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A Note from the Editor

In aprevious issue of On Writing, Walter
Bernstein said:

There'sawonderful story, which is proba-
bly apocryphal, which | love. When Samuel
Morse sent the first wireless message—from
Boston up to Maine, something like that—
Thoreau was out a Walden Pond. Some
friend of his came running out with the
news about this great invention, thiswireless
message they had sent. And Thoreau just
looked at him and said, ‘But what did it
say? And that's always stuck in my mind.
It's always been so important to me: What
am | saying?Why am | saying it?
Aaron Sorkin does not have a palitical agenda
when writing an episode of The West Wing—the
various sides of a political argument are less
important to him than the process of crafting
words into an active debate.

While The West Wing may not be political in a
partisan sensg, it is significant in terms of its
impact on popular culture. Rather than preaching
particular ideas, the characters on The West
Wing engage in dialogue that compels the televi-
sion audience to engage in thought.

In thisissue, welook at Aaron Sorkin's The West
Wing.

TheWest Wing pilot script is published courtesy
of Warner Bros. It was originally published in

The West Wing Script Book by Newmarket
Press, along with five other episodes of the show.

We are printing it here just as it appearsin The
West Wing Script Book, with the exception of
one correction made in the text on the script’s

page 58.

Arlene Hellerman
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ON WRITING: The pilot begins with the
characters—Sam in the bar, Josh up all
night, C.J. at the gym—and the stories
unfold through them. What did you start
with? What was your initial impetus?
SORKIN: That'sagood question.
Intention and obstacle are redlly kind of the
drive shaft of anything that I'm doing. And
so | started with a problem: A guy said
something on television yesterday that he
shouldn’t have. | added a couple of other
problems to that; Cuban refugees are on
their way, another one of our characters had
inadvertently slept with acall girl the night
before, and so on. And ssimply because |
wanted to keep the president out until the
last few minutes, | added the bicycle acci-
dent. Once | had the bicycle accident, | had
away to introduce al the characters, which
isto say they're all getting apage saying
“Potusisin abicycle accident.”

ON WRITING: “Potus’ isthe abbrevia-
tion for the President of the United States.
SORKIN: Right. And then | have the trick
of Potus for the end of the teaser.

ON WRITING: You're talking about
when the woman who Sam picked up at
the bar says, “ Tell your friend Potus he's
got afunny name.” And Sam says, “He's
not my friend, he's my boss...."

SORKIN: So | started with that and just—
it'sabit like walking along with a flash-
light. You can only see as far ahead of you
asthe flashlight will go. And you walk a
little further, and then you see alittle fur-
ther.

ON WRITING: Were there characters
that you knew you needed?

SORKIN: | really didn’t think of it that
way. | didn’t say, “I need a sweet guy and
asurly guy, and | need aclever girl and a
sexy girl....”

ON WRITING: What about in terms of
jobs within the White House? Did you say,
“| need achief of staff, | need a communi-
cations director....”

SORKIN: | knew there was going to be a
chief of staff, someone closer in age to the
president. And | knew that the others
would be a generation behind. And it's
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realy just a matter of, instead of telling an
audience who a character is, showing them
what he wants.

ON WRITING: Did you draw from The
American President? In The West Wing
Script Book you say the idea for the show
came about when you were sitting in your
basement with Akiva Goldsman, and he
pointed to the poster of American
President and said, “ That should be a
pilot.”

SORKIN: Right.

ON WRITING: The American President
was alittle bit Clinton Administration-
esgue. Wasthis alittle like that?
SORKIN: Other than the notion of a
youthful energy and that they’re both
Democrats, there's really nothing. Both
Bartlet in The West Wing and Shepherd in
The American President are entirely fic-
tional presidencies. There aren’t any char-
acters that are meant to be people from
red life.

ON WRITING: You talked a bit about
how you came up with the stories for the
pilot—how did you plot them out? Did
you think about it from act to act, or did
you plot out each story straight through?
SORKIN: I mostly thought about it from
act to act. | knew that there would be the
scene with the leaders from the Christian
Right at the end, | knew about Bartlet's
speech that he’'d make. | didn’t know much
else. And so it was just a matter of going
into your room by yourself and writing.
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ON WRITING: That sounds daunting.
SORKIN: 1 just finished episode four of
this season. It is.

ON WRITING: There were a couple of
changes from the shooting script. For
instance, the introduction to Mandy
changed. Originally it was Mandy
unpacking boxes with her assistant—
which was taken from an early draft of
The American President, wasn't it? There
was a scene where Sydney Wade was
unpacking boxes—

SORKIN: Yeah, that's right. We shot the
scene with Mandy and her assistant
unpacking boxes and we didn’t like it.

ON WRITING: And then, did that box
scene eventually end up in an episode of
West Wing—where Donnais wading
through aroom full of boxes when the
White House papers were subpoenaed?
SORKIN: That's amuch different version
of the box scene, but yes.

ON WRITING: Do you save things and
reuse them?

SORKIN: Boy, | love when | can do that.
My favorite thing in the world iswhen |
write ascript and it'll be six or seven min-
uteslong, and I’'ll cut an entire story from
the episode. And I've already got a head
start on next week.

ON WRITING: | want to talk about the
difference between the pilot and the series.
How long did you have to write the pilot?
SORKIN: Well, comparatively, an eter-
nity. | thought about it for afew months. |
wrote it over Thanksgiving.



ON WRITING: You mean you wroteit in
four days?

SORKIN: Yeah, four or five days over that
Thanksgiving holiday. But it was the
thinking about it for afew months that was
important. Now | have eight days.

ON WRITING: So then how did that feel
when you started the series?

SORKIN: You mean suddenly being at a
breakneck speed?

ON WRITING: Yeah.

SORKIN: Likeit was at a breakneck
speed. And that’'swhy we all till fed like
it'searly in our first season. Because the
paceis hectic to say the least. | said earlier
that | just finished writing our fourth
episode of the season, but we started shoot-
ing it on Friday. In other words, we started
shooting it before | finished writing it. And
in hour television, you're supposed to have
the script done eight days beforehand so
that there can be afull prep period. So al
the crews here are working like crazy and
just doing an amazing job.

ON WRITING: Areyou behind all
season?

SORKIN: Yeah.

ON WRITING: Soyou don't have time
to rewrite or reshoot.

SORKIN: We pretty much shoot my first
drafts.

ON WRITING: Then when you seeit, do
you say, “Oh God, there’'s amillion things

| could've done?’ Or do you just let it go
and move on?

SORKIN: Well, you always see it and—
look, you always want every show to be as
good as your best show. And you see it and
there are things you wanted to do better.
But mostly you're very proud of what you
did, and mostly you're thinking about the
next episode.

ONWRITING: | want to ask about get-
ting to the heart of a scene. When you start
writing a scene, and then you kind of real-
ize, “Oh, thisiswhat this scene is about—"
SORKIN: That happens often. And in
fact, when | first started writing A Few
Good Men—I did, | don’t know, 20 drafts
of A Few Good Men maybe. | was con-
stantly rewriting A Few Good Men.
Because it was just what you described. It
was a continual discovery of, “Hang on,
the rest of thisis nonsense, thisiswhat the
sceneis about, thisiswhat the story is
about. Why do | need 38 pages of thiskind
of thing? Let’s go back and do it again.”
And on The West Wing, when | find myself
in the middle of ascene that’s just kind of
slogging along, | realizeit’s because |
don’t know what the scene is about, or
more to the point, the sceneisn’'t about
anything. Somebody’s got to want some-
thing, something’s got to be standing in
their way of getting it. You do that and
you'll have ascene. And you can put as
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much gravy on it as you want. You can do
the fun writing.

ON WRITING: It'sinteresting, though,
sometimes it seems, rather than just com-
municating something with action or
immediately saying, “thisis what these
characterswant,” alot of the scenes seem
to be about revealing information or the
unfolding of an issue.

SORKIN: You know, one of the things
that is trickier for The West Wing than for a
hospital show, or acop show, or alawyer
show is exposition. Exposition in those
other areasis easier. Which isto say you
can wheel agurney into an emergency
room and say, “This guy’s got a bullet
wound and he's bleeding from here, and
he'slosing this and this needs to happen
now.” And we have now all the informa-
tion that our characters have, and we get to
watch them act.

ON WRITING: Right.

SORKIN: The same thing on alawyer
show: A man dlipped in apothole and he's
suing this guy for that. And that's exposi-
tion. The fact of the matter isthat in the
White House, unless somebody’s just shot
at you, the thing that you're talking about
has been going on for awhile already. And
all the characters know much more than we
do about it. So one of them isn’t going to
be explaining to the other one how Social
Security works. Unless you're going totally
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in that direction, like C.J. saying, “Sam, |
don’t understand the Census at al, you
have to explain it to me.”

ON WRITING: Which istricky.
SORKIN: Itistricky.

ON WRITING: Because then that’s say-
ing that C.J. doesn’t understand that.
SORKIN: Right. And every oncein a
while you can do that. But you can’t go to
that well very often. So you have to find
other ways of doing it.

ON WRITING: For instance, there was an
episode about a church shooting last season,
and there was a sequence of scenes between
Bartlet and Hoynes, the vice president. In
each of those scenes, there’'s a back and
forth about gun control and the gun labby.
And it'salot of very informative and
engaging debate about the issue—
SORKIN: And you can do that aslong as
there’s an action to the scene, which is
Bartlet wants Hoynesto go to Texas and
make this particular argument, and Hoynes
doesn’t want to go. You can sit there forever
and have them arguing about gun control
and that crappy thing you said to me four
years ago—they can get into whatever you
want, because there's areason for them to
be standing there. And there's going to be a
winner and there’s going to be aloser.

ON WRITING: So aslong asyou have
the underlying motivation—

SORKIN: It’'sthe drive shaft.



ON WRITING: The other thing about
that sequenceis, in the last act you get to
what this argument isreally about which is
Bartlet is pissed off at Hoynes for outing
him about the MS—

SORKIN: Well, always with Bartlet and
Hoynes there is an underlying tension
that’s personal. Whether it's the fact that
we found out in the first season that
Hoynes made Bartlet beg, basically, to
have him on the ticket, outing him on the
MS.... You know, it's great when there's
something personal there and it isn’t just
the issue.

ON WRITING: Soyou have the under-
lying motivation and then you make it per-
sonal sometimes when you need to.
SORKI N: Yeah, because we're not watch-
ing a show about gun control or the
Census, we're watching a show about
these people.

ON WRITING: | want to ask about how
the characters have evolved. For instance,
Hoynes is not as much of abad guy as he
was.

SORKIN: Actualy, it was never my inten-
tion that Hoynes be a bad guy, just that he
livesin agray areaand he's not one of the
gang. He's not entirely to be trusted, and
he's not entirely trustful of them.

ON WRITING: Was there adramatic rea-
son for Hoynes to be an outsider?
SORKIN: Well, because everybody elseis

aninsider. You just look for any point of
friction.

ON WRITING: So that was something
you knew you could sort of keep going
back to?

SORKIN: Yeah. Once you have a point of
frictionit’ll work for you.

ON WRITING: What about Leo? He
started out so infallible—correcting The
New York Times crossword puzzle—and
he's become so much more vulnerable.
SORKIN: They are al infallible when it
comes to The New York Times crossword
puzzle and things like that. It’s other
things. It's getting the girl, dealing with
their kids, dealing with their wife, dealing
with their father. That’s where they have
problems.

ON WRITING: | see. There's a coffee
table book about The West Wing with pic-
tures from the show and interviews with
you and the cast, and in it, you say that
you don’t plan ahead with the series.
SORKIN: | seldom plan ahead, not
because | don’t think it's good to plan
ahead, therejust isn't time. Right now all
I’ve got on my plate is episode five of this
season. | can't think about how we get to
Episode 15. | just have to do this. Some-
times—like this year where we have an
election in November—you can. These
episodes are all about running for president.
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ON WRITING: | want to ask about
Bartlet's campaign. In a New Yorker piece
last year, you said one of the things you're
doing with Bartlet’s reelection is having
him campaign on hisintelligence, rather
than dumbing down for popular opinion.
SORKIN: Yeah. And | don’'t want anyone
to mistake this as Gore-Bush or Dukakis-
Bush, or Clinton-Dole. Again, these aren’t
meant to be real people. They're who they
are. But one of the stories that really inter-
ested me in the last election was how ham-
strung Gore was by the perception of his
arrogance—he was seen as a know-it-all,
as the smartest kid in the class. And being
the know-it-all, smartest kid in the class
were negatives somehow. Rather than, in a
president, we would want to have the
smartest kid in the class. So that’'s what
I’m dramatizing in this election.

ON WRITING: Soit'sthe story you're
drawn to, not necessarily the political situ-
aion.

SORKIN: That'sright.

ON WRITING: But other than something
like Bartlet's reelection, thereisn't alot of
planning ahead.

SORKIN: It'salso that | don't like mak-
ing decisions until you have to make them.
In other words, | don't like talking about,
how many brothers and sisters does Bartlet
have, are his parents still alive? Why don't
you get to an episode where, if you have a
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really good story for Bartlet and his father
then, well, now hisfather's alive, that’'sthe
way it isfrom now on. But if you want to
tell stories about sort of the ghost father,
and living with the idea that Bartlet’s
father never liked him, well, now he's
died. It wasn’t until | wrote Two
Cathedrals—the second season finale—
that we knew that Bartlet's father was
physically abusive.

ON WRITING: Tak about how the idea
of Bartlet's MS emerged out of a conversa-
tion with Stockard Channing.

SORKIN: Stockard had done an episode
of the show asthe First Lady. We didn’t
know much about her except she was alot
of fun. She took me out to lunch and said
sheredlly liked doing the show and wanted
to do more and started asking me questions
like, “Who do you think this character is?’
And those aren’t questions | can answe. |
can only answer, what do they want? And
before Stockard had asked me out to lunch
| had thought it'd be fun to do an episode
where we see Bartlet do what all of us have
had to do from time to time, whichiis,
you're confined to bed, you're sick and you
have to watch television during the day-
time. And | don't imagine he had ever
before seen a soap or a Sally Jesse Raphael
kind of show, or arerun of Green Acres.
And | thought it'd be fun to just be cutting
there once in awhile and doing a scene



with him up in the bedroom. So, as
Stockard was talking to me at lunch, the
thought just crept into my head that she'sa
doctor. Well, how do we know she's a doc-
tor?You don't just want her saying, “By
the way, as you know, I’m a doctor.” You
want there to be areason.

ON WRITING: Right.

SORKIN: And so | just somehow saw her
coming into the room because what every-
one else thinksis the flu she knows could
be worse. And she sends everyone out, and
| just saw a scene in which she's examin-
ing him. She takes out a stethoscope and a
blood pressure thing, and she's looking at
his eyes and checking things and asking
him questions. And we start to learn a
secret. And that's how it happened.

ON WRITING: So characters are evolv-
ing through the stories as you need them?
SORKIN: That’sright.

ON WRITING: | want to ask about the
four-act structure. Do you think of intensi-
fying the action at the end of each act?
SORKIN: Well, on broadcast television
because there are commercials, likeit or
not, there are these four times in the script
that you have to go out. And | want to know
what I’ m writing towards in the act, what's
going to be agood moment to go out on.
You don’t want to go crazy with it, you
don’t want to hear the Asthe World Turns
organ there as someone says, you know,

“I’m your brother!” But you do want the
audienceto fed, asthey’re going into the
Nokia commercial, “Oh no, come back. Oh
God, | don't even want to go to the kitchen,
| don’t want to go to the bathroom. | just
want to stay here because | don’'t want to
miss the beginning of the act.”
ONWRITING: It seemsyou

break alot of rules and you play with
structure—

SORKIN: I don't break the real rules. |
break the fake TV rules.

ON WRITING: What arethereal rules
versusthefake TV rules?

SORKIN: Thereal rules are the rules of
drama, the rules that Aristotle talks about.
Thefake TV rules are the rulesthat, not
good TV execs, but dumb TV execs will
tell you: “You can’t do this, you've got to
do that. You need three of these and five of
those” Those things are silly.
ONWRITING: Inalot of West Wing
episodes the plot is unfolding through con-
versation. For instance, with a character
like Lord Marbury, it's asif you say,
“Here's the situation, now we're going to
really examineit. We're going to come
back, we're going to revisit it and spend
time with this” Rather than just give you a
beat that ups that ante and then moves on.
SORKIN: Well, that's interesting.
Because | think what you're describing is
what kind of draws me to an arealike this
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in the first place, which has nothing to do
with politics. I'm really not a political
animal at al. Politicsisn't my thing. But |
grew up with very smart people—my fam-
ily and my friends all excelled academi-
cally and were all very articulate, interest-
ing people. And what | had was just kind
of an ear. And | grew up loving the sounds
of debate and the feeling of, “I never
looked at it that way.” And the idea that
even though somebody believes one thing,
they are capable of playing devil’s advo-
cate and taking the other position. So
when I’m writing Lord Marbury and Leo
arguing about something, the fun of it for
me is going back and watching this tennis
match. | like the sound of debateisall it
is. It'snot that I'm interested in the sub-
ject of the debate or declaring awinner at
the end. So often with the consultants—
for instance, I'll say to Dee Dee Myers on
aparticular subject, “ Tell me what you
think, but also tell me what the really
smart person in the room who disagrees
with you is going to say.”

ON WRITING: Also, you cometo televi-
sion from playwrighting, which isreally
moving everything forward with words.
SORKIN: That'sright.

ON WRITING: | want to go back to ask-
ing about structure. Sports Night was a
half-hour show, did you think of it asa
three-act structure or atwo-act structure?
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And going from the three-act structure of
film to the four-act structure of television—
SORKIN: Well, remember | started with
the two-act structure of plays. Going to the
three-act structure of film was the hardest
transition. Because | just didn’t understand
what the second of three acts was sup-
posed to be when | first started doing it.
All I knew in plays were two acts. From
timeto time, Sports Night would have a
three-act structure. Rather than a teaser
and two acts, it would really be three
acts—that teaser would be lengthy.

ON WRITING: Isthat because you got
used to writing films?

SORKIN: It'sjust because, with Sports
Night—look, a half-hour show is 21
minutes long. And those characters on
Foorts Night could talk. And sometimes
they weren't the easiest storiesto set up. It
wasn't Laverne & Shirley, it wasn't, “1 got
my hand glued to a bowling ball.” So you
just started writing and it was many pages
before you found your way to, AND
SMASH CUT TO MAIN TITLES.

ON WRITING: So do you think of West
Wing as two acts divided into—

SORKIN: You know, the truth is—

ON WRITING: —You don't think that
way?

SORKIN: I think of it any way | haveto for
that particular episode. It won't dways start
the same way, in fact, it hardly ever will.



Something will get me started. | have agood
jokefor the beginning, | have athing | want
to get to with one of the stories.
ONWRITING: You have away in.
SORKIN: Exactly right. And chances are
I'll cometo apoint pretty early oninthe
writing process when I'll have gotten lost. |
don’t have the compass there on me any-
more. And that’s when I’'m thinking, all
right, what isthis? What am | doing? And |
may say, “You know what, thisisn't four
acts, thisisone act. Thisisa4l-minute
thing that we're doing.” Or it may be that
I’m saying, “You know what thisis, thisisa
comedy that I’'m writing. It needsto have a
comedy pace.” And whatever it isthat |
know now about the thing, I’'m just going to
get both my hands around it and try to use
that knowledge asbest | can.

ON WRITING: Can you talk about the
difference in character devel opment from a
play or afilmtoaTV series?

SORKIN: When you say character devel-
opment, | don’t know what you mean. |
feel like you're talking about, do | grow
their hair longer?

ON WRITING: | guessin terms of how
well you have to know them. For instance,
when you do amovie or aplay, do you
have to know those guys inside out to be
able to write about them?

SORKIN: Thereisno inside out. You

have to remember that the properties of

characters and the properties of people are
two entirely different things. You and | both
had experiences when we were six years
old that are still somehow affecting us now.
A character like Bartlet, or Josh, Toby or
Sam in The West Wing was never six years
old. They were born at the age that they
werein the pilot. They were never six years
old, unless| am telling a story that involves
something that happened to them when
they were six. Now they're six years old.
But people who talk about, “I want to
know what this character had for breakfast
last week before | can play the scene,” |
respect what they’re doing, | don’t under-
stand it. The character didn’'t have break-
fast aweek ago. Characters don’t have
breakfast—people do.

ON WRITING: And that relates to when
Stockard Channing asked about who her
character is and you said you could only
answer what the characters want.
SORKIN: Listen, you can talk about who
aperson is, but who apersonisisn’t
actable and it's not writable. If | tell an
actor “play smart,” | don’'t know what
they’re about to do. | don’t know what that
looks like. Nor can | write smart. What |
can writeis, here's a character who wants
to get thismoney and here'sthe way he's
going about it: the tactics, the things that
he's doing to overcome this obstacle.... If
he's very smart the words that come out of
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his mouth can have aring of intelligenceto
them. But you can’t make those words
come out of his mouth unless he wants
something. You can't just have him stand in
front of an audience and give a dissertation
on Einstein’s Theory of Relativity. You've
got to want something.

ON WRITING: And also, asyou said,
that sets up everything else.

SORKIN: Yeah.

ON WRITING: So basicaly it doesn't
matter if it'samovie, aplay oraTV
series....

SORKIN: Writing in amovie, aplay, a
TV series are al the exact same thing.

ON WRITING: Would C.J. react to asit-
uation differently than Bartlet?

SORKIN: Possibly. But only when | want
her to. When it suits my purposes. If |
want to tell a story about a woman reacting
to the severe oppression of womenin a
certain Middle Eastern dictatorship, then
I’m purposefully having C.J. react differ-
ently than Bartlet would. But if | wasn't
interested in telling that story and | was
interested in telling a different story about
women in the Middle East, | would have
no problem having C.J. and Bartlet react
the exact same way. In other words, | don’t
sit there and think, oh shit, C.J. wouldn't
do this. C.J. would do whatever | make
C.J. do. Don Scardino directed A Few
Good Men on Broadway, and there was
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this moment during rehearsal onetime
when an actor came up to him and said, “|
don’'t think my character would do this.”
And hejust said, “1 think you're playing
the wrong character.” Of course he would
do it—it'sright there in the script.

ON WRITING: In The West Wing coffee
table book, you talk about the way Gary
Trudeau writes ajoke in Doonesbury. Can
you explain that?

SORKIN: In most cartoons, or framed
cartoons, the punch line comes on the last
linein the fourth frame. Oftentimes
Trudeau’s punch line will be the penulti-
mate line, with the final line being a
throwaway, some kind of back to business
thing. Once you tuck the joke in thereit’s
much more amusing. It's much less like a
rim shot joke. And it's something I’ve
always loved and have managed to steal
outright.

ON WRITING: And it's more conversa-
tional.

SORKIN: That's right. We're shooting
one right now. One such joke even aswe
speak. Josh islooking at an electoral map
with the red states and the blue states and
the up-for-grab states. And he just
observes, “When do you suppose Georgia
got so far out of reach?” And he thinks
about it for amoment and says, “Weas it
when we burned it down?’ And that's the
joke. But Sam says, “| was about to
say....” and buriesit in there.



ON WRITING: What do you do about
fictionalizing factual information? Does it
help or hinder the writing process that you
can draw from current events?

SORKIN: Well, that's a big question
when you're writing anything. It becomes
trickier with a show like The West Wing,
and I'll try to explain what | mean. Asa
fiction writer I'm not ajournalist, and |
feel no responsibility to the truth at all.
My job isn't the truth, my job isto capti-
vate you for however long you give me
your attention. That's not to say that gives
you alicense to beirresponsible and to
pass something off as real—if you're
going to do that, you'd better be certain
that the audience understandsit’s fiction.

On The West Wing, it's afictional world but
it'saparalel world. Any statistics that |
guote, whether they’re on cancer or fund-
ing for the arts, areredl. | don't do a statis-
tic unlessit's real. On the other hand, the
people are entirely made up. No oneis
based on anyonein read life. Also, on The
West Wing, because it's aparallel universe,
you have to be careful about things that
remind peopleit's afake world. And
mostly what I'm talking about are contem-
porary references. To begin with, | don’t
use actual names of people in government.
Nobody says, “Get on the phone with Ted
Kennedy.” Once you say, “Get on the

phone with Ted Kennedy,” then Martin
Sheen seems like afake president. Because
that's area senator, fake president. But it
goes beyond government. Nobody says,
“Hey, did you see N’ Sync last night?’
Becausein the world where N’ Syncisa
teeny-bopper group, George W. Bush isthe
president. You have to search for those
things that have fallen into akind of histor-
ical public domain. And it’s indefinable,
but you know it when you hear it and know
it when you seeit. The Beach Boysyou
can reference, because they’ve been around
for abunch of presidents.

ON WRITING: Right.

SORKIN: It'swhy these guys like Gilbert
& Sullivan so much. You can’t talk about
Mel Gibson, but you can talk about Alfred
Hitchcock.

ON WRITING: One more question: Do
you miss writing other things?

SORKIN: Wéll, | love writing The West
Wing. And you're always going to not

be doing something. But | love writing
TheWest Wing, and in duetime, I’ll write
other things. [
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“Pilot”
TEASER

FADE | N:
INT. FOUR SEASONS HOTEL/GEORGETOWN — NIGHT

The wel | -dressed and powerful are having after-dinner drinks
in the crowded hotel |ounge. W hear snippets of
conversations as the canera finds its way around the room

A worman we' Il know | ater as LAURIE, dressed sexy and having a
drink with a girlfriend, whispers an order to a WAITER, who in
turn makes his way over to the bar.

WAl TER
Two Absolut martinis up, and anot her
Dewar s rocks.

V¢ find SAM SEABCRN at the bar with a REPORTER (BILLY).
SAM

I don't think we're gonna run the table,
if that's what you're asking.

BI LLY
It"s not.
BI LLY
Deep background. |'mnot gonna cone

cl ose to using your nane.

SAM
You're not gonna cone close to getting a
quote, either.

BI LLY

Wiy are we sitting here?
SAM

You sat down.
BI LLY

I's Josh on his way out?
SAM

No.
BI LLY

I's he?
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SAM

No.
BI LLY
I know he's your friend.
SAM
He is.
BI LLY
Did Cal dwel | say--
SAM
Billy, 1"'mnot tal kin' about this.
BI LLY
Who do | call?
SAM
No one.
BI LLY
Just tell me who to call.
SAM
Wl | you could call 1-800 BI TE M.
Bl LLY
Sam -
SAM

He's not going anywhere, Billy, it's a
non-story.

Bl LLY
Ckay. You're lying now, aren't you.
SAM
That hurts, Billy. Wy would | lie to a
journalist of all people.
Bl LLY
Wiy do you keep | ooki ng over ny shoul der?
SAM
Why?
Bl LLY
Yes.
SAM

'Cause Alger Hss just walked in with ny
secret punpki n.
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BI LLY
What t he--
SAM
There's a wonan over there. | think
she's | ooking at ne.
BI LLY
Real | y?
SAM
I don't know. | never know if they're

| ooki ng or not.
BILLY turns 180 degrees in his seat to | ook at LAUR E.

BILLY
Yeah, | think she was.

SAM
I wanna thank you for the casual way that

you did that just now. She probably
didn't notice that.

autr TO
EXT. AFFLUENT STREET IN CHEVY CHASE - DAWN
The sun is just beginning to rise over a |arge Tudor.

RADI O ANNOUNCER (V. Q)
Also in the news this norning. Twenty-

five cars junped the tracks spilling
twenty thousand gall ons of sodium
hydr oxi de. . .

CUT TO
INT. LEO MCGARRY'’S DINING ROOM — CONTINUOUS

LEO MCGARRY i s eating breakfast and working on the crossword.
H's coffee cup is re-filled by a MAD. W hear a tel ephone
ringi ng.

LEO
Seventeen across is wong. It's just
wong. You believe that, Ruth?

MAI D
You should call them

LEO
I will call them
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Leo’s wife calls fromthe kitchen--

MRS. MCGARRY (O S.)
Tel ephone, Leo.

LEO
I"'min the shower.

MRS. MCGARRY (O S.)
It's Potus.

LEO puts down the coffee cup and heads to the phone.

LEO
(i nto phone)
Yeah?
Ut TO
4 INT. HEALTH CLUB — DAWN 4

CJ. CREGGis running on a treadm |l while doing her best to
have a pl easant conversation with a nice-1ooking MAN

CJ.
You can have a nornmal life. You'd be
amazed at how normal | can be. See, it's

al | about budgeting your tine. This
time, this hour, this is ny tine. Five
a.m to six am | can workout, as you
see. | can think about personal natters.
I can neet an interesting man.

C. J.'s beeper goes off--

CJ.
The trick is--

MAN
Your beeper's going.

CJ.
What ?

MAN
I think your beeper's going.

C.J. checks her beeper, sonething she hasn’t quite mastered
doing while running on a tread mll, and goes flying off the
tread mll.
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5 INT. JOSH LYMAN'S OFFICE — PRE-DAWN 5

JOSH sl eeps at his desk and is awaken by sonet hing. Beepi ng.
He picks his pager up off his desk, hits a button and | ooks at
the message. He punches some nunbers into his phone and waits

a noment .
JCsH
(i nto phone)
Yeah. This is Josh Lyman. Wat's goi ng
on. ..
6 INT. THE REDEYE — DAWN 6

Al the shades are down and all the lights are off in the
cabi n except the one over the coach seat occupi ed by TOBY
ZIEGLER. He's got a |l ap-top, some papers and a cup of coffee
spread out in front of himas he works away.

FLI GHT ATTENDANT (V.0.)
W ask at this tine that you turn off all
el ectroni c devices, stow your tray tables
and return your seat backs to the full
and upright position. W will be |anding
shortly at Washington Dulles Airport.
(over di al ogue)

...and we'd like to thank you for flying
with us today...

A FLI GHT ATTENDANT (a different one) stops at TOBY' s seat.

FLI GHT ATTENDANT #2
Sir, | need you to turn off your
conput er.

TOBY
I"'mjust about done.

FLI GHT ATTENDANT #2
| need you to turn off your laptop, sir,
it interferes with our navigational

syst ens.

TOBY
You know, when you guys say that it
sounds pretty ridiculous to nost peopl e,
right?

FLI GHT ATTENDANT #2
Sir--

Anot her FLI GHT ATTENDANT wal ks up- -
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FLI GHT ATTENDANT #3
M. Ziegler? A nessage was just patched
up to the cockpit for you. |I'mnot sure
I"ve got it right. "Potus in a bicycle
acci dent"?

TOBY
You got it right.

TOBY takes out his cell phone--

FLI GHT ATTENDANT #2
You can't use your phone until we |and,
sir.

TOBY
W're flying in a Lockheed Eagl e series
L1011. It cane off the line 20 nonths ago
and carries a Sinb Transponder tracking
system Are you telling me | can still
flumrox this thing with sonething |
bought at Radi o Shack?

FLI GHT ATTENDANT #3
You can call when we land, sir.

The FLI GHT ATTENDANTS nove on- -

TOBY
(raising his voice a little)
Al so, | never got ny peanuts.

Qur 1O

7 INT. LAURIE'S BEDROOM — DAWN

The digital clock on the night table turns over to 5:20 a. m
as we pull back to reveal LAURE, the woman at the hotel bar,
sitting up in bed and snoking a joint. SAM steps out of the
bat hr oom havi ng just taken a shower.

LAURI E
How re you doi ng, San®

Let me tell you something. The water
pressure in here is really inpressive.

LAUR E
I know.

SAM
You could run hydraulics in there.
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LAURI E
(re: the pot)
You want sone?

SAM
I'"mfine.

LAUR E
1" mwast ed.

SAM
And probably free of cataracts.

LAURI E
| get that. That's funny.
SAM
Thank you.
LAURI E
(remenberi ng)
Ch wait. |'msorry--your nessage--your
pager went off while you were in the
shower. | hit the button because I

thought it was nine.
SAM t akes a | ook at the message as LAURIE recites it--

LAURI E
"Potus in a bicycle accident. Cone to
the office.”

SAM starts getting dressed.

LAURI E
I menorized it just in case | erased it
by accident. These things | ook exactly
alike. Anyway, like | said, I'mtotally
baked. But, uh, no, it's not like I'ma

drug person. | just |ove pot.

SAM
Unh... Laurie, | have to go.

LAURI E
You're kidding ne. 1t's 5:30 in the
nmor ni ng.
SAMis throwing on his shirt and jacket.

SAM
I know this doesn't | ook good.
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LAURI E
Not that good, no.
SAM
You know what? | really like you and if
you give ne your nunber, 1'd like to call
you.
LAURI E
Stay right here and save yourself a call.
SAM

It's not that | don't see the logic in
that, but | really gotta go.

LAURI E
' Cause Potus was in a bicycle accident?

SAM
Yep.

LAURI E picks up the pad and pen fromthe night table and
scratches out her nunber. She stands up and places it in
SAM s hi p pocket as she plants a kiss on him

LAURI E
Tell your friend Potus he's got a funny
name and he should learn howto ride a

bi cycl e.

SAM
I would, but he's not ny friend, he's ny
boss. It's not his nane, it's his title.

LAURI E
"Pot us"?

SAM
President of the United States. |'lI
call you.

SMASH CUT TO
MAI N TI TLES

END OF TEASER
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ACT ONE

FADE | N:
EXT. THE WHITE HOUSE/NORTHWEST EXECUTIVE ENTRANCE — MORNING 8

As LEO approaches the entrance, a MARINE GUARD at parade rest
cones to attention and opens the door. LEO breezes by and
into--

INT. THE WHITE HOUSE/NORTHWEST LOBBY — CONTINUOUS 9

LEO passes through a nmetal detector--

SECURI TY OFFI CER
It's a nice norning, M. MGarry.

LEO
W'l take care of that in a hurry, won't
we, M ke?

SECURI TY OFFI CER
Yes sir.

LEO s imediately met by an aide (BONNIE) with sone papers.

BONNI E
Don't kill the nessenger, Leo.

LEO
Ch why the hell not, Bonnie.

BONNI E
Five m nutes?

LEO
Pl ease.

LEO starts wal king through the corridors of the Wst Wng of
the Wiite House. O fice doors are open along the hallways and
staffers walk in and out. CNN and C SPAN are on nonitors.

LEO
Hey, Emma.

EMVA
Good nor ni ng.

LEO
W1 son?

W LSON
Hey, Leo.
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LEO
Joe.

JEFFREY
Jeffrey.

LEO
\What ever .

LEO pops his head into an outer office and calls to the back.

LEO
(cal l'ing)
Josh!
10 INT. BULLPEN — CONTINUOUS 10

DONNATELLA MOSS, Josh’s assistant, sits at her conputer behind
LEQO Donna is devoted to Josh and hates admitting it.

DONNA
Good norni ng, Leo.

LEO
Hey, Donna. |Is he in yet?

DONNA
Yeah.

LEO
Can you get hin?

DONNA
(shouti ng)
Josh!

LEO
Thanks.

JOBH shows hinmself in the office doorway and indicates that
he’s on the phone and he'll be just a second.

DONNA
| heard it's broken.

LEO
You heard w ong.

DONNA
| heard- -
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11.

LEO
It's a mld sprain, he'll be back later
t oday.

DONNA

And what was the cause of the accident?

LEO
What are you, from State Farn? Go do a
job, would you.

DONNA
I"mjust--

LEO
He was swerving to avoid a tree.

DONNA
And what happened?

LEO
He was unsuccessful .

INT. JOSH LYMAN'S OFFICE - CONTINUOUS

JOSH
(into phone)
Yeah, that's fine. Just don't do
anything until you talk to justice.
Ckay. ' Bye.
(hangs up)
Hey.

LEO
How many Cubans exactly have crammed
themsel ves into these fishing boats?

JCSH
It's inportant to understand, Leo, that
by and | arge they' re not fishing boats.
You hear fishing boats, you conjure the
imge of, well, a boat, first of all.
What the Cubans are on would charitably
be described as rafts. Ckay? They're
maki ng the hop fromHavana to Mam in
fruit baskets basically, let's just be
clear on that.

LEO
W are.

11
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12 INT. PRESS BULLPEN — CONTINUOUS

JCBH
Donna's desk, if it could float, would
| ook good to themright now.

LEO
| get it. How many are there?

JCBH
We don't know.

LEO
What tine exactly did they |eave?

JCBH
We don't know.

LEO
Do we know when they get here?

JCsH
No.

LEO
(pause)
True or False: |If | were to stand on
high ground in Key Wst with a good pair
of binoculars, I'd be as inforned as | am
ri ght now.

JCBH
That's true.

LEO
The intelligence budget's noney well -
spent, isn't it?

JCBH
Tell himto send in the Coast Guard, Leo,
cone on. | understand, but they're never
gonna nmake it to our territorial waters.
LEO
Thank you.
JCBH

What if the DEA suspected they had drugs?

LEO
Does the DEA suspect there were drugs?

12.

12

On Writing




13

14

JCSH
W can nake a phone call.

INT. LOBBY - CONTINUOUS

LEO
Josh- -

JCSH
If the DEA or Navy-Intel thought the
Cubans were bringing in drugs, woul dn't
we have to go out there and search those
rafts with, you know, guns and bl ankets?

LEO
You |l ook like hell. You know that, don't
you?

JCBH
Yes, | do. Listen, Leo, did he say
anyt hi ng?

INT. CORRIDOR — CONTINUOUS

LEO
Did he say anything? The President's
pi ssed as hell at you, Josh, and so am|.

JCSH
I know.

LEO
W gotta work with these people. And
where the hell do you get off struttin'
your - -

JCBH
I know.

LEO
Al Caldwell's a good man.

JCBH
Al Caldwell wasn't there.

LEO
I''msaying you take everyone on the
Christian right, dunp “eminto one big
pile and | abel “emstupid. W need these
peopl e.

JCSH
W do not need these people.

13.

13

14
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LEO
Josh- -

JCSH
We need Al Caldwell, we want Al Cal dwel |,
we do not need John van Dyke and we do
not need Mary Marsh.

LEO
And | think there shouldn't be instant
replay in football but that's not ny
call, nowis it.

JCSH
I't was stupid.

LEO
Damm strai ght.

LEO t akes of f down the hallway--

JCSH
I was right, though.

LEO
(over his shoul der)
Like | don't know that.

Qur 1O
15 INT. OVAL OFFICE — CONTINUOUS

Leo steps into the outer office where MRS. LANDI NGHAM t he
President’s secretary, is at work with BONN E.

MRS. LANDI NGHAM
Ch, M. MGarry, have they done an x-ray?

LEO
Yep.

MRS. LANDI NGHAM
I s anyt hi ng broken?

LEO
A four-thousand dol | ar Lynex Titanium
touring bike that I swore |I'd never |end
anyone.

MRS. LANDI NGHAM
| don't understand, how did he--

14.

15
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LEO
He's a klutz, Ms. Landi ngham your
President's a geek.

MRS. LANDI NGHAM
M. MGrry, you know how | feel about
that kind of talk in the Oval Ofice.

LEO
| apol ogi ze.

MRS. LANDI NGHAM
Just in this room M. MGirry, is all

I m aski ng.

LEO
Yes. Ch, Bonnie, call CEOB and set up a
briefing for the Vice-President... let's

coordinate with Katy Sinons' office on
t he appoi nt ment s.

BONNI E
Should | get everybody in?

LEO

Yeah.
(to his secretary)

Margaret, please call the editor of the
New York Times crossword and tell him
that Khaddafi is spelled with an "H' and
two "D's’ and isn't a seven letter word
for anyt hing.

MARGARET
Is this for real or is this just funny?

LEO
Apparently it's neither.

16 INT. LEO'S OFFICE — CONTINUOUS 16

The Chief of Staff gets a nice office. A platter of pastry
and coffee is on the table as the Senior Staff nmenbers start
to filter in for their norning neeting.

Ei ght or 10 staffers sit around the roomwith a few ai des
standi ng nearby. Fromtine to tine, a secretary will slipin
and hand soneone a witten nessage to be gl anced over.

C.J., who we net earlier at the health club, is the Wite
House Press Secretary and enters with TOBY ZI EGLER a runpl ed
and sl eepl ess Communi cations Director. They join SAM the
Deputy Communi cations Director.
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16.

Throughout this scene, LEOw Il drift in and out of full
participation as his attention is fromtinme to time taken by
sone papers in front of himor an itemin the newspaper. In
ot her words, nothing going on here is an energency.

CJ.
Is there anything | can say other than
the President rode his bicycle into a
tree?

LEO
He hopes never to do it again.

JOSH enters with DONNA. ..

CJ.
Seriously, they're |aughing pretty hard.

LEO
He rode his bicycle into a tree, CJ.,
what do you want ne--"The President,
while riding a bicycle on his vacation in
Jackson Hol e, cane to a sudden arboreal
stop."--Wat do you want from me?

CJ.
Alittle |ove, Leo.

LEO
(to SAM
What do you know about the Cubans?

SAM
I don't know any nore than Josh.
Somewher e bet ween twel ve hundred and two
t housand Cubans began enbarking froma
fishing village 30 mles south of Havana.

STAFFER
Wiere are they headed.
JOSH
Vegas.
SAM

M am , though it's not clear how
sophi sticated their navigational
equi prrent - -

JCSH
Navi gati onal equi pment--"That way is
North" | think is pretty--
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CJ.
Josh- -

JCSH
C J. if one of those guys could throw a
split-fingered fast-ball we'd send in the
U. S.S. Eisenhower.

CJ.
That's not entirely true.

TOBY
Ch for CGod' s sake forget the journey,
okay. The voyage is not our problem

CJ.
What' s our probl en?

TOBY
What to do when the Nina, the Pinta, and
the Get Me the Hell Qut O Here hit
M ani .

LEO
San®

SAM
W can't send “emback. They'll go to
jail if they're |ucky.

TOBY
W'l get whacked in--what--at |east--

SAM
--three Congressional districts. Dade
Count y- -

TOBY
--those seats are gone.
JCSH
Not to nention the fact that it's wong.
SAM
Pl us that.
JCSH

What about Texas?

SAM
I wouldn't worry about it.

17.
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18.

LEO
(to SAM
Keep Josh in the loop on this throughout
t he day.

SAM
Me?
LEO
Yeah.
SAM
The thing is, ny day's a little tight--
TOBY
Deal withit.

SAM
And |'m happy to, it’s just that--

LEO
Sant -

SAM
I"mjust saying isn't this nore of a
mlitary area?

LEO
Mlitary?

SAM
Yeah.

TOBY

You think the United States is under
attack fromtwel ve hundred Cubans in
r owboat s?

SAM
I"mnot saying | don't l|ike our chances.

TOBY
It'"s mindboggling to me that we ever won
an el ection.

LEO
Pat Thonmas wants to call up the Quard.

JCBH
He shoul dn't.

SAM
He's right.
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CJ.
You send in the Quard and you create a
pani ¢ situation.

TOBY
| agree with Josh and | agree with C J.
and | agree with Sam And you know how
that makes me crazy.

LEO
Yeah, | do.

TOBY
They're running for their lives. You
don't have to start a gane of Red Rover
with Castro, but you don't send in the
National Quard. You send food. And you
send doct ors.

JCOBH
Sam see that INSis working with the Red
Cross and the Centers for D sease
Control .

SAM
I got ny guy from CDC on the phone right
now -

LEO
Go talk to him

SAM
(over)
Talk to him

SAM exits down the hal | way- -

LEO
Moving on. Let's tal k about Josh...
aur TO
INT. PRESS BRIEFING ROOM — DAY 17

A dozen or so REPORTERS are standing and sitting about, nostly
talking to each other. A few are in the back on | aptops and
cell phones. BILLY is holding court with three of them

BILLY
Al Caldwell scares the hell out of the
Presi dent and Josh knows it.
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REPORTER #1
He's not gonna fire him

BI LLY
He's got no choi ce.

REPORTER #1
Billy, the President's not gonna fire
Josh Lyman.

BILLY
He doesn't have a choice. Listen, | had
drinks with Sam Seaborn | ast night.

REPORTER #1
And Sam said that the President was gonna
fire Josh?

BI LLY
He needs these people. He's gonna have
to give “em Josh.

C.J. steps up to the podiumwi th sone papers.

CJ.
(calling for themto sit)
Fol ks.  Fol ks.

Two Al DES begi n passing out press packets--

REPORTER #1
Billy what do you--

BILLY
He doesn't have a choi ce.

CJ.
Good norning. Dr. Randal Haynen,
H A Y-ME-N, Chief of Orthopedics at St.
Johns' Hospital, has di agnosed the
President with a mld sprain in his left
ankl e, sustained while cycling into a
large Cypress tree. The details can be
found in the pool report that Linda and
Suzanne are distributing, along with pool
phot ographs of the President resisting
the help of a Secret Service agent and
then falling down again. By all neans,
enj oy yourselves. Item nunber 2--

REPORTER
C.J., has the President--
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21.

CJ.
It's a light day, Chris, let's just get
through this and then I'lIl take a couple
of questions. |temnunber 2: The

Associ ati on of Retired--

INT. JOSH'S OFFICE — DAY 18

JOBH is at his desk, playing the same vi deotape back and
forth, only now we can see what he’s watching. He's on a
Sunday norni ng roundt abl e show called Capital Beat with a
nmoder at or and wel | - groomed wonan naned MARY MARSH.

JCSH (ON TV)
None of your business. Look, if thirty-
ei ght states--

MARY MARSH (ON TV)
No. Well, | can tell you that you don't
believe in any God that | pray to, M.

Lyman. Not any Cod that | pray to.

JCSH (ON TV)
Lady, the God you pray to is too busy
being indicted for tax fraud.

And just as MARY MARSH starts to expl ode, JOSH stops the tape,
rewinds it and starts to play it again.

MARY MARSH (ON TV)
No. Well, | can tell you that you don't
believe in any God that | pray to, M.

Lyman. Not any Cod that | pray to.

JCSH (ON TV)
Lady, the God you pray to is too busy
being indicted for tax fraud.

JOBH stops the tape, rewinds it and starts to play it again.

JCSH (ON TV)
Lady, the God you pray to is too busy
being indicted for--

JOBH | ooks up. DONNA's standing in the doorway with a cup of
cof fee. JOSH stops the tape.

DONNA
You shoul dn't have worn that tie on
television. It bleeds.
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JCSH
I don't think it was the tie that got ne
in trouble.

DONNA
Yeah, but I've told you a zillion tines.

JCBH
What's that?

DONNA
It's coffee.

JCSH
I thought so.

DONNA
I brought you sone coffee.

JCBH
What' s goin' on, Donna?

DONNA
Not hi ng' s goi ng on--

JOSH
Donna- -

DONNA
I brought you sone coffee.

JCOBH
Cl ose the door.

DONNA cl oses the inner office door.

JCSH
Donnatel la Mbss. Wen did you start
wor ki ng for me?

DONNA
Mym during the canpai gn.

JCsH
And how | ong have you been ny assistant?

DONNA
A year and a hal f.

JCSH
And when was the last tine you brought ne
a cup of coffee?
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DONNA t hi nks. ..

JCSH
It was never. You've never brought nme a
cup of coffee.

DONNA
(pi cking up the mug)
Wll, if you' re gonna nmake a big deal out
of - -
JCSH

Donna, if | get fired I get fired.

DONNA
Do you think he's gonna do it?

JCSH
(beat)

There's a knock at the door--

TOBY (O S.)
It's Toby.

DONNA

(quietly)
You won that election for him You and
Leo and C.J. and Sam

TOBY (O S.)
Open the damm door.

DCONNA
And him

DONNA opens t he door.

JCOBH
Thanks for the coffee.

DONNA
You' re wel cone.

She goes back to her desk.
TOBY
Donna brought you cof f ee?

(over her shoul der)
Shut up.

On Writing

37



38

TOBY steps into the office.

JCSH
What' s up?

TOBY
What'd | tell you before you went on the
air yesterday?

JCSH
You said don't get cute with Mary Marsh.

TOBY
| said don't get cute with Mary Marsh. |
said Al Caldwell is not to be treated
like sonme revival tent clown.

JCSH
Al Caldwell wasn't there.
TOBY
He sure as hell was watchi ng.
JCSH
Look, | already took Leo's norning
beating, what do you want from ne?
TOBY
I want you to keep your job.
JCSH
How?
TOBY

I''m gonna make a suggestion which m ght
help you out. But | don't want this
gesture to be m staken for an indication
that | like you.

JCBH
| under st and.

TOBY
(carefully)
In preparation for the Sunday norni ng
radi o address on famly val ues--

JCSH
When did that get on the schedul e?

TOBY
Listen to ne for one sec.

24.
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JCSH
When did it get on the schedul e?

TOBY
It's the regul ar Sunday norning--

JCBH
Yeah, but when did we schedule fanily
val ues?

TOBY
W scheduled it, Josh, after your smug,
taunting, you know, cal anitous
per f ormance on Capital Beat

(beat)
Arerica for Better Famlies, the AAF and
Al Caldwell, Mary Marsh, | invited them

all for coffee this afternoon along with
a coupl e of speech witers to talk about--

JOSH

What they want to hear.
TOBY

Yes.
JOSH

Yes, sir. Yeah, if you listen carefully,
you can hear two centuries of presidents
rolling over in their--

TOBY
Corme to the neeting.
JCSH
No.
TOBY
Corme to the neeting and be nice.
JCsH
Why?
TOBY

So C.J. can put it in the papers.

JCSH
Al Caldwell's friends with bad people. |
thi nk he should say so for the conmon
good, screw politics, how “bout that.

25.
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TOBY
You don't run social policy for this
Gover nnent, how ' bout that.

JCSH
Toby- -

TOBY

I"'min charge of the message around here.
It'"s ny job to tell the President that
the best thing he can do froma p.r.
standpoint is to show you the door.

(pause)
Come to the neeting. Be nice. Keep your
j ob.

JCOBH
(pause)
Yeah, |I'Il be there.

TOBY turns to | eave--

TOBY
Ch, take a look at this.

TOBY takes out a snall newspaper clipping--

JCBH
What's that?

TOBY
One of the kids fromthe newsroom clipped
that fromthe Journal this morning.
Quess who' s | eavi ng Lennox/ Chase to start
consulting in town?

JOSH | ooks over the article...
TOBY
She's | easing offices downtown. She
starts today.

JCSH
Who is she working for?

TOBY
I"mchecking it out.

JOBH | ooks at the picture a noment |onger...smles...
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JCsH
That's a good picture of her.

FADE QUT.

END ACT ONE
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ACT TWO

FADE | N:
19 EXT. WASHINGTON STREET — DAY 19

MANDY is driving, a little too fast, in her BMNconvertible
and tal king on her cell phone. She cruises through a red

l'i ght.
MVANDY
(i nto phone)
Bruce... Bruce... Bruce, | may have just

gotten back into the business this
morning, but | didn't come by way of a
turnip truck, you know what |'m sayi ng?
You phaff ne around on this and |'m gonna
get cranky right in your face. Now | was
your source on 443--big fat by-line above
the fold--1 think it's tine we play
what' ve you done for ne lately.

MANDY sees the flashing red LIGHTS of a POLICE CAR in her rear
view mirror. She doesn’t register a reaction, but sinply
pulls to the side and keeps tal king on the phone.

MANDY
(i nto phone)

| don't want to hear that you're gonna
try, Bruce, this isn't gymclass. |

said, gymclass... gymclass. Bruce...
Bruce... Bruce. Because it's inportant
ingymto try, but it is not necessarily--
Look. Bruce, it was a sinple nmetaphor.

A POLI CE OFFI CER gets out of the cruiser and starts toward
Mandy’ s car.

MVANDY
Now |isten up! You're misinterpreting ne
and you're msinterpreting the Senator
and bush-| eague reporting is beneath even

your newspaper .

PCLI CE OFFI CER
You know you ran a red |ight back there.

MANDY
(to the OFFI CER
Hol d on.
(to BRUCE)
Bruce, please. You huckle me around |ike
this, I'mgonna nake you cry like a girl.
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21

PCLI CE OFFI CER
Li cense and regi stration, please.

MANDY

(to Oficer)
Just a second.
(to Bruce)

I"'mtelling you--

PCLI CE OFFI CER
Li cense and regi strati on now, please.

MANDY
(into phone)
Listen, I"'munder arrest. |'mgonna have

to call you back, Bruce.

EXT. THE WHITE HOUSE/ESTABLISHING — DAY

INT. ROOSEVELT ROOM — DAY

A meeting anong LEO and two ECONOM C ADVI SERS is just breaking

up.
ECONOM ST #1

Uh, they're two and a half percent in the

third quarter at the end of the fiscal
year.

LEO
That's fine, but the President's gonna
| ook at the WBO revenue anal ysis and say
that econom sts were put on this planet
to make astrol ogers | ook good.

JOBH slips into the room -

ECONOM ST #1
Leo.

LEO
Luther. Ballpark. One year fromtoday.
Wiere's the Dow?

ECONOM ST #2
Trenendous. Up a thousand.

LEO
Fred. One year fromtoday.

29.
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ECONOM ST #1
Not good. Down a thousand.

LEO
A year fromtoday at |east one of you is
gonna | ook pretty stupid.

ECONOM ST #2
Can we go now?

LEO
(ushering themout the door)
Ch, go. GCet out.

The ECONOM STS say their good-byes and | eave as SAM sl i ps

in...
SAM
W have a storm system noving into South
Fl ori da.
LEO

See, with any luck the Cubans'|I| turn
around and live to defect another day.

JCBH
Yeah, “cause they're probably all tuned
to the National Wather Service, but
that's not what |'mhere for.

LEO
What' s on your nind?

JCSH
W' ve gotta |l ook at the whole field for a
mnute, “cause | think we're about to get
t agged.

LEO
Wth regard to what?

JCBH
Reel ecti on.

LEO
Ch, we're not there yet.

JCSH
Don't let Lloyd Russell push us around on
Medi care or medi um range mi ssil es.
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LEO
You're taking Lloyd Russell too
seriously.
SAM
H s nunbers are starting to get
i nteresting.
JCSH
Hol | ywood |i kes him He can rai se noney.
LEO
W' re not there yet.
JCSH
30 second hypot hetical: You're Lloyd
Russel |, new y-crowned prince of the

whi t e suburban wonman, the upper-niddle
class black man, the teacher's union...
you're no friend of the sitting
President. Wat do you do?

LEO
Put together an exploratory comittee.
JOSH
Who do you get to run it?
LEO
You.
JOSH
| already got a job.
LEO
For the noment.
JOSH
Who do you get ?
LEO
Wll, if | could get Mandy to | eave nine

hundred thousand dol |l ars a year at
Lennox/ Chase, |'d get Mandy.

JCBH
You' d be snart.

LEO
Hey, cone to think of it, you think she'd
be interested in his job?
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JOSH
You're in |uck.

LEO
She in town?

JOSH
Just got here today.

LEO
What's she doi ng?

JOSH
Working for Lloyd Russell.

It takes LEO about two seconds to take this in...
LEO
(call'ing)
Margaret! Get ne Senator Russell's
of fice on the phone.
JOSH and SAM stand there.

SAM
I's that the same suit you wore yesterday?

JOsH
Yeah.
(beat)
You?
SAM
Yeah.
CUT TGO
22 INT. DINER — DAY 22

Areal joint. The lunchtine crowd has thinned out. At one
table, two fenmal e COLLEGE STUDENTS are gazing over at a table

of f-screen.
STUDENT #1
| think it's him
STUDENT #2
It is.
STUDENT #1
Ckay, |'mgoing over there.
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The two students grab a nagazine fromtheir table as we FOLLOWV

them over to where JOSH and MANDY are sitting.

STUDENT #2

Excuse me.
STUDENT #1

W're sorry to interrupt your |unch--
STUDENT #2

W're juniors at Florida State--
STUDENT #1

W're with this poly-sci group--
STUDENT #2

Anyway- -
STUDENT #1

Anyway, we just wanted to say that we
think you're excellent, and could we have
your aut ogr aph.

She puts down a copy of George nagazine, featuring Josh on the

cover.

JOSH
Sure.
(noddi ng over with his head as
he writes)
Ch, this is Mandy Hanpton. She's
excel l ent, too.

STUDENT #1
From t he canpai gn.
STUDENT #2
Didn't you guys used to be a thing?
STUDENT #1
Jenni fer!
STUDENT #2
Sorry.
JCSsH
She used to steal noney from ne.
STUDENT #1
Real 1 y?
JCsH

Yeah. Thanks for stopping by.
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STUDENTS #1 AND #2
Thanks.

JCOSH
Sur e.

As the STUDENTS go back to their table they ad |lib good-byes.

JCsH
See 'ya.

VANDY
Listen. You called me. Wat do you
wanna know? |s Lloyd gonna run?

JCsH
| really don't care one way or the other,
he's a lightweight. | just--

MANDY
You don't like him
JCOSH
Not when | can't use him no. | just

wanna know how much troubl e he's gonna be
on the budget surplus.

VANDY
You should get to know him

JCsH
| have enough friends.

VANDY
Not these days you don't.

JCsH
Jeez, Mandy, it's not |ike these people
were in our canp to begin with.

VANDY
Ri ght, Josh, and they've been waiting for
you to trip over your nouth and you
handed it to them It's Christnmas norning
for Mary Marsh.

(pause)

You're a Ful bright Scholar, are you
honestly the only adult in Arerica who
doesn't think you' re about to be fired?
Do what Toby's telling you to do.

JCsH
Did you just call himLIoyd?
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MANDY
Who?

JCBH
Senat or Russel | .

MANDY
When?

JCBH

Just now. You said "Wat do you wanna
know? |s Lloyd gonna run?"

MANDY
| don't renenber. What does it--

JCSH
It's unusual for you that you'd call a
Senator by his first nane to a third
party.

MANDY
Athird party?
JOSH
You know what |' m sayi ng.
MANDY
No, but as long as one of us does--
JOSH
You're dating Ll oyd Russell.
MANDY
(beat)
Yes.
JOSH
(pause)
Ww. That's great.
MANDY
Are you gonna freak out?
JOSH
No, no, no, not at all.
(pause)

It"s just | always thought he was gay.

MANDY
No you didn't.

35.
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JCsH
I did.

MANDY
He's not gay.

JCSH
Are you sure?

MANDY
Very sure.

JCSH
He al ways seened effeninate to ne.

MANDY
He happens to be very athletic. Plenty
mascul i ne.

JCSH
I think he's a woman.
MVANDY
Josh, take me seriously.
JCSH
| do.
MVANDY
The New York Times is gonna rel ease a
poll in the next few days that brings
your unfavorables up to 48%
JCSH
(beat)
This is the first I"'mhearing of it.
MVANDY
You'll have it in about an hour.
JCSH

Wiere'd you get this?

MVANDY
W don't play for the sane team anynore.

JCSH
VWait a ninute. One minute you're giving
me career advice, the next minute you're
telling ne we don't play for the same
t eam

36.
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MVANDY
I"mjust gonna be here a while. And |
want you at your fighting weight when |
start bitch-slapping you guys around the
bel t way.

The waitress brings their food...

JCBH
You and Ll oyd Russel |, huh?
MANDY

(beat)
Yeah.

INT. LEO'S OFFICE — DAY

As LEO speaks on the phone, a few STAFFERS will cone in and

out to | eave sonething on the desk.

LEO
(i nto phone)
Sevent een acr 0ss.
(beat)
Yes, seventeen across i s wong.

C.J. cones in...

LEO
(i nto phone)
You're spelling his name wong... Wat's
ny nane? M nane doesn't matter. |'m

just an ordinary citizen who relies on

the Times crossword for stimulation. And
I"'mtelling you that | net the nman tw ce.

And | recommended a pre-enpted Exocet

M ssile strike against his Air Force. So,

I think I know how to--

CJ.
Leo.

LEO
They hang up on ne every tine.

CJ.
That's al nbst hard to believe.

LEO s begun gat hering up some things--

37.
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LEO
What do you need?
CJ.
Nightline needs soneone for the East
Asi a- -
LEO
Send Naom . \Wat el se?
CJ.
There might be a press |leak on A 3-GC 3.
LEO
That was Hut chi nson. Wat el se?
CJ.
Leo. ..
LEO
Pl ease don't ask me about Josh.
CJ.
I was gonna ask--
LEO
I honestly don't know anyt hi ng.
CJ.
You know t he President.
LEO
So do you.
CJ.

You know hi m better.

LEO
I'"ve known him40 years, CJ. And all |
can prom se you is, on any given day
there's really no predicting what he's
gonna choose to care about.

CJ.
Yeah.

LEO
I"'msorry. |'mlate.

leaving C.J. for a nonent before we:

Qur 1O
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24 INT. BULLPEN — DAY 24

SAMis wal king along a corridor with his lunch tray, being
foll owed by two STAFFERS.

STAFFER #1
You can't use those stats.

STAFFER #2
The assault stats.

STAFFER #1
The assault stats are w ong.

SAM
W got 'emfromyour office.

STAFFER #2
W got them from HUD.

SAM
And they're wong?

STAFFER #2
Even if they were right, don't use them

SAM
Vell, A Let's make "emright. B) Wy
can't | use “en?

STAFFER #2
The 76-year-ol d grandnot her.

STAFFER #1
Every tine we use those assault stats
Carr and G | nore cone back--

SAM
Who' s the 76-year-ol d grandnot her?

STAFFER #2
Every day, 17,000 Americans defend
themsel ves with a gun--

SAM
That's flatly untrue.

STAFFER #2
--including a 76-year-old grandnother in
Chi cago who defended hersel f agai nst an
intruder in the mddle of the night.

SAM s secretary, CATHY, slips in during the follow ng...

OnWriting 53



STAFFER #1
Just don't use the stat.

SAM
The 76-year-ol d grandnot her doesn't
defend herself with a nodified AK47
Assault Rifle, Larry. Unless she's
def endi ng hersel f agai nst Turkish rebels.

CATHY

Excuse ne.
SAM

Ch, you guys know ny assistant Cathy?
STAFFER #1

W talk a lot on the phone.
CATHY

Yeah hi .

(to SAM

I need you for just a second.

SAM
Unh, right.
(to the STAFFERS)
Call ne at the end of the day.

SAM and CATHY talk on the way to SAMs office...
25 INT. WEST WING HALLWAYS - CONTINUOUS

CATHY
Leo's wife called.

SAM
That worman hates ne.

CATHY
Yes.

What'd | do?

CATHY
You tried to hit on her at a party fund
raiser.

SAM
Yes. | meant recently. | neant why did
she cal |.

40.

25

54  OnWriting




41.

CATHY
She wants you to--

SAM
For the hundredth time, | didn't know who
she was. How much [onger am| gonna be
crucified for that?

CATHY
Wll, alittle while longer. Anyway--
SAM
I, I, I would think nbost wonen woul d be
flattered--
CATHY
Yeah, | think Leo was especially touched
that you--

SAM
What ' d she want ?

CATHY
She was supposed to give a tour to sone
students from her daughter's fourth grade
class. She can't make it and she wants
you to do it.

SAM
| can't.

They wal k into the offices of the Wite House communi cations
staff--

CATHY
You have to. They wote essays.
SAM
No really, | can't. |'mnot a good tour
guide. | don't know anythi ng about the
Wi te House.
CATHY
You wanna call Ms. MGarry and tell her
that ?
SAM s pager BEEPS- -
SAM
Ch God, please let this be a national

emer gency.

SAM pi cks up a phone and punches in a nunber off his pager.
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A VWOMAN pi cks up. ..

WOVAN (V. 0.)
Cashnere Escorts.
SAM
(beat)
H . You paged ne?
WOVAN (V. 0.)
Who is this?
SAM
This is Sam Seaborn.
WOVAN (V. 0.)
I"msorry. There's been a m stake.
SAM
Who' s this?
WOVAN (V. 0.)
Cashnere Escort Service.
SAM
(alittle worried)
Ckeydoke.
SAM hangs up. ..
SAM
(to CATHY)
Page ne.
CATHY

Wher e you goi ng?

SAM
I"mstanding right here. Page ne and
punch in the nunber.

CATHY does as she’s told. SAM watches his pager. Nothing.

CATHY
You switched pagers with soneone.

SAM
A worman's about to call ne. She's not
gonna know why. Put her through.

SAM goes into his office and cl oses the door.
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26 INT. SAM'S OFFICE — CONTINUOUS

The phone BEEPS. SAM picks it up--
SAM
(i nto phone)
Hel | 0?

LAURE (V.Q)
Hel | 0? You paged ne?

SAM
(i nto phone)
Laurie?

27 INT. LAURIE'S APARTMENT — SAME TIME
LAUR E (V. Q)
Who's this?

SAM
(i nto phone)
It's Sam
LAUR E (V.Q)
Hii.
SAM
Sam Seabor n.

LAUR E (V.Q)
(happy)
Yeah, you called ne.

SAM
(i nto phone)
Yeah. Unh, actually, you called me. And
that's because, uh, you have ny pager.
And | have yours.
LAURE (V.Q)
(beat)
SAM
(i nto phone)
Yeah. Look. Listen, can | come by and
see you real quick?

LAURE (V.Q)
Yes.

43.
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SAM
Thanks, good, okay.

28 INT. AWEST WING LOBBY — DAY

corner and approaches.

MALE REPORTER
--A full four colums above the fold.

FEMALE REPORTER
You better be wong.

CJ.
Quys, | don't have a lot of tine to
answer questions right now

CHR S
C.J., has--

CJ.

But that shouldn't stop you from asking
t hem anyway. Chris?

CHR S
Has the President had any reaction to
Josh on the show?

CJ.
None that |'m aware of.

CHR S
Do you know- -

CJ.
Seriously, that's it. 1'll get you
wheel s-down time when |'ve got it.

C. J. wal ks past Toby's office and is intercepted.

TOBY
They' re picking up the scent.

CJ.
is. The rest of “emare picking up
s scent.

T T

i1y
iy

TOBY
Josh is gonna cone to the coffee.

44,

Qur 1O
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A few REPORTERS are waiting around for C. J., who turns a
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C.J.
Keep hi m cool .

END OF ACT TWO

45,

FADE QUT.
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FADE | N:

ACT THREE

29 EXT. LAFAYETTE PARK — DAY
LEOis walking along with AL CALDWELL.

LEO
This President is a deeply religious man,
Reverend, | don't need to tell you that.
CALDVELL
No.
LEO

Hs work with the Southern Bapti st
Leadership Conference, his work with the
Cat hol i ¢ League- -

CALDVELL
He's spoken at ny church.

LEO
Yes, he has, and he al so spent eight
mont hs traveling around the country
di scour agi ng young wonen from havi ng
abortions.

CALDVELL
Hang on, he never said any--

LEO
He does not believe that it's the
Governnent's place to legislate this
i ssue, but that's never stopped himfrom
playing his role as a noral |eader,
sonet hi ng which cost himdearly in the
canpai gn and you know t hat.

CALDVELL
Wiy does he insist on denonizing us as a
group?

LEO
Because your group has plenty of denons.

CALDVELL
Every group has plenty of denons.

46.
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LEO
You don't have to tell ne about it,
Reverend. |'ma nenber of the Denocratic
Party.

CALDWELL

Then why does the White House suddenly
talk like everyone in the Christian right
is the sane?

LEO
Forgive ne, A, but when you stand that
close to Mary Marsh and John Van Dyke,
it's sometimes hard not to paint you all
with the same brush.

CALDVELL
I need John and Mary for political
muscl e.

LEO

I don't think you do, but | recognize
you're in a tough spot.

CALDVELL
I"mnot |ooking for a Holy Var, Leo.

LEO
I know you're not, Al. And | think that
you and | can keep this from escal ating
beyond a petul ant wonan bei ng angry about
getting her hair alittle nessed up on
TV.

CALDWELL
There you go agai n.
LEO
What ?
CALDWELL
It was not a little deal.
LEO
No one's saying--
CALDWELL
If I make sure of nothing else, | wanna

make sure you take this seriously.

LEO
You don't think we're taking this
seriously?

OnWriting 61



30

48.

LEO (cont'd)
24 hours ago, the President ordered ne to
fire Josh Lyman. |'ve been trying to
talk himdown fromit ever since. He's
getting off the plane in ten mnutes,
it's 6-to-5 and pick ~em whether Josh
still has a job, now | don't know how
much nore seriously we can take it.

CALDWELL
Vll, it's regrettable.
LEO
Yes, it is.
(beat)

Anyway, |'m gl ad Toby organi zed your
meeting this afternoon.

CALDWELL
So am .

The two nmen stroll alittle farther in silence, the Northwest
Executive Entrance of the White House conming | NTO VIEW as we:

Qur 1O
INT. LAURIE'S APARTMENT — DAY 30

As LAURIE, in jeans and a sweatshirt, answers the KNOCKI NG at
the door. SAMis standing there in his overcoat.

SAM
H .

LAURI E
H .

SAM

Can | cone in?

LAUR E
Sure.

LAURIE lets SAMin the door. SAMstands there awkwardly for a
nonent .

SAM
This is a nice apartnent.

LAURI E
You saw it last night.

Yeah, and | really like it. It makes
very good use of space.
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LAUR E
Thanks.
SAM
The way the | adl e hangs from peg boards.
LAUR E
The ladle didn't actually cone with the
apartment. It's nine.
SAM
Ri ght .
LAURI E
Yes.
SAM

Uh, can | ask you sonethi ng?

LAURI E
Am | a hooker?

SAM

No, no. Wat | was gonna say is this: Is
it possible, that in addition to being a
| aw student and part-time bartender, that
you are what |'mcertain would have to be
a very high-priced call girl? |, by the
way am neki ng no judgnments. The thing
is, with ny job--

LAURI E
Yes.

SAM
Yes?

LAURI E
Yes. |I'msorry. | shoulda told you. |
wanted you to |ike me.

SAM
| do.
(pause)
I have to go.

He waits a nonent, then noves to the door...

LAURI E
San®

SAM
Yeah?

49.
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LAURI E
My pager.

SAM
. Right.

They exchange pagers. ..

LAURI E
Thanks.
Listen, | don't know how often you get
up- -
LAURI E
Sam Go. You don't know who | am
SAM

It's just that there are people who'd pay
a lot of noney to try--

LAURI E
| know.
(beat)
Go. It's okay.

SAM turns and goes. LAURE closes the door behind himas we
aur TO
31 INT. WEST WING CORRIDOR — DAY 31

A group of visitors, AL CALDWELL, MARY MARSH, JOHN VAN DYKE
and several of their assistants and staff people are wal ki ng
briskly toward a STAFFER who's waiting at the door.

STAFFER
Reverend Caldwel I, if you all would just
step in here.

The group goes into the mural room as CATHY passes by and
|l ooks into the Roosevelt Room Several nine-year-olds are
waiting patiently with their teacher, MALLORY O BRI AN

CATHY
Excuse ne. H. W're gonna be just a
m nute so why doesn't everybody have a
seat .

MALLORY
Al right, everybody. N cely and quietly
take a seat.
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CATHY continues on as we

Qur 1O

INT. JOSH'S OFFICE/CORRIDOR/LOBBY — DAY 32

DONNA is standing in front of Josh, holding out a fresh shirt

and tie.

JCBH
No.

DONNA
Put it on.

JCBH
No.

DONNA
Put it on.

JCBH
No.

DONNA

You' ve been wearing the sane clothes for
31 hours now, Josh.

JCSH
I amnot gettin' spruced up for these
peopl e, Donna.

DONNA
Al the girls think you | ook really hot
inthis shirt.

Josh | ooks skeptical, but he's not taking any chances. Josh
grabs the shirt and tie. W FOLLONDONNA out into the

corridor--

DONNA
(calling out)
Bonni e?

BONNI E
Yeah?
DONNA
Tell Toby he's changing his shirt.

BONNI E
Ri ght .
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As DONNA peel s of f, we continue to the | obby where CATHY neets
SAM as he enters--

CATHY
You're | ate.

SAM
I'"'mhaving kind of a weird day.

SAM and CATHY begin wal ki ng to the Roosevelt Room

CATHY
Leo's daughter's class is waiting with
their teacher and a couple of parents in
t he Roosevelt Room

SAM
I don't know what to say to them

CATHY
You' re supposed to tell them about the
building and its history. Do you need
anyt hi ng?

SAM
| need soneone to tell nme about the
buil ding and its history.

CATHY
Just fake it.

SAM
| can't fake it.

CATHY
O course you can fake it.

aur TO
33 INT. ROOSEVELT ROOM — DAY 33

A dozen fourth-graders, dressed in their Wite House best, are
sitting patiently along with their teacher, MALLORY O BRI AN,
and two parent-chaperones.

SAM and CATHY pul |l around the corner and stop outside the
door .

SAM
Wi ch one is Leo's daughter?

CATHY
What does it matter?
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SAM
I want to make a good inpression. Wat
does she | ook I|ike?

CATHY
I don't know.
SAM
Ckay, |'d just like to thank you for all
your hel p.
CATHY
Sure.
SAM goes i nsi de- -
SAM
H, I"'msorry to be late.
MALLCORY
M. Seaborn, Mallory O Brian.
SAM
H .
MALLCORY

And these are the fourth graders at

Cl earl ake El enentary School who wote the
best essays on why they wanted to visit
the Wiite House.

SAM
Wl |l that's just great, why don't we get
started.

53.

Throughout this, the nine year-olds will be transfixed by Sam

wi thout actually understanding a word that he's saying.
Mal lory and the parents will grow slightly concerned.

SAM
M/ name is Sam Seaborn and |' mthe Deputy
Communi cations Director. Wat does that
mean exactly? Well, to begin with, I'ma
counselor to the President. Mstly on
donestic natters, though generally not
security related. | work with Toby
Zi egler, the Communications Director, and
C J. Oegg, the Press Secretary, on
crafting our message and getting it out
through the electronic and print nedia.

(MCRE)
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SAM (cont' d)
And while ny functions here are generally
perceived to be politically skewed, it's
inmportant to remenber that it's not the
DNC, but rather your tax dollars that pay
my salary. So | work for you whether you
voted for us or not.

There’'s an awkward silence in the room before--

MALLORY
(pause)
M. Seaborn, maybe you coul d give us sone
hi story.
SAM
Sure. | graduated | aw school eight years

ago and started working at
Dewey/ Bal | anti ne- -

MALLORY
Actually, I"'msorry to interrupt,
actually | neant a history of the
bui | di ng.

SAM
The Wi te House.

MALLORY
Yes.

SAM

Sure. The Wite House, as you know, was
built several years ago. Mostly, if I'm
not m staken, out of cenent. The room
we're in right now, the Roosevelt Room
is very famous. It is nanmed after our
18t h president, Franklin Del ano
Roosevelt. The chairs that you're
sitting on today are fashioned fromthe

| unmber of a pirate ship captured during
t he Spani sh- Ameri can- -

MALLORY
Al right. Kids, | need to speak to M.
Seaborn. Sit tight for a second.
SAM fol  ows MALLORY into the corridor--
INT. CORRIDOR - CONTINUOUS

MALLORY
H .

54,

34
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SAM
How ya doin'.

MALLORY
I"'msorry to be rude, but are you a
nmor on?

SAM
In this particular area, yes.

MALLORY
The 18th president was Uysses S. Gant,
and the Roosevelt roomwas naned for
Theodor e.

SAM
Real | y?

MALLORY
There's like a six foot painting on the
wal | of Teddy Roosevelt.

SAM
I shoul da put two and two together.

MALLORY
Yes.

SAM
Look. The thing is, while there really
are a great many things on which | can
speak with authority, |I'mnot good at
tal ki ng about the Wite House.

MALLORY
You're the Wite House Deputy
Communi cations Director and you're not
good at tal king about the Wite House?

SAM
Ironic, isn't it.

MALLORY
| don't believe this--

MALLORY starts to go back in--

SAM
Wait a ninute. Please. Could you do ne
a favor. Could you tell ne which one of
those kids is Leo McGarry's daughter?
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MALLORY
Why?
SAM
Vll, if | could nake eye contact with

her, make her |augh, you know, just see
that she's having a good time, it mght
go a long way to nmaking ny life easier.

MALLORY
These children worked hard. Al of them
And I'mnot inclined at this nonent to
make your life easier.

SAM
Ms. O Brian, | understand your feelings,
but pl ease believe me when | tell you
that I'ma nice guy having a bad day. |
just found out the Times is publishing a
poll that says a considerable portion of
Anericans feel that the Wite House has
| ost energy and focus. A perception
that's not likely to be altered by the
video footage of the President riding his
bicycle into a tree. As we speak, the
Coast Quard are fishing Cubans out of the
Atlantic Ccean while the Governor of
Fl orida wants to bl ockade the Port of
Mam . A good friend of mine is about to
get fired for going on tel evision and
maki ng sense, and it turns out that |
accidentally slept with a prostitute |ast
night. Now woul d you pl ease, in the name
of compassion, tell me which one of those
kids is nmy boss's daughter.

MALLORY
That woul d be ne.

SAM
You?

MALLORY
Yes.

SAM

Leo's daughter's fourth grade cl ass.

MALLORY
Yes.

56.
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( pause)

Wll this Is bad on so nany |evels.

END OF ACT THREE

57.

FADE QUT.
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ACT FOUR

FADE | N:

JOsH, C.J., TOBY, DONNA and a few Al DES wal k briskly through a
doorway and into--

36 INT. WEST WING CORRIDORS — CONTINUOUS 36
As the group makes its way toward the Miral Room
CJ.
She's gonna try and bait you, Josh, you
under st and what |' m sayi ng?

JCSH
Ll oyd Russell. Yeah that'll |ast.

CJ.
Are you listening to nme?

JCSH
(repeating)
They're gonna try and bait ne.

CJ.

They want you to say sonething arrogant.
JCSH

Vll | don't need baiting for that.

This is said as they turn into the open doors of
37 INT. THE MURAL ROOM — CONTINUOUS 37

CALDWELL, MARSH, VAN DYKE and the Al DES have al ready been at
the cof fee and what not.

TOBY
H. H. GCood afternoon. W apol ogi ze,
we're running a bit |ate today.

CALDWELL
Cood afternoon... How s the President's
heal t h?

CJ.
It's a mld sprain--Everyone greet each
ot her.

They all say their hellos...
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TOBY
Everybody sit, sit, sit. W're happy you
all could cone talk with us today. As
you know, the President nakes a usual
Sunday nmorning radi o address, and in a
few weeks he's schedul ed- -

CALDVELL
Toby, if | can interrupt for just a
morment.  Unh, the goals and spirit of
Christian and Famly oriented
organi zati ons, while enbraced by a great
and growi ng nunmber of Americans, have
been net with hostility and contenpt by
their Government. Now, yesterday
nmorni ng, on the television program

Capital Beat , that contenpt was given a
voi ce and a face and a nane.
(to JCsH

I"'mreferring of course to you, sir.
JCsH

Yes, | know, and |I'mglad you brought

that up.
CALDVELL

I"msurprised at you, Josh. |'ve always

counted you as a friend.

JCSH
And |' m honored by that, Reverend.
First, let me say that when | spoke on
the program yesterday, | was not speaking
for the President or this adm nistration.
That's inmportant to know. Second, please
allow me to apol ogize. M remarks were
glib and insulting. | was going for the
cheap | augh, and anybody willing to step
up and debate ideas deserves better than
a political punch line. Mary, |
apol ogi ze.

MARY NMARSH
(beat)
CGood then. Let's deal.

TOBY
I"msorry?

MARY MARSH
What do we get?
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TOBY
For what ?
MARY MARSH
Insulting mllions of Anericans.
TOBY
Vell, like Josh said--
MARY MARSH

I heard what Josh said, Toby, what do we
get?

TOBY
An apol ogy.

MARY MARSH
Sunday norning radi o address. Public
nmoral s. School prayer or pornography,
t ake your pick.

TOBY
School prayer or pornography?

JOHN VAN DYKE
It's on every street corner.

TOBY
I'"ve seen it Mary--
MARY NMARSH
Condons in the school s.
TOBY
What ?
MARY NMARSH
Condons in the school s.
TOBY
Well, that's a problem
MARY NMARSH
What ?
TOBY

W have a Surgeon General who says they
dramatically reduce the risk of teen
pregnancy and Al DS.

MARY NMARSH
So does absti nence.

60.
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JO-N VAN DYKE
Show t he average American teenage male a
condom and his mind will turn to thoughts
of lust.

TOBY
Show t he average American teenage male a
lug Wench and his mnd Il turn--

CJ.
Toby- -

MARY MARSH
School prayer, pornography, condomns.
What's it gonna be?

TOBY
W' re not prepared to make any sort of a
deal right now

JCBH
Sure we are. Mary, |I--

MARY MARSH
(to Josh)
M/ read of the | andscape is that you're
cl eani ng out your desk before the end of
busi ness today, so I'd just as soon
negotiate with Toby if it's all the sane
to you.

CALDVEELL
Mary- -
MARY MARSH
(to CALDWELL)
Pl ease allow me to work. It was only a
matter of tine with you, Josh.
JOSH
Yes.
MARY MARSH

That New York sense of hunor was just--

CALDVELL
Mary, there's no need--

MARY MARSH
Reverend, please, they think they're so
much smarter. They think it's smart talk.
But nobody el se does.

OnWriting 75



62.

JCBH
I"mactually from Connecticut, but that's
neither here nor there. The--the point
is, Mary, I--

TOBY
She neant Jewi sh.

A stunned silence. Everyone stares at Toby.

TOBY
Wien she said "New York sense of hunor,"
she was tal king about you and rme.

JCOBH
You know what, Toby, let's not even go
t here.

CALDVELL
There's been an apol ogy, let's nove on.

JO-N VAN DYKE
I'd like to discuss why we hear so much
tal k about the First Amendment com ng out
of this building, but no talk at all
about the First Commandnent.

MARY MARSH
I don't like what |'ve just been accused
of .

TOBY
I"'mafraid that's just tough, Ms. Marsh.

JO-N VAN DYKE
The First Conmmandnent says "Honor thy
Fat her."

TOBY
No it doesn't.

JCsH
Toby- -

TOBY
It doesn't.

JCBH
Li sten--
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TOBY
No, if I'm gonna nake you sit through
thi s preposterous exercise, we're gonna
get the nanes of the damm conmandnent s

right.
MARY MARSH
Ckay, here we go.
TOBY
"Honor thy Father" is the Third
Commandnent .

JOHN VAN DYKE
Then what's the First Commandnent ?

And fromthe doorway, a MAN, standing with the help of a cane,
speaks.

MAN
"I amthe Lord your God. Thou shalt
wor ship no other God before ne."

The man is PRES|I DENT JOS|I AH (JED) BARTLET, Denocrat of New
Hampshire, and a direct descendant of one of the signers of
the Declaration. A few paces behind the Bartlet is his
personal aide, CHARLIE. A few SECRET SERVI CE can be seen out
in the corridor.

BARTLET
Boy, those were the days, huh?

EVERYONE i s standi ng- -

CALDWELL
Good afternoon, M. President.
BARTLET
Al . Wt have we got here, CJ.?
CJ.
Wl l, we've got sone hot tenpers, M.
Pr esi dent .
BARTLET
Mary.

JOHN VAN DYKE
M. President, |I'm uh, John van Dyke.

BARTLET
Yes. Reverend.
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JO-N VAN DYKE
May | ask you a question, sir?

BARTLET
O course.

JOHN VAN DYKE
If our children can buy pornography on
any street corner for five dollars, isn't
that too high a price to pay for free

speech?

BARTLET
No.

JO-N VAN DYKE
Real | y?

BARTLET
On the other hand, | do think that five
dollars is too high a price to pay for
por nogr aphy.

J.
Way don't we all sit down.

BARTLET
No, let's not, C.J. These people won't
be staying that long. My | have sone
coffee, M. Lewis? A, how many tines
have | asked you to denounce the
practices of a fringe group that calls
itself The Lanbs of God?

CALDWELL
Sir, that's not up to ne--

BARTLET
Crap. It is up to you, A.

LEO and SAM with CATHY in tow, appear in the doorway and slip
quietly into the room

BARTLET
You know, ny wife, Abbey, she never wants
me to do anything while |I'mupset. Thank
you, M. Lewis. Twenty-eight years ago,
| came hone froma very bad day at the
State House. | tell Abbey |I'm going out
for a drive. | get in the station wagon,
put it in reverse and pull out of the
garage full speed. Except | forgot to
open the garage door.
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BARTLET (cont'd)

(beat)
Abbey told me not to drive while | was
upset and she was right. She was right
yesterday when she told ne not to get on
that dam bicycle when | was upset, but |
did it anyway, and | guess | was just
about as angry as |'ve ever been in ny
life. 1t seens ny granddaughter, Annie,
had given an interview in one of those
teen magazi nes and somewhere between
movi e stars and makeup tips, she tal ked
about her feelings on a wonan's right to
choose. Now Annie, all of 12, has al ways
been precoci ous, but she's got a good
head on her shoulders and | like it when
she uses it, so | couldn't understand it
when her nmother called me in tears
yesterday. | said "Elizabeth, what's
wong"? She said, "It's Annie." Now I
love ny famly and |'ve read ny Bible
fromcover to cover so | want you to tell
me: Fromwhat part of Holy Scripture do
you suppose the Lanmbs of God drew their
divine inspiration when they sent ny 12
year-ol d granddaughter a Raggedy Ann dol |
with a knife stuck through its throat?

(pause)
You' Il denounce these people, Al. You'll
do it publicly. And until you do, you
can all get your fat asses out of ny
Wi te House.

Everyone is frozen.

BARTLET
C. J., show these people out.

MARY NMARSH
| believe we can find the door.

BARTLET
Find it now

The group exits the roomin a slow, quiet and awful nmanner.
CALDVELL
(quietly to LEOQ
We'll fix this, Leo.

LEO
See that you do.
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They’' re gone. BARTLET has gone out the side door, through an
adj oining roomand into the Oval Ofice. The staff begins
recovering fromthis |ast nonent and foll ow ng the President.

JCSH
Ckay, can | just say that, as it turned
out, | was the cal nest person in the
room
CJ.
Way to stay cool.
TOBY
I"'mnot in power to auction off the Bill
of Rights.
JCSH
I thought you were gonna take a swi ng at
her there.
TOBY
She was calling us New York Jews, Josh.
JCSH
Yes, but being from Connecticut, | didn't

m nd so much.

W follow theminto

INT. OVAL OFFICE - CONTINUOUS
JCBH
You, C. J., on the other hand... you were
brilliant. | particularly liked the part
where you said nothing at all.
CJ.
I"msorry, Josh, | was distracted. Al |

could really think about was LI oyd
Russel | and your girlfriend.

SAM
Mandy and Ll oyd Russell.

JCSH
I"mputtin' an end to that.

BARTLET
"Hello, M. President. D d you have a
nice trip, sir? Hows the ankle, sir?"

During this, MARGARET, LEO s secretary, brings hima note
which he'll read over.

38
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BARTLET
It seens to me we've all been taking a
little break. Thinking about our
personal lives or thinking about keeping
our jobs. Breaks are good. It's not a
bad idea to take a break every now and
then. | know how hard you all work.

LEO sl i ps BARTLET the note.

BARLET
There was this tine that Annie cane to ne
with this press clipping. It seens that

t hese theol ogi ans down in South Anerica
were all excited because this little girl
from Chile had sliced open a tonato, and
the inside flesh of the tomato had
actually formed a perfect Rosary. The

t heol ogi ans coment ed that they thought

this was a very inpressive girl. Annie
commented that she thought it was a very
impressive tomato. | don't know what

made ne think of that.

During that story, BARTLET gl ances at the note he was handed
and now tells the rest of the group about it.

BARTLET

(matter-of-fact)
Naval Intelligence reports approxi mately
twel ve hundred Cubans |eft Havana this
nmorning. Approxi mately 700 turned back
due to severe weat her, sone 350 are
m ssing and are presuned dead, 137 have
been taken into custody in Mam and are
seeki ng asyl um

(beat)
Wth the clothes on their back, they cane
through a storm And the ones that didn't
die want a better life. And they want it
here. Talk about inpressive. M point
is this: Break's over.

LEO
Thank you, M. President.

SAM
Thank you, sir.

The neeting’s over too. |Inpressed by their boss, perhaps in
way they haven’t been for a while, the group extend a sinple
“Thank you, M. President./Thank you/ Thank you, sir/etc.”...

a
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and di sperses through various doors. BARTLET calls to Josh
who’ s al nost out the door--

BARTLET
Josh.

JOSH turns around. ..

BARTLET
"...to0 busy being indicted for tax
fraud"?
(beat)
Don't ever do it again.

JCBH

(quietly)
Yes, sir.

JOSH exits the Oval Ofice as BARTLET calls out--

BARTLET
Ms. Landi ngham What's next?

W PULL BACK on this scene as MRS. LANDI NGHAM begins to run
through the President’s schedule...

MRS. LANDI NGHAM
Governor Thonmas and the Majority Leader
have asked to be conferenced in and the
group from NASA is assenbling for their
photo-op. At seven o' cl ock you have, uh,
cocktails. ..

This scene continues MOS for a nonent before we

FADE TO BLACK.

END OF SHOW
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