ,  shocked voice.Norman ' s fearful ,  shocked voice.

NORMAN ' S VOICENORMAN ' S VOICE
Mother!   Oh God,  what  . . .  blood,Mother!   Oh God,  what  . . .  blood,
blood . . .  mother  . . . !blood . . .  mother  . . . !

We cannot  ent irely dist inguish these exclamat ions.We cannot  ent irely dist inguish these exclamat ions.
Af ter  a moment  or  two of  si lence,  Norman emerges fromAf ter  a moment  or  two of  si lence,  Norman emerges from
the front  door ,  dashes down the path toward the motel .the front  door ,  dashes down the path toward the motel .

QUICK CUT TO:QUICK CUT TO:

EXT.  THE PATH -  (NIGHT)EXT.  THE PATH -  (NIGHT)

Norman is coming AT CAMERA,  running head-on.   He dashesNorman is coming AT CAMERA,  running head-on.   He dashes
into an extreme close up and we see the terror  and fearinto an extreme close up and we see the terror  and fear
r ipe in his face.   CAMERA PANS as Norman races past ,r ipe in his face.   CAMERA PANS as Norman races past ,
holds as Norman runs to the porch and quickly along i tholds as Norman runs to the porch and quickly along i t
and direct ly to Mary ' s room.and direct ly to Mary ' s room.
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INT.  MARY ' S CABIN -  (NIGHT)INT.  MARY ' S CABIN -  (NIGHT)

Norman pauses a moment  in the doorway,  glances about  theNorman pauses a moment  in the doorway,  glances about  the
room,  hears the shower  going,  sees the bathroom door  isroom,  hears the shower  going,  sees the bathroom door  is
open.   He goes to the bathroom,  looks in,  sees the body.open.   He goes to the bathroom,  looks in,  sees the body.
Slowly,  almost  careful ly,  he raises his hands to hisSlowly,  almost  careful ly,  he raises his hands to his
face,  covers his eyes,  turns his face away.   Then heface,  covers his eyes,  turns his face away.   Then he
crosses to the window,  looks out  at  the house.   Shot  iscrosses to the window,  looks out  at  the house.   Shot  is
so angled that  we see the bedside table wi th theso angled that  we see the bedside table wi th the
newspaper  on i t .newspaper  on i t .

Af ter  a moment ,  Norman moves from the window,  sinks ontoAf ter  a moment ,  Norman moves from the window,  sinks onto
the edge of  the bed.the edge of  the bed.

FRESH ANGLE -  BEHIND NORMANFRESH ANGLE -  BEHIND NORMAN

Norman si t t ing on bed,  the bathroom in b.g.  of  shot .   WeNorman si t t ing on bed,  the bathroom in b.g.  of  shot .   We
can see only the hand of  the dead gir l ,  lying along thecan see only the hand of  the dead gir l ,  lying along the
t i le f loor .   Norman presses his eyes,  f ights to f ind at i le f loor .   Norman presses his eyes,  f ights to f ind a
way out  of  his di lemma.   Slowly,  a kind of  set t l ingway out  of  his di lemma.   Slowly,  a kind of  set t l ing
comes upon him,  the peace that  comes wi th decision.comes upon him,  the peace that  comes wi th decision.

Norman r ises,  goes to the window,  looks out ,  and then,Norman r ises,  goes to the window,  looks out ,  and then,
wi th resolut ion,  closes the window and draws the curtainwi th resolut ion,  closes the window and draws the curtain
across i t .   Then he crosses to the front  window,  facingacross i t .   Then he crosses to the front  window,  facing
the porch,  and draws those curtains closed.   Then hethe porch,  and draws those curtains closed.   Then he
swi tches off  the bedroom l ight ,  leaving the room l i tswi tches off  the bedroom l ight ,  leaving the room l i t
only by the spi l l  from the bathroom.   He opens the frontonly by the spi l l  from the bathroom.   He opens the front
door ,  goes out .door ,  goes out .

EXT.  THE HOTEL PORCH -  (NIGHT)EXT.  THE HOTEL PORCH -  (NIGHT)

Norman comes out  of  Mary ' s cabin,  closes the doorNorman comes out  of  Mary ' s cabin,  closes the door
careful ly behind him,  goes along the porch to hiscareful ly behind him,  goes along the porch to his
off ice,  goes in.   We stay outside.   Immediately,  theoff ice,  goes in.   We stay outside.   Immediately,  the
"Vacancy" sign goes off ,  and then the motel  sign goes"Vacancy" sign goes off ,  and then the motel  sign goes
off .   As CAMERA GOES closer  to the off ice,  the l ightsoff .   As CAMERA GOES closer  to the off ice,  the l ights
wi thin go off  and we HEAR a closet  door  opening and thenwi thin go off  and we HEAR a closet  door  opening and then
the SOUND of  a pai l  being picked up.   Norman comes outthe SOUND of  a pai l  being picked up.   Norman comes out
of  off ice,  closes door ,  looks caut iously about ,  goesof  off ice,  closes door ,  looks caut iously about ,  goes
along porch,  carrying pai l  wi th mop in i t ,  goes intoalong porch,  carrying pai l  wi th mop in i t ,  goes into
Mary ' s cabin,  closing the door  af ter  him.Mary ' s cabin,  closing the door  af ter  him.

INT.  MARY ' S CABININT.  MARY ' S CABIN

Wi th the paper  in the foreground,  Norman enters.   We canWi th the paper  in the foreground,  Norman enters.   We can
see him in the dim spi l l  of  l ight .   He pauses by thesee him in the dim spi l l  of  l ight .   He pauses by the
door ,  then gathers his strength and goes into thedoor ,  then gathers his strength and goes into the
bathroom.   We HEAR him set  the pai l  on the t i led f loor ,bathroom.   We HEAR him set  the pai l  on the t i led f loor ,
and then we HEAR the shower  being turned off .   And thereand then we HEAR the shower  being turned off .   And there
is total  si lence.   CAMERA MOVES FORWARD so that  we canis total  si lence.   CAMERA MOVES FORWARD so that  we can
see into bathroom.see into bathroom.
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CAMERA is ANGLED that  we see Norman only from the waistCAMERA is ANGLED that  we see Norman only from the waist
up.   Quickly and deft ly he unhooks the shower  curtain,up.   Quickly and deft ly he unhooks the shower  curtain,
emerges wi th i t  into the bedroom.   CAMERA PANS down andemerges wi th i t  into the bedroom.   CAMERA PANS down and
we see him spread the shower  curtain on the bedroomwe see him spread the shower  curtain on the bedroom
f loor ,  just  outside the bathroom door .   He spreads thefloor ,  just  outside the bathroom door .   He spreads the
curtain so that  one end of  i t  comes up against  thecurtain so that  one end of  i t  comes up against  the
bathroom threshold and sl ight ly over  and onto the t i lebathroom threshold and sl ight ly over  and onto the t i le
f loor .   Again he goes into the bathroom and CAMERA TILTSfloor .   Again he goes into the bathroom and CAMERA TILTS
up so that  we see only the upper  half  of  Norman.   Heup so that  we see only the upper  half  of  Norman.   He
works careful ly,  wi th his arms extended away from hisworks careful ly,  wi th his arms extended away from his
body,  slowly pul ls the dead body out  of  the tub,  dragsbody,  slowly pul ls the dead body out  of  the tub,  drags
i t  across the t i le f loor  and onto the spread-out  showeri t  across the t i le f loor  and onto the spread-out  shower
curtain in the bedroom.   Having arranged the body,  hecurtain in the bedroom.   Having arranged the body,  he
straightens up,  examines his hands,  sees bloodstains onstraightens up,  examines his hands,  sees bloodstains on
them.   He returns to the bathroom,  goes to the hand-them.   He returns to the bathroom,  goes to the hand-
basin.basin.

CLOSE SHOTCLOSE SHOT

We see his hands being washed,  see the bloodstains beingWe see his hands being washed,  see the bloodstains being
di luted and washed away by the gush of  the faucet  water .di luted and washed away by the gush of  the faucet  water .

NORMANNORMAN

We see Norman shake his hands free of  the water ,  thenWe see Norman shake his hands free of  the water ,  then
turn to the job of  cleaning the bathroom.turn to the job of  cleaning the bathroom.

He places the pai l  in the tub,  runs water  into i t ,  dipsHe places the pai l  in the tub,  runs water  into i t ,  dips
the mop in,  swabs the t i le f loor .   Wi th a towel  he wipesthe mop in,  swabs the t i le f loor .   Wi th a towel  he wipes
off  the wal l  over  the tub and the edges and sides of  theoff  the wal l  over  the tub and the edges and sides of  the
tub and even the shower  curtain rod.   Then he takes atub and even the shower  curtain rod.   Then he takes a
second towel  and goes over  the cleaned areas,  careful lysecond towel  and goes over  the cleaned areas,  careful ly
drying them.   Final ly he r inses and squeezes out  thedrying them.   Final ly he r inses and squeezes out  the
mop,  empt ies the pai l ,  cleans out  the tub,  and goes outmop,  empt ies the pai l ,  cleans out  the tub,  and goes out
into the bedroom.into the bedroom.

INT.  MARY ' S BEDROOMINT.  MARY ' S BEDROOM

Norman steps careful ly around the unseen body,  crossesNorman steps careful ly around the unseen body,  crosses
to the desk,  star ts going through Mary ' s handbag,  into the desk,  star ts going through Mary ' s handbag,  in
search of  her  car  keys.   He suddenly not ices them lyingsearch of  her  car  keys.   He suddenly not ices them lying
on the desk,  where he ' d thrown them af ter  parking heron the desk,  where he ' d thrown them af ter  parking her
car .   He picks up the keys,  crosses the room,  goes out .car .   He picks up the keys,  crosses the room,  goes out .

EXT.  THE PORCHEXT.  THE PORCH

We see Norman pauses at  the door ,  check caut iously,  thenWe see Norman pauses at  the door ,  check caut iously,  then
hurry across the porch and into Mary ' s car .   He circle-hurry across the porch and into Mary ' s car .   He circle-
turns the car ,  so that  i ts t runk is backed up to theturns the car ,  so that  i ts t runk is backed up to the
porch,  direct ly opposi te Mary ' s door ,  as close as i t  canporch,  direct ly opposi te Mary ' s door ,  as close as i t  can
go.go.
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Then he al ights,  goes to the t runk,  opens i t  wi th theThen he al ights,  goes to the t runk,  opens i t  wi th the
key and,  leaving the t runk l id raised,  goes back intokey and,  leaving the t runk l id raised,  goes back into
the cabin.the cabin.

INT.  MARY ' S ROOMINT.  MARY ' S ROOM

From a raised angle,  we see Norman bend down and beginFrom a raised angle,  we see Norman bend down and begin
to wrap the shower  curtain around the body.   We see theto wrap the shower  curtain around the body.   We see the
edges of  the curtain as they are raised and laid downedges of  the curtain as they are raised and laid down
again.   Then he picks up the wrapped body,  crosses toagain.   Then he picks up the wrapped body,  crosses to
the door ,  uses his foot  to pul l  the door  open,  and,the door ,  uses his foot  to pul l  the door  open,  and,
leaving the door  open behind him,  goes quickly acrossleaving the door  open behind him,  goes quickly across
the porch and gent ly lays the body in the t runk.   Hethe porch and gent ly lays the body in the t runk.   He
closes the l id then,  but  does not  lock i t .   He comescloses the l id then,  but  does not  lock i t .   He comes
back into the cabin,  closes the door  completely,  f l icksback into the cabin,  closes the door  completely,  f l icks
on the l ight .on the l ight .

Again the newspaper  is in the foreground.   For  a momentAgain the newspaper  is in the foreground.   For  a moment
he pauses,  closes his eyes against  the real izat ion ofhe pauses,  closes his eyes against  the real izat ion of
what  he is doing,  then quickly pushes al l  thoughts away,what  he is doing,  then quickly pushes al l  thoughts away,
cont inues wi th his work.   Wi th the room l ighted,  he nowcont inues wi th his work.   Wi th the room l ighted,  he now
proceeds to gather  up al l  Mary ' s ar t icles and toss themproceeds to gather  up al l  Mary ' s ar t icles and toss them
into the sui tcase.   He checks al l  drawers and theinto the sui tcase.   He checks al l  drawers and the
closet ,  gets down and checks under  bed and bureau,  goescloset ,  gets down and checks under  bed and bureau,  goes
into the bathroom,  checks that  room again,  comes backinto the bathroom,  checks that  room again,  comes back
into the bedroom,  looks about  careful ly,  spots Mary ' sinto the bedroom,  looks about  careful ly,  spots Mary ' s
handbag,  throws even that  into the sui tcase,  is f inal lyhandbag,  throws even that  into the sui tcase,  is f inal ly
sat isf ied that  al l  t races of  the gir l  are gone from thesat isf ied that  al l  t races of  the gir l  are gone from the
room.   Then he closes Mary ' s sui tcase,  picks i t  up.room.   Then he closes Mary ' s sui tcase,  picks i t  up.
Wi th his free hand he picks up the pai l ,  in which areWi th his free hand he picks up the pai l ,  in which are
the mop and the used towels.   He crosses to the door ,the mop and the used towels.   He crosses to the door ,
swi tches off  the l ight  wi th his shoulder ,  pul ls open theswi tches off  the l ight  wi th his shoulder ,  pul ls open the
door ,  star ts out .door ,  star ts out .

EXT.  THE PORCHEXT.  THE PORCH

As Norman stands in the doorway,  he is suddenly andAs Norman stands in the doorway,  he is suddenly and
bl indingly l i t  by the br ight  headl ights of  a passingbl indingly l i t  by the br ight  headl ights of  a passing
car .   The f lash of  the l ights and the SOUND of  thecar .   The f lash of  the l ights and the SOUND of  the
SPEEDING CAR are over  in a f l icker  of  a moment ,  but  i tSPEEDING CAR are over  in a f l icker  of  a moment ,  but  i t
takes a few seconds for  Norman to regain his formertakes a few seconds for  Norman to regain his former
tense composure.   Then he goes to the car  t runk,  raisestense composure.   Then he goes to the car  t runk,  raises
i t  wi th his foot ,  throws the sui tcase and the pai l  intoi t  wi th his foot ,  throws the sui tcase and the pai l  into
i t ,  slams i t  shut .   He pauses a moment ,  then real izes hei t ,  slams i t  shut .   He pauses a moment ,  then real izes he
has lef t  the bathroom l ight  on in Mary ' s cabin.   Hehas lef t  the bathroom l ight  on in Mary ' s cabin.   He
returns to cabin.   As he enters,  his eye is caught  byreturns to cabin.   As he enters,  his eye is caught  by
the newspaper  on the bedside table.   He goes to i t ,the newspaper  on the bedside table.   He goes to i t ,
takes the newspaper ,  and looks once again into thetakes the newspaper ,  and looks once again into the
bathroom.   His glance goes r ight  over  the toi let  bowl .bathroom.   His glance goes r ight  over  the toi let  bowl .
He turns out  the l ights,  crosses the darkened cabin,He turns out  the l ights,  crosses the darkened cabin,
goes out  onto the porch.goes out  onto the porch.
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He reopens the t runk,  tosses in the newspaper  and closesHe reopens the t runk,  tosses in the newspaper  and closes
i t .   He goes around and jumps into the car  and star tsi t .   He goes around and jumps into the car  and star ts
away.away.

We HOLD on the t runk,  fol low i t  for  a whi le,  thenWe HOLD on the t runk,  fol low i t  for  a whi le,  then

DISSOLVE TO:DISSOLVE TO:

EXT.  THE SWAMP -  (NIGHT)EXT.  THE SWAMP -  (NIGHT)

The car  pul ls away from a CLOSE ANGLE on the t runk andThe car  pul ls away from a CLOSE ANGLE on the t runk and
as CAMERA HOLDS we see that  we are now in a swamp area.as CAMERA HOLDS we see that  we are now in a swamp area.
I t  is quiet  except  for  the i rr i tat ing noises of  nightI t  is quiet  except  for  the i rr i tat ing noises of  night
insects.   Norman stops the car  at  the very edge of  theinsects.   Norman stops the car  at  the very edge of  the
swamp,  turns off  the l ights,  gets out ,  leaving doorswamp,  turns off  the l ights,  gets out ,  leaving door
open.   He looks at  the swamp,  seems doubtful  of  i tsopen.   He looks at  the swamp,  seems doubtful  of  i ts
abi l i ty to swal low up the car ,  real izes he has noabi l i ty to swal low up the car ,  real izes he has no
choice.   He leans into the car ,  releases the emergencychoice.   He leans into the car ,  releases the emergency
brake,  star ts to push.   The front  of  the car  begins tobrake,  star ts to push.   The front  of  the car  begins to
rol l  into the swamp.   Suddenly there is the LOW,rol l  into the swamp.   Suddenly there is the LOW,
THROBBING SOUND of  a motor .   Norman freezes,  l istens.THROBBING SOUND of  a motor .   Norman freezes,  l istens.
The SOUND grows louder  and Norman real izes i t  is anThe SOUND grows louder  and Norman real izes i t  is an
airplane f lying overhead.   The car  is rol l ing quicklyairplane f lying overhead.   The car  is rol l ing quickly
now.   Norman jumps away,  slams the door  shut ,  standsnow.   Norman jumps away,  slams the door  shut ,  stands
tense.   The SOUND of  the plane overhead grows louder .tense.   The SOUND of  the plane overhead grows louder .
Norman looks up.Norman looks up.

NORMAN ' S VIEWPOINT -  THE BLACK SKYNORMAN ' S VIEWPOINT -  THE BLACK SKY

We see no plane.   The SOUND of  the motor  is beginning toWe see no plane.   The SOUND of  the motor  is beginning to
diminish.diminish.

CUT BACK TO:CUT BACK TO:

NORMANNORMAN

We see the rel ief  in his face.   He looks at  the car .We see the rel ief  in his face.   He looks at  the car .
More than two-thirds of  i t  have already sunk into theMore than two-thirds of  i t  have already sunk into the
swamp.   The trunk alone seems to hold poised above theswamp.   The trunk alone seems to hold poised above the
sand and sl ime,  as i f  refusing to go the rest  of  thesand and sl ime,  as i f  refusing to go the rest  of  the
way.   Norman begins to panic,  he steps dangerouslyway.   Norman begins to panic,  he steps dangerously
close,  pushes wi th his foot .   And slowly the car  sinks,close,  pushes wi th his foot .   And slowly the car  sinks,
unt i l  f inal ly i t  is gone and we hear  only the gent leunt i l  f inal ly i t  is gone and we hear  only the gent le
plop of  the swamp ' s f inal  gulp,  and see only the smal lplop of  the swamp ' s f inal  gulp,  and see only the smal l
af ter-bubble,  l ike a visual  burp.af ter-bubble,  l ike a visual  burp.

Norman wai ts a moment ,  then begins stamping out  the t i reNorman wai ts a moment ,  then begins stamping out  the t i re
marks,  so obvious in the wet  ground around the swamp.marks,  so obvious in the wet  ground around the swamp.
He stamps and drags his feet  over  the markings as we:He stamps and drags his feet  over  the markings as we:

DISSOLVE TO:DISSOLVE TO:
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CLOSE UP NORMANCLOSE UP NORMAN

standing on the porch of  the motel ,  leaning against  astanding on the porch of  the motel ,  leaning against  a
post .   He is star ing out  into the night ,  a look ofpost .   He is star ing out  into the night ,  a look of
guarded,  casual  innocence on his face,  as i f  he wereguarded,  casual  innocence on his face,  as i f  he were
taking one last  moment  of  peaceful  night  air  beforetaking one last  moment  of  peaceful  night  air  before
ret ir ing.   Then he glances down and CAMERA fol lows hisret ir ing.   Then he glances down and CAMERA fol lows his
gaze.   A hose is lying on the ground outside Mary ' sgaze.   A hose is lying on the ground outside Mary ' s
cabin,  i ts stream of  water  obl i terat ing the t i re marks.cabin,  i ts stream of  water  obl i terat ing the t i re marks.
Af ter  a moment ,  Norman ' s hand comes into shot ,  picks upAf ter  a moment ,  Norman ' s hand comes into shot ,  picks up
hose,  places i t  in a new posi t ion.   As CAMERA PULLShose,  places i t  in a new posi t ion.   As CAMERA PULLS
BACK,  we see that  the water  from the hose has erased andBACK,  we see that  the water  from the hose has erased and
rearranged the road markings so that  i t  would berearranged the road markings so that  i t  would be
impossible to tel l  that  a car  had been parked here.impossible to tel l  that  a car  had been parked here.
Af ter  a short  wai t ,  Norman goes to the hose-faucet ,Af ter  a short  wai t ,  Norman goes to the hose-faucet ,
turns i t  off ,  unscrews the hose.   As he rol ls the hose,turns i t  off ,  unscrews the hose.   As he rol ls the hose,
he walks away from the spot ,  past  the off ice,  headinghe walks away from the spot ,  past  the off ice,  heading
for  the path that  leads to the house.   He goes up thefor  the path that  leads to the house.   He goes up the
path,  pauses at  the steps of  the house,  tosses thepath,  pauses at  the steps of  the house,  tosses the
curled hose onto the lawn,  goes up the steps and intocurled hose onto the lawn,  goes up the steps and into
the house.   CAMERA FOLLOWS him in,  PAUSES as he pausesthe house.   CAMERA FOLLOWS him in,  PAUSES as he pauses
at  the foot  of  the stairs.   Norman goes up the stairs.at  the foot  of  the stairs.   Norman goes up the stairs.
On the landing he stops.   The door  to his mother ' s roomOn the landing he stops.   The door  to his mother ' s room
is closed.   Lying in a heap outside the door  are a blood-is closed.   Lying in a heap outside the door  are a blood-
stained dress and a pair  of  elderly-woman ' s shoes.stained dress and a pair  of  elderly-woman ' s shoes.

From an EXTREMELY HIGH ANGLE,  we look down on Norman asFrom an EXTREMELY HIGH ANGLE,  we look down on Norman as
he bends to pick up the stained dress and shoes.he bends to pick up the stained dress and shoes.

He rol ls the shoes into the dress,  tucks the smal l ,  neatHe rol ls the shoes into the dress,  tucks the smal l ,  neat
bundle under  his arm,  and star ts down the stairs,bundle under  his arm,  and star ts down the stairs,
heading for  the basement .heading for  the basement .

EXT.  A LONG SHOT OF THE OLD HOUSE -  (NIGHT)EXT.  A LONG SHOT OF THE OLD HOUSE -  (NIGHT)

I t  stands si lhouet ted against  the sky.   There is a longIt  stands si lhouet ted against  the sky.   There is a long
wai t .   Then,  slowly,  a curl  of  smoke comes out  of  thewai t .   Then,  slowly,  a curl  of  smoke comes out  of  the
chimney.chimney.

FADE OUT:FADE OUT:

FADE IN:FADE IN:

INT.  BACK ROOM OF SAM ' S HARDWARE STORE IN FAIRVALE -  (DAY)INT.  BACK ROOM OF SAM ' S HARDWARE STORE IN FAIRVALE -  (DAY)

Sam is seated at  his desk,  wr i t ing a let ter .   SequenceSam is seated at  his desk,  wr i t ing a let ter .   Sequence
begins wi th CAMERA IN CLOSE,  over  Sam ' s  shoulder ,  and webegins wi th CAMERA IN CLOSE,  over  Sam ' s  shoulder ,  and we
can read as mush as he has wr i t ten of  the let ter .   Thecan read as mush as he has wr i t ten of  the let ter .   The
let terhead reads "Sam Loomis -  Hardware," and the let terlet terhead reads "Sam Loomis -  Hardware," and the let ter
reads:reads:

                    "Dearest  r ight-as-always Mary:                    "Dearest  r ight-as-always Mary:
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                    I 'm si t t ing in this t iny back room                    I 'm si t t ing in this t iny back room
                    which isn ' t  big enough for  both of  us,                    which isn ' t  big enough for  both of  us,
                    and suddenly i t  looks big enough for                    and suddenly i t  looks big enough for
                    both of  us.   So what  i f  we ' re poor  and                    both of  us.   So what  i f  we ' re poor  and
                    cramped and miserable,  at  least  we ' l l                    cramped and miserable,  at  least  we ' l l
                    be happy!   If  you haven ' t  come to your                    be happy!   If  you haven ' t  come to your
                    senses,  and st i l l  want  to . . .                    senses,  and st i l l  want  to . . .

CAMERA begins PULLING AWAY as Sam turns the sheet  ofCAMERA begins PULLING AWAY as Sam turns the sheet  of
paper  over ,  cont inues backing away out  of  the smal l  backpaper  over ,  cont inues backing away out  of  the smal l  back
room and heads,  backwards,  down the corr idor ,  we see aroom and heads,  backwards,  down the corr idor ,  we see a
young clerk,  BOB SUMMERFIELD,  Sam ' s  assistant ,  standingyoung clerk,  BOB SUMMERFIELD,  Sam ' s  assistant ,  standing
behind the counter ,  a look of  handsome pat ience on hisbehind the counter ,  a look of  handsome pat ience on his
face.   He is wai t ing on a met iculous,  elderly womanface.   He is wai t ing on a met iculous,  elderly woman
customer ,  who is holding and examining a large can ofcustomer ,  who is holding and examining a large can of
insect icide.   As CAMERA PASSES:insect icide.   As CAMERA PASSES:

WOMAN CUSTOMERWOMAN CUSTOMER
. . .  They tel l  you what  i ts. . .  They tel l  you what  i ts
ingredients are and how i t ' singredients are and how i t ' s
guaranteed to exterminate anyguaranteed to exterminate any
insect  in the world,  but  they doinsect  in the world,  but  they do
not  tel l  you whether  or  not  i t ' snot  tel l  you whether  or  not  i t ' s
painless.   And I  say insect  or  man,painless.   And I  say insect  or  man,
death should always be painless.death should always be painless.

CAMERA,  by this has reached the front  door  of  theCAMERA,  by this has reached the front  door  of  the
hardware store and we now see a gir l  standing justhardware store and we now see a gir l  standing just
inside the door .   She is an at t ract ive gir l  wi th ainside the door .   She is an at t ract ive gir l  wi th a
rather  defini te manner ,  a look of  purposefulness.   Sherather  defini te manner ,  a look of  purposefulness.   She
carr ies a handbag and a smal l  overnight  case.   She iscarr ies a handbag and a smal l  overnight  case.   She is
Mary ' s sister ,  LILA CRANE.Mary ' s sister ,  LILA CRANE.

Bob Summerf ield has not iced Li la,  smi les br ight ly atBob Summerf ield has not iced Li la,  smi les br ight ly at
her ,  gives her  an I ' l l -be-wi th-you-in-a-moment  nod.her ,  gives her  an I ' l l -be-wi th-you-in-a-moment  nod.
Li la star ts to walk toward the counter ,  never  taking herLi la star ts to walk toward the counter ,  never  taking her
eyes off  Bob.   As she approaches,  she asks quiet ly:eyes off  Bob.   As she approaches,  she asks quiet ly:

LILALILA
Sam?Sam?

SUMMERFIELDSUMMERFIELD
You want  to see Sam?You want  to see Sam?

LILALILA
Sam Loomis.Sam Loomis.

SUMMERFIELDSUMMERFIELD
(yel l ing toward back(yel l ing toward back
room)room)

Sam!   Lady wants to see you!Sam!   Lady wants to see you!
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Li la looks to the back room.   The woman customer  goes onLi la looks to the back room.   The woman customer  goes on
worr iedly examining the f ine pr int  of  the insect icideworr iedly examining the f ine pr int  of  the insect icide
can.   Sam comes to the door  of  his room,  pauses,  lookscan.   Sam comes to the door  of  his room,  pauses,  looks
at  Li la a moment ,  star ts toward her ,  his expressionat  Li la a moment ,  star ts toward her ,  his expression
indicat ing that  he does not  know her .   Li la studies himindicat ing that  he does not  know her .   Li la studies him
wi th a quiet ,  worr ied expression.wi th a quiet ,  worr ied expression.

SAMSAM
Yes?Yes?

LILALILA
May I  talk to you?May I  talk to you?

SAMSAM
(a bi t  myst if ied)(a bi t  myst if ied)

Sure . . .Sure . . .

Li la glances at  the customer  and the clerk,  turns,Li la glances at  the customer  and the clerk,  turns,
star ts toward the front  of  the store.   Sam holds astar ts toward the front  of  the store.   Sam holds a
moment ,  then fol lows.   As he reaches her ,  she turns,  hermoment ,  then fol lows.   As he reaches her ,  she turns,  her
eyes studying him intent ly as she says:eyes studying him intent ly as she says:

LILALILA
I 'm Mary ' s sister .I 'm Mary ' s sister .

SAMSAM
Li la.Li la.

LILALILA
(quickly)(quickly)

Is Mary here?Is Mary here?

Sam is myst if ied,  and is also aware of  the worr ied,Sam is myst if ied,  and is also aware of  the worr ied,
host i le expression on Li la ' s face.   He studies her  forhost i le expression on Li la ' s face.   He studies her  for
a quiet  moment .   Behind them is a display of  variousa quiet  moment .   Behind them is a display of  various
size carving knives.size carving knives.

SAMSAM
Is something wrong?Is something wrong?

LILALILA
I  want  to know i f  my sister  is here.I  want  to know i f  my sister  is here.

SAMSAM
Here?Here?

LILALILA
Wi th you.Wi th you.

SAMSAM
Where?Where?
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LILALILA
I  don ' t  know where.   In your  store,I  don ' t  know where.   In your  store,
somewhere in your  town . . .somewhere in your  town . . .
anywhere.anywhere.

SAMSAM
What ' s the mat ter?What ' s the mat ter?

LILALILA
Don ' t  you know?Don ' t  you know?

As Sam is about  to speak,  the Woman Customer  comesAs Sam is about  to speak,  the Woman Customer  comes
sai l ing past ,  speaking as she goes and wearing asai l ing past ,  speaking as she goes and wearing a
sat isf ied smi le.sat isf ied smi le.

WOMAN CUSTOMERWOMAN CUSTOMER
Al l  I  can do is hope if  i t  isn ' tAl l  I  can do is hope if  i t  isn ' t
painless,  i t ' s quick!painless,  i t ' s quick!

She speaks "quick" wi th a kind of  del icious bi te,  nodsShe speaks "quick" wi th a kind of  del icious bi te,  nods
happi ly,  goes on out  of  the store.   Sam is now star inghappi ly,  goes on out  of  the store.   Sam is now star ing
apprehensively at  Li la.apprehensively at  Li la.

SAMSAM
What  should I  know?What  should I  know?

LILALILA
To begin wi th,  where Mary is.   DoTo begin wi th,  where Mary is.   Do
you?you?

SAMSAM
No.   I  take i t  you don ' t  ei ther?No.   I  take i t  you don ' t  ei ther?

(As Li la shakes her(As Li la shakes her
head)head)

How long?How long?

LILALILA
Last  Fr iday.   She lef t  work,  andLast  Fr iday.   She lef t  work,  and
home . . .  I  was in Tucson over  thehome . . .  I  was in Tucson over  the
weekend . . .  I  haven ' t  heard fromweekend . . .  I  haven ' t  heard from
her ,  not  even a phone cal l .her ,  not  even a phone cal l .

SAMSAM
And you thought  she ' d come up here,And you thought  she ' d come up here,
to me?  If  she had,  what  reasonto me?  If  she had,  what  reason
would she have for  not  cal l ing you?would she have for  not  cal l ing you?

LILALILA
A good reason,  I  suppose.A good reason,  I  suppose.
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SAMSAM
(Sl ight ly exasperated)(Sl ight ly exasperated)

Wel l  what  do you think,  we elopedWel l  what  do you think,  we eloped
or  something?  Or  we ' re l iving inor  something?  Or  we ' re l iving in
sin and . . .sin and . . .

LILALILA
Mr .  Loomis,  you ' re so busy beingMr .  Loomis,  you ' re so busy being
defensive that  you haven ' t  evendefensive that  you haven ' t  even
reacted to the most  ser ious fact  ofreacted to the most  ser ious fact  of
al l .   Mary is missing.al l .   Mary is missing.

SAMSAM
I  was get t ing to that!I  was get t ing to that!

LILALILA
What  do you know about  i t?What  do you know about  i t?

SAMSAM
Nothing!   You ' re put t ing me on theNothing!   You ' re put t ing me on the
defensive.defensive.

LILALILA
Look,  i f  you two are in this thingLook,  i f  you two are in this thing
together ,  I  don ' t  care,  i t ' s nonetogether ,  I  don ' t  care,  i t ' s none
of  my business . . .  But  I  want  toof  my business . . .  But  I  want  to
see Mary.   I  want  her  to tel l  mesee Mary.   I  want  her  to tel l  me
she ' s al l  r ight  and i t ' s none of  myshe ' s al l  r ight  and i t ' s none of  my
business.   Then I ' l l  go back tobusiness.   Then I ' l l  go back to
Phoenix and . . .Phoenix and . . .

She stops,  the anxiety and fear  bui lding up in her ,  herShe stops,  the anxiety and fear  bui lding up in her ,  her
eyes beginning to f i l l  wi th worr ied tears.   Sam studieseyes beginning to f i l l  wi th worr ied tears.   Sam studies
her  for  a moment ,  then turns and cal ls:her  for  a moment ,  then turns and cal ls:

SAMSAM
Bob?  Run out  and get  yourself  someBob?  Run out  and get  yourself  some
lunch.lunch.

SUMMERFIELDSUMMERFIELD
I t ' s okay,  Sam,  I  brought  i t  wi thI t ' s okay,  Sam,  I  brought  i t  wi th
me.me.

SAMSAM
Run out  and eat  i t .Run out  and eat  i t .

Bob gets the message,  goes out  through the back way.Bob gets the message,  goes out  through the back way.
Sam goes closer  to Li la,  speaks wi th sof t  ser iousness.Sam goes closer  to Li la,  speaks wi th sof t  ser iousness.

SAMSAM
What  thing?What  thing?

LILALILA
Huh?Huh?
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SAMSAM
What  thing could we be in together?What  thing could we be in together?

LILALILA
(A pause)(A pause)

I  hate tears.I  hate tears.
(Takes out  hankie)(Takes out  hankie)

SAMSAM
Is Mary . . .  in t rouble?Is Mary . . .  in t rouble?

LILALILA
Yes.Yes.

SAMSAM
Wel l  why didn ' t  she come to me . . .Wel l  why didn ' t  she come to me . . .
cal l  me . . .?cal l  me . . .?

LILALILA
Not  that  kind . . .Not  that  kind . . .

(Almost  a smi le)(Almost  a smi le)
You men and your  egos.You men and your  egos.

SAMSAM
(Seriously)(Seriously)

Never  mind my ego.   Let ' s talkNever  mind my ego.   Let ' s talk
about  Mary.about  Mary.

Their  at tent ion is distracted by a man who has strol ledTheir  at tent ion is distracted by a man who has strol led
quiet ly into the room.   He ignores them,  walks pastquiet ly into the room.   He ignores them,  walks past
them,  goes behind the counter ,  takes down a sign readingthem,  goes behind the counter ,  takes down a sign reading
"CLOSED FOR LUNCH," walks back to the door ,  closes door ,"CLOSED FOR LUNCH," walks back to the door ,  closes door ,
hangs the sign across the door  window,  locks the door ,hangs the sign across the door  window,  locks the door ,
turns to Sam and Li la,  folds his arms,  smi les aturns to Sam and Li la,  folds his arms,  smi les a
part icular ly unfr iendly smi le.part icular ly unfr iendly smi le.

ARBOGASTARBOGAST
Let ' s al l  talk about  Mary.Let ' s al l  talk about  Mary.

SAMSAM
Who are you,  fr iend?Who are you,  fr iend?

ARBOGASTARBOGAST
Mi l t  Arbogast ,  Pr ivate Invest igator .Mi l t  Arbogast ,  Pr ivate Invest igator .

(To Li la)(To Li la)
Where is she,  Miss Crane?Where is she,  Miss Crane?

LILALILA
I  don ' t  know.I  don ' t  know.

ARBOGASTARBOGAST
Wouldn ' t  have been able to tai l  youWouldn ' t  have been able to tai l  you
if  you did.i f  you did.
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SAMSAM
What ' s your  interest?What ' s your  interest?

ARBOGASTARBOGAST
Money.Money.

There is a moment ' s si lence and then,  unable to tolerateThere is a moment ' s si lence and then,  unable to tolerate
the sudden fr ightening happenings,  Sam explodes.the sudden fr ightening happenings,  Sam explodes.

SAMSAM
Somebody bet ter  tel l  me what ' sSomebody bet ter  tel l  me what ' s
going on and tel l  me fast!   I  cangoing on and tel l  me fast!   I  can
take so much and then . . .take so much and then . . .

ARBOGASTARBOGAST
(Interrupt ing calmly)(Interrupt ing calmly)

Your  gir l  fr iend stole for tyYour  gir l  fr iend stole for ty
thousand dol lars.thousand dol lars.

Sam looks at  Arbogast  in ut ter  shock and in that  stateSam looks at  Arbogast  in ut ter  shock and in that  state
asks one of  those seemingly r idiculous quest ions.asks one of  those seemingly r idiculous quest ions.

SAMSAM
Why?Why?

ARBOGASTARBOGAST
(An almost  amused(An almost  amused
smi le)smi le)

Must ' ve needed i t .Must ' ve needed i t .

SAMSAM
What  are you talking about?What  are you talking about?

(To Li la)(To Li la)
What  is this?What  is this?

LILALILA
She was supposed to bank i t ,  onShe was supposed to bank i t ,  on
Fr iday,  for  her  boss.   She didn ' t .Fr iday,  for  her  boss.   She didn ' t .
And no one has seen her  since.And no one has seen her  since.

ARBOGASTARBOGAST
(Looking at  Sam)(Looking at  Sam)

Someone has seen her .   SomeoneSomeone has seen her .   Someone
always sees a gir l  wi th for tyalways sees a gir l  wi th for ty
thousand dol lars.thousand dol lars.

(To Sam)(To Sam)
She is your  gir l  fr iend,  isn ' t  she?She is your  gir l  fr iend,  isn ' t  she?

LILALILA
Sam,  they don ' t  want  to prosecute,Sam,  they don ' t  want  to prosecute,
they just  want  the money back.   I tthey just  want  the money back.   I t
was al l  in cash . . .was al l  in cash . . .
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ARBOGASTARBOGAST
(Correct ing wi th(Correct ing wi th
Cassidy ' s word)Cassidy ' s word)

Casharoonie!Casharoonie!

LILALILA
Sam,  i f  she ' s here . . .Sam,  i f  she ' s here . . .

SAMSAM
She isn ' t !She isn ' t !

A real  look of  anguish comes into Li la ' s face.   AndA real  look of  anguish comes into Li la ' s face.   And
Arbogast  studies i t ,  then speaks.Arbogast  studies i t ,  then speaks.

ARBOGASTARBOGAST
You came up here on a hunch,  MissYou came up here on a hunch,  Miss
Crane?  Nothing more?  No phoneCrane?  Nothing more?  No phone
cal l  . . .  from him,  or  from yourcal l  . . .  from him,  or  from your
sister  herself?sister  herself?

LILALILA
(weari ly)(weari ly)

Not  even a hunch.   Just  hope.Not  even a hunch.   Just  hope.

ARBOGASTARBOGAST
Wi th a l i t t le checking,  I  could getWi th a l i t t le checking,  I  could get
to bel ieve you.to bel ieve you.

LILALILA
(anxiously)(anxiously)

I  don ' t  care i f  you do or  . . .  II  don ' t  care i f  you do or  . . .  I
want  to see Mary . . .  before shewant  to see Mary . . .  before she
gets in any deeper  . . .gets in any deeper  . . .

SAMSAM
Did you check in Phoenix . . .Did you check in Phoenix . . .
hospi tals . . .  maybe she had anhospi tals . . .  maybe she had an
accident  . . .  a hold-up . . .accident  . . .  a hold-up . . .

ARBOGASTARBOGAST
She was seen leaving town in herShe was seen leaving town in her
car .   Seen by her  very vict ims,  Icar .   Seen by her  very vict ims,  I
might  add.might  add.

SAMSAM
(af ter  a moment)(af ter  a moment)

I  don ' t  bel ieve i t .I  don ' t  bel ieve i t .
( to Li la,  slowly)( to Li la,  slowly)

Do you?Do you?

LILALILA
(a thoughtful  pause)(a thoughtful  pause)

Yes . . .  I  just  . . .  did.   The momentYes . . .  I  just  . . .  did.   The moment
they told me . . .they told me . . .
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SAMSAM
You might  have doubted for  say f iveYou might  have doubted for  say f ive
minutes or  so,  Sister .minutes or  so,  Sister .

Li la turns from Sam,  a f lush of  gui l t  and regret  in herLi la turns from Sam,  a f lush of  gui l t  and regret  in her
face.   Arbogast  looks at  her ,  quiet  sympathet ical ly.face.   Arbogast  looks at  her ,  quiet  sympathet ical ly.

ARBOGASTARBOGAST
We ' re always quickest  to doubtWe ' re always quickest  to doubt
people who have a record for  beingpeople who have a record for  being
honest .   I  think she ' s here,  Misshonest .   I  think she ' s here,  Miss
Crane.   Where there ' s aCrane.   Where there ' s a
boyfr iend . . .boyfr iend . . .

(Trai ls off ,  smi les(Trai ls off ,  smi les
encouragingly)encouragingly)

She won ' t  be back there among theShe won ' t  be back there among the
nuts and bol ts . . .  but  she ' l l  be innuts and bol ts . . .  but  she ' l l  be in
this town . . .  somewhere.   I ' l l  f indthis town . . .  somewhere.   I ' l l  f ind
her .her .

He nods,  takes down the closed-for- lunch sign,  sai ls i tHe nods,  takes down the closed-for- lunch sign,  sai ls i t
to the counter ,  opens door ,  goes out  into the street .to the counter ,  opens door ,  goes out  into the street .
Af ter  a quiet  moment :Af ter  a quiet  moment :

LILALILA
I  just  l istened . . .  and bel ievedI  just  l istened . . .  and bel ieved
everything they told me.   ' Sheeverything they told me.   ' She
stole the money. '   'We don ' t  wantstole the money. '   'We don ' t  want
to get  her  in t rouble. '   'No don ' tto get  her  in t rouble. '   'No don ' t
br ing the pol ice in '  . . .br ing the pol ice in '  . . .

SAMSAM
I t  was her  boss '  idea not  to reportI t  was her  boss '  idea not  to report
i t  to the pol ice?i t  to the pol ice?

LILALILA
No.   The man whose money she . . .  heNo.   The man whose money she . . .  he
talked so loud and fast ,  and I  . . .talked so loud and fast ,  and I  . . .
I  should ' ve cal led the pol ice.I  should ' ve cal led the pol ice.

SAMSAM
He must  have had a darn good reasonHe must  have had a darn good reason
for  want ing them kept  out  of  i t  . . .for  want ing them kept  out  of  i t  . . .
Al l  that  cash . . .Al l  that  cash . . .

LILALILA
I  ought  to cal l  the pol ice r ightI  ought  to cal l  the pol ice r ight
now!now!

SAMSAM
No.No.
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LILALILA
Why not?  Sam,  is she hiding here?Why not?  Sam,  is she hiding here?
Are you two planning to go awayAre you two planning to go away
wi th the money?wi th the money?

SAMSAM
How could I  go away?  I 'm in debtHow could I  go away?  I 'm in debt
up to my . . .up to my . . .

(Smi les at  the(Smi les at  the
incongrui ty of  hisincongrui ty of  his
reply,  then goesreply,  then goes
serious)serious)

If  she did steal  that  money . . .If  she did steal  that  money . . .
I t ' s hard to bel ieve she didI t ' s hard to bel ieve she did
because i t ' s hard to see why shebecause i t ' s hard to see why she
would.   Unless she had some wi ldwould.   Unless she had some wi ld
idea that  i t  would help me . . .idea that  i t  would help me . . .
us . . .us . . .

LILALILA
She haven ' t  even cal led you?She haven ' t  even cal led you?

SAMSAM
I  didn ' t  see her  . . .  and I  didn ' tI  didn ' t  see her  . . .  and I  didn ' t
hear  from her!   Bel ieve that!hear  from her!   Bel ieve that!

LILALILA
I  need to . . .  I  need to bel ieveI  need to . . .  I  need to bel ieve
something.   This is the f irst  t imesomething.   This is the f irst  t ime
I ' ve ever  come up against  anythingI ' ve ever  come up against  anything
I  couldn ' t  . . .  understand.I  couldn ' t  . . .  understand.

SAMSAM
You ' ve led a charmed l i fe.You ' ve led a charmed l i fe.

LILALILA
No.   I  just  think . . .  anything canNo.   I  just  think . . .  anything can
be explained.   But  Mary,  doing abe explained.   But  Mary,  doing a
thing l ike this . . .  I  don ' t  knowthing l ike this . . .  I  don ' t  know
how to handle . . .how to handle . . .

SAMSAM
Maybe we can handle i t  together .Maybe we can handle i t  together .

(He smi les(He smi les
encouragingly)encouragingly)

LILALILA
(A rueful  shrug)(A rueful  shrug)

I  came f lying up here expect ing toI  came f lying up here expect ing to
get  some explanat ion . . .  for  al l  Iget  some explanat ion . . .  for  al l  I
know,  she may be t rying to get  inknow,  she may be t rying to get  in
touch wi th me,  at  home.   I ' d bet tertouch wi th me,  at  home.   I ' d bet ter
go home.go home.
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SAMSAM
(A thoughtful  pause)(A thoughtful  pause)

I  think she ' l l  contact  me if  sheI  think she ' l l  contact  me if  she
contacts anybody.   Why don ' t  youcontacts anybody.   Why don ' t  you
stay here.   When she shows up . . .stay here.   When she shows up . . .
or  cal ls . . .  be here.or  cal ls . . .  be here.

LILALILA
(A long study,  her(A long study,  her
suspicion of  himsuspicion of  him
evaporat ing)evaporat ing)

You want  me to stay here?You want  me to stay here?

SAMSAM
She ' l l  need both of  us.She ' l l  need both of  us.

LILALILA
(considers,  then:)(considers,  then:)

Where . . .  can I  stay?Where . . .  can I  stay?

SAMSAM
(br ight ly)(br ight ly)

Fi rst  rate hotel ,  f i f ty yards upFi rst  rate hotel ,  f i f ty yards up
the street .   Come on.the street .   Come on.

(as he reaches for  the(as he reaches for  the
closed-for- lunch sign)closed-for- lunch sign)

Af ter  we check you in we ' l l  go toAf ter  we check you in we ' l l  go to
the drugstore and get  you athe drugstore and get  you a
sandwich.   Then we ' l l  come backsandwich.   Then we ' l l  come back
here . . .  and wai t .here . . .  and wai t .

He hangs the sign on the door ,  ushers Li la out ,  closesHe hangs the sign on the door ,  ushers Li la out ,  closes
door  behind him.door  behind him.

CUT TO:CUT TO:

EXT.  STREET -  (DAY)EXT.  STREET -  (DAY)

They emerge from the store and walk along to the hotel .They emerge from the store and walk along to the hotel .
As they enter ,  Arbogast  is in the act  of  taking over  aAs they enter ,  Arbogast  is in the act  of  taking over  a
whi te Ford sedan from a rental  car  man.   They glance atwhi te Ford sedan from a rental  car  man.   They glance at
him and he returns a cynical  look.him and he returns a cynical  look.

DISSOLVE TO:DISSOLVE TO:

EXT.  HOTEL -  (DAY)EXT.  HOTEL -  (DAY)

Outside another  hotel  we see Arbogast  al ight  from theOutside another  hotel  we see Arbogast  al ight  from the
whi te car  and go into new hotel .whi te car  and go into new hotel .

DISSOLVE TO:DISSOLVE TO:
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EXT.  COUNTRYSIDE -  (DAY)EXT.  COUNTRYSIDE -  (DAY)

The whi te car  speeding along the highway.The whi te car  speeding along the highway.

DISSOLVE TO:DISSOLVE TO:

EXT.  NEW MOTEL -  (DAY)EXT.  NEW MOTEL -  (DAY)

Arbogast  going into the off ice -  we see the sign aboveArbogast  going into the off ice -  we see the sign above
him.him.

DISSOLVE TO:DISSOLVE TO:

EXT.  BATES '  MOTEL -  (DAY)EXT.  BATES '  MOTEL -  (DAY)

A high shot  showing the freeway and Bates house andA high shot  showing the freeway and Bates house and
motel  on the side old highway.   A pause and then acrossmotel  on the side old highway.   A pause and then across
the bot tom of  the picture a whi te car  speeds by on thethe bot tom of  the picture a whi te car  speeds by on the
freeway.freeway.

DISSOLVE TO:DISSOLVE TO:

EXT.  HOTEL -  (DUSK)EXT.  HOTEL -  (DUSK)

Another  Hotel .   Arbogast  goes in.Another  Hotel .   Arbogast  goes in.

DISSOLVE TO:DISSOLVE TO:

EXT.  BATES '  MOTEL -  (DAY)EXT.  BATES '  MOTEL -  (DAY)

The whi te car  speeding along the freeway again going inThe whi te car  speeding along the freeway again going in
the opposi te direct ion to last  t ime.   Norman,  a t inythe opposi te direct ion to last  t ime.   Norman,  a t iny
f igure,  is seen going up the steps to his mother ' s house.f igure,  is seen going up the steps to his mother ' s house.

DISSOLVE TO:DISSOLVE TO:

EXT.  BOARDING HOUSE -  (DAY)EXT.  BOARDING HOUSE -  (DAY)

Arbogast ' s search is get t ing down in the scale.   This isArbogast ' s search is get t ing down in the scale.   This is
an entrance to a cheesy boarding house.   "Rooms toan entrance to a cheesy boarding house.   "Rooms to
Rent ," etc.   He looks at  his l ist  and then goes in.Rent ," etc.   He looks at  his l ist  and then goes in.

DISSOLVE TO:DISSOLVE TO:
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EXT.  BATES '  MOTEL -  (DAY)EXT.  BATES '  MOTEL -  (DAY)

The whi te car  goes by on the freeway again.The whi te car  goes by on the freeway again.

DISSOLVE TO:DISSOLVE TO:

EXT.  ROOMING HOUSE -  (DAY)EXT.  ROOMING HOUSE -  (DAY)

Arbogast  goes in.Arbogast  goes in.

DISSOLVE TO:DISSOLVE TO:

EXT.  BATES '  MOTEL -  (TWILIGHT)EXT.  BATES '  MOTEL -  (TWILIGHT)

Heavy traff ic on the freeway.   A beat  or  two -  again theHeavy traff ic on the freeway.   A beat  or  two -  again the
whi te car .   I t  slows up opposi te the distant  motel .   I twhi te car .   I t  slows up opposi te the distant  motel .   I t
makes a turn and goes back out  of  scene.   A pause and i tmakes a turn and goes back out  of  scene.   A pause and i t
reappears on the old road and slowly makes i ts wayreappears on the old road and slowly makes i ts way
toward the Bates '  Motel .toward the Bates '  Motel .

EXT.  THE BATES '  HOUSE AND MOTEL -  (TWILIGHT)EXT.  THE BATES '  HOUSE AND MOTEL -  (TWILIGHT)

We now see Norman.   He has brought  out  an old rockingWe now see Norman.   He has brought  out  an old rocking
chair  and has placed i t  on the off ice porch and ischair  and has placed i t  on the off ice porch and is
si t t ing hunched in i t .   And he is darning one of  his ownsi t t ing hunched in i t .   And he is darning one of  his own
socks.   CAMERA HOLDS.   Beyond the porch,  and Norman,  wesocks.   CAMERA HOLDS.   Beyond the porch,  and Norman,  we
see the old house and can barely make out ,  in thesee the old house and can barely make out ,  in the
twi l ight  dimness,  the f igure of  his mother  seated at  thetwi l ight  dimness,  the f igure of  his mother  seated at  the
window.   Here,  too,  there is that  qual i ty of  quiet  peacewindow.   Here,  too,  there is that  qual i ty of  quiet  peace
surrounded by a vague foreboding.surrounded by a vague foreboding.

Now Norman looks up at  the SOUND of  the approaching car .Now Norman looks up at  the SOUND of  the approaching car .
And cont inues looking as the car  comes to a stop andAnd cont inues looking as the car  comes to a stop and
Arbogast  gets out .   Arbogast  gives the place a quickArbogast  gets out .   Arbogast  gives the place a quick
once-over ,  gazes at  Norman,  star ts forward.   In hisonce-over ,  gazes at  Norman,  star ts forward.   In his
steps and manner  there is that  bored,  rout ine-loggedsteps and manner  there is that  bored,  rout ine-logged
qual i ty of  a man who has seen too many motels and askedqual i ty of  a man who has seen too many motels and asked
quest ion of  too many hotel  managers over  too short  aquest ion of  too many hotel  managers over  too short  a
period of  t ime.period of  t ime.

Norman r ises as Arbogast  comes forward.Norman r ises as Arbogast  comes forward.

NORMANNORMAN
(shoving sock in his(shoving sock in his
pocket)pocket)

I  always forget  to put  the sign on,I  always forget  to put  the sign on,
but  we do have vacancy.but  we do have vacancy.

(Cheerful ly)(Cheerful ly)
Twelve in fact .   Twelve cabins,Twelve in fact .   Twelve cabins,
twelve vacancies.twelve vacancies.
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ARBOGASTARBOGAST
(pleasant ly)(pleasant ly)

In the past  two days I ' ve been toIn the past  two days I ' ve been to
so many motels,  my eyes are blearyso many motels,  my eyes are bleary
wi th neon.   This is the f irst  onewi th neon.   This is the f irst  one
that  looked l ike i t  was hiding fromthat  looked l ike i t  was hiding from
the world at  large.the world at  large.

NORMANNORMAN
I  don ' t  real ly forget  the sign,  i tI  don ' t  real ly forget  the sign,  i t
just  doesn ' t  seem . . .  any use.just  doesn ' t  seem . . .  any use.

(Points)(Points)
This used to be the main highway.This used to be the main highway.

(Star ts for  off ice)(Star ts for  off ice)
Want  to register ,  please?Want  to register ,  please?

ARBOGASTARBOGAST
Si t  down.   I  don ' t  want  to t roubleSi t  down.   I  don ' t  want  to t rouble
you,  just  want  to ask . . .you,  just  want  to ask . . .

NORMANNORMAN
No trouble.   Today ' s l inen day.   INo trouble.   Today ' s l inen day.   I
change al l  the beds once a week,change al l  the beds once a week,
whether  they ' ve been used or  notwhether  they ' ve been used or  not
. . .  dampness.   I  hate the smel l  of. . .  dampness.   I  hate the smel l  of
dampness.dampness.

(Opening off ice door)(Opening off ice door)
I t ' s suck a dank smel l .I t ' s suck a dank smel l .

Norman is holding the door  open,  so Arbogast  walks in.Norman is holding the door  open,  so Arbogast  walks in.
Norman fol lows.Norman fol lows.

INT.  MOTEL OFFICE -  (TWILIGHT)INT.  MOTEL OFFICE -  (TWILIGHT)

Norman swi tches on the overhead l ight ,  star ts for  theNorman swi tches on the overhead l ight ,  star ts for  the
l inen closet ,  suddenly pauses,  turns,  studies Arbogast ,l inen closet ,  suddenly pauses,  turns,  studies Arbogast ,
who has remained standing by the door .who has remained standing by the door .

NORMANNORMAN
You out  to buy a motel?You out  to buy a motel?

ARBOGASTARBOGAST
No.No.

NORMANNORMAN
Oh.   I  thought  . . .  you said you ' dOh.   I  thought  . . .  you said you ' d
been to so many in two days . . .been to so many in two days . . .
What  was i t  you wanted to ask?What  was i t  you wanted to ask?
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ARBOGASTARBOGAST
I 'm looking for  a missing person.I 'm looking for  a missing person.

( takes out  and opens(takes out  and opens
wal let  and extends i twal let  and extends i t
as he speaks)as he speaks)

My name ' s Arbogast ,  pr ivateMy name ' s Arbogast ,  pr ivate
invest igator . . .invest igator . . .

( takes back wal let( takes back wal let
when Norman doesn ' twhen Norman doesn ' t
look at  i t )look at  i t )

Trying to t race a young gir l  who ' sTrying to t race a young gir l  who ' s
been missing almost  a week.   Frombeen missing almost  a week.   From
Phoenix.Phoenix.

(A look at  Norman ' s(A look at  Norman ' s
fr ightened expression)fr ightened expression)

I t ' s a pr ivate mat ter  . . .  fami lyI t ' s a pr ivate mat ter  . . .  fami ly
wants to forgive her . . .wants to forgive her . . .

(smi les)(smi les)
She isn ' t  in t rouble.She isn ' t  in t rouble.

NORMANNORMAN
(forcing a smi le)(forcing a smi le)

I  didn ' t  think the pol ice wentI  didn ' t  think the pol ice went
searching for  people who weren ' t  insearching for  people who weren ' t  in
trouble.t rouble.

ARBOGASTARBOGAST
I 'm not  the pol ice.I 'm not  the pol ice.

NORMANNORMAN
Oh.Oh.

He wai ts a moment ,  then opens closet ,  star ts count ingHe wai ts a moment ,  then opens closet ,  star ts count ing
out  sheets and pi l low cases,  keeps his back to Arbogast .out  sheets and pi l low cases,  keeps his back to Arbogast .
Arbogast  takes a photograph out  of  his pocket ,  talks asArbogast  takes a photograph out  of  his pocket ,  talks as
he crosses to Norman.he crosses to Norman.

ARBOGASTARBOGAST
We have reason to bel ieve she cameWe have reason to bel ieve she came
this way . . .  might  have stopped inthis way . . .  might  have stopped in
this area . . .this area . . .

(extends photograph,(extends photograph,
which Norman doesn ' twhich Norman doesn ' t
glance at)glance at)

Did she stop here?Did she stop here?

NORMANNORMAN
No.   No one has stopped here inNo.   No one has stopped here in
weeks . . .weeks . . .

ARBOGASTARBOGAST
Mind looking at  the picture beforeMind looking at  the picture before
commi t t ing yourself?commi t t ing yourself?
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NORMANNORMAN
Commi t t ing myself  to what?  YouCommi t t ing myself  to what?  You
sure talk l ike a Pol iceman.sure talk l ike a Pol iceman.

ARBOGASTARBOGAST
Look at  the picture.   Please.Look at  the picture.   Please.

Norman glances,  br ief ly,  turns away,  l i f ts sheets andNorman glances,  br ief ly,  turns away,  l i f ts sheets and
pi l low cases off  the shelf  holds them close,  almostpi l low cases off  the shelf  holds them close,  almost
protect ively.protect ively.

NORMANNORMAN
No.   At  least  I  don ' t  recal l .No.   At  least  I  don ' t  recal l .

ARBOGASTARBOGAST
She might  have used an al ias.   MaryShe might  have used an al ias.   Mary
Crane ' s the real  name,  but  sheCrane ' s the real  name,  but  she
might ' ve registered. . . .might ' ve registered. . . .

NORMANNORMAN
( interrupt ing)( interrupt ing)

I  don ' t  even bother  wi th guestsI  don ' t  even bother  wi th guests
register ing any more . . .  I  mean,register ing any more . . .  I  mean,
l i t t le by l i t t le,  you drop thel i t t le by l i t t le,  you drop the
formal i t ies.formal i t ies.

(more relaxed,  because(more relaxed,  because
Arbogast  is l isteningArbogast  is l istening
wi th a pleasant  smi le)wi th a pleasant  smi le)

I  shouldn ' t  even bother  to changeI  shouldn ' t  even bother  to change
the l inen.   I  guess habi ts diethe l inen.   I  guess habi ts die
hard.   Which reminds me . . .hard.   Which reminds me . . .

He goes to the wal l ,  f l ips a l ight  swi tch.He goes to the wal l ,  f l ips a l ight  swi tch.

NORMANNORMAN
The vacancy sign.   Just  in case.The vacancy sign.   Just  in case.
We had a couple the other  night ,We had a couple the other  night ,
said i f  the sign hasn ' t  been onsaid i f  the sign hasn ' t  been on
they ' d have thought  this was an oldthey ' d have thought  this was an old
deserted mining town or  something.deserted mining town or  something.

ARBOGASTARBOGAST
Now there ' s a couple even remarkingNow there ' s a couple even remarking
about  your  sign,  and see how easi lyabout  your  sign,  and see how easi ly
you forgot  them?you forgot  them?

NORMANNORMAN
What?What?

ARBOGASTARBOGAST
You thought  no one has stopped hereYou thought  no one has stopped here
in weeks.   Now,  t ry to remember  i fin weeks.   Now,  t ry to remember  i f
this gir l . . .this gir l . . .

(more)(more)
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ARBOGAST (cont ' d)ARBOGAST (cont ' d)
(A pause,  a study)(A pause,  a study)

Maybe she even signed the registerMaybe she even signed the register
. . .  because habi ts die hard.   Let ' s. . .  because habi ts die hard.   Let ' s
check i t ,  huh?check i t ,  huh?

Norman says nothing.   Arbogast  goes to the desk,  pul lsNorman says nothing.   Arbogast  goes to the desk,  pul ls
the registry book around,  f l ips back a page or  two.the registry book around,  f l ips back a page or  two.
Norman simply stares at  the man.   Arbogast  hums faint ly,Norman simply stares at  the man.   Arbogast  hums faint ly,
pleasant ly,  as he examines the pages.   Then:pleasant ly,  as he examines the pages.   Then:

ARBOGASTARBOGAST
Yes sir!   Marie Samuels.Yes sir!   Marie Samuels.
Interest ing al ias.Interest ing al ias.

He takes a sl ip of  paper  out  of  his pocket ,  lays i tHe takes a sl ip of  paper  out  of  his pocket ,  lays i t
beside the signature in the registry book,  al l  the whi lebeside the signature in the registry book,  al l  the whi le
nodding and smi l ing nicely,  as i f  this discovery wi l lnodding and smi l ing nicely,  as i f  this discovery wi l l
make Norman as happy as i t  is making him.make Norman as happy as i t  is making him.

ARBOGASTARBOGAST
Don ' t  know where she got  "Marie,"Don ' t  know where she got  "Marie,"
but  "Samuels" f igures.   Her  boybut  "Samuels" f igures.   Her  boy
fr iend ' s name is Sam.fr iend ' s name is Sam.

(Turns to Norman,  the(Turns to Norman,  the
smi le gone)smi le gone)

Was she in disguise?  Or  do youWas she in disguise?  Or  do you
want  to check the picture again?want  to check the picture again?

NORMANNORMAN
I  didn ' t  l ie to you.   I  just  haveI  didn ' t  l ie to you.   I  just  have
trouble keeping t rack of  . . .  t ime.trouble keeping t rack of  . . .  t ime.

Arbogast  has reached him,  the picture extended.   NormanArbogast  has reached him,  the picture extended.   Norman
looks dut iful ly at  i t .looks dut iful ly at  i t .

NORMANNORMAN
I t  was raining and her  hair  didn ' tI t  was raining and her  hair  didn ' t
look l ike that  . . .  damped out ,  Ilook l ike that  . . .  damped out ,  I
guess.guess.

ARBOGASTARBOGAST
Tel l  me al l  about  her .Tel l  me al l  about  her .

NORMANNORMAN
She arr ived kind of  late,  wet  andShe arr ived kind of  late,  wet  and
hungry and she was very t i red andhungry and she was very t i red and
went  r ight  to bed and lef t  ear ly.went  r ight  to bed and lef t  ear ly.

ARBOGASTARBOGAST
How ear ly?How ear ly?

NORMANNORMAN
Very early.   Dawn.Very early.   Dawn.
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ARBOGASTARBOGAST
Of  which morning?Of  which morning?

NORMANNORMAN
The fol lowing morning.   Sunday.The fol lowing morning.   Sunday.

ARBOGASTARBOGAST
No one met  her?No one met  her?

NORMANNORMAN
No.No.

ARBOGASTARBOGAST
Or  arr ived wi th her .Or  arr ived wi th her .

NORMANNORMAN
No.No.

ARBOGASTARBOGAST
She didn ' t  cal l  anyone?  EvenShe didn ' t  cal l  anyone?  Even
local ly?local ly?

NORMANNORMAN
No.No.

ARBOGASTARBOGAST
You didn ' t  spend the whole nightYou didn ' t  spend the whole night
wi th her  did you?wi th her  did you?

NORMANNORMAN
No!   Of  al l . . .No!   Of  al l . . .

ARBOGASTARBOGAST
How do you know she didn ' t  make aHow do you know she didn ' t  make a
cal l?cal l?

NORMANNORMAN
She was t i red.   She said she had aShe was t i red.   She said she had a
long dr ive ahead of  her ,  in thelong dr ive ahead of  her ,  in the
morning . . .  Yes,  now I 'mmorning . . .  Yes,  now I 'm
remembering very clearly becauseremembering very clearly because
I 'm pictur ing.   When you make aI 'm pictur ing.   When you make a
picture of  the moment  in your  mind,picture of  the moment  in your  mind,
you can remember  every detai l .   Sheyou can remember  every detai l .   She
was si t t ing back there,  no she waswas si t t ing back there,  no she was
standing up,  wi th some sandwichstanding up,  wi th some sandwich
st i l l  in her  hand,  and she said shest i l l  in her  hand,  and she said she
had to dr ive a long way.had to dr ive a long way.

ARBOGASTARBOGAST
Back where?Back where?

NORMANNORMAN
What  do you mean?What  do you mean?
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ARBOGASTARBOGAST
You said she was si t t ing "backYou said she was si t t ing "back
there," or  standing rather . . . .there," or  standing rather . . . .

NORMANNORMAN
Oh.   My pr ivate parlor .   She had anOh.   My pr ivate parlor .   She had an
awful  hunger  . . .  so I  made her  someawful  hunger  . . .  so I  made her  some
supper .   And then she went  to bedsupper .   And then she went  to bed
and lef t  in the morning.   I  didn ' tand lef t  in the morning.   I  didn ' t
even see her  leave.even see her  leave.

ARBOGASTARBOGAST
How did she pay you?How did she pay you?

NORMANNORMAN
What?What?

ARBOGASTARBOGAST
Cash or  check?  For  the cabin. . .Cash or  check?  For  the cabin. . .

NORMANNORMAN
Cash.Cash.

ARBOGASTARBOGAST
And when she lef t ,  she never  cameAnd when she lef t ,  she never  came
back.back.

NORMANNORMAN
Why should she?  I 'm sorry,  I  haveWhy should she?  I 'm sorry,  I  have
work to do,  Mr .  . . .  i f  you don ' twork to do,  Mr .  . . .  i f  you don ' t
mind. . .mind. . .

ARBOGASTARBOGAST
I  do mind.   If  i t  don ' t  jel l ,  i tI  do mind.   If  i t  don ' t  jel l ,  i t
ain ' t  aspic!ain ' t  aspic!

(smi les)(smi les)
This ain ' t  jel l ing.This ain ' t  jel l ing.

NORMANNORMAN
I  don ' t  know what  you expect  me toI  don ' t  know what  you expect  me to
know about  . . .  people come andknow about  . . .  people come and
go . . .go . . .

ARBOGASTARBOGAST
She isn ' t  st i l l  here,  is she?She isn ' t  st i l l  here,  is she?

NORMANNORMAN
Not  at  al l !Not  at  al l !

ARBOGASTARBOGAST
Suppose I  wanted to search theSuppose I  wanted to search the
cabins,  al l  twelve . . .  would I  needcabins,  al l  twelve . . .  would I  need
a warrant?a warrant?
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NORMANNORMAN
(as i f  pleasant ly(as i f  pleasant ly
exasperated)exasperated)

Look,  i f  you won ' t  bel ieve me,  goLook,  i f  you won ' t  bel ieve me,  go
ahead.   You can help me make bedsahead.   You can help me make beds
if  you l ike.i f  you l ike.

( laughs,  shakes his( laughs,  shakes his
head)head)

Come on.Come on.

He star ts out .   Arbogast  pauses,  momentar i ly confused byHe star ts out .   Arbogast  pauses,  momentar i ly confused by
the young man ' s openness.the young man ' s openness.

CUT TO:CUT TO:

EXT.  THE MOTEL PORCH -  (NIGHT)EXT.  THE MOTEL PORCH -  (NIGHT)

Norman walks down the porch,  hesi tates before Cabin One,Norman walks down the porch,  hesi tates before Cabin One,
walks on a bi t  toward Cabin Two,  stops,  turns to see i fwalks on a bi t  toward Cabin Two,  stops,  turns to see i f
Arbogast  is fol lowing.   Arbogast  has come out  onto theArbogast  is fol lowing.   Arbogast  has come out  onto the
porch,  but  is not  fol lowing.   He has walked to theporch,  but  is not  fol lowing.   He has walked to the
opposi te end of  the porch and is standing at  i ts edge,opposi te end of  the porch and is standing at  i ts edge,
looking up at  the old house.   The upstairs window is inlooking up at  the old house.   The upstairs window is in
darkness.   The neon of  the Vacancy and Motel  signsdarkness.   The neon of  the Vacancy and Motel  signs
splash strange l ight  over  the scene.splash strange l ight  over  the scene.

NORMANNORMAN
Change your  mind?Change your  mind?

Arbogast  does not  reply.   Norman becomes apprehensive,Arbogast  does not  reply.   Norman becomes apprehensive,
star ts to Arbogast ,  forcing himself  to remain calm andstar ts to Arbogast ,  forcing himself  to remain calm and
cheerful .cheerful .

NORMANNORMAN
I  guess I ' ve got  one of  those facesI  guess I ' ve got  one of  those faces
you can ' t  help bel ieving.you can ' t  help bel ieving.

ARBOGASTARBOGAST
( to Norman,  but( to Norman,  but
cont inuing to starecont inuing to stare
at  the house)at  the house)

Anyone at  home?Anyone at  home?

NORMANNORMAN
I  l ive there.   Alone.I  l ive there.   Alone.

ARBOGASTARBOGAST
Someone is si t t ing in that  window.Someone is si t t ing in that  window.

NORMANNORMAN
My mother .My mother .

Arbogast  turns,  gazes seriously at  him.Arbogast  turns,  gazes seriously at  him.
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NORMANNORMAN
She ' s . . .  i l l .   Confined to herShe ' s . . .  i l l .   Confined to her
room.   I t ' s pract ical ly l ivingroom.   I t ' s pract ical ly l iving
alone.alone.

ARBOGASTARBOGAST
(af ter  a pause)(after  a pause)

If  this gir l  Mary Crane were here,If  this gir l  Mary Crane were here,
you ' d have no reason to hide heryou ' d have no reason to hide her
would you?would you?

NORMANNORMAN
Of  course not .Of  course not .

ARBOGASTARBOGAST
If  she paid you wel l?If  she paid you wel l?

NORMANNORMAN
Now,  look . . . !Now,  look . . . !

ARBOGASTARBOGAST
Or  i f  she had you say . . .  gal lant lyOr  i f  she had you say . . .  gal lant ly
protect ing her  . . .  you wouldn ' t  beprotect ing her  . . .  you wouldn ' t  be
fooled . . .  you ' d know she was justfooled . . .  you ' d know she was just
using you.   Wouldn ' t  you?using you.   Wouldn ' t  you?

NORMANNORMAN
I 'm not  a fool!   And I 'm notI 'm not  a fool!   And I 'm not
capable of  being fooled!   Not  evencapable of  being fooled!   Not  even
by women!by women!

ARBOGASTARBOGAST
I  didn ' t  mean that  as a slur  onI  didn ' t  mean that  as a slur  on
your  manhood.   I 'm sorry.your  manhood.   I 'm sorry.

NORMANNORMAN
(disturbed now)(disturbed now)

That ' s al l  r ight .   maybe she couldThat ' s al l  r ight .   maybe she could
have fooled me.   But  . . .have fooled me.   But  . . .

(a rueful  smi le)(a rueful  smi le)
She didn ' t  fool  my mother .She didn ' t  fool  my mother .

ARBOGASTARBOGAST
Your  mother  met  her?Your  mother  met  her?

(quickly)(quickly)
Can I  talk to your  mother?Can I  talk to your  mother?

NORMANNORMAN
No.   I  told you,  she ' s confined. . .No.   I  told you,  she ' s confined. . .

ARBOGASTARBOGAST
Just  for  a moment .   She might  haveJust  for  a moment .   She might  have
picked up a hint  you ' d miss.picked up a hint  you ' d miss.

(more)(more)
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ARBOGAST (cont ' d)ARBOGAST (cont ' d)
Sick old women are sharp.   Come on,Sick old women are sharp.   Come on,
I  won ' t  disturb. . .I  won ' t  disturb. . .

NORMANNORMAN
No!   Just  no!   I  have one of  thoseNo!   Just  no!   I  have one of  those
breaking points l ike any other  man,breaking points l ike any other  man,
bel ieve i t  or  not ,  and I 'm near  i t .bel ieve i t  or  not ,  and I 'm near  i t .
There ' s just  so much pushing I  canThere ' s just  so much pushing I  can
take and I  think . . .take and I  think . . .

ARBOGASTARBOGAST
Al l  r ight!Al l  r ight!

(star ts away,  toward(star ts away,  toward
his car ,  pauses)his car ,  pauses)

Might  save me a lot  of  leg-work i fMight  save me a lot  of  leg-work i f
I  could just  talk to your  mother .I  could just  talk to your  mother .
But  I ' d need a warrant  for  that ,But  I ' d need a warrant  for  that ,
won ' t  I?won ' t  I?

Norman does not  respond.   Arbogast  gets in his car ,Norman does not  respond.   Arbogast  gets in his car ,
star ts the motor .   Norman looks up,  studies the man ' sstar ts the motor .   Norman looks up,  studies the man ' s
face,  his own face showing apprehension.   Arbogast  backsface,  his own face showing apprehension.   Arbogast  backs
the car  around very slowly,  his gaze divided between thethe car  around very slowly,  his gaze divided between the
old house and the l ighted window of  Cabin Two.   As heold house and the l ighted window of  Cabin Two.   As he
turns the car  out ,  his headl ights l ight  up the porch.turns the car  out ,  his headl ights l ight  up the porch.
Norman stands,  watching him dr ive away.Norman stands,  watching him dr ive away.

EXT.  PHONE BOOTH -  (NIGHT)EXT.  PHONE BOOTH -  (NIGHT)

The car  pul ls up and Arbogast  gets out  of  car ,  leavingThe car  pul ls up and Arbogast  gets out  of  car ,  leaving
motor  running.   As he star ts to walk across the highway,motor  running.   As he star ts to walk across the highway,
CAMERA PULLS AWAY and weCAMERA PULLS AWAY and we

CUT TO:CUT TO:

EXT.  HIGHWAY WITH TELEPHONE BOOTH -  (NIGHT)EXT.  HIGHWAY WITH TELEPHONE BOOTH -  (NIGHT)

Arbogast  gets to the phone booth,  enters.   CAMERA STARTSArbogast  gets to the phone booth,  enters.   CAMERA STARTS
FORWARD,  and we see Arbogast  remove a smal l  notebookFORWARD,  and we see Arbogast  remove a smal l  notebook
from his pocket ,  check on a number ,  drop a dime in thefrom his pocket ,  check on a number ,  drop a dime in the
slot  and dial  this number .   As we reach phone booth,slot  and dial  this number .   As we reach phone booth,

CUT TO:CUT TO:



PSYCHO Revised December 1, 1959 79.  PSYCHO Revised December 1, 1959 79.  

ARBOGASTARBOGAST
( into phone)( into phone)

Miss Crane,  please.Miss Crane,  please.
( l istens)( l istens)

She leave a number?She leave a number?
(l istens)( l istens)

Thanks.Thanks.
(hangs up,  dials(hangs up,  dials
again,  wai ts)again,  wai ts)

Li la there,  Mr .  Loomis?  Arbogast .Li la there,  Mr .  Loomis?  Arbogast .
(wai ts)(wai ts)

Li la?  Look,  this isn ' t  much,  butLi la?  Look,  this isn ' t  much,  but
i t  might  make you feel  a l i t t lei t  might  make you feel  a l i t t le
bet ter .   Mary was up here.   Spentbet ter .   Mary was up here.   Spent
last  Saturday night  at  Bates 'last  Saturday night  at  Bates '
Motel ,  out  here on the old highway.Motel ,  out  here on the old highway.

( l istens)( l istens)
Young fel low runs i t ,  said MaryYoung fel low runs i t ,  said Mary
spent  the night ,  lef t ,  per iod!spent  the night ,  lef t ,  per iod!

( l istens)( l istens)
I  did quest ion him,  bel ieve me.   II  did quest ion him,  bel ieve me.   I
think I  got  al l  there was to get .think I  got  al l  there was to get .
Just  have to t ry to pick up theJust  have to t ry to pick up the
scent  from here.scent  from here.

( l istens)( l istens)
Wel l  . . .  maybe that ' s because IWel l  . . .  maybe that ' s because I
don ' t  feel  ent irely sat isf ied.don ' t  feel  ent irely sat isf ied.
He ' s got  a sick old mother ,He ' s got  a sick old mother ,
confined type,  and I  think she sawconfined type,  and I  think she saw
Mary and talked to her .   Shame,  tooMary and talked to her .   Shame,  too
. . .  confined old women love to talk. . .  confined old women love to talk
to strangers.to strangers.

( l istens)( l istens)
I  was,  but  I  think I ' l l  go back toI  was,  but  I  think I ' l l  go back to
the motel ,  f i rst .the motel ,  f i rst .

( l istens)( l istens)
No,  you stay put ,  Li la.   Wi thNo,  you stay put ,  Li la.   Wi th
Loomis.   I  should be back in anLoomis.   I  should be back in an
hour .hour .

( l istens)( l istens)
Al l  r ight .   And Li la . . .  You ' l l  beAl l  r ight .   And Li la . . .  You ' l l  be
happy to know what  I  think.   Ihappy to know what  I  think.   I
think our  fr iend Sam Loomis didn ' tthink our  fr iend Sam Loomis didn ' t
even know Mary was here.even know Mary was here.

(smi les)(smi les)
See you in an hour .   Or  less.See you in an hour .   Or  less.

He hangs up,  gets out  of  the phone booth.He hangs up,  gets out  of  the phone booth.

DISSOLVE TO:DISSOLVE TO:
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EXT.  BATES '  MOTEL -  (NIGHT)EXT.  BATES '  MOTEL -  (NIGHT)

A distant  view of  the House and Motel .   There is a l ightA distant  view of  the House and Motel .   There is a l ight
on in the house.   There is also a l ight  on in Norman ' son in the house.   There is also a l ight  on in Norman ' s
off ice.   We see Norman emerge from his off ice and moveoff ice.   We see Norman emerge from his off ice and move
along the porch toward the distant  cabins.   He carr iesalong the porch toward the distant  cabins.   He carr ies
sheets on his arm.   He goes into the last  cabin andsheets on his arm.   He goes into the last  cabin and
swi tches the l ight  on.   Into the foreground the hood ofswi tches the l ight  on.   Into the foreground the hood of
the whi te Ford enters the scene and stops.   Arbogastthe whi te Ford enters the scene and stops.   Arbogast
gets out .   He goes over  to the Motel  off ice.gets out .   He goes over  to the Motel  off ice.

EXT.  MOTEL OFFICE -  (NIGHT)EXT.  MOTEL OFFICE -  (NIGHT)

Arbogast  goes in.Arbogast  goes in.

INT.  OFFICE -  (NIGHT)INT.  OFFICE -  (NIGHT)

Arbogast  looks around the empty off ice and cal ls.Arbogast  looks around the empty off ice and cal ls.

ARBOGASTARBOGAST
Bates!Bates!

He goes over  to the door  to the parlor  and enters.   HeHe goes over  to the door  to the parlor  and enters.   He
looks around the bird-r idden room.   He stops short  as helooks around the bird-r idden room.   He stops short  as he
sees:sees:

C.U.  -  THE OLD SAFE IN THE CORNERC.U.  -  THE OLD SAFE IN THE CORNER

C.U.  -  ARBOGASTC.U.  -  ARBOGAST

goes over  to i t .   He f inds i t  unlocked.   Wi th a quick,goes over  to i t .   He f inds i t  unlocked.   Wi th a quick,
caut ious look around he opens i t .caut ious look around he opens i t .

C.U.  -  THE EMPTY SAFEC.U.  -  THE EMPTY SAFE

C.U.  -  ARBOGASTC.U.  -  ARBOGAST

straightens up and goes out .straightens up and goes out .

EXT.  MOTEL OFFICE -  (NIGHT)EXT.  MOTEL OFFICE -  (NIGHT)

Arbogast  comes out  and looks off .   He sees:Arbogast  comes out  and looks off .   He sees:

THE LAST LIT CABINTHE LAST LIT CABIN

The door  ajar .The door  ajar .

C.U.  -  ARBOGAST -  (NIGHT)C.U.  -  ARBOGAST -  (NIGHT)

would go along but  he stops wi th a new thought .   Hewould go along but  he stops wi th a new thought .   He
turns around and looks off .turns around and looks off .
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L.S.  -  THE OLD HOUSE FROM HIS VIEWPOINT -  (NIGHT)L.S.  -  THE OLD HOUSE FROM HIS VIEWPOINT -  (NIGHT)

C.U.  -  ARBOGASTC.U.  -  ARBOGAST

comes to a decision.   He goes off .comes to a decision.   He goes off .

L.S.  ARBOGASTL.S.  ARBOGAST

dashes up the stone steps to the House.dashes up the stone steps to the House.

MEDIUM SHOTMEDIUM SHOT

CAMERA HOLDS as Arbogast  goes up onto the porch.   TheCAMERA HOLDS as Arbogast  goes up onto the porch.   The
house is dark wi thin except ,  as wee can now see,  for  ahouse is dark wi thin except ,  as wee can now see,  for  a
faint  spi l l  of  l ight  in the foyer ,  l ight  which comesfaint  spi l l  of  l ight  in the foyer ,  l ight  which comes
from the upstairs hal l .   Arbogast  goes to the l ivingfrom the upstairs hal l .   Arbogast  goes to the l iving
room window,  looks in,  sees only darkness.   Then he goesroom window,  looks in,  sees only darkness.   Then he goes
to the door ,  l istens for  along moment ,  hears nothing.to the door ,  l istens for  along moment ,  hears nothing.
Very slowly,  almost  painful ly,  he turns the knob of  theVery slowly,  almost  painful ly,  he turns the knob of  the
door  and pushes gent ly wi th his arm and shoulder .   Thedoor  and pushes gent ly wi th his arm and shoulder .   The
door  begins to open.   He al lows i t  to open just  enoughdoor  begins to open.   He al lows i t  to open just  enough
for  him to sl ip through and into the foyer .for  him to sl ip through and into the foyer .

CUT TO:CUT TO:

INT.  FOYER OF BATES '  HOUSE -  (NIGHT)INT.  FOYER OF BATES '  HOUSE -  (NIGHT)

Arbogast  gradual ly eases the door  closed,  stands againstArbogast  gradual ly eases the door  closed,  stands against
i t ,  wai t ing.   He looks up in the direct ion of  the l ight ,i t ,  wai t ing.   He looks up in the direct ion of  the l ight ,
sees no one.   The door  at  the head of  the stairs issees no one.   The door  at  the head of  the stairs is
closed.   Arbogast  l istens,  holds his breath,  hears whatclosed.   Arbogast  l istens,  holds his breath,  hears what
could be human sounds coming from upstairs but  real izescould be human sounds coming from upstairs but  real izes
these could also be the sounds of  an old house af terthese could also be the sounds of  an old house af ter
sunset .   Af ter  a careful  wai t ,  he crosses to the stairs,sunset .   Af ter  a careful  wai t ,  he crosses to the stairs,
star ts up,  slowly,  guardedly,  placing a foot  squarely onstar ts up,  slowly,  guardedly,  placing a foot  squarely on
each step to test  i t  for  squeaks or  groans beforeeach step to test  i t  for  squeaks or  groans before
placing his ful l  weight  on i t .   CAMERA FOLLOWS,placing his ful l  weight  on i t .   CAMERA FOLLOWS,
remaining on f loor  level  but  TRAVELLING ALONG theremaining on f loor  level  but  TRAVELLING ALONG the
stairway as Arbogast  makes his way up.stairway as Arbogast  makes his way up.

CUT TO:CUT TO:

INT.  STAIRWAY AND UPSTAIRS LANDING -  EXTREMELY HIGH ANGLEINT.  STAIRWAY AND UPSTAIRS LANDING -  EXTREMELY HIGH ANGLE

We see Arbogast  coming up the stairs.   And now we see,We see Arbogast  coming up the stairs.   And now we see,
too,  the door  of  the mother ' s room,  opening,  careful lytoo,  the door  of  the mother ' s room,  opening,  careful ly
and slowly.and slowly.

As Arbogast  reaches the landing,  the door  opens and theAs Arbogast  reaches the landing,  the door  opens and the
mother  steps out ,  her  hand raises high,  the blade of  anmother  steps out ,  her  hand raises high,  the blade of  an
enormous knife f lashing.enormous knife f lashing.
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C.U.  -  A BIG HEAD OF AN ASTONISHED ARBOGASTC.U.  -  A BIG HEAD OF AN ASTONISHED ARBOGAST

The knife slashes across his cheek and neck.   BloodThe knife slashes across his cheek and neck.   Blood
spurts.   The sudden at tack throws him off  balance.   Hespurts.   The sudden at tack throws him off  balance.   He
stumbles back and staggers down the whole of  thestumbles back and staggers down the whole of  the
staircase.   He frant ical ly gropes for  the balustrade asstaircase.   He frant ical ly gropes for  the balustrade as
he goes backwards down the stairs.   The CAMERA FOLLOWShe goes backwards down the stairs.   The CAMERA FOLLOWS
him al l  the way.   A wicked knife keeps thrust ing i tselfhim al l  the way.   A wicked knife keeps thrust ing i tself
into the foreground.   As he col lapses at  the bot tom,  theinto the foreground.   As he col lapses at  the bot tom,  the
black head and shoulders of  Mrs.  Bates plunges into theblack head and shoulders of  Mrs.  Bates plunges into the
foreground as the CAMERA MOVES IN to contain the raisingforeground as the CAMERA MOVES IN to contain the raising
and descending murder  weapon.and descending murder  weapon.

FADE OUT.FADE OUT.

FADE IN:FADE IN:

INT.  BACK ROOM OF HARDWARE STORE -  (NIGHT)INT.  BACK ROOM OF HARDWARE STORE -  (NIGHT)

Li la is si t t ing close by the phone,  and looks as i f  sheLi la is si t t ing close by the phone,  and looks as i f  she
hasn ' t  moved from i t  in the last  hour .   Sam is pacing,hasn ' t  moved from i t  in the last  hour .   Sam is pacing,
occasional ly stopping at  the window,  glancing out ,occasional ly stopping at  the window,  glancing out ,
pacing again.   The ash tray close to Li la is f i l led.pacing again.   The ash tray close to Li la is f i l led.
There is a thick atmosphere of  smoke,  tension andThere is a thick atmosphere of  smoke,  tension and
weariness in the smal l ,  otherwise cozy room.weariness in the smal l ,  otherwise cozy room.

SAMSAM
(at  window,  quiet ly)(at  window,  quiet ly)

Somet imes Saturday night  has aSomet imes Saturday night  has a
lonely sound.   Ever  not ice,  Li la?lonely sound.   Ever  not ice,  Li la?

LILALILA
(unable to keep up(unable to keep up
smal l  talk)smal l  talk)

Sam.   He said an hour .   Or  less.Sam.   He said an hour .   Or  less.

SAMSAM
I t ' s been three.I t ' s been three.

LILALILA
Are we just  going to go on si t t ingAre we just  going to go on si t t ing
here?here?

SAMSAM
(suddenly cheerful)(suddenly cheerful)

He ' l l  be back.   Let ' s si t  st i l l  andHe ' l l  be back.   Let ' s si t  st i l l  and
hang on,  okay?hang on,  okay?

LILALILA
You have an awful ly nice habi t ,  Sam.You have an awful ly nice habi t ,  Sam.

SAMSAM
Hundreds!   Which one is your  pet?Hundreds!   Which one is your  pet?
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LILALILA
Whenever  I  star t  contemplat ing theWhenever  I  star t  contemplat ing the
panic but ton,  your  back straightenspanic but ton,  your  back straightens
up and your  eyes get  that  God-Looks-up and your  eyes get  that  God-Looks-
out-for-everybody look and . . .  Iout-for-everybody look and . . .  I
feel  bet ter .feel  bet ter .

SAMSAM
I  feel  bet ter  when you feel  bet ter .I  feel  bet ter  when you feel  bet ter .

LILALILA
(a pause -  then she(a pause -  then she
rises)r ises)

Where ' s the old highway?Where ' s the old highway?

SAMSAM
You want  to run out  there,  bust  inYou want  to run out  there,  bust  in
on Arbogast  and the sick old lady,on Arbogast  and the sick old lady,
shake her  up and maybe spoi lshake her  up and maybe spoi l
everything Arbogast ' s been bui ldingeverything Arbogast ' s been bui lding
for  the last  three hours.for  the last  three hours.

LILALILA
Yes.Yes.

SAMSAM
That  wouldn ' t  be a wise thing to do.That  wouldn ' t  be a wise thing to do.

LILALILA
Pat ience doesn ' t  run in our  fami ly.Pat ience doesn ' t  run in our  fami ly.
Sam,  I 'm going out  there!Sam,  I 'm going out  there!

SAMSAM
Arbogast  said . . .Arbogast  said . . .

LILALILA
An hour!   Or  less!An hour!   Or  less!

Sam stares at  her ,  frowns in concern over  her  very realSam stares at  her ,  frowns in concern over  her  very real
anxiety,  goes to the phone,  dials operator .anxiety,  goes to the phone,  dials operator .

SAMSAM
( into phone)( into phone)

Got  the number  of  the motel  out  onGot  the number  of  the motel  out  on
the old highway?  Bates,  I  think.the old highway?  Bates,  I  think.

(wai ts)(wai ts)

LILALILA
Sam!   Why cal l  when we can go?Sam!   Why cal l  when we can go?

SAMSAM
And maybe pass Arbogast  on the road?And maybe pass Arbogast  on the road?

(into phone)( into phone)
Thanks.Thanks.
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He presses down the receiver ,  releases i t ,  dials Bates 'He presses down the receiver ,  releases i t ,  dials Bates '
Motel .   The faint  other-end r inging tones can be heard,Motel .   The faint  other-end r inging tones can be heard,
repeatedly,  annoyingly.   He wai ts.repeatedly,  annoyingly.   He wai ts.

SAMSAM
( to Li la)( to Li la)

Probably on his way back r ight  now.Probably on his way back r ight  now.

LILALILA
Sam,  I 'm going.Sam,  I 'm going.

SAMSAM
(hangs up and picks up(hangs up and picks up
his jacket)his jacket)

You ' l l  never  f ind i t .You ' l l  never  f ind i t .

He star ts for  the door .   Li la fol lows af ter  him into theHe star ts for  the door .   Li la fol lows af ter  him into the
store.store.

INT.  STOREINT.  STORE

He pauses halfway down,  turns,  puts his hands on herHe pauses halfway down,  turns,  puts his hands on her
arms.arms.

SAMSAM
Stay here.Stay here.

LILALILA
Why can ' t  I  go out  there wi th you?Why can ' t  I  go out  there wi th you?

SAMSAM
( looks at  her)( looks at  her)

I  don ' t  know. . .I  don ' t  know. . .
(he col lects himself)(he col lects himself)

One of  us has to be here in caseOne of  us has to be here in case
Arbogast ' s on the way.Arbogast ' s on the way.

LILALILA
(nervously)(nervously)

Just  wai t  here?Just  wai t  here?

SAMSAM
(a warm smi le)(a warm smi le)

Contemplate your  . . .  panic but ton.Contemplate your  . . .  panic but ton.

He hurr ies down to the street  door  and out .   CAMERAHe hurr ies down to the street  door  and out .   CAMERA
HOLDS on Li la as she stares af ter  Sam.   As she standsHOLDS on Li la as she stares af ter  Sam.   As she stands
alone in the darkened store,  al l  the hardware seems toalone in the darkened store,  al l  the hardware seems to
take on sinister  shapes.take on sinister  shapes.
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C.  U.C.  U.

Among some bathroom f i t t ings a nozzle from a showerAmong some bathroom f i t t ings a nozzle from a shower
fal ls onto the f loor .fal ls onto the f loor .

MEDIUM SHOTMEDIUM SHOT

Li la turns and picks i f  from the f loor  and puts i t  backLi la turns and picks i f  from the f loor  and puts i t  back
in i ts place.   She turns and again looks to the desertedin i ts place.   She turns and again looks to the deserted
street  wi th a touch of  anxiety.   She gives a sl ightstreet  wi th a touch of  anxiety.   She gives a sl ight
unconscious shiver .unconscious shiver .

DISSOLVE TO:DISSOLVE TO:

EXT.  THE SWAMP -  (NIGHT)EXT.  THE SWAMP -  (NIGHT)

Tel l  and lonely st i l l  against  the moonl ight ,  the f igureTel l  and lonely st i l l  against  the moonl ight ,  the f igure
of  Norman,  si lhouet ted.   He doesn ' t  move,  merely standsof  Norman,  si lhouet ted.   He doesn ' t  move,  merely stands
there at  the edge of  the swamp,  star ing down at  the nowthere at  the edge of  the swamp,  star ing down at  the now
calm and quiet  face of  i t .calm and quiet  face of  i t .

CUT TO:CUT TO:

EXT.  THE MOTEL AND HOUSE -  (NIGHT)EXT.  THE MOTEL AND HOUSE -  (NIGHT)

Al l  l ight  are out ,  except  the l ight  in Norman ' s mother ' sAl l  l ight  are out ,  except  the l ight  in Norman ' s mother ' s
room.   And her  f igure can be seen si t t ing in the window,room.   And her  f igure can be seen si t t ing in the window,
relaxed in a high-back chair ,  her  face turned into therelaxed in a high-back chair ,  her  face turned into the
room.   Af ter  a second,  we hear  the SOUND OF A MOTOR,  androom.   Af ter  a second,  we hear  the SOUND OF A MOTOR,  and
then Sam ' s  smal l  pick-up truck swings into the dr iveway.then Sam ' s  smal l  pick-up truck swings into the dr iveway.

Sam stops the motor ,  automat ical ly swi tches offSam stops the motor ,  automat ical ly swi tches off
headl ights,  pauses as he observes the si lence andheadl ights,  pauses as he observes the si lence and
darkness of  the area.   Then he hops out  of  the cab,  goesdarkness of  the area.   Then he hops out  of  the cab,  goes
quickly to the off ice,  knocks on the door .   As he wai tsquickly to the off ice,  knocks on the door .   As he wai ts
for  a response,  he looks down the long porch,  studiesfor  a response,  he looks down the long porch,  studies
the darkened cabins,  knocks again,  louder ,  looks in thethe darkened cabins,  knocks again,  louder ,  looks in the
other  direct ion and sees the house and the f igure at  theother  direct ion and sees the house and the f igure at  the
one l i t  window.   He stares a moment  then cal ls loudly:one l i t  window.   He stares a moment  then cal ls loudly:

SAMSAM
Arbogast?Arbogast?

CUT TO:CUT TO:

EXT.  THE SWAMPEXT.  THE SWAMP

The si lhouet te of  Norman.   He is st i l l .   Over  shot ,  veryThe si lhouet te of  Norman.   He is st i l l .   Over  shot ,  very
dimly,  comes the SOUND OF SAM ' S VOICE,  cal l ing again fordimly,  comes the SOUND OF SAM ' S VOICE,  cal l ing again for
Arbogast .Arbogast .



PSYCHO Revised December 1, 1959 86.  PSYCHO Revised December 1, 1959 86.  

Norman turns slowly unt i l ,  in si lhouet te,  we see hisNorman turns slowly unt i l ,  in si lhouet te,  we see his
profi le,  his chin lowered fur t ively as he looks over  hisprofi le,  his chin lowered fur t ively as he looks over  his
shoulder  in the direct ion of  the house.   There isshoulder  in the direct ion of  the house.   There is
si lence for  a moment ,  and then again the SOUND of  Samsi lence for  a moment ,  and then again the SOUND of  Sam
POUNDING at  the door .POUNDING at  the door .

DISSOLVE TO:DISSOLVE TO:

INT.  HARDWARE STORE -  (NIGHT)INT.  HARDWARE STORE -  (NIGHT)

The store is in darkness,  only the glow from the backThe store is in darkness,  only the glow from the back
room spi l l ing in.room spi l l ing in.

L.  S.L.  S.

Wi th CAMERA placed wi th i ts back to the street  door ,  weWi th CAMERA placed wi th i ts back to the street  door ,  we
can see the distant  t iny f igure of  Li la seated andcan see the distant  t iny f igure of  Li la seated and
wai t ing in the back room beyond.   There is a SOUND of  awai t ing in the back room beyond.   There is a SOUND of  a
car  pul l ing up.   The t iny f igure jumps up and runs al lcar  pul l ing up.   The t iny f igure jumps up and runs al l
the way from the back room down the aisle of  hardwarethe way from the back room down the aisle of  hardware
and comes into a BIG HEAD.   We see Li la ' s desperateand comes into a BIG HEAD.   We see Li la ' s desperate
anxious look.anxious look.

MEDIUM SHOTMEDIUM SHOT

From her  viewpoint  we see Sam al ight ing from his t ruckFrom her  viewpoint  we see Sam al ight ing from his t ruck
and coming toward the door  of  the store.   He enters.   Heand coming toward the door  of  the store.   He enters.   He
and Li la exchange quiet  glances.and Li la exchange quiet  glances.

SAMSAM
He didn ' t  come back here?He didn ' t  come back here?

LILALILA
(worr iedly)(worr iedly)

Sam.Sam.

SAMSAM
No Arbogast .   No Bates.   And onlyNo Arbogast .   No Bates.   And only
the old lady at  home. . .the old lady at  home. . .

(frowning)(frowning)
A sick old lady unable to answerA sick old lady unable to answer
the door  . . .  or  unwi l l ing.the door  . . .  or  unwi l l ing.

LILALILA
Where could he have gone?Where could he have gone?

SAMSAM
Maybe he got  some defini te lead.Maybe he got  some defini te lead.
Maybe he went  r ight  on . . .Maybe he went  r ight  on . . .

LILALILA
Wi thout  cal l ing me?Wi thout  cal l ing me?
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SAMSAM
In a hurry.In a hurry.

LILALILA
Sam,  he cal led me when he hadSam,  he cal led me when he had
nothing defini te,  nothing but  anothing defini te,  nothing but  a
dissat isf ied feel ing.   Don ' t  youdissat isf ied feel ing.   Don ' t  you
think he ' d have cal led i f  he hadthink he ' d have cal led i f  he had
anything. . .anything. . .

SAMSAM
( interrupt ing)( interrupt ing)

Yes.   I  think he would have.Yes.   I  think he would have.

Li la goes quiet .   Sam star ts toward the back room,Li la goes quiet .   Sam star ts toward the back room,
pauses at  the doorway,  turns.   Li la has remained by thepauses at  the doorway,  turns.   Li la has remained by the
door ,  looking out  at  the street .   She feels his pause,door ,  looking out  at  the street .   She feels his pause,
turns,  and for  a moment  they share at  each other  acrossturns,  and for  a moment  they share at  each other  across
the darkened room.the darkened room.

SAMSAM
Let ' s go see Al  Chambers.Let ' s go see Al  Chambers.

LILALILA
Who ' s he?Who ' s he?

SAMSAM
He ' s the Depute Sheriff  around here.He ' s the Depute Sheriff  around here.

As he star ts forward.As he star ts forward.

DISSOLVE TO:DISSOLVE TO:

EXT.  STREET THE SHERIFF LIVES ON -  (NIGHT)EXT.  STREET THE SHERIFF LIVES ON -  (NIGHT)

A dark,  quiet ,  t ree-cei l inged street ,  the smal l  neatA dark,  quiet ,  t ree-cei l inged street ,  the smal l  neat
houses dim in the moonl ight .   Sam ' s  pick-up truck comeshouses dim in the moonl ight .   Sam ' s  pick-up truck comes
down the street ,  pul ls up before the house of  Sheriffdown the street ,  pul ls up before the house of  Sheriff
Chambers.   CAMERA MOVES IN on Sam and Li la as theyChambers.   CAMERA MOVES IN on Sam and Li la as they
remain for  a moment  in the t ruck ' s cab,  star ing quiet lyremain for  a moment  in the t ruck ' s cab,  star ing quiet ly
at  the sleeping house.at  the sleeping house.

SAMSAM
Our  Deputy sleeps.Our  Deputy sleeps.

LILALILA
Wel l?Wel l?

SAMSAM
Nothing.   Just  . . .  al l  the l ightsNothing.   Just  . . .  al l  the l ights
out  . . .  must  be asleep.out  . . .  must  be asleep.
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LILALILA
(a smal l  exasperat ion)(a smal l  exasperat ion)

Does that  mean we can ' t  . . .Does that  mean we can ' t  . . .

SAMSAM
No.   I 'm just  procrast inat ing.No.   I 'm just  procrast inat ing.
People hate when the doorbel l  r ingsPeople hate when the doorbel l  r ings
in the middle of  the night .in the middle of  the night .

(gives up,  star ts out)(gives up,  star ts out)
Come on.Come on.

He gets out  of  cab,  goes around to help Li la.   She isHe gets out  of  cab,  goes around to help Li la.   She is
already out .   CAMERA FOLLOWS them up the smal l  path toalready out .   CAMERA FOLLOWS them up the smal l  path to
the front  door .   Sam presses the bel l  but ton.   Both hethe front  door .   Sam presses the bel l  but ton.   Both he
and Li la are almost  knocked over  by the shocking,and Li la are almost  knocked over  by the shocking,
clanging,  ear-spl i t t ing BLAST OF THE BELL wi thin theclanging,  ear-spl i t t ing BLAST OF THE BELL wi thin the
house,  a r ing which sounds more l ike a f i re alarm thanhouse,  a r ing which sounds more l ike a f i re alarm than
a doorbel l .a doorbel l .

He tr ies to smi le,  fai ls.   Li la doesn ' t  even try.   TheHe tr ies to smi le,  fai ls.   Li la doesn ' t  even try.   The
downstairs hal l  l ight  goes on and a moment  later  thedownstairs hal l  l ight  goes on and a moment  later  the
door  is unhesi tat ingly opened by MRS.  CHAMBERS,  a smal l ,door  is unhesi tat ingly opened by MRS.  CHAMBERS,  a smal l ,
l ively st ick of  a woman wrapped in a thick f lannel  robel ively st ick of  a woman wrapped in a thick f lannel  robe
and a corona of  hospi tal i ty.and a corona of  hospi tal i ty.

MRS.  CHAMBERSMRS.  CHAMBERS
Oh?Oh?

SAMSAM
Sorry,  Mrs.  Chambers.   I  hateSorry,  Mrs.  Chambers.   I  hate
bothering you . . .bothering you . . .

MRS.  CHAMBERSMRS.  CHAMBERS
You didn ' t !You didn ' t !

(a cross look up at(a cross look up at
the bel l)the bel l)

I t ' s t inkerbel l .I t ' s t inkerbel l .
(a quick smi le at  Li la)(a quick smi le at  Li la)

Al  wants to be sure he ' l l  hear  i tAl  wants to be sure he ' l l  hear  i t
i f  anyone r ings i t  in the middle ofif  anyone r ings i t  in the middle of
the night .the night .

( to Sam)( to Sam)
Wel l  come on in,  at  least!Wel l  come on in,  at  least!

As she opens the door  wide,As she opens the door  wide,

CUT TO:CUT TO:

INT.  DOWNSTAIRS HALL OF SHERIFF ' S HOUSE -  (NIGHT)INT.  DOWNSTAIRS HALL OF SHERIFF ' S HOUSE -  (NIGHT)

Fat  roses splat ter  the wal lpaper .   The stairs areFat  roses splat ter  the wal lpaper .   The stairs are
carpeted.   The l ight ing is br ight .carpeted.   The l ight ing is br ight .



PSYCHO Revised December 1, 1959 89.  PSYCHO Revised December 1, 1959 89.  

There is a perfect ly f i t t ing wal l  phone by the parlorThere is a perfect ly f i t t ing wal l  phone by the parlor
arch.   Mrs.  Chambers goes to the stairway,  yel ls up.arch.   Mrs.  Chambers goes to the stairway,  yel ls up.

MRS.  CHAMBERSMRS.  CHAMBERS
Alber t!Alber t!

(a t iny wai t ,  a smi le(a t iny wai t ,  a smi le
as Sam and Li la enter)as Sam and Li la enter)

Al  Chambers!Al  Chambers!

Sam is about  to close the door  behind him.   Mrs.Sam is about  to close the door  behind him.   Mrs.
Chambers mot ions for  him not  to,  scurr ies across theChambers mot ions for  him not  to,  scurr ies across the
hal l ,  leans outside,  presses the doorbel l .   The RINGhal l ,  leans outside,  presses the doorbel l .   The RING
wi thin the house is even more shat ter ing.   She closeswi thin the house is even more shat ter ing.   She closes
the door ,  star ts to the stairway,  pauses as the SOUNDSthe door ,  star ts to the stairway,  pauses as the SOUNDS
of  movement  above COME OVER SHOT.of  movement  above COME OVER SHOT.

MRS.  CHAMBERSMRS.  CHAMBERS
Customers!Customers!

SHERIFF CHAMBERS comes down the stairs,  in a bathrobeSHERIFF CHAMBERS comes down the stairs,  in a bathrobe
which matches his wi fe ' s.   He is a tal l ,  narrow man wi thwhich matches his wi fe ' s.   He is a tal l ,  narrow man wi th
a face or iginal ly dest ined for  Mount  Rushmore.   He nodsa face or iginal ly dest ined for  Mount  Rushmore.   He nods
at  Sam,  looks at  him wi th wide-awake eyes and a no-at  Sam,  looks at  him wi th wide-awake eyes and a no-
nonsense concern.nonsense concern.

SAMSAM
We have a problem.We have a problem.

MRS.  CHAMBERSMRS.  CHAMBERS
(to Li la)( to Li la)

Let ' s go out  back and have someLet ' s go out  back and have some
coca whi le the men are talking.coca whi le the men are talking.

LILALILA
No,  thank you.   I t ' s my problem,No,  thank you.   I t ' s my problem,
too.too.

SAMSAM
I  don ' t  know where to star t  . . .I  don ' t  know where to star t  . . .

(a look at  Li la)(a look at  Li la)
Except  at  the beginning.Except  at  the beginning.

LILALILA
Yes.Yes.

SAMSAM
( to Sheriff)( to Sheriff)

This is Li la Crane,  from Phoenix.This is Li la Crane,  from Phoenix.
She ' s been here for  a few days,She ' s been here for  a few days,
looking for  her  sister .   There ' s alooking for  her  sister .   There ' s a
private detect ive helping . . .  and,pr ivate detect ive helping . . .  and,
wel l ,  we got  a cal l  tonight ,  fromwel l ,  we got  a cal l  tonight ,  from
this detect ive,  saying he ' d t racedthis detect ive,  saying he ' d t raced
Mary . . .Mary . . .
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MRS.  CHAMBERSMRS.  CHAMBERS
Mary is Li la ' s sister?Mary is Li la ' s sister?

SAMSAM
Yes.   He traced her  to that  motel ,Yes.   He traced her  to that  motel ,
out  on the old highway . . .out  on the old highway . . .

MRS.  CHAMBERSMRS.  CHAMBERS
(to the Sheriff)( to the Sheriff)

Bates '  Motel .Bates '  Motel .
( to Li la)( to Li la)

He has a mind l ike a mechanicalHe has a mind l ike a mechanical
brain and the more informat ion youbrain and the more informat ion you
feed i t  . . .  Go on,  Sam.feed i t  . . .  Go on,  Sam.

SAMSAM
He traced her  there and cal led usHe traced her  there and cal led us
to say he was going to quest ionto say he was going to quest ion
Mrs.  Bates . . .Mrs.  Bates . . .

MRS.  CHAMBERSMRS.  CHAMBERS
(a pleasant  shock)(a pleasant  shock)

Norman took a wi fe?Norman took a wi fe?

SAMSAM
No.   An old woman,  his mother .No.   An old woman,  his mother .

( to Sheriff ,  quickly)( to Sheriff ,  quickly)
That  was early this evening.   AndThat  was early this evening.   And
we haven ' t  seen or  heard from himwe haven ' t  seen or  heard from him
since.   I  went  out  to the motel ,since.   I  went  out  to the motel ,
just  got  back.   No one was in thejust  got  back.   No one was in the
off ice,  and . . .off ice,  and . . .

LILALILA
( interrupt ing,( interrupt ing,
anxiously)anxiously)

Wi l l  you help us?  I  thinkWi l l  you help us?  I  think
something ' s wrong out  there!something ' s wrong out  there!

SHERIFFSHERIFF
(af ter  a considerate(after  a considerate
pause)pause)

Now.   Your  sister  is missing howNow.   Your  sister  is missing how
long?long?

LILALILA
She lef t  Phoenix a week agoShe lef t  Phoenix a week ago
yesterday.   And no t race unt i l  . . .yesterday.   And no t race unt i l  . . .

SHERIFFSHERIFF
How ' d you and this detect ive comeHow ' d you and this detect ive come
to t race her  to Fairvale?to t race her  to Fairvale?
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SAMSAM
They thought  she ' d be coming to me.They thought  she ' d be coming to me.

SHERIFFSHERIFF
lef t  Phoenix under  her  own steam?lef t  Phoenix under  her  own steam?

LILALILA
Yes.Yes.

SHERIFFSHERIFF
(a pause)(a pause)

She ain ' t  missing so much as she ' sShe ain ' t  missing so much as she ' s
run away.run away.

SAMSAM
Yes.Yes.

SHERIFFSHERIFF
From what?From what?

LILALILA
(a look at  sam,  then:)(a look at  sam,  then:)

She stole some money.She stole some money.

SHERIFFSHERIFF
A lot?A lot?

LILALILA
Forty thousand dol lars.Forty thousand dol lars.

SHERIFFSHERIFF
And the pol ice haven ' t  been ableAnd the pol ice haven ' t  been able
to . . .to . . .

SAMSAM
( interrupt ing)( interrupt ing)

Everyone concerned thought  . . .  i fEveryone concerned thought  . . .  i f
they could get  her  to give back thethey could get  her  to give back the
money . . .  they could avoidmoney . . .  they could avoid
involving her  wi th the pol ice.involving her  wi th the pol ice.

SHERIFFSHERIFF
Explains the pr ivate detect ive.   HeExplains the pr ivate detect ive.   He
traced her  to the Bates place.traced her  to the Bates place.
What ' d he exact ly say when heWhat ' d he exact ly say when he
cal led you?cal led you?

LILALILA
Mary had been there,  one night ,  andMary had been there,  one night ,  and
had lef t .had lef t .

SHERIFFSHERIFF
Wi th the for ty thousand dol lars?Wi th the for ty thousand dol lars?
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LILALILA
He didn ' t  ment ion the money.He didn ' t  ment ion the money.

(anxiously)(anxiously)
What  he said on the phone isn ' tWhat  he said on the phone isn ' t
important ,  is i t?  He was supposedimportant ,  is i t?  He was supposed
to come back af ter  he spoke to theto come back af ter  he spoke to the
mother ,  and he didn ' t !   That ' s whatmother ,  and he didn ' t !   That ' s what
I  want  you to do something about!I  want  you to do something about!

SHERIFFSHERIFF
Like what?Like what?

LILALILA
Go out  there!   Find somebody,  askGo out  there!   Find somebody,  ask
some quest ions!some quest ions!

(a pause)(a pause)
I 'm sorry i f  I  seem over-anxious toI 'm sorry i f  I  seem over-anxious to
you.   I  keep thinking . . .you.   I  keep thinking . . .
something ' s wrong.   I  have to knowsomething ' s wrong.   I  have to know
what!what!

SHERIFFSHERIFF
I  think something ' s wrong,  too,I  think something ' s wrong,  too,
Miss.   But  not  the same thing.   IMiss.   But  not  the same thing.   I
think your  pr ivate detect ive isthink your  pr ivate detect ive is
what ' s wrong.what ' s wrong.

(As Li la is about  to(As Li la is about  to
object)object)

I  think he got  himself  a hot  leadI  think he got  himself  a hot  lead
as to where your  sister  was goingas to where your  sister  was going
. . .  probably from Norman Bates . . .. . .  probably from Norman Bates . . .
and cal led you to keep you st i l land cal led you to keep you st i l l
whi le he took off  af ter  her  and thewhi le he took off  af ter  her  and the
money.money.

LILALILA
He said he was dissat isf ied . . .  andHe said he was dissat isf ied . . .  and
was going back.was going back.

MRS.  CHAMBERSMRS.  CHAMBERS
(to Sheriff)( to Sheriff)

Why don ' t  you cal l  Norman and letWhy don ' t  you cal l  Norman and let
him say just  what  happened,  i f  hehim say just  what  happened,  i f  he
did give the man a hot  lead and hedid give the man a hot  lead and he
just  scooted off  . . .  i t ' l l  make thejust  scooted off  . . .  i t ' l l  make the
gir l  feel  bet ter ,  Alber t .gir l  feel  bet ter ,  Alber t .

SHERIFFSHERIFF
At  this hour?At  this hour?

SAMSAM
He was out  when I  was there.   IfHe was out  when I  was there.   If
he ' s back he probably isn ' t  even inhe ' s back he probably isn ' t  even in
bed yet .bed yet .
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SHERIFFSHERIFF
He wasn ' t  out  when you were there.He wasn ' t  out  when you were there.
He just  wasn ' t  answering the doorHe just  wasn ' t  answering the door
in the dead of  night  . . .  l ike somein the dead of  night  . . .  l ike some
people do.   This fel low l ives l ikepeople do.   This fel low l ives l ike
a hermi t  . . .a hermi t  . . .

MRS.  CHAMBERSMRS.  CHAMBERS
Recluse.   Kinder  word.Recluse.   Kinder  word.

SHERIFFSHERIFF
( to Sam)( to Sam)

You must  remember  that  bad businessYou must  remember  that  bad business
out  there.   About  ten years ago . . .out  there.   About  ten years ago . . .

SAMSAM
I ' ve only been here f ive.   RightI ' ve only been here f ive.   Right
now i t  feels l ike ten,  but  . . .now i t  feels l ike ten,  but  . . .

LILALILA
Al l  r ight!   Then cal l!   At  least ,Al l  r ight!   Then cal l!   At  least ,
cal l!cal l!

Mrs.  Chambers goes to phone,  dials operator .Mrs.  Chambers goes to phone,  dials operator .

MRS.  CHAMBERSMRS.  CHAMBERS
(into phone)( into phone)

Florr ie,  the Sheriff  wants you toFlorr ie,  the Sheriff  wants you to
connect  him wi th the Bates Motel .connect  him wi th the Bates Motel .

She hands the receiver  to the Sheriff .   He takes i t ,She hands the receiver  to the Sheriff .   He takes i t ,
reluctant ly,  l istens to the dim sound of  RINGING on thereluctant ly,  l istens to the dim sound of  RINGING on the
other  end.   Af ter  a moment :other  end.   Af ter  a moment :

SHERIFFSHERIFF
( into phone)( into phone)

Norman?  Sheriff  Chambers.Norman?  Sheriff  Chambers.
( l istens)( l istens)

Been just  f ine,  thanks.   Listen,  weBeen just  f ine,  thanks.   Listen,  we
got  some worr ies here.   Did yougot  some worr ies here.   Did you
have a man stop out  therehave a man stop out  there
tonight  . . .tonight  . . .

( l istens)( l istens)
Wel l ,  this one wouldn ' t  be aWel l ,  this one wouldn ' t  be a
customer ,  anyway.   A pr ivatecustomer ,  anyway.   A pr ivate
detect ive,  name of  . . .detect ive,  name of  . . .

MRS.  CHAMBERSMRS.  CHAMBERS
Arbogast .Arbogast .
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SHERIFFSHERIFF
( into phone)( into phone)

Arbogast .Arbogast .
( l istens)( l istens)

And af ter  he lef t?And af ter  he lef t?
( l istens)( l istens)

No,  i t ' s okay,  Norman.   How ' s  i tNo,  i t ' s okay,  Norman.   How ' s  i t
been going out  there?been going out  there?

(l istens)( l istens)
Wel l ,  I  think you oughta unloadWel l ,  I  think you oughta unload
that  place and open up closer  in tothat  place and open up closer  in to
the act ion,  a smal ler  place,  youthe act ion,  a smal ler  place,  you
know . . .  but  . . .know . . .  but  . . .

LILALILA
Please!Please!

SHERIFFSHERIFF
( into phone)( into phone)

Sorry I  got  you up,  boy.   Go backSorry I  got  you up,  boy.   Go back
to sleep.   Yeah,  be glad to.to sleep.   Yeah,  be glad to.

(hangs up,  turns to(hangs up,  turns to
Mrs.  Chambers)Mrs.  Chambers)

Said to give you his regards.Said to give you his regards.

SAMSAM
(faint  i rony)(faint  i rony)

Was that  al l?Was that  al l?

SHERIFFSHERIFF
This detect ive was out  there andThis detect ive was out  there and
Norman told him about  the gir l  andNorman told him about  the gir l  and
the detect ive thanked him and wentthe detect ive thanked him and went
away.away.

LILALILA
And he didn ' t  go back?  Didn ' t  seeAnd he didn ' t  go back?  Didn ' t  see
the mother?the mother?

The Sheriff  looks long at  Li la,  shakes his headThe Sheriff  looks long at  Li la,  shakes his head
sympathet ical ly.sympathet ical ly.

SHERIFFSHERIFF
You should ' ve cal led in the pol iceYou should ' ve cal led in the pol ice
the second you found your  sisterthe second you found your  sister
has skipped.   You go star t inghas skipped.   You go star t ing
private invest igat ions,  usingprivate invest igat ions,  using
people you don ' t  even know . . .people you don ' t  even know . . .

LILALILA
What  difference does that  . . .What  difference does that  . . .
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SHERIFFSHERIFF
Your  Detect ive told you aYour  Detect ive told you a
nakedfaced l ie.nakedfaced l ie.

MRS.  CHAMBERSMRS.  CHAMBERS
Barefaced.Barefaced.

SHERIFFSHERIFF
He told you he wasn ' t  coming r ightHe told you he wasn ' t  coming r ight
back cause he wanted to quest ionback cause he wanted to quest ion
Norman Bates '  mother ,  r ight?Norman Bates '  mother ,  r ight?

LILALILA
Yes.Yes.

SHERIFFSHERIFF
(a pause,  then calmly)(a pause,  then calmly)

Norman Bates '  mother  has been deadNorman Bates '  mother  has been dead
and buried in Greenlawn Cemeteryand buried in Greenlawn Cemetery
for  the last  ten years!for  the last  ten years!

There is a long si lence.   Sam and Li la stare at  theThere is a long si lence.   Sam and Li la stare at  the
Sheriff .Sheriff .

MRS.  CHAMBERSMRS.  CHAMBERS
I  helped Norman pick out  the dressI  helped Norman pick out  the dress
she was buried in.   Periwinkle blue.she was buried in.   Periwinkle blue.

SHERIFFSHERIFF
I t  ain ' t  only local  history,  Sam,I t  ain ' t  only local  history,  Sam,
i t ' s the only murder-and-suicidei t ' s the only murder-and-suicide
case in Fairvale ledgers!   Mrs.case in Fairvale ledgers!   Mrs.
Bates poisoned this guy she was . . .Bates poisoned this guy she was . . .
involved wi th,  when she found outinvolved wi th,  when she found out
he was marr ied,  then took a helpinghe was marr ied,  then took a helping
of  the same stuff  herself .of  the same stuff  herself .
Strychnine.   Ugly way to die.Strychnine.   Ugly way to die.

MRS.  CHAMBERSMRS.  CHAMBERS
Norman found them dead together .Norman found them dead together .
In bed.In bed.

SAMSAM
You mean that  old woman I  sawYou mean that  old woman I  saw
si t t in '  in the window wasn ' t  Normansi t t in '  in the window wasn ' t  Norman
Bates '  mother?Bates '  mother?

MRS.  CHAMBERSMRS.  CHAMBERS
(hopeful ly,  happi ly)(hopeful ly,  happi ly)

maybe you saw Mary!maybe you saw Mary!

SAMSAM
I ' d know the difference betweenI ' d know the difference between
Mary and an old woman.Mary and an old woman.
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SHERIFFSHERIFF
Now wai t  a minute,  Sam.   You sureNow wai t  a minute,  Sam.   You sure
you saw an old woman?you saw an old woman?

SAMSAM
Yes!   In the house behind theYes!   In the house behind the
motel .   I  pounded and cal led butmotel .   I  pounded and cal led but
she . . .  just  ignored me.she . . .  just  ignored me.

SHERIFFSHERIFF
And you want  to tel l  me you sawAnd you want  to tel l  me you saw
Norman Bates '  mother .Norman Bates '  mother .

LILALILA
I t  must ' ve been.   Arbogast  said so,I t  must ' ve been.   Arbogast  said so,
too . . .  and he said the young mantoo . . .  and he said the young man
wouldn ' t  let  him see her  becausewouldn ' t  let  him see her  because
she was i l l !she was i l l !

The Sheriff  stares at  both of  them,  and when he f inal lyThe Sheriff  stares at  both of  them,  and when he f inal ly
speaks there is an almost  inaudible tone or  i rony in hisspeaks there is an almost  inaudible tone or  i rony in his
voice.voice.

SHERIFFSHERIFF
Wel l ,  i f  the woman up there is Mrs.Wel l ,  i f  the woman up there is Mrs.
Bates . . .  who ' s that  woman buriedBates . . .  who ' s that  woman buried
out  at  Greenlawn Cemetery?out  at  Greenlawn Cemetery?

QUICK CUT TO:QUICK CUT TO:

INT.  NORMAN ' S PARLOR BEHIND OFFICE -  (NIGHT)INT.  NORMAN ' S PARLOR BEHIND OFFICE -  (NIGHT)

Norman si ts in the dim,  one-lamp l ight ,  the phone nextNorman si ts in the dim,  one-lamp l ight ,  the phone next
to him,  his hand st i l l  near  i t  as i f  he had not  beento him,  his hand st i l l  near  i t  as i f  he had not  been
able to move his hand af ter  hanging up.   He is star ingable to move his hand af ter  hanging up.   He is star ing
at  the shrike-l ike bird which is perched on the lampat  the shrike-l ike bird which is perched on the lamp
shade.   Decision and resolut ion are beginning to show inshade.   Decision and resolut ion are beginning to show in
his face.   Suddenly he r ises,  star ts quickly out  of  thehis face.   Suddenly he r ises,  star ts quickly out  of  the
room,  t r ies to swi tch off  the lamp as he goes and in soroom,  t r ies to swi tch off  the lamp as he goes and in so
doing succeeds only in knocking the bird off  the shade.doing succeeds only in knocking the bird off  the shade.
He watches i t  fal l ,  does not  t ry to catch i t .   I t  hi tsHe watches i t  fal l ,  does not  t ry to catch i t .   I t  hi ts
the f loor  wi th a thud and sawdust  spi l ls out .   He staresthe f loor  wi th a thud and sawdust  spi l ls out .   He stares
sadly at  i t ,  for  a moment ,  then tends down,  scoops upsadly at  i t ,  for  a moment ,  then tends down,  scoops up
the sawdust ,  t r ies to press i t  into the spl i t  seam,the sawdust ,  t r ies to press i t  into the spl i t  seam,
picks up the bird,  puts i t  in a drawer .   Then he putspicks up the bird,  puts i t  in a drawer .   Then he puts
out  the lamp,  goes out ,  crosses the darkened off ice andout  the lamp,  goes out ,  crosses the darkened off ice and
goes outside.goes outside.

CUT TO:CUT TO:
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EXT.  MOTEL AND HOUSE -  (NIGHT)EXT.  MOTEL AND HOUSE -  (NIGHT)

Norman comes off  the porch,  walks to the path andNorman comes off  the porch,  walks to the path and
direct ly up to the house,  opens the door  and goes in.direct ly up to the house,  opens the door  and goes in.

CUT TO:CUT TO:

INT.  DOWNSTAIRS HALLWAY AND STAIRWAY -  (NIGHT)INT.  DOWNSTAIRS HALLWAY AND STAIRWAY -  (NIGHT)

SHOOTING UP THE STAIRSSHOOTING UP THE STAIRS

Norman goes up,  pauses one moment  outside his mother ' sNorman goes up,  pauses one moment  outside his mother ' s
door ,  then opens i t  and goes in,  leaving the door  open.door ,  then opens i t  and goes in,  leaving the door  open.
For  a moment  we hear  only Norman ' s low,  quiet  voice,  hisFor  a moment  we hear  only Norman ' s low,  quiet  voice,  his
words indist inguishable.   Then we hear  the cold shot  ofwords indist inguishable.   Then we hear  the cold shot  of
his mother ' s der isive laughter .his mother ' s der isive laughter .

MOTHER ' S VOICEMOTHER ' S VOICE
I  am sorry,  boy,  but  you do manageI  am sorry,  boy,  but  you do manage
to look ludicrous when you give meto look ludicrous when you give me
orders!orders!

NORMAN ' S VOICENORMAN ' S VOICE
Please,  mother  . . .Please,  mother  . . .

MOTHER ' S VOICEMOTHER ' S VOICE
(Sharp,  laughter  al l(Sharp,  laughter  al l
gone)gone)

No!   I  wi l l  not  hide in the frui tNo!   I  wi l l  not  hide in the frui t
cel lar!cel lar!

(A shr i l l  laugh)(A shr i l l  laugh)
Think I 'm frui ty,  huh?Think I 'm frui ty,  huh?

(Hard,  cold again)(Hard,  cold again)
I 'm staying r ight  here!   This is myI 'm staying r ight  here!   This is my
room and no one wi l l  drag me out  ofroom and no one wi l l  drag me out  of
i t  . . .  least  of  al l  my big bold son!i t  . . .  least  of  al l  my big bold son!

NORMAN ' S VOICENORMAN ' S VOICE
(Rising now,  anxiously)(Rising now,  anxiously)

They ' l l  come now,  Mother .   He cameThey ' l l  come now,  Mother .   He came
after  the gir l  and now someone wi l laf ter  the gir l  and now someone wi l l
come af ter  him!   How long do youcome af ter  him!   How long do you
think you can go on . . .  Mother ,think you can go on . . .  Mother ,
please,  just  for  a few days,  justplease,  just  for  a few days,  just
so they won ' t  f ind you!so they won ' t  f ind you!
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MOTHER ' S VOICEMOTHER ' S VOICE
(Mimicking)(Mimicking)

Just  for  a few days . . .Just  for  a few days . . .
(Furious)(Furious)

In that  dank frui t  cel lar?  No!In that  dank frui t  cel lar?  No!
You hid me there once,  boy,  and youYou hid me there once,  boy,  and you
won ' t  do i t  again!   Not  ever  again!won ' t  do i t  again!   Not  ever  again!
Now get  out!Now get  out!

(A pause,  quiet)(A pause,  quiet)
I  told you to get  out ,  boy!I  told you to get  out ,  boy!

(A longer  pause)(A longer  pause)
Norman!   What  do you think you ' reNorman!   What  do you think you ' re
going to do?  Don ' t  you touch me!going to do?  Don ' t  you touch me!
Don ' t !   Norman!Don ' t !   Norman!

(A pause,  then(A pause,  then
cajol ingly)cajol ingly)

Al l  r ight ,  son,  put  me down andAl l  r ight ,  son,  put  me down and
I ' l l  go.   I ' l l  go on my own twoI ' l l  go.   I ' l l  go on my own two
feet .   I  can go on my own two feet ,feet .   I  can go on my own two feet ,
can ' t  I?can ' t  I?

During al l  this the CAMERA has been slowly creeping upDuring al l  this the CAMERA has been slowly creeping up
the stairs.   I t  does not  stop at  the top however ,  butthe stairs.   I t  does not  stop at  the top however ,  but
cont inues on the same high angle that  we had in Scene 57.cont inues on the same high angle that  we had in Scene 57.

She star ts to laugh,  a terr ible sound l ike an obsceneShe star ts to laugh,  a terr ible sound l ike an obscene
melody.melody.

NORMAN ' S VOICENORMAN ' S VOICE
I ' l l  carry you,  mother .I ' l l  carry you,  mother .

Norman comes out  of  the room,  his mother  held in hisNorman comes out  of  the room,  his mother  held in his
arms,  her  head leaning against  his shoulder .   He carr iesarms,  her  head leaning against  his shoulder .   He carr ies
her  down the stairs,  along the lower  landing to theher  down the stairs,  along the lower  landing to the
cel lar  stairs,  and then down those stairs to thecel lar  stairs,  and then down those stairs to the
basement .basement .

DISSOLVE TO:DISSOLVE TO:

EXT.  FAIRVALE PRESBYTERIAN CHURCH -  (MORNING)EXT.  FAIRVALE PRESBYTERIAN CHURCH -  (MORNING)

An overcast  morning,  but  a sunny-faced crowd.   TheAn overcast  morning,  but  a sunny-faced crowd.   The
service is just  over ,  there is contentment ,  and peace,service is just  over ,  there is contentment ,  and peace,
and just  a l i t t le I-went- to-church-smugness in the facesand just  a l i t t le I-went- to-church-smugness in the faces
of  the churchgoers as they come out  of  the chapel ,  andof  the churchgoers as they come out  of  the chapel ,  and
spread their  separate ways away.spread their  separate ways away.

Amongst  the crowd,  wai t ing and searching the faces,  areAmongst  the crowd,  wai t ing and searching the faces,  are
Sam and Li la.   In their  expressions there is no peace,Sam and Li la.   In their  expressions there is no peace,
no contentment .   CAMERA MOVES IN CLOSE.   They are notno contentment .   CAMERA MOVES IN CLOSE.   They are not
speaking.   Li la looks as i f  she has had no sleep.speaking.   Li la looks as i f  she has had no sleep.
Suddenly,  Sam becomes aler t ,  takes Li la ' s arm,  star tsSuddenly,  Sam becomes aler t ,  takes Li la ' s arm,  star ts
toward the church.toward the church.
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CAMERA MOVES WITH THEM,  stops as they approach SheriffCAMERA MOVES WITH THEM,  stops as they approach Sheriff
and Mrs.  Chambers.   The Sheriff  stares ratherand Mrs.  Chambers.   The Sheriff  stares rather
sympathet ical ly at  Li la.   Mrs.  Chambers smi les nicely.sympathet ical ly at  Li la.   Mrs.  Chambers smi les nicely.

SAMSAM
We thought ,  i f  you didn ' t  mind,We thought ,  i f  you didn ' t  mind,
we ' d go out  to the motel  wi th you.we ' d go out  to the motel  wi th you.

MRS.  CHAMBERSMRS.  CHAMBERS
He ' s already been.He ' s already been.

SHERIFFSHERIFF
Went  out  before service.Went  out  before service.

MRS.  CHAMBERSMRS.  CHAMBERS
Have you two had breakfast?Have you two had breakfast?

SAMSAM
(To Sheriff ,  not  a(To Sheriff ,  not  a
quest ion)quest ion)

You didn ' t  f ind anything.You didn ' t  f ind anything.

SHERIFFSHERIFF
Nothing.   Here,  let ' s clear  theNothing.   Here,  let ' s clear  the
path.path.

He moves away and the others fol low.   CAMERA PANS themHe moves away and the others fol low.   CAMERA PANS them
to the curb.to the curb.

LILALILA
(Interrupt ing)(Interrupt ing)

Did he say anything about  my sister?Did he say anything about  my sister?

SHERIFFSHERIFF
Just  what  he told your  detect ive.Just  what  he told your  detect ive.
She used a fake name,  saw theShe used a fake name,  saw the
register  myself .   Saw the wholeregister  myself .   Saw the whole
place,  as a mat ter  of  fact .   Thatplace,  as a mat ter  of  fact .   That
boy is alone there.boy is alone there.

SAMSAM
No mother .No mother .

SHERIFFSHERIFF
You must ' ve seen an i l lusion,  Sam.You must ' ve seen an i l lusion,  Sam.
Now,  I  know you ' re not  the seeing-Now,  I  know you ' re not  the seeing-
i l lusion type . . .  But  no woman wasi l lusion type . . .  But  no woman was
there and I  don ' t  bel ieve inthere and I  don ' t  bel ieve in
ghosts,  so there i t  is!ghosts,  so there i t  is!

LILALILA
I  st i l l  feel  . . .I  st i l l  feel  . . .
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SHERIFFSHERIFF
Can see you do.   Sorry I  couldn ' tCan see you do.   Sorry I  couldn ' t
make you feel  bet ter .   You want  tomake you feel  bet ter .   You want  to
come to my off ice this af ternooncome to my off ice this af ternoon
and report  a missing person . . .  Andand report  a missing person . . .  And
the theft ,  is what  you want  to do!the theft ,  is what  you want  to do!
Sooner  you drop this thing in theSooner  you drop this thing in the
lap of  the law,  that ' s the soonerlap of  the law,  that ' s the sooner
you ' l l  stand a chance of  youryou ' l l  stand a chance of  your
sister  bein '  picked up.   How aboutsister  bein '  picked up.   How about
that?that?

LILALILA
I  don ' t  know.I  don ' t  know.

MRS.  CHAMBERSMRS.  CHAMBERS
It ' s Sunday.   Come over  and do theIt ' s Sunday.   Come over  and do the
report ing at  the house,  ' roundreport ing at  the house,  ' round
dinner  t ime.   Make i t  nicer .   Youdinner  t ime.   Make i t  nicer .   You
too,  Sam.too,  Sam.

She smi les br ight ly,  as i f  having invi ted them over  toShe smi les br ight ly,  as i f  having invi ted them over  to
discuss this year ' s chari ty fandango,  takes thediscuss this year ' s chari ty fandango,  takes the
Sheriff ' s arm,  star ts away.   The Sheriff  nods as he goes.Sheriff ' s arm,  star ts away.   The Sheriff  nods as he goes.

Sam and Li la are alone now,  at  the curb,  before theSam and Li la are alone now,  at  the curb,  before the
deserted chapel .   For  a long moment  they just  standdeserted chapel .   For  a long moment  they just  stand
there,  their  faces as gray and overcast  as the sky.there,  their  faces as gray and overcast  as the sky.

SAMSAM
Maybe I  am the seeing-i l lusionsMaybe I  am the seeing-i l lusions
type.type.

LILALILA
You ' re not .You ' re not .

Sam takes her  arm,  star ts walking her  up the streetSam takes her  arm,  star ts walking her  up the street
toward the spot  where his pick-up truck is parked.toward the spot  where his pick-up truck is parked.
CAMERA FOLLOWS them.CAMERA FOLLOWS them.

SAMSAM
Want  me to drop you at  the hotel?Want  me to drop you at  the hotel?
Or  you want  to come over  to theOr  you want  to come over  to the
store?store?

Li la does not  answer .   They reach the t ruck.   Li la looksLi la does not  answer .   They reach the t ruck.   Li la looks
direct ly at  Sam as he helps her  into the cab.direct ly at  Sam as he helps her  into the cab.

LILALILA
I  won ' t  feel  sat isf ied unless I  gotI  won ' t  feel  sat isf ied unless I  got
out  there,  Sam.out  there,  Sam.

SAMSAM
Nei ther  wi l l  I .Nei ther  wi l l  I .



PSYCHO Revised December 1, 1959 101.  PSYCHO Revised December 1, 1959 101.  

He slams the door ,  hurr ies around truck,  gets intoHe slams the door ,  hurr ies around truck,  gets into
driver ' s seat ,  star ts motor .   As the t ruck dr ives off ,dr iver ' s seat ,  star ts motor .   As the t ruck dr ives off ,

DISSOLVE TO:DISSOLVE TO:

SAM AND LILA IN TRUCK -  (PROCESS -  HIGHWAY)SAM AND LILA IN TRUCK -  (PROCESS -  HIGHWAY)

For  a moment ,  both are si lent ;  Sam watching the road asFor  a moment ,  both are si lent ;  Sam watching the road as
if  there were other  cars on i t ,  Li la star ing at  nothingif  there were other  cars on i t ,  Li la star ing at  nothing
in part icular ,  except  perhaps her  own inner  fear .in part icular ,  except  perhaps her  own inner  fear .

LILALILA
I  wonder  i f  we ' l l  ever  see MaryI  wonder  i f  we ' l l  ever  see Mary
again.again.

SAMSAM
Of  course we wi l l .Of  course we wi l l .

LILALILA
Al ive.Al ive.

Sam looks as i f  he ' d l ike to say something humorous,Sam looks as i f  he ' d l ike to say something humorous,
something to cheer  her .   He cannot .   He remains si lent .something to cheer  her .   He cannot .   He remains si lent .

LILALILA
We l ived together  al l  our  l ives.We l ived together  al l  our  l ives.
When we woke up one morning andWhen we woke up one morning and
found ourselves orphans,  Mary qui tfound ourselves orphans,  Mary qui t
col lege and got  a job,  so I  couldcol lege and got  a job,  so I  could
go to col lege.go to col lege.

SAMSAM
Where ' d you go to col lege?Where ' d you go to col lege?

LILALILA
I  didn ' t .   I  got  a job,  too.I  didn ' t .   I  got  a job,  too.

(A pause)(A pause)
I  wonder  i f  that  hur t  her ,  my notI  wonder  i f  that  hur t  her ,  my not
let t ing her  sacrif ice for  me?  Somelet t ing her  sacrif ice for  me?  Some
people are so wi l l ing to suffer  forpeople are so wi l l ing to suffer  for
you that  they suffer  more i f  youyou that  they suffer  more i f  you
don ' t  let  them.don ' t  let  them.

SAMSAM
(Almost  to himself)(Almost  to himself)

She was wi l l ing to l ick the stamps.She was wi l l ing to l ick the stamps.

Li la looks quizzical ly at  him,  is too concerned toLi la looks quizzical ly at  him,  is too concerned to
pursue i t .pursue i t .

LILALILA
I  wonder  so many things about  herI  wonder  so many things about  her
now.now.

(more)(more)
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LILA (cont ' d)LILA (cont ' d)
Why she never  told me about  you . . .Why she never  told me about  you . . .
Funny,  when you think there ' s anFunny,  when you think there ' s an
answer  to everything,  you think youanswer  to everything,  you think you
know al l  the answers.know al l  the answers.

SAMSAM
We were going to get  marr ied.   AreWe were going to get  marr ied.   Are
going to get  marr ied!going to get  marr ied!

LILALILA
Do you know how I  found out  aboutDo you know how I  found out  about
you?  I  found one of  your  let tersyou?  I  found one of  your  let ters
. . .  i t  was a nice let ter ,  Sam.. . .  i t  was a nice let ter ,  Sam.

SAMSAM
This is the old highway.This is the old highway.

LILALILA
I  suppose . . .  when you were able toI  suppose . . .  when you were able to
marry her  she ' d have presented you,marry her  she ' d have presented you,
al l  shiny and proper  . . .  she alwaysal l  shiny and proper  . . .  she always
tr ied to be proper .t r ied to be proper .

SAMSAM
Watch your  tenses.Watch your  tenses.

LILALILA
Huh?Huh?

SAMSAM
She always tr ies to be proper .She always tr ies to be proper .

Sam slows the t ruck to a stop,  sighs,  star ts to l ight  upSam slows the t ruck to a stop,  sighs,  star ts to l ight  up
a cigaret te.   Li la looks quest ioningly and impat ient lya cigaret te.   Li la looks quest ioningly and impat ient ly
at  him.at  him.

LILALILA
You going to wai t  here for  me?You going to wai t  here for  me?

SAMSAM
I 'm going wi th you.   But  we ' dI 'm going wi th you.   But  we ' d
bet ter  decide what  we ' re going tobet ter  decide what  we ' re going to
say and do when we walk in . . .say and do when we walk in . . .

LILALILA
We ' re going to register .   As manWe ' re going to register .   As man
and wi fe.   And get  shown to a cabinand wi fe.   And get  shown to a cabin
. . .  and then search every inch of. . .  and then search every inch of
that  place,  inside and . . .  outside.that  place,  inside and . . .  outside.



PSYCHO Revised December 1, 1959 103.  PSYCHO Revised December 1, 1959 103.  

SAMSAM
You won ' t  bel ieve i t  . . .You won ' t  bel ieve i t  . . .

(Star ts motor)(Star ts motor)
But  this wi l l  be the f irst  t imeBut  this wi l l  be the f irst  t ime
I ' ve ever  pul led one of  those man-I ' ve ever  pul led one of  those man-
and-wi fe-rent ing-cabin capers!and-wi fe-rent ing-cabin capers!

LILALILA
(A t iny smi le,  f i rst(A t iny smi le,  f i rst
in hours)in hours)

I  bel ieve i t .I  bel ieve i t .

As truck star ts to dr ive on,As truck star ts to dr ive on,

CUT TO:CUT TO:

EXT.  THE BATES MOTEL AND HOUSE -  (DAY)EXT.  THE BATES MOTEL AND HOUSE -  (DAY)

The place is empty and si lent  and washed dir ty by theThe place is empty and si lent  and washed dir ty by the
deep gray of  the cloudy sky.   We see Sam ' s  t ruck turningdeep gray of  the cloudy sky.   We see Sam ' s  t ruck turning
into the dr iveway and pul l ing to a stop.   Af ter  ainto the dr iveway and pul l ing to a stop.   Af ter  a
moment ,  Sam and Li la get  out  of  the t ruck.moment ,  Sam and Li la get  out  of  the t ruck.

FRESH ANGLEFRESH ANGLE

Close on Sam and Li la as they meet  on the porch side ofClose on Sam and Li la as they meet  on the porch side of
the t ruck.   The motel  off ice and the house beyond can bethe t ruck.   The motel  off ice and the house beyond can be
seen in b.g.  of  shot .   Sam and Li la merely stare for  aseen in b.g.  of  shot .   Sam and Li la merely stare for  a
moment ,  then turn and gaze up at  the house.   There is nomoment ,  then turn and gaze up at  the house.   There is no
figure in the window and the shade is drawn.   Same goesfigure in the window and the shade is drawn.   Same goes
to the off ice door ,  peers in,  knocks,  opens door ,to the off ice door ,  peers in,  knocks,  opens door ,
enters.   Li la remains on the dr iveway,  beside the t ruck.enters.   Li la remains on the dr iveway,  beside the t ruck.

CUT TO:CUT TO:

INT.  THE MOTHER ' S ROOM -  (DAY)INT.  THE MOTHER ' S ROOM -  (DAY)

Close angle on Norman standing by the window.   He hasClose angle on Norman standing by the window.   He has
pul led the curtains very sl ight ly apart ,  is star ing outpul led the curtains very sl ight ly apart ,  is star ing out
and down at  the motel ,  his eyes studying the lone f igureand down at  the motel ,  his eyes studying the lone f igure
of  Li la,  who is standing by the t ruck and looking up atof  Li la,  who is standing by the t ruck and looking up at
the house.   Norman studies her ,  and as her  eyes look upthe house.   Norman studies her ,  and as her  eyes look up
at  this very window he closes the curtains,  turns away.at  this very window he closes the curtains,  turns away.
We see the suspicion and fear  in his face,  the surge ofWe see the suspicion and fear  in his face,  the surge of
panic and his struggle to contain i t .   Then he goespanic and his struggle to contain i t .   Then he goes
away.  CAMERA remains on window,  shoot ing out  and down,away.  CAMERA remains on window,  shoot ing out  and down,
and through the frai l  cur tains we can see Sam as heand through the frai l  cur tains we can see Sam as he
comes out  of  the motel  off ice and joins Li la.comes out  of  the motel  off ice and joins Li la.
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EXT.  MOTEL OFFICE -  CLOSE ON SAM AND LILAEXT.  MOTEL OFFICE -  CLOSE ON SAM AND LILA

SAMSAM
(Unconsciously(Unconsciously
whispering)whispering)

I  wonder  where Norman Bates doesI  wonder  where Norman Bates does
his hermi t ing?his hermi t ing?

LILALILA
Someone was at  that  window.   I  sawSomeone was at  that  window.   I  saw
the curtain move.the curtain move.

Sam takes Li la ' s arm.Sam takes Li la ' s arm.

SAMSAM
Come on.Come on.

He star ts wi th her  toward the path which leads to theHe star ts wi th her  toward the path which leads to the
old house.   CAMERA PANS wi th them,  and as they turnold house.   CAMERA PANS wi th them,  and as they turn
around the off ice corner ,  they see Norman coming downaround the off ice corner ,  they see Norman coming down
the path toward them.   They pause and Norman pauses.   Hethe path toward them.   They pause and Norman pauses.   He
does not  smi le,  nor  speak.   His usual  gr in and softdoes not  smi le,  nor  speak.   His usual  gr in and soft
fr iendl iness are gone;  containment  and impassivi ty l iefr iendl iness are gone;  containment  and impassivi ty l ie
in their  place.in their  place.

SAMSAM
(Cheerful ly)(Cheerful ly)

Just  coming up to r ing for  you.Just  coming up to r ing for  you.

NORMANNORMAN
(Coming forward)(Coming forward)

I  suppose you want  a cabin.I  suppose you want  a cabin.

SAMSAM
We ' d hoped to make i t  straight  toWe ' d hoped to make i t  straight  to
San Francisco,  but  we don ' t  l ikeSan Francisco,  but  we don ' t  l ike
the look of  that  sky.   Looks l ikethe look of  that  sky.   Looks l ike
a bad day coming . . .  doesn ' t  i t .a bad day coming . . .  doesn ' t  i t .

Norman walks past  Sam,  giving him the sort  of  quick,Norman walks past  Sam,  giving him the sort  of  quick,
disapproving glance one gives a man who is obviouslydisapproving glance one gives a man who is obviously
lying,  goes onto the porch and into the off ice.   Sam andlying,  goes onto the porch and into the off ice.   Sam and
Li la fol low Norman.Li la fol low Norman.

INT.  MOTEL OFFICE -  (DAY)INT.  MOTEL OFFICE -  (DAY)

Norman crosses to the desk,  goes behind i t ,  takes theNorman crosses to the desk,  goes behind i t ,  takes the
key to cabin number  twelve off  the keyboard.   Sam andkey to cabin number  twelve off  the keyboard.   Sam and
Li la have entered and are almost  to the desk-counter  byLi la have entered and are almost  to the desk-counter  by
this t ime.this t ime.

NORMANNORMAN
I ' l l  take you to . . .I ' l l  take you to . . .
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SAMSAM
Bet ter  sign in f i rst ,  hasn ' t  we?Bet ter  sign in f i rst ,  hasn ' t  we?

Sam eyes scan the counter ,  looking for  a registrat ionSam eyes scan the counter ,  looking for  a registrat ion
book.book.

NORMANNORMAN
I t  isn ' t  necessary.I t  isn ' t  necessary.

SAMSAM
(Interrupt ing wi th a(Interrupt ing wi th a
fr iendly cheerfulness)fr iendly cheerfulness)

Uh,  uh!   My boss is paying for  thisUh,  uh!   My boss is paying for  this
tr ip . . .  ninety percent  businesstr ip . . .  ninety percent  business
. . .  and he wants pract ical ly. . .  and he wants pract ical ly
notar ized receipts.   I  bet ter  signnotar ized receipts.   I  bet ter  sign
in and get  a receipt .in and get  a receipt .

Norman stares at  Sam,  as i f  he ' d l ike to yel l  at  him,Norman stares at  Sam,  as i f  he ' d l ike to yel l  at  him,
cal l  him "l iar ."  Instead he reaches under  the deskcal l  him "l iar ."  Instead he reaches under  the desk
counter ,  br ings out  the registrat ion book.   Li la movescounter ,  br ings out  the registrat ion book.   Li la moves
closer ,  studies the book as Sam signs in.   Sam signscloser ,  studies the book as Sam signs in.   Sam signs
"Joe and Mrs.  Johnson."  The signature and ci ty of"Joe and Mrs.  Johnson."  The signature and ci ty of
"Marie Samuels" and af ter  i t ,  the notat ion "Cabin One,""Marie Samuels" and af ter  i t ,  the notat ion "Cabin One,"
can be clearly seen three registrat ions above Sam ' s .can be clearly seen three registrat ions above Sam ' s .
When Sam has f inished he closes book,  hands i t  back toWhen Sam has f inished he closes book,  hands i t  back to
Norman.   Norman does not  take i t ,  star ts out  from behindNorman.   Norman does not  take i t ,  star ts out  from behind
counter .counter .

NORMANNORMAN
I ' l l  get  your  bags.I ' l l  get  your  bags.

SAMSAM
Haven ' t  any.Haven ' t  any.

NORMANNORMAN
(af ter  a stare)(af ter  a stare)

I ' l l  show you the cabin.I ' l l  show you the cabin.

As he star ts for  the door ,  Sam laughs.   Norman stops,As he star ts for  the door ,  Sam laughs.   Norman stops,
turns,  looks at  him.turns,  looks at  him.

SAMSAM
Fi rst  t ime I ' ve seen i t  happen.Fi rst  t ime I ' ve seen i t  happen.

( to Li la)( to Li la)
Check in any place in this countryCheck in any place in this country
wi thout  bags,  and you have to paywi thout  bags,  and you have to pay
in advance.in advance.

Sam smi les as i f  at  a funny remark,  takes a bi l l  out  ofSam smi les as i f  at  a funny remark,  takes a bi l l  out  of
his pocket .his pocket .

NORMANNORMAN
Ten dol lars . . .Ten dol lars . . .
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Norman returns to Sam,  takes the extended bi l l ,  is aboutNorman returns to Sam,  takes the extended bi l l ,  is about
to star t  out  again.to star t  out  again.

SAMSAM
That  receipt  . . .?That  receipt  . . .?

Norman goes reluctant ly behind counter ,  lays down theNorman goes reluctant ly behind counter ,  lays down the
key to cabin twelve,  takes a receipt  book out  of  thekey to cabin twelve,  takes a receipt  book out  of  the
drawer  under  counter ,  star ts to wr i te.   Li la steps up todrawer  under  counter ,  star ts to wr i te.   Li la steps up to
the desk,  picks up the key,  quickly,  star ts out .the desk,  picks up the key,  quickly,  star ts out .

LILALILA
I ' l l  star t  ahead.I ' l l  star t  ahead.

Norman looks up,  gazes her  as she goes out  door .Norman looks up,  gazes her  as she goes out  door .

EXT.  THE MOTEL -  (DAY)EXT.  THE MOTEL -  (DAY)

Li la comes along the porch,  pauses before cabin one,Li la comes along the porch,  pauses before cabin one,
tr ies the door .   I t  opens.   She closes i t  quickly as shetr ies the door .   I t  opens.   She closes i t  quickly as she
hears Sam and Norman coming out  of  the motel  off ice,hears Sam and Norman coming out  of  the motel  off ice,
cont inues on down the porch.cont inues on down the porch.

SAMSAM
(To Norman,  who is(To Norman,  who is
fol lowing)fol lowing)

Don ' t  bother  yourself  . . .  we ' l lDon ' t  bother  yourself  . . .  we ' l l
f ind i t .f ind i t .

He goes on down the porch,  doesn ' t  even glance at  cabinHe goes on down the porch,  doesn ' t  even glance at  cabin
one,  walks quickly and catches up to Li la just  as sheone,  walks quickly and catches up to Li la just  as she
reaches cabin twelve.   CAMERA REMAINS wi th Norman,  whoreaches cabin twelve.   CAMERA REMAINS wi th Norman,  who
is standing by the off ice door ,  looking af ter  Sam andis standing by the off ice door ,  looking af ter  Sam and
Li la,  his face aler t  and no longer  impassive.   He wai tsLi la,  his face aler t  and no longer  impassive.   He wai ts
a moment ,  af ter  they have closed their  cabin door ,  thena moment ,  af ter  they have closed their  cabin door ,  then
crosses to the pickup truck.   CAMERA MOVES wi th him.   Hecrosses to the pickup truck.   CAMERA MOVES wi th him.   He
studies the t ruck,  then leans in through the dr iver ' sstudies the t ruck,  then leans in through the dr iver ' s
window,  twists the registrat ion card around,  reads i t .window,  twists the registrat ion card around,  reads i t .
I t  gives the correct  name and address of  Sam Loomis.I t  gives the correct  name and address of  Sam Loomis.
Norman comes back out  of  the window,  glances once moreNorman comes back out  of  the window,  glances once more
toward cabin twelve,  then at  the old house.   Histoward cabin twelve,  then at  the old house.   His
suspicions are confirmed,  and now there is thesuspicions are confirmed,  and now there is the
relaxat ion of  rel ief  in his face.   He takes on arelaxat ion of  rel ief  in his face.   He takes on a
purposeful  air ,  turns,  str ides up the path,  up onto thepurposeful  air ,  turns,  str ides up the path,  up onto the
porch of  the house,  opens the door ,  goes in.porch of  the house,  opens the door ,  goes in.

INT.  CABIN TWELVE -  (DAY)INT.  CABIN TWELVE -  (DAY)

Li la is at  the cabin ' s rear  window,  looking out ,Li la is at  the cabin ' s rear  window,  looking out ,
straining for  a gl impse of  the old house,  which cannotstraining for  a gl impse of  the old house,  which cannot
be seen from the window of  this cabin.be seen from the window of  this cabin.
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She turns,  frustrated,  anxious.   Sam is standing at  theShe turns,  frustrated,  anxious.   Sam is standing at  the
foot  of  the bed,  star ing at  the smooth coverlet ,  hisfoot  of  the bed,  star ing at  the smooth coverlet ,  his
brow creased in a sadness.brow creased in a sadness.

LILALILA
We should have asked for  Cabin OneWe should have asked for  Cabin One
. . .  The one Mary was in.. . .  The one Mary was in.

SAMSAM
I 'm glad we didn ' t .I 'm glad we didn ' t .

He pul ls his eyes from the bed,  crosses to the desk,He pul ls his eyes from the bed,  crosses to the desk,
si ts weari ly,  l ights a cigaret te.   Li la watches him forsi ts weari ly,  l ights a cigaret te.   Li la watches him for
a moment ,  feels a real  compassion,  goes to the bed,  si tsa moment ,  feels a real  compassion,  goes to the bed,  si ts
on i ts edge,  turns again and looks at  Sam ' s  back.on i ts edge,  turns again and looks at  Sam ' s  back.

LILALILA
We have to go into that  cabin andWe have to go into that  cabin and
search i t ,  Sam . . .  no mat ter  whatsearch i t ,  Sam . . .  no mat ter  what
we ' re afraid of  f inding and nowe ' re afraid of  f inding and no
mat ter  how much i t  may hurt .mat ter  how much i t  may hurt .

SAMSAM
I  know.I  know.

(A pause)(A pause)
Do you think i f  something happened,Do you think i f  something happened,
i t  happened there?i t  happened there?

LILALILA
(A pause,  then:)(A pause,  then:)

Sam,  i f  you owned a uselessSam,  i f  you owned a useless
business l ike this motel  . . .  onebusiness l ike this motel  . . .  one
you probably couldn ' t  even sel l  . . .you probably couldn ' t  even sel l  . . .
what  would you need to get  away,  towhat  would you need to get  away,  to
star t  a new business,  somewherestar t  a new business,  somewhere
else?else?

(As Sam studies her)(As Sam studies her)
Forty thousand dol lars?Forty thousand dol lars?

SAMSAM
How could we prove . . .How could we prove . . .

(An almost  hopeless(An almost  hopeless
laugh)laugh)

Wel l ,  i f  he opens a new motel  onWel l ,  i f  he opens a new motel  on
the new highway . . .  say,  a yearthe new highway . . .  say,  a year
from now . . .from now . . .

LILALILA
There must  be some proof  thatThere must  be some proof  that
exists r ight  now!   Something thatexists r ight  now!   Something that
proves he got  that  money away fromproves he got  that  money away from
Mary . . .  Some way!Mary . . .  Some way!
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SAMSAM
What  makes you sound so certain?What  makes you sound so certain?

LILALILA
Arbogast!   Sam,  he l iked me . . .  orArbogast!   Sam,  he l iked me . . .  or
fel t  sorry for  me . . .  and he wasfel t  sorry for  me . . .  and he was
star t ing to feel  the same aboutstar t ing to feel  the same about
you.   I  heard i t  when he cal led . . .you.   I  heard i t  when he cal led . . .
in his voice,  a caring.   Hein his voice,  a caring.   He
wouldn ' t  have gone anywhere or  donewouldn ' t  have gone anywhere or  done
anything wi thout  tel l ing us.anything wi thout  tel l ing us.
Unless he was stopped.   And he wasUnless he was stopped.   And he was
stopped,  so he must  have found outstopped,  so he must  have found out
something!something!

Sam considers a moment ,  nods agreement ,  r ises.Sam considers a moment ,  nods agreement ,  r ises.

SAMSAM
We ' l l  star t  wi th Cabin One.We ' l l  star t  wi th Cabin One.

He goes to the door ,  opens i t  sl ight ly,  looks out ,  then,He goes to the door ,  opens i t  sl ight ly,  looks out ,  then,
back to Li la:back to Li la:

SAMSAM
If  he sees us . . .  we ' re just  takingIf  he sees us . . .  we ' re just  taking
the air .the air .

Li la goes to the door .   He holds i t  open and she goesLi la goes to the door .   He holds i t  open and she goes
out .out .

EXT.  THE MOTEL -  (DAY)EXT.  THE MOTEL -  (DAY)

Sam closes the door ,  joins Li la,  takes her  hand.Sam closes the door ,  joins Li la,  takes her  hand.
Together  they walk along the porch in the direct ion ofTogether  they walk along the porch in the direct ion of
Cabin One.   CAMERA FOLLOWS.   They pause before the doorCabin One.   CAMERA FOLLOWS.   They pause before the door
of  Cabin One.   Sam mot ions Li la to wai t ,  to hold st i l l ,of  Cabin One.   Sam mot ions Li la to wai t ,  to hold st i l l ,
then goes on to the off ice,  opens the door ,  cal ls in:then goes on to the off ice,  opens the door ,  cal ls in:

SAMSAM
Bates?Bates?

He wai ts,  there is no response.   He goes in and in aHe wai ts,  there is no response.   He goes in and in a
moment  comes back out ,  closes the door ,  goes to Li la.moment  comes back out ,  closes the door ,  goes to Li la.
She has already opened the door  of  Cabin One and hasShe has already opened the door  of  Cabin One and has
star ted to enter .star ted to enter .

INT.  CABIN ONE -  (DAY)INT.  CABIN ONE -  (DAY)

The bl inds are closed and the room is almost  night-dark.The bl inds are closed and the room is almost  night-dark.
Sam comes in af ter  Li la,  closes the door  behind him.Sam comes in af ter  Li la,  closes the door  behind him.
For  a moment  they just  gaze at  the room,  as i f  wi l l ingFor  a moment  they just  gaze at  the room,  as i f  wi l l ing
i t  to tel l  them some sat isfactory story.i t  to tel l  them some sat isfactory story.
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Nei ther  speaks.   Then,  in dark si lence,  they begin toNei ther  speaks.   Then,  in dark si lence,  they begin to
search,  going methodical ly and thoroughly through al lsearch,  going methodical ly and thoroughly through al l
drawers,  the closet ,  the desk,  searching under  the beddrawers,  the closet ,  the desk,  searching under  the bed
and in dark corners,  not  knowing what  they expect  toand in dark corners,  not  knowing what  they expect  to
f ind and yet  expect ing to f ind some thing.   Li la opensfind and yet  expect ing to f ind some thing.   Li la opens
the bathroom door ,  looks in.   The windowless room isthe bathroom door ,  looks in.   The windowless room is
very dark.   She swi tches on the l ight ,  goes in.   Samvery dark.   She swi tches on the l ight ,  goes in.   Sam
moves toward the bathroom,  is about  to fol low her  inmoves toward the bathroom,  is about  to fol low her  in
when he not ices which room i t  is and automat ical lywhen he not ices which room i t  is and automat ical ly
catches himself  up,  backs out .catches himself  up,  backs out .

SAMSAM
Sorry.Sorry.

LILALILA
Hospi tal  clean.Hospi tal  clean.

SAMSAM
What?What?

LILALILA
The bathroom.   Look at  how clean i tThe bathroom.   Look at  how clean i t
is.   The one in our  cabin is cleanis.   The one in our  cabin is clean
. . .  but  this is clean!. . .  but  this is clean!

Sam goes in,  glances around,  nods.   Li la goes throughSam goes in,  glances around,  nods.   Li la goes through
the medicine cabinet ,  f inds nothing but  a glass and twothe medicine cabinet ,  f inds nothing but  a glass and two
t iny tabs of  soap.   Sam leans against  the door- jamb,t iny tabs of  soap.   Sam leans against  the door- jamb,
looks at  the tub,  the shower  pipe above i t .   Helooks at  the tub,  the shower  pipe above i t .   He
cont inues to stare,  more interested suddenly,  as i fcont inues to stare,  more interested suddenly,  as i f
bothered by some off-key evidence he can ' t  put  hisbothered by some off-key evidence he can ' t  put  his
f inger  on.   Then he looks at  the shower  curtain rod.f inger  on.   Then he looks at  the shower  curtain rod.
And real izes there is no shower  curtain.   He frowns,  isAnd real izes there is no shower  curtain.   He frowns,  is
about  to say something when Li la,  who has beenabout  to say something when Li la,  who has been
momentar i ly out  of  shot ,  interrupts.momentar i ly out  of  shot ,  interrupts.

Sam turns,  CAMERA TURNS,  and we see Li la is standingSam turns,  CAMERA TURNS,  and we see Li la is standing
above the toi let  bowl ,  a t iny piece of  wet  paper  stuckabove the toi let  bowl ,  a t iny piece of  wet  paper  stuck
to the t ip of  her  r ight  index f inger .to the t ip of  her  r ight  index f inger .

SAMSAM
What  is i t?What  is i t?

LILALILA
I t  didn ' t  get  washed down.   I t ' sI t  didn ' t  get  washed down.   I t ' s
f iguring . . .  the kind you tear  upfiguring . . .  the kind you tear  up
and get  r id of .and get  r id of .

(Extending her  f inger(Extending her  f inger
toward Sam)toward Sam)

Some f igure has been added to orSome f igure has been added to or
subtracted from . . .  for ty thousand.subtracted from . . .  for ty thousand.
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Sam l i f ts the piece of  paper  off  her  f inger ,  studies i t ,Sam l i f ts the piece of  paper  off  her  f inger ,  studies i t ,
takes out  his wal let ,  presses the wet  scrap to histakes out  his wal let ,  presses the wet  scrap to his
driver ' s l icense shield,  puts i t  back in the wal let  anddriver ' s l icense shield,  puts i t  back in the wal let  and
puts the wal let  away.puts the wal let  away.

LILALILA
That ' s proof  Mary was here!   I tThat ' s proof  Mary was here!   I t
would be too wi ld a coincidence forwould be too wi ld a coincidence for
somebody else to . . .somebody else to . . .

SAMSAM
(Reminding)(Reminding)

Bates never  denied Mary was here.Bates never  denied Mary was here.

LILALILA
(Reminded)(Reminded)

Yes.Yes.
(A thought)(A thought)

But  maybe this proves that  BatesBut  maybe this proves that  Bates
found out  about  the money.found out  about  the money.

SAMSAM
Do we simply ask him where he ' sDo we simply ask him where he ' s
hidden i t?hidden i t?

LILALILA
Sam,  that  old woman,  whoever  sheSam,  that  old woman,  whoever  she
is.   I  think she told Arbogastis.   I  think she told Arbogast
something!   And I  want  her  to tel lsomething!   And I  want  her  to tel l
us the same thing!us the same thing!

She star ts out  of  the bathroom.   Sam takes hold of  herShe star ts out  of  the bathroom.   Sam takes hold of  her
arm,  stops her .arm,  stops her .

SAMSAM
You can ' t  go up there.You can ' t  go up there.

LILALILA
Why not?Why not?

SAMSAM
Bates.Bates.

CAMERA STARTS TO PAN AWAY from them,  moves slowly overCAMERA STARTS TO PAN AWAY from them,  moves slowly over
the room,  very slowly.the room,  very slowly.

LILA ' S VOICE (O.S. )LILA ' S VOICE (O.S. )
Let ' s f ind him.   One of  us can keepLet ' s f ind him.   One of  us can keep
him occupied whi le the other  getshim occupied whi le the other  gets
to the woman.to the woman.
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SAM ' S VOICE (O.S. )SAM ' S VOICE (O.S. )
You won ' t  be able to hold him st i l lYou won ' t  be able to hold him st i l l
i f  he doesn ' t  want  to be held.   Andif  he doesn ' t  want  to be held.   And
I  don ' t  l ike you going into thatI  don ' t  l ike you going into that
house alone,  Li la.house alone,  Li la.

CAMERA HAS PANNED clear  across to the opposi te wal l  now,CAMERA HAS PANNED clear  across to the opposi te wal l  now,
and is moving up closer  and closer  to the t iny-f loweredand is moving up closer  and closer  to the t iny-f lowered
wal l  paper ,  f inal ly closing in on one smal l  rosebud.wal l  paper ,  f inal ly closing in on one smal l  rosebud.

LILA ' S VOICE (O.S. )LILA ' S VOICE (O.S. )
I  can handle a sick old woman.I  can handle a sick old woman.

Now we see that  the rosebud has been cut  out ,  that  thisNow we see that  the rosebud has been cut  out ,  that  this
is the reverse side of  the hole Norman peeped through tois the reverse side of  the hole Norman peeped through to
watch Mary.   And we see the pupi l  of  Norman ' s eye now.watch Mary.   And we see the pupi l  of  Norman ' s eye now.

SAM ' S VOICE (O.S. )SAM ' S VOICE (O.S. )
Al l  r ight .   I ' l l  f ind Bates andAl l  r ight .   I ' l l  f ind Bates and
keep him occupied.keep him occupied.

The eye moves away and there is a br ief  f lash of  l ightThe eye moves away and there is a br ief  f lash of  l ight
before the hole is covered,  on the other  side,  by thebefore the hole is covered,  on the other  side,  by the
wal l-hung paint ing.wal l-hung paint ing.

FRESH ANGLE -  LILA AND SAMFRESH ANGLE -  LILA AND SAM

They are about  to star t  out .   Sam stops her  again.They are about  to star t  out .   Sam stops her  again.

SAMSAM
Wai t  a minute.   If  you get  anythingWai t  a minute.   If  you get  anything
out  of  the mother  . . .out  of  the mother  . . .

(A thought)(A thought)
Can you f ind your  way back to town?Can you f ind your  way back to town?

(As Li la nods yes)(As Li la nods yes)
If  you do get  anything,  don ' t  stopIf  you do get  anything,  don ' t  stop
to tel l  me.to tel l  me.

Li la nods quickly,  hurr ies to the door .   Sam gets to i tLi la nods quickly,  hurr ies to the door .   Sam gets to i t
f i rst ,  opens i t  a sl ight  crack,  looks out ,  then opens i tf i rst ,  opens i t  a sl ight  crack,  looks out ,  then opens i t
wide enough for  Li la and Himself  to pass through.wide enough for  Li la and Himself  to pass through.

EXT.  THE MOTEL -  (DAY)EXT.  THE MOTEL -  (DAY)

Angle close on cabin one as Li la comes out ,  turns to herAngle close on cabin one as Li la comes out ,  turns to her
lef t ,  goes along porch toward cabin twelve.   Sam remainslef t ,  goes along porch toward cabin twelve.   Sam remains
at  the door ,  then turns r ight ,  heading for  the path.   Asat  the door ,  then turns r ight ,  heading for  the path.   As
he passes the off ice,  he is shocked to see Normanhe passes the off ice,  he is shocked to see Norman
standing just  inside the open door .standing just  inside the open door .

NORMANNORMAN
Looking for  me?Looking for  me?
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SAMSAM
(Recovering)(Recovering)

Yes,  mat ter  of  fact .Yes,  mat ter  of  fact .
(The fr iendly gr in)(The fr iendly gr in)

The wi fe ' s taking a nap and . . .  IThe wi fe ' s taking a nap and . . .  I
can never  keep quiet  enough for  hercan never  keep quiet  enough for  her
. . .  so I  thought  I ' d look you up. . .  so I  thought  I ' d look you up
and . . .  talk.and . . .  talk.

NORMANNORMAN
Sat isf ied wi th your  cabin?Sat isf ied wi th your  cabin?

SAMSAM
Fine.Fine.

Sam star ts into the off ice.   Just  before going in,  heSam star ts into the off ice.   Just  before going in,  he
glances down the long porch,  sees Li la standing outsideglances down the long porch,  sees Li la standing outside
the door  of  cabin twelve,  waves her  a t iny "al l  clear"the door  of  cabin twelve,  waves her  a t iny "al l  clear"
signal .signal .

LILALILA

CAMERA ANGLES to include Li la and her  point  of  view.CAMERA ANGLES to include Li la and her  point  of  view.
She watches Sam disappear  into the off ice,  wai ts unt i lShe watches Sam disappear  into the off ice,  wai ts unt i l
she hears the door  close,  then looks about  for  anothershe hears the door  close,  then looks about  for  another
way to reach the house.   She sees the smal l  al ley at  theway to reach the house.   She sees the smal l  al ley at  the
end of  this L of  cabins,  star ts toward i t .end of  this L of  cabins,  star ts toward i t .

EXT.  REAR OF MOTEL -  S.C.U.  LILA -  (DAY)EXT.  REAR OF MOTEL -  S.C.U.  LILA -  (DAY)

Behind the motel  Li la hesi tates.   She looks ahead.Behind the motel  Li la hesi tates.   She looks ahead.

LONG SHOT -  (DAY)LONG SHOT -  (DAY)

The old house standing against  the sky.The old house standing against  the sky.

CLOSE UP -  (DAY)CLOSE UP -  (DAY)

Li la moves forward.Li la moves forward.

LONG SHOT -  (DAY)LONG SHOT -  (DAY)

The CAMERA approaching the house.The CAMERA approaching the house.

CLOSE UP -  (DAY)CLOSE UP -  (DAY)

Li la glances toward the back of  Norman ' s parlor .   SheLi la glances toward the back of  Norman ' s parlor .   She
moves on.moves on.

LONG SHOT -  (DAY)LONG SHOT -  (DAY)

The house coming nearer .The house coming nearer .
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CLOSE UP -  (DAY)CLOSE UP -  (DAY)

Li la looks up at  the house.   She moves forwardLi la looks up at  the house.   She moves forward
purposeful ly.purposeful ly.

S.L.S.  -  (DAY)S.L.S.  -  (DAY)

The house and the porch.The house and the porch.

CLOSE UP -  (DAY)CLOSE UP -  (DAY)

Li la stops at  the house and looks up.   She glances back.Li la stops at  the house and looks up.   She glances back.
She turns to the house again.She turns to the house again.

S.L.S.  -  (DAY)S.L.S.  -  (DAY)

The CAMERA MOUNTS the steps to the porch.The CAMERA MOUNTS the steps to the porch.

C.U.  -  (DAY)C.U.  -  (DAY)

Li la puts out  her  hand.Li la puts out  her  hand.

S.C.U.  -  (DAY)S.C.U.  -  (DAY)

Li la ' s hand pushes the door  open.   We see the hal lway.Li la ' s hand pushes the door  open.   We see the hal lway.
Li la ENTERS PAST CAMERA.Li la ENTERS PAST CAMERA.

INT.  DOWNSTAIRS HALLWAY OF OLD HOUSE -  (DAY)INT.  DOWNSTAIRS HALLWAY OF OLD HOUSE -  (DAY)

Li la closes the door ,  remains by i t  for  a moment ,  quiet ,Li la closes the door ,  remains by i t  for  a moment ,  quiet ,
l istening.   Her  eyes scan the layout ,  the closed doorl istening.   Her  eyes scan the layout ,  the closed door
which leads off  the hal lway,  to the dining room on thewhich leads off  the hal lway,  to the dining room on the
right  and the parlor  on the lef t .   Down at  the end ofr ight  and the parlor  on the lef t .   Down at  the end of
the hal l  is the ki tchen,  the door  wide open,  the roomthe hal l  is the ki tchen,  the door  wide open,  the room
beyond dim and si lent .   She not ices the stairs leadingbeyond dim and si lent .   She not ices the stairs leading
down to the basement ,  stares at  them,  then back to thedown to the basement ,  stares at  them,  then back to the
stairs leading to the second f loor .   She star ts forward,stairs leading to the second f loor .   She star ts forward,
and seems about  to invest igate the parlor  and diningand seems about  to invest igate the parlor  and dining
room.room.

INT.  THE MOTEL OFFICE -  (DAY)INT.  THE MOTEL OFFICE -  (DAY)

Norman is behind the counter ,  standing,  star ing at  SamNorman is behind the counter ,  standing,  star ing at  Sam
who is si t t ing relaxedly on a smal l  sofa.   Norman haswho is si t t ing relaxedly on a smal l  sofa.   Norman has
the look of  one who is protect ing himself ,  as i f  thethe look of  one who is protect ing himself ,  as i f  the
counter  were a protect ive wal l  against  the threateningcounter  were a protect ive wal l  against  the threatening
world across i t .world across i t .
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SAMSAM
(Cheerful ly,  as i f(Cheerful ly,  as i f
af ter  a self-af ter  a self-
conscious pause)conscious pause)

I ' ve been doing al l  the talking soI ' ve been doing al l  the talking so
far ,  haven ' t  I?far ,  haven ' t  I?

NORMANNORMAN
Yes.Yes.

SAMSAM
I  always thought  i t  was the peopleI  always thought  i t  was the people
who are alone so much who do al lwho are alone so much who do al l
the talking when they get  thethe talking when they get  the
chance.   Yet  there you are,  doingchance.   Yet  there you are,  doing
al l  the l istening!al l  the l istening!

(A pause)(A pause)
You are alone here,  aren ' t  you?You are alone here,  aren ' t  you?

(As Norman does not(As Norman does not
reply)reply)

I t  would dr ive me crazy.I t  would dr ive me crazy.

NORMANNORMAN
That  would be a rather  extremeThat  would be a rather  extreme
react ion,  wouldn ' t  i t?react ion,  wouldn ' t  i t?

SAMSAM
(Light ly)(Light ly)

Just  an expression . . .Just  an expression . . .
(More seriously)(More seriously)

What  I  meant  was . . .  I ' d do justWhat  I  meant  was . . .  I ' d do just
about  anything . . .  to get  away.about  anything . . .  to get  away.
Wouldn ' t  you?Wouldn ' t  you?

INT.  DOWNSTAIRS HALLWAY AND STAIRS OF OLD HOUSE -  (DAY)INT.  DOWNSTAIRS HALLWAY AND STAIRS OF OLD HOUSE -  (DAY)

Li la is halfway up the stairs.   As she cl imbs she isLi la is halfway up the stairs.   As she cl imbs she is
star t led by the creaks and groans of  the old wood of  thestar t led by the creaks and groans of  the old wood of  the
steps.   She steps more careful ly.   CAMERA remains atsteps.   She steps more careful ly.   CAMERA remains at
foot  of  stair ,  TILTING UP as Li la cl imbs.   She pauses atfoot  of  stair ,  TILTING UP as Li la cl imbs.   She pauses at
the head of  the stair .   The door  on her  r ight ,  whichthe head of  the stair .   The door  on her  r ight ,  which
opens into the mother ' s room,  is closed.   To her  lef t  isopens into the mother ' s room,  is closed.   To her  lef t  is
another  door ,  half-open.   Di rect ly before her  is a thirdanother  door ,  half-open.   Di rect ly before her  is a third
door ,  closed.   She holds a long moment ,  t rying todoor ,  closed.   She holds a long moment ,  t rying to
picture in her  mind which room would look out  on thepicture in her  mind which room would look out  on the
front  of  the house,  decides,  chooses the correct  door ,front  of  the house,  decides,  chooses the correct  door ,
the one on her  r ight .   She goes to i t ,  knocks l ight ly.the one on her  r ight .   She goes to i t ,  knocks l ight ly.

INT.  THE MOTHER ' S ROOM -  (DAY)  -  CLOSE ANGLE ON DOORINT.  THE MOTHER ' S ROOM -  (DAY)  -  CLOSE ANGLE ON DOOR

We hear  Li la ' s second knock,  then,  faint ly,  her  sof tWe hear  Li la ' s second knock,  then,  faint ly,  her  sof t
cal l .cal l .
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LILA ' S VOICE (O.S. )LILA ' S VOICE (O.S. )
Mrs.  Bates?Mrs.  Bates?

There is quiet  for  a moment ,  then the door  begins toThere is quiet  for  a moment ,  then the door  begins to
open,  and we see Li la.   She stands on the threshold,open,  and we see Li la.   She stands on the threshold,
looking in at  the room,  instant ly disturbed by i t ,looking in at  the room,  instant ly disturbed by i t ,
almost  chi l led,  her  expression indicat ing an impulse toalmost  chi l led,  her  expression indicat ing an impulse to
close the door  and go away from this room forever .close the door  and go away from this room forever .
Af ter  a moment ,  she enters,  leaving the door  open behindAf ter  a moment ,  she enters,  leaving the door  open behind
her .   CAMERA PULLS BACK AND AWAY and we now see the roomher .   CAMERA PULLS BACK AND AWAY and we now see the room
as Li la sees i t .as Li la sees i t .

I t  is ornate,  damask-and-mahogany,  thick and warm andIt  is ornate,  damask-and-mahogany,  thick and warm and
ripe,  an ol la podrida of  mismated furnishings and br ic-a-r ipe,  an ol la podrida of  mismated furnishings and br ic-a-
brac of  the last  century.   The bed is four  poster ,  butbrac of  the last  century.   The bed is four  poster ,  but
uncanopled;  the dressing table is fancy and f lounceduncanopled;  the dressing table is fancy and f lounced
wi th sat in;  there is a great  chiffonier ,  a big-dooredwi th sat in;  there is a great  chiffonier ,  a big-doored
wardrobe,  a large,  oval ,  ful l - length pier-glass ( thiswardrobe,  a large,  oval ,  ful l - length pier-glass ( this
against  the wal l  direct ly opposi te the door) ,  a sat inagainst  the wal l  direct ly opposi te the door) ,  a sat in
recamier ,  an upholstered armchair  by the window,  a whi terecamier ,  an upholstered armchair  by the window,  a whi te
marble f ireplace,  i ts grate cold but  pi led wi th ashes.marble f ireplace,  i ts grate cold but  pi led wi th ashes.

And there is in the room an unmistakably l ive qual i ty,And there is in the room an unmistakably l ive qual i ty,
as i f  even though i t  is present ly unoccupied,  i t  has notas i f  even though i t  is present ly unoccupied,  i t  has not
been long vacated by some musty presence.been long vacated by some musty presence.

Li la glances at  the bed.   The damask coverlet  is thrownLi la glances at  the bed.   The damask coverlet  is thrown
over  i t ,  but  i t  is not  neat ,  there is the imprint  of  aover  i t ,  but  i t  is not  neat ,  there is the imprint  of  a
body on i t ,  a body which obviously has slept  in a curled-body on i t ,  a body which obviously has slept  in a curled-
up,  womb-l ike posi t ion.   Li la stares at  i t  for  a moment ,up,  womb-l ike posi t ion.   Li la stares at  i t  for  a moment ,
then goes to the dressing table.   I ts top is scat teredthen goes to the dressing table.   I ts top is scat tered
wi th boxes and jars of  cosmet ics and creams,  t races ofwi th boxes and jars of  cosmet ics and creams,  t races of
fresh powder ,  an opened bot t le or  perfume,  a comb,  andfresh powder ,  an opened bot t le or  perfume,  a comb,  and
a brush wi th t races of  hair  in i ts br ist les.   Li la movesa brush wi th t races of  hair  in i ts br ist les.   Li la moves
on,  catches a gl impse of  herself  in the pier-glass,  ison,  catches a gl impse of  herself  in the pier-glass,  is
star t led,  turns away,  goes to the chiffonier ,  is aboutstar t led,  turns away,  goes to the chiffonier ,  is about
to open a drawer ,  sees the high wardrobe out  of  theto open a drawer ,  sees the high wardrobe out  of  the
corner  of  her  eyes,  goes to i t ,  hesi tant ly.   She openscorner  of  her  eyes,  goes to i t ,  hesi tant ly.   She opens
one door .   Fresh,  clean,  wel l  pressed dresses hangone door .   Fresh,  clean,  wel l  pressed dresses hang
neat ly.   Li la opens the other  door .   The sweaters andneat ly.   Li la opens the other  door .   The sweaters and
dresses and robes hang freely,  none in moth-proof ,dresses and robes hang freely,  none in moth-proof ,
storage-type bags.   There is even a wel l-brushed col larstorage-type bags.   There is even a wel l-brushed col lar
of  foxes.   Along the f loor  of  the wardrobe is a l ine ofof  foxes.   Along the f loor  of  the wardrobe is a l ine of
clean,  pol ished shoes.   Li la stares,  then closes theclean,  pol ished shoes.   Li la stares,  then closes the
door ,  turns,  looks once again over  the whole room,door ,  turns,  looks once again over  the whole room,
star ts out ,star ts out ,

INT.  THE UPSTAIRS HALLWAY OF THE OLD HOUSE -  (DAY)INT.  THE UPSTAIRS HALLWAY OF THE OLD HOUSE -  (DAY)

Li la comes out  of  the mother ' s room,  closes the doorLi la comes out  of  the mother ' s room,  closes the door
behind her ,  looks down the stairs,  then star ts acrossbehind her ,  looks down the stairs,  then star ts across
the hal l  to the room whose door  is half-open.   The roomthe hal l  to the room whose door  is half-open.   The room
wi thin is dark,  the shades drawn ful l .wi thin is dark,  the shades drawn ful l .
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Li la pauses on the threshold,  reaches in,  feels theLi la pauses on the threshold,  reaches in,  feels the
wal l ,  throws on a swi tch.wal l ,  throws on a swi tch.

INT.  MOTEL OFFICE -  (DAY)INT.  MOTEL OFFICE -  (DAY)

Sam has r isen,  is standing by the counter  now.Sam has r isen,  is standing by the counter  now.

SAMSAM
I 'm not  saying you shouldn ' t  beI 'm not  saying you shouldn ' t  be
contented here,  I 'm just  doubt ingcontented here,  I 'm just  doubt ing
that  you are.   I  think i f  you sawthat  you are.   I  think i f  you saw
a chance to get  out  from under  . . .a chance to get  out  from under  . . .
you ' d unload this place . . .you ' d unload this place . . .

NORMANNORMAN
(Angri ly)(Angri ly)

This place!   This isn ' t  ' a place. 'This place!   This isn ' t  ' a place. '
I t ' s my only world.   I  grew up inI t ' s my only world.   I  grew up in
that  house back there.   I  was athat  house back there.   I  was a
happy chi ld.   My mother  and I  . . .happy chi ld.   My mother  and I  . . .
we were more than happy.we were more than happy.

SAMSAM
And now that  your  mother ' s dead?And now that  your  mother ' s dead?

Norman snaps a sharp,  fast ,  ugly look at  him.Norman snaps a sharp,  fast ,  ugly look at  him.

NORMANNORMAN
My mother  is not  dead!My mother  is not  dead!

SAMSAM
(Soft ly)(Soft ly)

I  didn ' t  think so.I  didn ' t  think so.

INT.  NORMAN ' S ROOM IN THE OLD HOUSE -  (DAY)INT.  NORMAN ' S ROOM IN THE OLD HOUSE -  (DAY)

Li la is standing in the doorway,  star ing at  the room inLi la is standing in the doorway,  star ing at  the room in
sick dismay.   The room is grotesque,  a horr ible,sick dismay.   The room is grotesque,  a horr ible,
ludicrous fantasy of  chi ldhood held beyond the point  ofludicrous fantasy of  chi ldhood held beyond the point  of
decency.decency.

I t  is a smal l  room.   The wal ls are fancied wi th rompingIt  is a smal l  room.   The wal ls are fancied wi th romping
si lhouet tes of  teddy-bears and sai lboats and carouselssi lhouet tes of  teddy-bears and sai lboats and carousels
and fat  cows jumping over  aghast  moons.   The bed isand fat  cows jumping over  aghast  moons.   The bed is
smal l ,  far  too short  for  a man of  Norman ' s height .   Andsmal l ,  far  too short  for  a man of  Norman ' s height .   And
yet  the rumpled covers indicate that  i t  is in this bedyet  the rumpled covers indicate that  i t  is in this bed
that  Norman sleeps.   Next  to the bed is an old-fashionedthat  Norman sleeps.   Next  to the bed is an old-fashioned
toy chest .   On i ts top there are a bird- in-a-cage lamp,toy chest .   On i ts top there are a bird- in-a-cage lamp,
a plain-bound book,  and an ash t ray f i l led wi th ashesa plain-bound book,  and an ash t ray f i l led wi th ashes
and cigaret te stubs.   A grown man ' s shir t  hangs on aand cigaret te stubs.   A grown man ' s shir t  hangs on a
chi ld ' s clothes t ree.chi ld ' s clothes t ree.
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Against  one wal l  there is a narrow,  high bookcase f i l ledAgainst  one wal l  there is a narrow,  high bookcase f i l led
wi th thick,  unchi ldish-looking books.   On the smal l ,wi th thick,  unchi ldish-looking books.   On the smal l ,
whi te chest  of  drawers there is an old,  chi ld ' swhi te chest  of  drawers there is an old,  chi ld ' s
victrola.   The record on the turntable is discovered,  onvictrola.   The record on the turntable is discovered,  on
close inspect ion,  to be Beethoven ' s Eroica Symphony.close inspect ion,  to be Beethoven ' s Eroica Symphony.

Li la studies the room,  fascinated and repel led.   SheLi la studies the room,  fascinated and repel led.   She
glances at  the bookcase,  comes into the room,  goes toglances at  the bookcase,  comes into the room,  goes to
the bookcase and pul ls out  a thick,  large,  plain-boundthe bookcase and pul ls out  a thick,  large,  plain-bound
book.   She opens i t .   Her  eyes go wide in shock.   Andbook.   She opens i t .   Her  eyes go wide in shock.   And
then there is disgust .   She slams the book closed,  dropsthen there is disgust .   She slams the book closed,  drops
i t .i t .

INT.  THE MOTEL OFFICE -  (DAY)INT.  THE MOTEL OFFICE -  (DAY)

Norman,  behind the counter ,  has moved back against  theNorman,  behind the counter ,  has moved back against  the
wal l .   Sam is st i l l  on the other  side of  the counter ,wal l .   Sam is st i l l  on the other  side of  the counter ,
but  is leaning forward,  his eyes hard on Norman ' s face.but  is leaning forward,  his eyes hard on Norman ' s face.
Norman ' s face is no longer  expressionless.   I t  has theNorman ' s face is no longer  expressionless.   I t  has the
stark,  high sheen of  a cornered animal .stark,  high sheen of  a cornered animal .

SAMSAM
(Pressing)(Pressing)

You look fr ightened.   Have I  beenYou look fr ightened.   Have I  been
saying something fr ightening?saying something fr ightening?

NORMANNORMAN
I  don ' t  know what  you ' ve beenI  don ' t  know what  you ' ve been
saying.saying.

SAMSAM
I ' ve been talking about  your  motherI ' ve been talking about  your  mother
. . .  about  your  motel .   How are you. . .  about  your  motel .   How are you
going to do i t?going to do i t?

NORMANNORMAN
Do what?Do what?

SAMSAM
Buy a new one!   In a new town!Buy a new one!   In a new town!
Where you won ' t  have to hide yourWhere you won ' t  have to hide your
mother!mother!

NORMANNORMAN
Shut  up!Shut  up!

SAMSAM
Where wi l l  you get  the money to doWhere wi l l  you get  the money to do
that ,  Bates . . .  or  do you alreadythat ,  Bates . . .  or  do you already
have i t  . . .  socked away . . .  a lothave i t  . . .  socked away . . .  a lot
of  i t  . . .of  i t  . . .
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NORMANNORMAN
Leave me alone!Leave me alone!

SAMSAM
. . .  Forty thousand dol lars!. . .  Forty thousand dol lars!

NORMANNORMAN
Leave me alone!Leave me alone!

He is close to panic now.   He turns,  swi f t ly,  dashesHe is close to panic now.   He turns,  swi f t ly,  dashes
back into his pr ivate parlor .   Sam goes quickly aroundback into his pr ivate parlor .   Sam goes quickly around
the counter ,  fol lows.the counter ,  fol lows.

INT.  NORMAN ' S PRIVATE PARLOR -  (DAY)INT.  NORMAN ' S PRIVATE PARLOR -  (DAY)

Norman hears Sam fol lowing,  wants to run,  to never  beNorman hears Sam fol lowing,  wants to run,  to never  be
reached by this man.   He crosses the smal l  room,  drawnreached by this man.   He crosses the smal l  room,  drawn
to the rear  window,  as i f  he might  f ly through i t .   Samto the rear  window,  as i f  he might  f ly through i t .   Sam
enters,  pauses.   Norman turns,  back against  the window,enters,  pauses.   Norman turns,  back against  the window,
as unable to f ly away as are the many st i l l ,  stuffedas unable to f ly away as are the many st i l l ,  stuffed
birds.   Sam registers a br ief  f l icker  of  react ion whenbirds.   Sam registers a br ief  f l icker  of  react ion when
he sees the birds,  but  cont inues to gaze at  Norman,  hard.he sees the birds,  but  cont inues to gaze at  Norman,  hard.

SAMSAM
I  bet  your  mother  knows where theI  bet  your  mother  knows where the
money is.   And what  you did to getmoney is.   And what  you did to get
i t .   And I  think she ' l l  tel l  us.i t .   And I  think she ' l l  tel l  us.

Something self-assured and confident  in Sam ' s  tone givesSomething self-assured and confident  in Sam ' s  tone gives
Norman a new,  more terr if ied alarm.   He turns his head,Norman a new,  more terr if ied alarm.   He turns his head,
glances out  the window at  the old house.   He looks backglances out  the window at  the old house.   He looks back
at  Sam and there is terror  in his voice.at  Sam and there is terror  in his voice.

NORMANNORMAN
Where ' s that  gir l?  The gir l  youWhere ' s that  gir l?  The gir l  you
came wi th!   Where is she?came wi th!   Where is she?

Sam does not  respond,  smi les a half-smi le,  turns toSam does not  respond,  smi les a half-smi le,  turns to
examine a stuffed owl .   Norman looks back at  the house.examine a stuffed owl .   Norman looks back at  the house.

NORMANNORMAN
(A horr ible groan)(A horr ible groan)

Oh,  God!Oh,  God!

INT.  UPSTAIRS HALL OF THE OLD HOUSE -  (DAY)INT.  UPSTAIRS HALL OF THE OLD HOUSE -  (DAY)

Li la,  shaken and disturbed,  almost  sickened,  is comingLi la,  shaken and disturbed,  almost  sickened,  is coming
out  of  Norman ' s room.   She has lef t  the l ight  on.   Sheout  of  Norman ' s room.   She has lef t  the l ight  on.   She
pauses in the middle of  the landing,  looks at  the closedpauses in the middle of  the landing,  looks at  the closed
door  opposi te the stairs,  goes to i t ,  opens i t ,  seesdoor  opposi te the stairs,  goes to i t ,  opens i t ,  sees
that  i t  is the bathroom,  pul ls the door  to,  turns,that  i t  is the bathroom,  pul ls the door  to,  turns,
star ts toward the stairs.star ts toward the stairs.
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INT.  NORMAN ' S PRIVATE PARLOR -  (DAY)INT.  NORMAN ' S PRIVATE PARLOR -  (DAY)

Sam is lying on the f loor ,  face downward,  unmoving.   ASam is lying on the f loor ,  face downward,  unmoving.   A
candlest ick is on the f loor ,  close by his head,  st i l lcandlest ick is on the f loor ,  close by his head,  st i l l
rocking as i f  just  dropped.   OVER SHOT comes the SOUNDrocking as i f  just  dropped.   OVER SHOT comes the SOUND
of  Norman ' s footsteps and CAMERA TURNS in t ime to catchof  Norman ' s footsteps and CAMERA TURNS in t ime to catch
a br ief  gl impse of  him going out  into the off ice,  almosta br ief  gl impse of  him going out  into the off ice,  almost
at  a run.at  a run.

INT.  STAIRWAY OF THE OLD HOUSE -  (DAY)INT.  STAIRWAY OF THE OLD HOUSE -  (DAY)

Li la is on the top step,  looking down toward CAMERA.Li la is on the top step,  looking down toward CAMERA.
She is l istening,  hoping to hear  some human sound,  someShe is l istening,  hoping to hear  some human sound,  some
sound she might  fol low,  pursue.   She hears nothing.   Shesound she might  fol low,  pursue.   She hears nothing.   She
star ts down the stairs.   Just  below the halfway step,star ts down the stairs.   Just  below the halfway step,
she looks at  the front  door ,  sees out  through the doorshe looks at  the front  door ,  sees out  through the door
window:window:

LILA ' S VIEWPOINT -  (DAY)LILA ' S VIEWPOINT -  (DAY)

Norman coming.Norman coming.

INT.  STAIRWAY OF THE OLD HOUSE -  (DAY)INT.  STAIRWAY OF THE OLD HOUSE -  (DAY)

For  a moment  Li la panics,  then she hurr ies down theFor  a moment  Li la panics,  then she hurr ies down the
steps,  cannot  go in the direct ion of  the front  door ,steps,  cannot  go in the direct ion of  the front  door ,
remembers the stairway behind her ,  turns and runs inremembers the stairway behind her ,  turns and runs in
that  direct ion.   The SOUND of  Norman bounding up thethat  direct ion.   The SOUND of  Norman bounding up the
porch steps can be heard.   Li la turns and dashes downporch steps can be heard.   Li la turns and dashes down
the stairs which lead to the basement ,  going down farthe stairs which lead to the basement ,  going down far
enough to conceal  herself ,  crouching there.enough to conceal  herself ,  crouching there.

Norman enters the hal lway,  closes the door  soft ly,Norman enters the hal lway,  closes the door  soft ly,
l istens.   He glances once in the direct ion of  thel istens.   He glances once in the direct ion of  the
basement  stairs.   He seems about  to smi le,  when suddenlybasement  stairs.   He seems about  to smi le,  when suddenly
al l  expression vanishes from his face,  and he appears toal l  expression vanishes from his face,  and he appears to
enter  a no-place,  no- t ime state.   He crosses to theenter  a no-place,  no- t ime state.   He crosses to the
stairway,  goes up.stairway,  goes up.

Li la remains crouched on the basement  stairs,  l isteningLi la remains crouched on the basement  stairs,  l istening
to the SOUNDS of  Norman.   His footsteps on the stairsto the SOUNDS of  Norman.   His footsteps on the stairs
fol lowed by the fast  noises of  doors opening,  of  fastfol lowed by the fast  noises of  doors opening,  of  fast
moving about  an upstairs room.   Convinced that  he ismoving about  an upstairs room.   Convinced that  he is
searching the upstairs for  her ,  she decides to chance ansearching the upstairs for  her ,  she decides to chance an
escape.   She star ts up the steps,  is about  to turn intoescape.   She star ts up the steps,  is about  to turn into
the hal lway when her  eye is caught  by a gl immer  of  l ightthe hal lway when her  eye is caught  by a gl immer  of  l ight
down in the basement .   She pauses,  looks down,  sees thedown in the basement .   She pauses,  looks down,  sees the
crack of  l ight  coming from behind the not  ent irelycrack of  l ight  coming from behind the not  ent irely
closed door  to the frui t  cel lar .   The swi f t  movingclosed door  to the frui t  cel lar .   The swi f t  moving
SOUNDS of  Norman cont inue to come from upstairs.SOUNDS of  Norman cont inue to come from upstairs.
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Li la is torn,  knows she should get  out  of  the houseLi la is torn,  knows she should get  out  of  the house
whi le she has the chance,  is unable to resist  thewhi le she has the chance,  is unable to resist  the
impulse to check that  hidden-looking room down below,  aimpulse to check that  hidden-looking room down below,  a
room in which,  she desperately bel ieves,  there must  l ieroom in which,  she desperately bel ieves,  there must  l ie
some answer  to what  happened to Mary.   She turns andsome answer  to what  happened to Mary.   She turns and
goes soft ly and quickly down the stairs.goes soft ly and quickly down the stairs.

INT.  THE BASEMENT OF THE OLD HOUSE -  (DAY)INT.  THE BASEMENT OF THE OLD HOUSE -  (DAY)

Li la reaches the bot tom,  stops,  l istens,  hears theLi la reaches the bot tom,  stops,  l istens,  hears the
stairboards creaking as footsteps fal l  hard and measuredstairboards creaking as footsteps fal l  hard and measured
upon them.   She turns,  pul ls open the frui t  cel lar  door ,upon them.   She turns,  pul ls open the frui t  cel lar  door ,
looks in.   The woman is si t t ing in a comfor table chair ,looks in.   The woman is si t t ing in a comfor table chair ,
the back of  the chair ,  and the woman,  turned to thethe back of  the chair ,  and the woman,  turned to the
door .   Li la cal ls a harsh,  fr ightened whisper .door .   Li la cal ls a harsh,  fr ightened whisper .

LILALILA
Mrs.  Bates. . .?Mrs.  Bates. . .?

Li la goes into the room.Li la goes into the room.

INT.  THE FRUIT CELLARINT.  THE FRUIT CELLAR

Li la goes to the chair ,  touches i t .   The touch disturbsLi la goes to the chair ,  touches i t .   The touch disturbs
the f igure.   I t  star ts to turn,  slowly,  st i ff ly,  a clock-the f igure.   I t  star ts to turn,  slowly,  st i ff ly,  a clock-
wise movement .   Li la looks at  i t  in horror .   I t  is thewise movement .   Li la looks at  i t  in horror .   I t  is the
body of  a woman long dead.   The skin is dry and pul ledbody of  a woman long dead.   The skin is dry and pul led
away from the mouth and the teeth are revealed as in theaway from the mouth and the teeth are revealed as in the
skeleton ' s smi le.   The eyes are gone from their  sockets,skeleton ' s smi le.   The eyes are gone from their  sockets,
the br idge of  the nose has col lapsed,  the hair  is drythe br idge of  the nose has col lapsed,  the hair  is dry
and wi ld,  the cheeks are sunken,  the leathery-brown skinand wi ld,  the cheeks are sunken,  the leathery-brown skin
is powdered and rouged and f laky.   The body is dressedis powdered and rouged and f laky.   The body is dressed
in a high-neck,  clean,  wel l-pressed dress,  obviouslyin a high-neck,  clean,  wel l-pressed dress,  obviously
recent ly laundered and hand-ironed.recent ly laundered and hand-ironed.

The movement  of  this stuffed,  i l l -preserved cadaver ,The movement  of  this stuffed,  i l l -preserved cadaver ,
turning as i f  in response to Li la ' s cal l  and touch,  isturning as i f  in response to Li la ' s cal l  and touch,  is
actual ly graceful ,  bal let- l ike,  and the effect  isactual ly graceful ,  bal let- l ike,  and the effect  is
terr ible and obscene.terr ible and obscene.

Li la gazes for  one f l icker  of  a deathly moment ,  thenLi la gazes for  one f l icker  of  a deathly moment ,  then
begins to scream,  a high,  piercing,  dreadful  scream.begins to scream,  a high,  piercing,  dreadful  scream.
And Li la ' s scream is joined by another  scream,  a moreAnd Li la ' s scream is joined by another  scream,  a more
dreadful ,  horr ifying scream which comes from the doordreadful ,  horr ifying scream which comes from the door
behind her .behind her .

NORMAN ' S VOICE (O.S. )NORMAN ' S VOICE (O.S. )
(screaming)(screaming)

Ayeeeeeeeeeeeeeeeeeeeeee Am NormaAyeeeeeeeeeeeeeeeeeeeeee Am Norma
Bates!Bates!

Li la turns.Li la turns.
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NORMANNORMAN

His face is contor ted.   He wears a wi ld wig,  a mockeryHis face is contor ted.   He wears a wi ld wig,  a mockery
of  a woman ' s hair .   He is dressed in a high-neck dressof  a woman ' s hair .   He is dressed in a high-neck dress
which is simi lar  to that  worn by the corpse of  hiswhich is simi lar  to that  worn by the corpse of  his
mother .   His hand is raised high,  poised to str ike atmother .   His hand is raised high,  poised to str ike at
Li la.   There is a long breadknife in i t .Li la.   There is a long breadknife in i t .

LILALILA

Close on her  face.   She is dumb-struck.   Her  eyes areClose on her  face.   She is dumb-struck.   Her  eyes are
screaming.screaming.

BACK TO NORMANBACK TO NORMAN

As he is about  to star t  forward,  a man ' s hand reaches inAs he is about  to star t  forward,  a man ' s hand reaches in
from the doorway behind,  grabs Norman ' s wr ist .   Samfrom the doorway behind,  grabs Norman ' s wr ist .   Sam
comes through the door ,  st i l l  holding t ight  to thecomes through the door ,  st i l l  holding t ight  to the
wr ist ,  pul l ing back the arm and at  the same t imewr ist ,  pul l ing back the arm and at  the same t ime
throwing himself  at  Norman,  footbal l  tackle style.throwing himself  at  Norman,  footbal l  tackle style.

A SERIES OF CUTS -  THE FIGHTA SERIES OF CUTS -  THE FIGHT

Norman and Sam,  struggl ing.   The wi ld fury in Norman ' sNorman and Sam,  struggl ing.   The wi ld fury in Norman ' s
face,  the mad noise of  his screams and vi le curses.   Theface,  the mad noise of  his screams and vi le curses.   The
terr if ied,  f ight- to- the-death look of  Sam.   The st i l l ,terr if ied,  f ight- to- the-death look of  Sam.   The st i l l ,
star ing Li la.star ing Li la.

MRS.  BATESMRS.  BATES

A close of  her  face,   She appears to be watching andA close of  her  face,   She appears to be watching and
enjoying the f ight .   Over  the shot ,  the SOUNDS of  theenjoying the f ight .   Over  the shot ,  the SOUNDS of  the
struggle,  the screams of  Norman.struggle,  the screams of  Norman.

DISSOLVE TO:DISSOLVE TO:

EXT.  COURTHOUSE AT READING -  (NIGHT)EXT.  COURTHOUSE AT READING -  (NIGHT)

There are many people gathered about  the steps,  theThere are many people gathered about  the steps,  the
curious and the concerned and the morbid.   At  the curb,curious and the concerned and the morbid.   At  the curb,
a couple of  newspaper  cars,  two or  three pol ice cars,a couple of  newspaper  cars,  two or  three pol ice cars,
and a mobi le uni t  t ruck from the local  televisionand a mobi le uni t  t ruck from the local  television
out let .   There is noise,  and chat ter ing as quest ions areout let .   There is noise,  and chat ter ing as quest ions are
asked and answers given,  and the sounds of  t raff ic,  andasked and answers given,  and the sounds of  t raff ic,  and
of  the television equipment  being moved into theof  the television equipment  being moved into the
courthouse,  for  on-the-scene report ing,  and the sterncourthouse,  for  on-the-scene report ing,  and the stern
voices of  pol icemen trying to keep people back.   Thevoices of  pol icemen trying to keep people back.   The
scene has a br ight  glare about  i t ,  that  qual i ty ofscene has a br ight  glare about  i t ,  that  qual i ty of
sudden l ight  thrown on a fearful  darkness.sudden l ight  thrown on a fearful  darkness.
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CLOSER ANGLE ON STEPS OF COURTHOUSECLOSER ANGLE ON STEPS OF COURTHOUSE

A POLICEMAN t rying to make way for  the television men,A POLICEMAN t rying to make way for  the television men,
mut ter ing "keep back," etc. ,  to the spectators.   Amut ter ing "keep back," etc. ,  to the spectators.   A
TELEVISION MAN,  carrying a piece of  equipment  goesTELEVISION MAN,  carrying a piece of  equipment  goes
through door ,  and CAMERA FOLLOWS him into the courthousethrough door ,  and CAMERA FOLLOWS him into the courthouse
vest ibule.vest ibule.

Here,  too,  there is a crowd,  composed of  Pol icemen,Here,  too,  there is a crowd,  composed of  Pol icemen,
Reporters,  Television Men.   The Television Men we haveReporters,  Television Men.   The Television Men we have
been fol lowing stops beside a Pol iceman.been fol lowing stops beside a Pol iceman.

TELEVISION MANTELEVISION MAN
(Indicat ing the front(Indicat ing the front
door  he has just  comedoor  he has just  come
in through)in through)

You think they ' l l  take him out  thatYou think they ' l l  take him out  that
way?way?

POLICEMANPOLICEMAN
(Looking at  wai t ing(Looking at  wai t ing
crowd,  shrugging)crowd,  shrugging)

Probably have to.Probably have to.
(A rueful  smi le)(A rueful  smi le)

Besides,  the taxpayers hate i t  whenBesides,  the taxpayers hate i t  when
something gets sl ipped out  the backsomething gets sl ipped out  the back
door  on them!door  on them!

Over  this exchange,  the buzz of  other  voices,  theOver  this exchange,  the buzz of  other  voices,  the
movement  of  men.   CAMERA MOVES ON,  down the corr idor ,movement  of  men.   CAMERA MOVES ON,  down the corr idor ,
gets to the door  of  the off ice of  the Chief  of  Pol icegets to the door  of  the off ice of  the Chief  of  Pol ice
just  as a young fel low wi th a carton box f i l led wi thjust  as a young fel low wi th a carton box f i l led wi th
paper  containers of  sent-out-for  coffee reaches thispaper  containers of  sent-out-for  coffee reaches this
door .   CAMERA HOLDS as the COFFEE BOY pauses a moment ,door .   CAMERA HOLDS as the COFFEE BOY pauses a moment ,
then goes into the room.then goes into the room.

CUT TO:CUT TO:

INT.  OFFICE OF THE CHIEF OF POLICE -  (NIGHT)INT.  OFFICE OF THE CHIEF OF POLICE -  (NIGHT)

Li la is seated in a chair ,  Sam standing close by.   A bi tLi la is seated in a chair ,  Sam standing close by.   A bi t
apart  from them,  we see Sheriff  Chambers,  in quietapart  from them,  we see Sheriff  Chambers,  in quiet
conference wi th the CHIEF OF POLICE,  the COUNTY SHERIFF,conference wi th the CHIEF OF POLICE,  the COUNTY SHERIFF,
the DISTRICT ATTORNEY.the DISTRICT ATTORNEY.

The Coffee Boy stands in the doorway.   Sam goes to him,The Coffee Boy stands in the doorway.   Sam goes to him,
takes a container  of  coffee from the box,  carr ies i t  totakes a container  of  coffee from the box,  carr ies i t  to
Li la,  checking the notat ion on the l id as he goes.Li la,  checking the notat ion on the l id as he goes.
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MED.  CLOSE ON SAM AND LILAMED.  CLOSE ON SAM AND LILA

SAMSAM
(quiet ly)(quiet ly)

I t ' s regular .   Okay?It ' s regular .   Okay?

LILALILA
(rueful ly)(rueful ly)

I  could stand something regular .I  could stand something regular .

Sam smi les encouragingly,  hands her  the coffee.   SheriffSam smi les encouragingly,  hands her  the coffee.   Sheriff
Chambers ENTERS SHOT,  gives Sam a container  of  coffee heChambers ENTERS SHOT,  gives Sam a container  of  coffee he
has brought  for  him.   Sam takes i t ,  nods a thank you.has brought  for  him.   Sam takes i t ,  nods a thank you.
For  a moment  no one speaks.   Li la looks badly shaken,For  a moment  no one speaks.   Li la looks badly shaken,
Sam disheveled,  but  contained.Sam disheveled,  but  contained.

CHAMBERSCHAMBERS
You two can go on home if  you l ike.You two can go on home if  you l ike.

(a sympathet ic look at(a sympathet ic look at
Li la)Li la)

Making that  statement  was enoughMaking that  statement  was enough
for  one night .for  one night .

SAMSAM
( to Li la)( to Li la)

Want  to?Want  to?

LILALILA
No.   I 'm al l  r ight .   I ' l l  feelNo.   I 'm al l  r ight .   I ' l l  feel
bet ter  when al l  this is explainedbet ter  when al l  this is explained
. . .  i f  i t  can be.. . .  i f  i t  can be.

Sam looks a quest ion at  Sheriff  Chambers.   ChambersSam looks a quest ion at  Sheriff  Chambers.   Chambers
shrugs doubtful ly.shrugs doubtful ly.

CHAMBERSCHAMBERS
If  anybody gets any answers,  i t ' l lIf  anybody gets any answers,  i t ' l l
be the fel low talking to him nowbe the fel low talking to him now
. . .  the Psychiatr ist .   Even I. . .  the Psychiatr ist .   Even I
couldn ' t  reach Norman . . .  and hecouldn ' t  reach Norman . . .  and he
knows me.knows me.

( to Li la)( to Li la)
You warm enough,  Miss?You warm enough,  Miss?

Li la is about  to answer ,  when she sees someone come intoLi la is about  to answer ,  when she sees someone come into
the room and r ises anxiously.   Sam and Sheriff  Chambersthe room and r ises anxiously.   Sam and Sheriff  Chambers
turn,  fol low her  gaze.turn,  fol low her  gaze.

INT.  OFFICE OF CHIEF OF POLICE -  FULL SHOTINT.  OFFICE OF CHIEF OF POLICE -  FULL SHOT

A young man wi th a ser ious,  frowning face has just  comeA young man wi th a ser ious,  frowning face has just  come
into the room.   He is DR.  SIMON,  the Psychiatr ist .into the room.   He is DR.  SIMON,  the Psychiatr ist .
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He goes to the desk where the box of  coffee containersHe goes to the desk where the box of  coffee containers
has been placed,  takes up a container .has been placed,  takes up a container .

DISTRICT ATTORNEYDISTRICT ATTORNEY
Did he talk to you?Did he talk to you?

SIMONSIMON
No.   I  got  the whole story . . .  butNo.   I  got  the whole story . . .  but
not  from Norman.   I  got  i t  from . . .not  from Norman.   I  got  i t  from . . .
his mother .his mother .

Everyone gazes at  him,  myst if ied.   He speaks as heEveryone gazes at  him,  myst if ied.   He speaks as he
removes l id from coffee container .removes l id from coffee container .

SIMONSIMON
Norman Bates no longer  exists.   HeNorman Bates no longer  exists.   He
only half-existed to begin wi th . . .only half-existed to begin wi th . . .
now,  the other  half  has taken over .now,  the other  half  has taken over .
Probably for  al l  t ime.Probably for  al l  t ime.

LILALILA
(Wi th diff icul ty)(Wi th diff icul ty)

Did he ki l l  my sister?Did he ki l l  my sister?

SIMONSIMON
Yes . . .  and no.Yes . . .  and no.

DISTRICT ATTORNEYDISTRICT ATTORNEY
Look,  i f  you ' re t rying to lay a lotLook,  i f  you ' re t rying to lay a lot
of  psychiatr ic groundwork for  someof  psychiatr ic groundwork for  some
sort  of  plea this fel low would l ikesort  of  plea this fel low would l ike
to cop . . .to cop . . .

SIMONSIMON
A psychiatr ist  doesn ' t  lay theA psychiatr ist  doesn ' t  lay the
groundwork . . .  he merely t r ies togroundwork . . .  he merely t r ies to
explain i t .explain i t .

LILALILA
But  my sister  is . . .But  my sister  is . . .

SIMONSIMON
Yes.   I 'm sorry.Yes.   I 'm sorry.

( to Chambers)( to Chambers)
The Pr ivate Invest igator ,  too.   IfThe Pr ivate Invest igator ,  too.   If
you drag that  swamp somewhere inyou drag that  swamp somewhere in
the vicini ty of  the motel  . . .the vicini ty of  the motel  . . .

(To the Chief  of(To the Chief  of
Pol ice)Pol ice)

Have you any unsolved missingHave you any unsolved missing
persons cases on your  books?persons cases on your  books?

CHIEF OF POLICECHIEF OF POLICE
Yes.   Two.Yes.   Two.
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SIMONSIMON
Young gir ls?Young gir ls?

CHIEF OF POLICECHIEF OF POLICE
(nods,  astounded,(nods,  astounded,
then:)then:)

Did he confess to . . .Did he confess to . . .

SIMONSIMON
( interrupt ing)( interrupt ing)

As I  said,  the mother  . . .As I  said,  the mother  . . .
(Pauses,  goes on(Pauses,  goes on
afresh)afresh)

To understand i t ,  as I  understoodTo understand i t ,  as I  understood
i t  hearing i t  from the mother  . . .i t  hearing i t  from the mother  . . .
That  is,  from the mother-half  ofThat  is,  from the mother-half  of
Norman ' s mind,  you have to go backNorman ' s mind,  you have to go back
ten years . . .  to the t ime whenten years . . .  to the t ime when
Norman murdered his mother  and herNorman murdered his mother  and her
lover .lover .

(A pause,  then as no(A pause,  then as no
one interrupts)one interrupts)

He was already dangerouslyHe was already dangerously
disturbed,  had been ever  since hisdisturbed,  had been ever  since his
father  died.   His mother  was afather  died.   His mother  was a
cl inging,  demanding woman . . .  andcl inging,  demanding woman . . .  and
for  years the two of  them l ived asfor  years the two of  them l ived as
if  there was no one else in theif  there was no one else in the
world.   Then she met  a man and i tworld.   Then she met  a man and i t
seemed to Norman she "threw himseemed to Norman she "threw him
over" for  this man.   That  pushedover" for  this man.   That  pushed
him over  the thin l ine . . .  and hehim over  the thin l ine . . .  and he
ki l led them both.   Matr icide iski l led them both.   Matr icide is
probably the most  unbearable cr imeprobably the most  unbearable cr ime
of  al l  . . .  and most  unbearable toof  al l  . . .  and most  unbearable to
the son who commi t  i t .   So he hadthe son who commi t  i t .   So he had
to erase the cr ime,  at  least  in histo erase the cr ime,  at  least  in his
own mind.own mind.

(A pause)(A pause)
He stole her  corpse . . .  and aHe stole her  corpse . . .  and a
weighted coff in was buried.   He hidweighted coff in was buried.   He hid
the body in the frui t  cel lar ,  eventhe body in the frui t  cel lar ,  even
"treated" i t  to keep i t  as wel l  as"treated" i t  to keep i t  as wel l  as
i t  would keep.   And that  st i l li t  would keep.   And that  st i l l
wasn ' t  enough.   She was there,  butwasn ' t  enough.   She was there,  but
she was a corpse.   So he began toshe was a corpse.   So he began to
think and speak for  her ,  gave herthink and speak for  her ,  gave her
half  his l i fe,  so to speak.   Athalf  his l i fe,  so to speak.   At
t imes he could be botht imes he could be both
personal i t ies,  carry onpersonal i t ies,  carry on
conversat ions . . .  at  other  t imes,conversat ions . . .  at  other  t imes,
the mother-half  took overthe mother-half  took over
completely.completely.

(more)(more)
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SIMON (cont ' d)SIMON (cont ' d)
He was never  al l  Norman,  but  he wasHe was never  al l  Norman,  but  he was
often only mother .   And because heoften only mother .   And because he
was so pathological ly jealous ofwas so pathological ly jealous of
her ,  he assumed she was as jealousher ,  he assumed she was as jealous
of  him.   Therefore,  i f  he fel t  aof  him.   Therefore,  i f  he fel t  a
strong at tract ion to any otherstrong at tract ion to any other
woman,  the mother  side of  him wouldwoman,  the mother  side of  him would
go wi ld.go wi ld.

(To Li la)(To Li la)
When Norman met  your  sister ,  he wasWhen Norman met  your  sister ,  he was
touched by her  . . .  and aroused bytouched by her  . . .  and aroused by
her .   He wanted her .   And this sether .   He wanted her .   And this set
off  his "jealous mother" and . . .off  his "jealous mother" and . . .
"mother  ki l led the gir l ."  Af ter"mother  ki l led the gir l ."  Af ter
the murder ,  Norman returned as i fthe murder ,  Norman returned as i f
from a deep sleep . . .  and l ike afrom a deep sleep . . .  and l ike a
dut iful  son,  covered up al l  t racesdut iful  son,  covered up al l  t races
of  the cr ime he was convinced hisof  the cr ime he was convinced his
mother  had commi t ted.mother  had commi t ted.

SAMSAM
Why was he . . .  dressed l ike that?Why was he . . .  dressed l ike that?

DISTRICT ATTORNEYDISTRICT ATTORNEY
He ' s a t ransvest i te!He ' s a t ransvest i te!

SIMONSIMON
Not  exact ly.   A man who dresses inNot  exact ly.   A man who dresses in
woman ' s clothing in order  towoman ' s clothing in order  to
achieve a sexual  change . . .  orachieve a sexual  change . . .  or
sat isfact ion . . .  is a t ransvest i te.sat isfact ion . . .  is a t ransvest i te.
But  in Norman ' s case,  he was simplyBut  in Norman ' s case,  he was simply
doing everything possible to keepdoing everything possible to keep
al ive the i l lusion of  his motheral ive the i l lusion of  his mother
being al ive.   And whenever  real i tybeing al ive.   And whenever  real i ty
came too close,  when danger  orcame too close,  when danger  or
desire threatened that  i l lusion,desire threatened that  i l lusion,
he ' d dress up,  even to a cheap wighe ' d dress up,  even to a cheap wig
he brought ,  and he ' d walk about  thehe brought ,  and he ' d walk about  the
house,  si t  in her  chair ,  speak inhouse,  si t  in her  chair ,  speak in
her  voice . . .  He tr ied to be hisher  voice . . .  He tr ied to be his
mother .mother .

(A sad smi le)(A sad smi le)
And now he is.And now he is.

(A pause)(A pause)
That ' s what  I  meant  when I  said IThat ' s what  I  meant  when I  said I
got  the story from the mother .   Shegot  the story from the mother .   She
thinks Norman has been taken awaythinks Norman has been taken away
. . .  because of  his cr imes.. . .  because of  his cr imes.

(more)(more)
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SIMON (cont ' d)SIMON (cont ' d)
She insists she did nothing,  thatShe insists she did nothing,  that
Norman commi t ted al l  the murdersNorman commi t ted al l  the murders
just  to keep her  from beingjust  to keep her  from being
discovered.   She even smi led a bi tdiscovered.   She even smi led a bi t
coquet t ishly as she said that .   Ofcoquet t ishly as she said that .   Of
course,  she feels badly about  i tcourse,  she feels badly about  i t
. . .  but  also somewhat  rel ieved to. . .  but  also somewhat  rel ieved to
be,  as she put  i t ,  free of  Norman,be,  as she put  i t ,  free of  Norman,
at  last .at  last .

(A pause)(A pause)
When the mind houses twoWhen the mind houses two
personal i t ies,  there is always apersonal i t ies,  there is always a
bat t le.   In Norman ' s case,  thebat t le.   In Norman ' s case,  the
bat t le is over  . . .  and the dominantbat t le is over  . . .  and the dominant
personal i ty has won.personal i ty has won.

Li la begins to weep soft ly,  for  Mary,  for  Arbogast ,  forLi la begins to weep soft ly,  for  Mary,  for  Arbogast ,  for
Norman,  for  al l  the destroyed human beings of  thisNorman,  for  al l  the destroyed human beings of  this
world.   Sam bends beside her ,  puts his arm about  her ,world.   Sam bends beside her ,  puts his arm about  her ,
comfor ts her .comfor ts her .

CHAMBERSCHAMBERS
(To Simon)(To Simon)

And the for ty thousand dol lars?And the for ty thousand dol lars?
Who got  that?Who got  that?

SIMONSIMON
The swamp.   These were murders ofThe swamp.   These were murders of
passion,  not  prof i t .passion,  not  prof i t .

A POLICE GUARD puts his head in the door ,  speaks,  in aA POLICE GUARD puts his head in the door ,  speaks,  in a
near-whisper ,  to the Chief  of  Pol ice.   The Guard isnear-whisper ,  to the Chief  of  Pol ice.   The Guard is
carrying a folded blanket  over  his arm.carrying a folded blanket  over  his arm.

POLICE GUARDPOLICE GUARD
He feels a l i t t le chi l l  . . .  can IHe feels a l i t t le chi l l  . . .  can I
br ing him this blanket?bring him this blanket?

The Chief  of  Pol ice nods.   The Guard goes away,  andThe Chief  of  Pol ice nods.   The Guard goes away,  and
CAMERA FOLLOWS him out  of  the room and out  into theCAMERA FOLLOWS him out  of  the room and out  into the
hal lway.   Guard moves through the wai t ing men,  headinghal lway.   Guard moves through the wai t ing men,  heading
down the corr idor .down the corr idor .

CUT TO:CUT TO:

INT.  ANOTHER CORRIDOR IN COURTHOUSEINT.  ANOTHER CORRIDOR IN COURTHOUSE

A narrower  corr idor  in the rear  of  the bui lding.   InA narrower  corr idor  in the rear  of  the bui lding.   In
f .g.  of  shot ,  we see a door ,  the top half  of  which isf .g.  of  shot ,  we see a door ,  the top half  of  which is
wi re-covered glass.   A GUARD in uniform is posted by thewi re-covered glass.   A GUARD in uniform is posted by the
door ,  looking reprovingly at  the two or  three peopledoor ,  looking reprovingly at  the two or  three people
trying to get  a glance into the room.t rying to get  a glance into the room.
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The Pol ice Guard,  carrying the blanket ,  comes down thisThe Pol ice Guard,  carrying the blanket ,  comes down this
corr idor ,  goes to the door .   CAMERA MOVES CLOSE.   Thecorr idor ,  goes to the door .   CAMERA MOVES CLOSE.   The
uniformed Guard opens the door ,  al lows the man to go in.uniformed Guard opens the door ,  al lows the man to go in.
Shot  is RAKED so that  we can not  see into the room.Shot  is RAKED so that  we can not  see into the room.
Af ter  a moment ,  the Guard comes out  and the uniformedAf ter  a moment ,  the Guard comes out  and the uniformed
Guard closes and locks the door  and weGuard closes and locks the door  and we

CUT TO:CUT TO:

INT.  NORMAN ' S DETENTION ROOM -  (NIGHT)INT.  NORMAN ' S DETENTION ROOM -  (NIGHT)

The wal ls are whi te and plain.   There is no window.The wal ls are whi te and plain.   There is no window.
There is no furni ture except  the straight-back chair  inThere is no furni ture except  the straight-back chair  in
which Norman si ts,  in the center  of  the room.   The roomwhich Norman si ts,  in the center  of  the room.   The room
has a qual i ty of  no-whereness,  of  calm separat ion fromhas a qual i ty of  no-whereness,  of  calm separat ion from
the world.the world.

The Pol ice Guard has placed the blanket  on Norman ' sThe Pol ice Guard has placed the blanket  on Norman ' s
knees.   Norman,  as we come upon him,  is l i f t ing theknees.   Norman,  as we come upon him,  is l i f t ing the
blanket ,  unfolding i t .   His face,  al though wi thoutblanket ,  unfolding i t .   His face,  al though wi thout
makeup and wi thout  the surrounding softness of  the wig,makeup and wi thout  the surrounding softness of  the wig,
has a certain feminini ty about  i t ,  a sof tness about  thehas a certain feminini ty about  i t ,  a sof tness about  the
mouth and a kind of  arch womanl iness about  the brows.mouth and a kind of  arch womanl iness about  the brows.
Calmly,  Norman places the blanket  about  his shoulders,Calmly,  Norman places the blanket  about  his shoulders,
as i f  i t  were a cashmere shawl .   CAMERA REMAINS in aas i f  i t  were a cashmere shawl .   CAMERA REMAINS in a
posi t ion so that  our  view of  Norman is a FULL ONE.   Whenposi t ion so that  our  view of  Norman is a FULL ONE.   When
the shawl  is in posi t ion,  and Norman is set t led,  wethe shawl  is in posi t ion,  and Norman is set t led,  we
HEAR,  OVER SHOT,  the voice of  his mother ,  coming fromHEAR,  OVER SHOT,  the voice of  his mother ,  coming from
the calm of  his thoughts.the calm of  his thoughts.

MOTHER ' S VOICE (O.S. )MOTHER ' S VOICE (O.S. )
I t ' s sad . . .  when a mother  has toI t ' s sad . . .  when a mother  has to
speak the words that  condemn herspeak the words that  condemn her
own son . . .  but  I  couldn ' t  al lowown son . . .  but  I  couldn ' t  al low
them to bel ieve that  I  would commi tthem to bel ieve that  I  would commi t
murder .murder .

(A pause)(A pause)
They ' l l  put  him away now . . .  as IThey ' l l  put  him away now . . .  as I
should have . . .  years ago.   He wasshould have . . .  years ago.   He was
always . . .  bad.   And in the end,  healways . . .  bad.   And in the end,  he
intended to tel l  them I  ki l l ledintended to tel l  them I  ki l l led
those gir ls . . .  and that  man.   Asthose gir ls . . .  and that  man.   As
if  I  could do anything except  justif  I  could do anything except  just
si t  and stare . . .  l ike one of  hissi t  and stare . . .  l ike one of  his
stuffed birds.stuffed birds.

(A pause)(A pause)
Wel l ,  they know I  can ' t  even moveWel l ,  they know I  can ' t  even move
a f inger .   And I  won ' t .   I ' l l  justa f inger .   And I  won ' t .   I ' l l  just
si t  here and be quiet .   Just  insi t  here and be quiet .   Just  in
case they do . . .  suspect  me.case they do . . .  suspect  me.

A f ly buzzes close,  and then cont inues buzzing andA f ly buzzes close,  and then cont inues buzzing and
flying about  Norman ' s face.f lying about  Norman ' s face.
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MOTHER ' S VOICE (V.O. )MOTHER ' S VOICE (V.O. )
They ' re probably watching me.They ' re probably watching me.
Wel l ,  let  them.   Let  them see whatWel l ,  let  them.   Let  them see what
kind of  a person I  am.kind of  a person I  am.

(A pause,  as the f ly(A pause,  as the f ly
l ights on Norman ' sl ights on Norman ' s
hand)hand)

I 'm not  going to swat  that  f ly.   II 'm not  going to swat  that  f ly.   I
hope they are watching.   They ' l lhope they are watching.   They ' l l
see . . .  they ' l l  see . . .  and they ' l lsee . . .  they ' l l  see . . .  and they ' l l
know . . .  and they ' l l  say . . .  'why,know . . .  and they ' l l  say . . .  'why,
she wouldn ' t  even harm a f ly . . . 'she wouldn ' t  even harm a f ly . . . '

Norman cont inues to gaze ahead into nothing.   SceneNorman cont inues to gaze ahead into nothing.   Scene
begins to DISSOLVE SLOWLY to:begins to DISSOLVE SLOWLY to:

THE SWAMPTHE SWAMP

As END TITLES FADE IN,  we see the swamp,  the chain of  aAs END TITLES FADE IN,  we see the swamp,  the chain of  a
tow- truck.   The chain is at tached to Mary ' s car .   Thetow- truck.   The chain is at tached to Mary ' s car .   The
car  is coming out  of  the swamp.car  is coming out  of  the swamp.

FADE OUTFADE OUT

THE ENDTHE END


