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CHAPTER I 

INTRODUCTION 

This thesis is written for the Texas Tech University Department of 

Theatre and Dance as part of the department's requirements for a Master of 

Arts degree. By agreement with my advisor. Dr. Richard A. Weaver, I have 

developed a "performance" thesis consisting of a one-hour play for 

television. The teleplay served as a script for a projected episode of the 

series Star Trek: Deep Space Nine, and is entitled "In The Company Of My 

Fellows." 

This script, which is included as an appendix to the thesis, was not 

originally conceived as a thesis project. I am seeking to make my living as a 

writer for dramatic television, and had worked for three years creating 

various scripts. Through the Writers Guild of America, West (usually 

abbreviated to "WGAw"), I learned about the processes for submitting 

manuscripts to film producers. The producers of the various Star Trek TV 

series had set up a policy of reading and possibly producing scripts which 

met certain guidelines. A list of these guidelines is available from 

Paramount Television in Hollywood. The Star Trek production company is 

the only production company for dramatic television which will read 

unsolicited ("spec," on speculation) manuscripts.. All other companies 

purchase scripts through agents, or generate all scripts through a full-time 

writing staff. 

My script became a thesis project through the encouragement of my 

professors, who were interested in teaching students how to work for 
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television. Although film analysis classes are sponsored by the Department 

of Theatre and Dance, and many students have worked in local or network 

television, Texas Tech University does not offer any specific curriculum for 

studies in film production. The professors and I believe this document will 

be useful for acting students, who will learn about the formatting, 

sequencing and structuring of a typical TV-series episode. In addition, I 

believe the script will be of assistance to play writing students who want to 

learn about working within established formats and characterizations. 

During the process of writing the teleplay, I relied on instructional 

books, printed teleplay scripts, guidelines printed by the Writers Guild of 

America (East and West Coast chapters) and the Star Trek producers, and 

videotapes of Deep Space Nine episodes. 

My chief source of information for television writing in general was 

the book Teleplay. (2nd ed.) by Coles Trapnell (1974). Trapnell, a writer 

and producer who had both created and overseen the production of scripts, 

gives a general manual on writing style. Chapters in Trapnell's book discuss 

creating imagery with words, the proper use of language, use of stage 

directions and effects, and narrative flow. Included as an appendix is a 

complete script entitled "Question: What Is Truth?", the pilot episode for 

the Slattery's People TV series. Slattery's People, a series about state 

politics which ran for fourteen months in 1964-65, was regarded as 

particularly well written and thought provoking. 

For Star Trek usage, I relied on three books, one for each edition of 

the Star Trek series. Star Trek. The Original Series (as it is usually styled) 

was analyzed in The World Of "Star Trek." (2nd. ed.) by David Gerrold 

(1984). The second edition of the series was profiled in The "Star Trek: 



3 

The Next Generation" Companion (2nd ed.), by Larry Nemecek (1995); and 

the series for which I wrote, Star Trek: Deep Space Nine, was profiled in 

The Making of "Star Trek: Deep Space Nine" , by Judith and Garfield 

Reeves-Stevens (1994). The Reeves-Stevens duo are a married couple, who 

have agreed to combine his and her given last names. 

David Gerrold was a writer for The Original Series; his major 

contribution was the comic episode "The Trouble With Tribbles," which 

became a fan favorite and was remade as a Deep Space Nine episode in 

1996. Gerrold analyzed the history and development of the series, and 

offers many comments on the successful and non-successful elements of the 

stories, characterizations, and rules set forth by himself and the other writers. 

Gerrold also analyzed the series' cult following, which would make Star 

Trek a major force in the entertainment industry. 

Nemecek's book detailed the third attempt to revive the Star Trek 

television series. (The producers had licensed, and written for, a cartoon 

Star Trek series in 1973-74, and had written character ideas and preliminary 

scripts for an unused Star Trek II series in 1977-78.) My writing partner, 

Carol Weathers, had purchased a first edition of the Nemecek book in 1992, 

when Star Trek: The Next Generation had run for five years and Star Trek: 

Deep Space Nine was beginning production. The first edition gave 

summaries of all The Next Generation episodes aired through the fifth 

season, notably one fourth-season episode which had been written by a fan. 

The second edition contained summaries of all episodes over the complete 

seven-year run (as well as Star Trek: Generations, the first feature film 

developed from The Next Generation), some more episodes written by fans. 



and excellent information about the development of The Next Generation as 

an independent work. 

The Making of "Star Trek: Deep Space Nine" is an extremely 

detailed look at all aspects of production. Included are character back 

histories and their developments, budget sheets, annotated scheduling sheets, 

contingency plans (such as those used when an earthquake disrupted filming 

in 1994), and large sections of scripts. The book became steadily more 

important to me as I began rewriting sections of my teleplay, since it gave 

dozens of examples of script sections, plot summaries, one-sentence "pitch" 

summaries, and much more. (For example, the Writers' Guild of America, 

West, can sponsor aspiring authors as interns on TV series or movies if the 

producers agree to oversee their development; the Guild pays the intern a 

weekly salary and allows him or her to sit in on all phases of the scripting 

process.) As a modem document on the detail work on TV production, this 

book is highly recommended. Teleplay is recommended as a companion 

piece on learning how to write drama in general and dramatic television in 

particular, without as much emphasis on weekly production. 

Another book, covering much the same ground as Teleplay and The 

Making of "Star Trek: Deep Space Nine", was used as a secondary source. 

The Primal Screen: How to Write. Sell and Produce Movies For Television 

by Bob Shanks (1986) discusses Shanks' experiences as writer and producer 

for a TV-movie called Drop-Out Father, again including the complete script. 

Shanks details the entire creative process of putting the film together, 

including budget lists, cast lists, requirements for filming each day, and 

promotional materials for the film's network showing. 
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Each of these books is available through the Texas Tech University 

Library system. Some other sources of information, not cited here, include a 

brochure from Paramount Television for writers of "spec" scripts. This 

brochure explains the producers' rights and sets guidelines for script 

formatting, characterization, length of script (including the lengths of each 

section, or "act"), and release forms protecting the company from plagiarism 

lawsuits or legal action of other types. Also not included, but helpful, was a 

long memorandum transmitted to me by Bob Allred, a San Francisco-based 

screenwriter who evaluates scripts for a literary agent. Allred's memo 

includes little of substance, but did encourage me to pursue literature on the 

screen writing format. Also of help were several publications available 

through the Writers Guild of America, West, in Beverly Hills, California. 

These included a list of theatrical agents, a magazine which detailed TV 

shows currently in production (updated monthly) and the willingness of each 

series to accept outside scripts, and a small manual on screenwriting. While 

visiting the Guild offices, I was also able to look in their library at a 

collection of film and TV scripts which had received awards from the Guild. 

On July 3, 1996, a reading of the script was staged by Darise Error, a 

Ph.D. student in acting-directing. I tape-recorded the reading and a 

subsequent discussion of the script conducted by Ms. Error, members of the 

cast, and Dr. Weaver, all of whom raised well-considered and pertinent 

questions about the intentions of the author in terms of characterization and 

plotting. The reading will be more fully discussed in Chapter II. I had 

advertised for a director to stage a reading, and gave Ms. Error full leeway to 

cast and instruct the actors as she chose. I had several purposes in 

promoting a script reading. Foremost among these was to get input from 
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Deep Space Nine fans (as well as fans of the entire Star Trek continuum) 

about the suitability of the script for performance and production. 

I also wanted to hear the dialogue, as interpreted by actors familiar 

with the Deep Space Nine regular characters. I wanted to determine if my 

use of new, guest characters was appropriate, both on their own terms and in 

relation to the regulars. I wanted to determine my ear for conversational 

speech, and whether I relied on dialogue more suited to the stage than to 

film. (I had long felt that the stage relied heavily on explanatory 

monologues, while film relied on conversation. I asked myself whether I 

devoted too much usage to monologue; conversely, whether I had developed 

a normal flow for back-and-forth conversation.) 

Finally, the reading served as an opportunity for me to turn the script 

over to others for staging and evaluation. If "In The Company of My 

Fellows" had actually been purchased for filming, it would be scrutinized by 

the director, all of the major actors, and as many as a half-dozen producers 

and staff writers. It was important to relinquish control of the script to 

others, listen to and note their suggestions, and find solutions to the 

questions they raised. I also wished to give the director and actors some 

exposure to teleplay writing, letting them have a sense of how a script is 

constructed and how it can be affected by the resources available to 

filmmakers. 

"In The Company of My Fellows" was never produced as a Deep 

Space Nine episode. I did not receive any money for the teleplay (which 

could have been thousands of dollars), I did not become eligible for WGAw 

membership; I did not hire an agent. On the other hand, the script as an 

academic project continued to evolve. I have rewritten many sections of the 
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script, from the time I sent it off in September 1994 to the present day. The 

script benefited, and so did I. I have learned that I can apply myself to my 

work and do well by it. Thus I will produce better work in the future. 



CHAPTER II 

THE DEVELOPMENT OF THE SCRIPT 

General Story Intentions 

From the inception of the first Star Trek series in 1966 until the 

final episode of Star Trek: The Next Generation in 1994, each episode's 

opening narration concluded with the stirring statement: "To boldly go 

where no one has gone before!" In reviewing my purpose for writing a 

teleplay, I determined that the narration suited my purpose precisely. 

Throughout my career at Texas Tech University, I have been 

interested in dramatic television production. As a writer, I realized my 

stylization ideas could be effectively employed in the use of camera angles, 

specific stage direction, the use of multiple locations for a setting, and 

rapid intercutting among a variety of viewpoints. In staging a play, these 

options are severely limited. Furthermore, I found I had a great affinity 

for continuing characters striving to develop knowledge in situations which 

were generally static, but where new people and events could pass through. 

Producing a story for television (whether in the dramatic, news or 

sports fields) places the most exacting demands possible upon a writer, 

actor, producer, director or reporter. As an actor, I have had to learn 

camera blocking and precision of movement and vocal patterns. As a 

director, I have learned the possibilities of conveying story without 

dialogue or "the unities" of time and space. As a writer, I have learned to 

attempt to harness the art of conversation, becoming as realistic as possible 
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in the expression of a character's ideas. I have also endeavored to mix a 

variety of moods and tones into the element of storytelling: making several 

story lines fit together, allowing for breaks in the action, and learning to 

build action through precise sequences of events. 

The Ideas And Events Behind The Teleplay 

The evolution of Star Trek: Deep Space Nine. "In The Company of 

My Fellows," began with the birth of Heidi Ann Sauer on December 5, 

1990. Heidi was the first granddaughter of Carol Weathers, a documentary 

filmmaker employed by the Texas Tech University Health Sciences Center, 

whose primary assignment at this time was to film short videos for the 

Children's Miracle Network Telethon. She had been assigned to the Health 

Sciences Center campus, in a division called Tech Link, only a short time 

before the birth. 

When Heidi entered the world, her grandmother was videotaping the 

birth and did not notice anything wrong at first. The attending physicians 

soon caught Weathers' eye, however. Heidi was not moving normally; 

indeed she appeared to be paralyzed from the waist down and had very 

limited movement of her upper torso. A pediatric specialist. Dr. Douglas 

Klepper, was quickly called in. Dr. Klepper ran tests on Heidi and learned 

the worst possible news. A hidden genetic trait, recessive in both parents, 

had surfaced. Heidi's paralysis was permanent and terminal. She could not 

live more than three years before dying of respiratory failure. 

At this time, Tech Link was sharing offices with KARENET, a 

computer-research division within the Health Sciences Center. The two 
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divisions had similar goals of distance education for medical personnel, and 

would eventually merge into one unit called TTUHSC HealthNet. One day, 

when Carol Weathers had left the office for a meeting, her supervisor 

removed her typewriter and installed a computer. I volunteered to instruct 

Weathers in computer usage, and we became close friends. I saw Heidi 

Sauer once or twice during the early part of 1991, but did not know of her 

condition. 

Dr. Klepper had continued to treat Heidi during her illness, and also 

counseled the Weathers family. Heidi's parents had separated before her 

birth and were later divorced; the father was living in Wyoming and never 

saw his daughter. Klepper was credited with extreme tact and concern in 

handling the impending death, as well as the trauma of divorce and the 

seeming capriciousness of nature; the genetic disease was extremely rare. 

When Heidi suffered her final respiratory crisis on April 27, 1991, and 

died at the hospital, Dr. Klepper was present and did all he could to help 

the Weathers family. Carol Weathers later wrote an article, "Thank You, 

Doctor," for a medical magazine and in June 1992 produced a montage of 

still photographs and videos for the Children's Miracle Network Telethon. 

In January 1993, the television series Star Trek: Deep Space Nine 

premiered on a local station. Carol Weathers, who was deeply interested in 

science fiction, took an immediate interest in the series. The action of the 

show was set at a remote space station in a part of the galaxy which had 

been the site of a vicious war between two alien races. A group of humans 

had been sent to occupy the station and maintain the peace between warring 

factions. One of the humans was a young doctor named Julian Bashir, on 
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his first assignment. Weathers immediately became interested in the 

doctor, who reminded her of Dr. Klepper. 

During the spring and summer of 1993, Weathers closely watched 

the series and began to develop a story, which would place Dr. Bashir into 

a situation similar to that of Dr. Klepper. At the same time, she became 

interested in another character, an alien named Odo, who had previously 

assumed human form and became security chief for the space station. No 

personal details had been revealed about Odo during the first year of the 

series, and Weathers thought it possible that the character was a 

"guardian," sent to watch over humanity and guide them in times of 

trouble. Weathers, who especially enjoyed science-fantasy stories set in 

mythical times and regions with heroic characters, saw an opportunity to 

develop both characters in a story. 

Earlier in 1993,1 had heard of the cancellation and reinstatement of 

a series called Walker. Texas Ranger, and had written a script for that 

show. My attempts to sell that script went nowhere, but I picked up 

considerable information about script formatting, dealing with agents, and 

how to market a script. Carol Weathers had followed my interest, and had 

approached me about making a teleplay from "In the Company of My 

Fellows." 

In the fall of 1993, Weathers was named an associate director of 

TTUHSC HealthNet, and I began working for her on an occasional basis. 

In the summer of 1994, after re-enrolling in the Department of Theatre 

and Dance's Master of Arts program, I contacted Weathers again and 

received a written copy of her story outline. 
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The written outline was a near-perfect reproduction of Carol 

Weathers' verbal presentation of her idea. As a documentary narrator, she 

wrote scripts as verbal copy. My first task would be to change narration 

for the ear into narration for the eye; i.e., a summary that would catch a 

professional script reader's attention. I also needed to analyze her idea for 

areas which needed "filling in." Star Trek: Deep Space Nine had seven 

regular characters at that time, and I felt it \v ise to include bits of story 

business for all of them. I also asked myself if the outline could carr}' a 

full hour of television time, and whether it could break down into "acts," as 

necessitated by commercial breaks. Finally, I chose to consider some 

minor points of action in the outline, to see if they could be de\ eloped into 

more important plot points. 

I came to the conclusion that Weathers' outline was excellent for the 

climax and denouement of the story, but a substantial amount of stor} setup 

would be needed. For example: was it necessai) to gi\ e Odo an explicit 

moti\ ation for helping Dr. Bashir? The answer was strongly affirmative. 

In a television series, where characters return on a weekly basis, the 

characters must evolve over time. A character which does not e\ olve 

cannot carry many stories, and w ill quickly become uninteresting to the 

viewer; conversely, if the character's motivations and actions change 

without warning or explanation, the audience w ill be confused and turn 

away from the character. 

The story of Dr. Klepper and his infant charge was clearly sufficient 

motivation for the story of Dr. Julian Bashir. Carol Weathers' outline, 

drawing on experiences within her family, had also given a good point of 
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were aU parts of the same superhuman entity, living individual lives but 

drawing together (and including Odo) when necessary. As individuals, the 

people within the entity were unaware of their powers, although a limited 

amount of shared knowledge and telepathic communication was possible. 

Thus, Odo could live his own life and develop his character independently 

of this one story. 

The Scripting Process: Drafts One and Two. 

Carol Weathers' outline gave full details of the climax and 

denouement for the story; now I had to provide the introductory, 

developmental and crisis stages. In order to determine what events would 

provoke the climax, and the motivations of the characters which would 

guide them, I decided to write Acts Four and Five first, then "wrap" back 

around by working through the teaser followed by Acts One, Two and 

Three. This was in accordance with my usual way of teleplay writing, 

where I would "cut to the chase" and detail my story quickly in the climax. 

As the main events unfolded, I would be able to tell myself what had 

provoked each event, character decision, even how much to emphasize each 

character. As an important aside, I wanted the subplots to dovetail into the 

main plot. 

The main thing to consider in Acts Four and Five would be the 

confrontation between Dr. Bashir and Odo. Because I had already asked 

myself about Odo's motivations in helping Dr. Bashir, I had decided that 

his subconscious would have to be a unit within a collective mind entity. 

Joining Odo with Eva Lujan, the mother figure in the script, was a good 

beginning. But was there more? I concluded that Odo had been aloof 
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from the other space-station members because he had not found a person 

who was his intellectual or spiritual equal. Thus, I created a character 

called Zizal Mufar to serve as the entity's ambassador to Odo. Later on, I 

would find ways for Mufar to become ever-more invohed with Odo, and 

his character steadily rose in prominence. 

Then, I had to consider the resolution of the story line. Dr. Julian 

Bashir had gained knowledge and understanding in his meeting of the 

minds; it showed as he met with the grieving mother and told her he could 

help. In Carol Weathers' outline, that scene ended the teleplay. However, 

the doctor had gone through quite a lot of emotional torment, and had 

inflicted it on other people as well. He would surely face disciplinary 

action unless someone understood his actions and pardoned him. Who 

could do that? The commander of the space station had the power, but \\ as 

himself unsure of his authority. E\ en if the commander was sympathetic, 

he still had a station to run and Starfleet regulations to enforce. 

I then thought about impressions formed in episodes of the original 

Star Trek series, especially those which focused on the Vulcan first officer, 

Mr. Spock. Spock was a totally logical person, hiding all emotion and 

a\'oiding all attempts to understand the human psyche. This attitude got the 

Vulcan into trouble more than once, and always seemed contradictory to 

the Vulcan-human friendship shown between Mr. Spock and his 

commander. Captain James Kirk. Surely, at some point in the near future, 

the Vulcans would ha\'e to try to understand humanity in order to \\ ork 

with them better (this idea, in fact, would be a central theme to most of the 

Star Trek motion pictures). My conclusion: to use a deus ex machina after 
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all, a Vulcan psychologist of immensely high rank and prestige, who had 

the power to exonerate the doctor and the wisdom to understand his 

failings. The doctor played a comparatively minor role in the final script, 

but generated much interest on my part and would be the focus of other 

episodes if I had the chance to write them. 

I then moved to the opening "teaser," the six-or-seven-minute 

prologue before the opening credits. The length of the teaser gave me a 

chance to flesh out the characters who would trigger Julian's story. I 

concentrated on two, friends of Julian who would be going on a "Glory 

Mission" to a research planet. One, Dr. Tommy Regis, would represent 

the temptations of fun and adventure; the other. Dr. Arvid Chynal, could 

represent the sober, analytical, learning side of medicine. Dr. Regis would 

ply Dr. Bashir with bootleg brandy and the chance to have fun on the 

mission; Dr. Chynal could reflect on Julian's opportunity to expand his 

knowledge of medicine. (This idea had an unforeseen, welcome 

consequence. As a bootlegger. Dr. Regis could was able to sell a shipment 

of prize brandy to Quark, an alien bartender who would do anything for a 

buck. Quark was constantly under watch by Security Chief Odo, who 

would get a very good idea of Julian's circumstances as the doctor's alcohol 

consumption increased.) 

The stories of Drs. Regis and Chynal took up the teaser and part of 

Act I, ending just as the survivors of the torture camp arrived. (The 

doctors were assumed to have perished in a sneak attack by the group 

which led the torture camp; this left open the possibility of their characters 

returning later, as images in limbo.) Originally, the survivors were to 
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have been prisoners of the Romulans, a well-known race on Star Trek. 

Too well-known? I believed so. 

I remembered an episode in which another villainous race, the 

Orions, had been depicted. The Orions were masters of disguise; their true 

identity was never revealed. Their motivation was always clear, though: 

to stir up trouble between any two factions and profit from the conflict. I 

knew the Orions would have to destroy anyone who had discovered their 

true nature. Thus the death camp. Thus also the evolution of Zizal Mufar 

who had intelligence and vision to realize who was lurking behind the 

smiling Orion disguise. In a symbolic gesture, he had been blinded (and 

his sight could not be restored by any methods, even futuristic ones); in a 

moral gesture; he had been held responsible for the sufferings of other 

inmates who learned of the deception through him. It was quite logical he 

would turn to alcohol abuse, logical that Odo should discover him, and 

logical that Odo should befriend this obviously superior being suffering an 

identity crisis much like Odo's own. Mufar's death, at the end of Act 

Three, signaled a crisis point. Odo, enraged that Quark should let Mufar 

die, would almost strike him down—and then suddenly realize the true 

nature of the relationship: Odo and Mufar were part of a like entity and 

had a common purpose. 

All of these ideas were in place when I completed the first draft of 

the teleplay and sent it off to Paramount Television in October 1994. 

Because Deep Space Nine was already in production for the 1994-95 

season, I knew I would have to wait until summer 1995 to hear a response. 

In the meantime, I redrafted the teleplay on my own, finally arriving at the 
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version given here. The changes were largely made to spark more interest 

into the various conversations and collaborations shown in the story. Since 

there was very little "action," mostly "talk" scenes, those had to be 

peppered up with interesting dialogue and interesting illustrative material. 

Many of these new or rewritten scenes were "character bits," designed to 

allow some screen time for each of the regulars on the series, taking some 

of the dramatic weight off the two lead characters in this episode. 

The additions to the second draft included: a sequence in which Odo 

describes the Orions as resembling Geryon, The Monster of Fraud in Dante 

Alighieri's Divine Comedy (astonishing Mufar, who had depicted them in 

precisely that fashion but had not told Odo); some work with Dr. Sulak 

analyzing the Orions; a bit at the beginning of Act Four where the doctor 

and the commander hear Julian's drunken plea for help and decide he must 

be allowed to recover on his own; and a sequence (inspired by a professor's 

HealthNet lecture) where the commander's teenage son reveals his own 

family had lost an infant daughter in precisely the situation faced by Dr. 

Bashir and his young charge—never acknowledging the infant's death or 

even its existence. 

Formatting A Teleplay For Actors. Directors and Technicians 

On February 2, 1996, I filmed a two-and-a-half-minute dramatic 

video on behalf of TTUHSC HealthNet, at the commission of Carol 

Weathers and a writer-director under her supervision. The camera was set 

up in a single position, and we would recite the entire script in a single 

uninterrupted "take" (a single "camera setup" with no "coverage" from 

other angles). The set pieces and props were simple: a psychiatrist's couch 
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for me; a chair for the actress playing the psychiatrist; a laptop computer; 

and a paper bag for the neurotic patient to "hyperventilate" into. 

This simple exercise took a full 90 minutes to film. I did not keep 

track of the number of "takes" we filmed (including some while the camera 

was not running), but the sum total must have been at least 15. I had met 

with the actress before filming and explained what I knew of acting for 

television with her, but we still made our share of "bloopers." She would 

look away from the camera, so the picture showed the back of her head. I 

would look at the camera as a third person in the room. We muffed lines 

and gestures. Despite the fact that I was confined to the couch, I often 

managed to thrash around and slip out of the viewfinder frame. The 

camera battery went dead in the middle of one take; the videocassette 

recorder ran out of tape during another. Our pacing was far too slow to 

resemble a normal conversation. And so on. We finally got a successful 

"take" and completed filming with two excellent performances, but did we 

ever work! 

What does this mean to the writer? A great deal. Try expanding 

that script to 47 minutes, film it in a dozen different locations, use many 

different camera angles (each one requiring changes in lighting, sound, and 

sometimes costume/makeup), throw in action pieces or (as here) long 

conversations, and complete all this work in time to go straight to work on 

another full-hour film for airing the next week, and the reader will find an 

incredibly daunting task. 

Performing for television is some of the hardest work imaginable in 

the entertainment business—and so is writing for the performer. The 
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conversations must appear entirely natural and plausible; the script must fit 

the time guidelines; the script must conform to fans' (and producers' and 

actors') set ideas as to characterization, format and structure. There must 

be at least one story line good enough to sustain interest for the full hour 

(often subplots are added, usually to allow other actors on the same show 

some standout moments), and the whole thing MUST be believable. 

Furthermore, because of the time constraints for filming the episode, the 

producers and crew must know exactly what is required of them as the 

script goes to filming. 

To fit these constraints, a set format for a film script is rigidly 

imposed. While writing an earlier script for the Walker. Texas Ranger 

series, I had submitted the first draft to a professional script reader. The 

reader's evaluation covered virtually nothing concerning plot evolution, 

characterization, or appropriateness to the series—every major criticism 

centered around formatting. The methodology of formatting a film script 

is carefully designed, and has been the subject of several books. The 

Writers Guild of America, East, provides a writer's guide; the Star Trek 

production offices also provide a sample page from a Star Trek: Deep 

Space Nine script. It is of interest to examine sample script pages to see the 

purpose of each formatting change. 

A motion picture is assembled from dozens, or perhaps hundreds, of 

individual settings, each called a "scene." Each scene is assigned a number 

and a place on the "shooting schedule," a list of scenes to be filmed in a 

day. (Assigning a number to a scene is generally not a writer's 

prerogative; the director and producers assign scene numbers for their own 
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convenience.) A scene could last only a few seconds and consist of a single 

"establishing" camera shot, depicting the locale before any action begins. 

In general, scenes are not longer than three pages of script. 

The theory behind short scenes is twofold. One reason is for 

convenience: The longer a scene takes to film, the greater the likelihood of 

mistakes. The second reason (which has become steadily more important) 

is that the audience desires action, multiple changes in location, much 

interweaving of stories. If a single scene runs on for several minutes, 

audiences are believed to lose interest. This rule also applies to speeches. 

A long monologue, a major factor in stage auditions, is virtually useless in 

film except for rare occasions where the speaker can narrate a sequence of 

quick visual images. Most conversations are made up of one-or-two-

sentence exchanges, and often a whole sequence of events can be performed 

without dialogue. (When I had submitted a script to a professional writer 

for evaluation, one criticism enjoined me to "show it, don't teU it.") 

Scenes may be combined into a "sequence," where all the action takes 

place in one seemingly uninterrupted flow of action. Scene divisions occur 

when characters enter and exit, or new bits of business introduced. I 

generally did not break down the long scenes, and perhaps I should have. 

When the script was read in July 1996, it took up 54 pages of text, not 

counting three title pages. The running time is slightly overlong, about 53 

minutes (if the stage directions are spoken aloud, as they were at the 

reading). Deletions would be necessary either through rewriting, script 

editing by a producer, or in post-production editing. A general rule of 

thumb states that one page of script equals one minute of screen time. 
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In preparing a scene, a writer must realize that scenes are shot 

piecemeal. A film crew will arrive on a sound stage or at a location, set up 

the equipment, and film as much as possible in a day. There is little 

opportunity-virtually none in filming a weekly TV drama-to leave a set 

and then return some days later. So, all of the scenes in a particular 

location are shot during the course of a single session. Actors and 

directors might have read a script all the way through before filming 

begins, but they are not performing the script all the way through. It is 

very easy for an actor to walk onto a set to film a scene, not really 

knowing what the scene is about. All the actor has time to think about is 

his/her blocking and the speeches to be immediately delivered. A good 

actor can build a full characterization before filming even starts, to give 

consistency to his/her performance. But it is possible to film the very 

beginning and the very end of a one-hour story in quick succession, leaving 

the middle to be filled in later. The writer's job is to make sure that aU 

facets of the story make sense, and that actors are not handicapped more 

than necessary. 

A writer must also pay some attention to scheduling requirements. 

If an actor has a minor part but appears throughout the script, he will show 

up on the set for several days, get paid by the day and do very little each 

day. Producers hate to waste money on minor actors, or on difficult 

setups, or on unusually complicated sequences which do not feature their 

regular players. 

Every series episode runs a predetermined length of time—generally 

44-47 minutes for a dramatic series-and must be divided into "acts" for 
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the purpose of commercial breaks. Star Trek: Deep Space Nine has five 

acts per one-hour episode, plus an opening "teaser" which runs before the 

credits. The acts average about eight to nine minutes apiece, so it is 

important to set the tone of the show as quickly as possible. It is important 

to keep the show "moving." A dramatic series episode will touch briefly 

on the most crucial parts of a story, condensing it as much as possible. 

A series episode must be completed in seven or eight days of filming. 

The only practical way of doing this is to group all scenes by location, film 

them all at once, and then move on to another sequence. For "In The 

Company of My Fellows," all the scenes in Quark's bar might be filmed 

back-to-back-to-back over a two-day period. All the scenes in the 

infirmary might be filmed in one day. Short sequences, such as those in 

Commander Sisko's office or in Dr. Bashir's cabin, might be grouped 

together and filmed in one day, with the cameras moving to different parts 

of the same sound stage to film each individual set. 

The writer must bear in mind that the camera is more or less 

"fixed." If the eye travels from one object to another, it generally looks at 

the first object followed by the second, disregarding anything in between. 

A camera cannot "block out" the information; it must "cut away" from one 

object to the other. So, in filming a conversation, the camera cannot bob 

back and forth from one person to another. It must film one person, be 

taken down and re-set, film the other person, and then re-film the two 

people together. When I taped my "spot" for TTUHSC HealthNet, the 

narrow scope of the camera frame made me feel like I was literally acting 

in a box. I had to carefully judge my bits of business so the camera could 
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see them; I had to make sure I did not distract from the spoken dialogue or 

the second actor's reactions; I had to avoid looking directly into the 

camera; I had to make sure my speech was understandable and sounded 

realistic. 

A writer must remember all of these considerations, whether writing 

dialogue or action sequences. Occasionally, I could insert a stage direction 

into a speech (if a character performed an action while talking), but 

generally all stage directions must be kept completely separate from 

dialogue. This reduces the possibility of actors or directors becoming 

confused over "what is done and what is said." By the same token, stage 

directions always give the name of each character, redundant though that 

might sound. If a director must stop to ask, "I think I know who's 

performing this action, but I'm not sure" (or words to that effect), time 

and money are wasted. 

The Progression to Thesis 

I began work on my story outline in mid-July 1994 and completed it 

in early August. Carol Weathers was very pleased with my outline, and I 

quickly set to work on writing a full-draft teleplay. This was completed on 

September 22, 1994. By that time, I had received the necessary release 

forms from Paramount Television, and had looked them over to ensure I 

followed all of the stated guidelines. Weathers and I then signed the release 

form, and mailed the script to the production company on September 25, 

1994. 
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The release form had warned writers that "it might be anywhere 

from eight weeks to eight months" before they received word about any 

determinations on a spec script. I believed the latter time frame was more 

likely. The first six to eight episodes for the 1994-95 season had already 

been filmed (the season opener aired in Lubbock the day after we mailed 

our script); scripts were complete on four to six more; and another eight 

episodes were probably in the early planning stages. I thought it likely that 

the producers had a rough plan for the entire season in place. My best 

hope would be to have "In The Company Of My Fellows" either run late in 

the season (with filming to begin in February or March 1995), or be held 

over for 1995-96. 

By the end of 1994,1 had begun to rethink large portions of my 

teleplay and minor story ideas, and on my own I began writing a second 

draft of the script. This version was completed in late March 1995. I 

printed out this second script and kept it on file, but continued to make 

small rewrites for another month. In late March 1995,1 had written to 

Paramount Television asking for a second release form for spec script 

submission. This form arrived in the second week of May. I printed out 

another draft of the script with my changes, and mailed it off to Paramount 

Television with a note of explanation. 

When Paramount Television sent me the second release form, they 

also included a brochure for an upcoming Star Trek convention in Palm 

Springs, California, in June 1995. Scheduled to appear at that convention 

was the Pre-Production Coordinator for Star Trek: Deep Space Nine, the 

person who handled the spec script submissions and assigned them to 
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professional script readers for evaluation. Since I had visited Southern 

California each of the previous two years seeking information on the 

television industry, I decided to make the Palm Springs convention part of 

a third visit. 

Upon arriving at the convention, I learned that the Star Trek: Deep 

Space Nine Pre-Production Coordinator had become ill and had to miss the 

convention. I did talk to the Pre-Production Coordinator of the new Star 

Trek: Voyager series. She told me that spec script writers were not 

allowed to submit second drafts of their own teleplays unless specifically 

commissioned by the producers. A few days after I returned home, my 

original script was returned to me with a polite note of rejection, carrying 

no explanation as to why the script had not been selected for further study. 

(From presentations made at the convention, I had learned that Star Trek: 

Deep Space Nine would be undergoing major changes in 1995-96, in an 

attempt to improve on tepid audience surveys.) 

In the spring of 1996, I met with Professors Richard A. Weaver and 

George W. Sorensen about possible progress toward my master's degree. 

Dr. Weaver took one look at my television script, and told me that the 

script could serve as the basis of the thesis. Dr. Weaver recommended that 

I simplify the explanatory material, and was receptive to my idea of 

conducting a staged reading. I had thought about the idea earlier, but did 

not feel I could direct the reading myself At Dr. Weaver's suggestion, I 

wrote a notice for the University Theater's call board, advertising the 

script and asking for a director to stage it. 
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In early June, I received a phone call from Darise Error, a Ph.D. 

student who was directing a show for Summer Rep. She was an avid Star 

Trek: Deep Space Nine fan and was well acquainted with actors who also 

took an interest in the series. I left a copy of my May 1995 draft with her, 

and met her at a reading of the script on July 3, 1996. Dr. Weaver was 

also present. 

Ms. Error had cast eight theater students, none of whom I knew, to 

perform the parts. Each of the actors read two parts. The casting was as 

follows: 

Dr. Julian Bashir/3rd Doctor.. BRYAN GRAHAM 

Odo/4th Doctor BRIAN COOK 

Eva Luj an/Dispatcher CATHERINE CROSBY 

Zizal Mufar/Commander Benjamin Sisko 

STEVE PARRISH 

Dr. Sulak/Chief Miles O'Brien 

MICHAEL HANNAH 

Quark/Dr. Tommy Regis. .MICHAEL BRENNAN 

Dr. Arvid Chynal/Jake Sisko RYAN INGRIM 

Lt. Jadzia Dax/Major Kira 

PAULA RODRIGUEZ 

Stage Directions Read By 

DALIN ERROR 

(Darise's brother, visiting from Dallas) 
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Following the reading, I participated in a group discussion involving 

the two Error siblings, most of the cast, and Dr. Weaver. The reading and 

the main discussion were recorded on audio tape. I later invited Dalin and 

Darise Error over to my house for further discussion of the script, and 

about future plans for work on Star Trek-related ideas. 

The discussion session was quite enlightening. In general, the actors 

believed I had done a reasonably credible job in writing a script in the Star 

Trek style, although there were a few instances where people confused Star 

Trek: Deep Space Nine with Star Trek: Voyager. Although I had never 

seen Voyager. I did not mind any comparisons. Each of the three 

"modern" Star Trek series (produced in the 1990s) had developed ideas and 

rules of character and activity content, which would be pooled together to 

form a "Star Trek Concordance" applying to future episodes of any series. 

These comparisons also reminded me to clarify the situations and 

characters as being distinctive to the Deep Space Nine station. 

Through simply listening to the dialogue as read, I formed a few 

ideas about my work. My most negative judgments were passed on the 

dialogues between the main characters. Dr. Julian Bashir and Eva Lujan. 

The speeches seemed stilted, more suitable to bad soap opera than any other 

dramatic form. I had little experience in writing for female characters, 

and believed I did not understand women enough to write for them. 

I found some other flaws in characterization. Lieutenant Jadzia Dax, 

for example, was referred to as a "Klingon" several times. I thought I was 

correct, basing my assumption on an episode in which Dax had assisted 

three Klingon characters in a quest for justice. But in fact, Dax was 
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actually a tiny parasitic creature inhabiting a humanoid body, assuming the 

human's physical characteristics as well as some of its personality traits. 

(The creature changed "hosts" from time to time, and at one time had 

inhabited a Klingon host; that host had been a friend to the Klingon 

characters as well as to Commander Sisko. I did not know this until later, 

when I read a summary of the series.) 

I attempted to give significant parts to all eight of the "regular" 

characters, who were credited in each episode. This was probably 

attempting to do too much. Three characters were given small bits of 

business which distracted from the main story: Dax, Major Kira (an 

officer in an alien army, who served as second-in-command at the Deep 

Space Nine station), and Jake Sisko (the station commander's son). The 

parts did not fit in with the characters' established history very well. 

Major Kira's main scene, which also featured the introduction of Dr. 

Sulak, was cut for time; to keep her in the show I wrote in a brief scene 

where she merely tells Dr. Bashir of his comrades' disappearance. Jake 

Sisko's scene, adapted from the HealthNet lecture about a deceased infant 

being laid in an unmarked grave and not acknowledged by the family, had 

an interesting concept but a flawed execution. Dax had little to do at any 

point, although I did take an idea from Carol Weathers' initial story of 

having Dr. Bashir drunkenly lust after her. That scene, part of a fantasy 

sequence, featured some of my weakest dialogue. 

Then the actors got their say, along with Dr. Weaver and the Error 

siblings. All of these points, and more, were brought up. A key issue was 

the scene in which Jake Sisko observes the baby and remembers his sister. 
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The actors raised the question: Why use Jake? The character was one of 

the "regular players" (listed in the opening credits each week), but did not 

appear in every episode. I responded by saying Jake was the only teenage 

regular (not counting Quark's nephew Nog, who appeared a few times a 

season). The actors explained to me that a crucial point in Jake's 

explanation-his father flying into a rage at Jake for peeking in on the 

baby-did not ring true. One actor made the interesting point that 

Commander Sisko, an ill-defined character in most aspects, always stood 

out in his father-son relationship. That part could not be answered. 

So what to do about the scene? I rewrote it as a Sisko-and-Jake 

sequence, where father and son discuss the deceased child among 

themselves. I was proud of the new material, but it took up five and a half 

pages of script—far too long. Then I realized that I did not need the scene 

as a "bridging" sequence between the birth of Eva's baby and Odo's second 

meeting with Zizal Mufar in Quark's bar. Jake's scene was removed, put at 

the end of the script as an addendum, and finally discarded altogether. 

A few weeks after the story session, I decided to write still another 

draft of the script, in order to incorporate the suggested changes. The 

reading and discussion was vitally important to me. Story conferences and 

suggestions happen every day during a TV series, and every change must 

be noted. A shooting script is actually color-coded; when a change is made 

(even to a single line), all copies of the script are taken up and then re

issued with the changed page printed in a new color. (The draft pages are 

arranged in nine different colors, with the color scheme starting over for 

draft 10. Some pages may be revised up to 22 times before filming.) Any 
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part of a script may be changed at any time, right up to the moment of 

filming. Producers even have the authority to ask a writer to redraft 

dialogue after viewing a scene as it is being filmed.) It is vitally important 

to have input on plot points, story ideas, dialogue, and even individual 

words. 

In November 1996,1 submitted a copy of this thesis to Dr. Weaver 

and to Dr. Norman Bert, who had just become the second member of my 

thesis committee. I had not met Dr. Bert at the time of the reading the 

previous July, so he was reading the television script for the first time. He 

used his copy to make notes asking for clarification or changes in dialogue 

and stage directions. I will address his concerns in the following 

paragraphs. 

The beginning of Scene 10, early in Act One, contained a stage 

direction: "Dr. Chynal is quite interested in Odo." Dr. Bert believed Dr. 

Chynal's interest would be conveyed in the dialogue. I agree with the 

assessment. The stage direction was changed to read: "Julian and Dr. 

Chynal." 

Dr. Bert then asked why a scene division, from Scene 10 to Scene 

11, was necessary. Both scenes took place in the same location. I believed 

the scene division was necessary because of the introduction of an 

additional character, Dr. Tommy Regis. My sources seemed to contradict 

one another on the necessity of including a scene division every time a 

character enters or leaves the staging area. 

Another question (Scene 12) concerned how Chief Miles O'Brien 

could drink a glass of brandy in one swallow. (The "brandy" was, in this 
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case, flavored water.) I have never tasted brandy and do not know how to 

drink it. I accepted Dr. Bert's judgment and had all drinkers imbibe more 

slowly. 

Several times, a crew member will record a log and give the date as 

"Stardate xxxxx.x." In a sample page from the Deep Space Nine pilot 

script, included in Paramount Television's package for aspiring writers, the 

stardate is written out in this fashion. The producers decide the specific 

number shortly before filming. 

In Scene 16, Dr. Bashir removes the bandages from Zizal Mufar's 

eyes and, in the stage directions, "is horrified by what he finds." Mufar 

then asks Dr. Bashir what is wrong. Dr. Bert asked how Mufar picked up 

the "visual cue." The stage direction was rewritten to indicate the doctor 

gasped in shock, giving Mufar an auditory cue. I wanted the audience to 

imagine Mufar's appearance. 

In Scene 23, Mufar greets Odo by name even though Mufar cannot 

see Odo, and even though Odo has not yet spoken. Dr. Bert asked how 

Mufar could recognize Odo. I believed that Mufar would recognize a 

friend by his presence: by sound or odor. I had written Mufar as using his 

remaining senses as compensation for the loss of his eyesight. I could also 

make a case that the scene is an early indication that Mufar and Odo are 

part of a single entity, and each man has extrasensory perception of the 

other's presence. 

In Scene 25, at the beginning of Act 3, Dr. Bert asked why Odo was 

present at the delivery of Eva Lujan's baby. Odo was a late addition to the 

scene, and his role here is to add a comedic touch to the increasingly grim 
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story line. Rene' Auberjoinois, the actor who plays Odo, is an outstanding 

comic player, and some of the best scenes in Deep Space Nine episodes 

involve Odo growling a stone-faced, sardonic put-down. 

Late in Scene 26, a strong light hurts the baby's eyes, but she does 

not flinch or cry out. Could the scene be played with a real baby? 

Probably not; I did not envision using one when I wrote the sequence. The 

stage direction was changed so the baby's face was not seen. (However, a 

good graphics artist could imprint eyes onto the image of a baby's face, to 

show an expression different from the one the baby actually wore. Similar 

techniques were frequently used in the film Star Trek: First Contact.) 

Scene 26 ends with Odo exiting as "Dax and Eva ... realize this is a 

matter of great concern." Dr. Bert asked how the concern should be 

expressed. I would not write in a stage direction specifying an expression; 

that should be the prerogative of the director and the actors. 

In Scene 28, Odo recites a passage from Dante Alighieri's Divine 

Comedy, describing Geryon, the Monster of Fraud. The stage description 

then read: "Mufar and Odo are astonished." Dr. Bert asked why Odo 

would be astonished. I believed Odo was astonished at his own ability to 

recall the passage-which previously had no meaning to him. 

The first line of dialogue in Scene 32, uttered by Eva Lujan, read: 

'"Thank You, Doctor'-'big brother.'" The additional quotation marks 

were put in to show that Eva means the exact opposite of what she is 

saying. I could picture her with a look of absolute contempt on her face. 

Eva goes on to explain that she raised her infant "from conception." 

This was a point of personal belief; I believe life begins at conception and 
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that an unborn infant begins maturing while still inside its mother. I know 

that some women develop a strong emotional bond with their unborn 

children. 

Scene 38 dealt with Odo destroying his cache of brandy. Dr. Bert 

believed the scene took up too much time. I believe he is right. I 

shortened the scene, so the audience only hears the first two bottles being 

shattered. 

In Scene 46, Odo puts a hand on Julian's shoulder. The stage 

direction then reads: "Julian thinks about resisting but does not." The 

wording was again a point of personal preference; I do not like to be 

touched by anyone. (In this case, I would regard the touch as an insult, and 

would push away.) 

Scene 51 is set in "Corridor and Lujan stateroom." This requires 

some clarification. I wanted to indicate that the stateroom, and the 

corridor leading up to it, were to be built as a single-unit set. This would 

allow the camera to look into either area through a stateroom-door 

porthole. 

At the beginning of Scene 54, the stage direction reads: "Julian and 

Dr. Sulak face each other for the first time." This is meant to indicate that 

the characters remember nothing of their previous encounter, where Dr. 

Sulak served as a conduit for the "entity" of Odo, Mufar, and Eva Lujan. 

Dr. Sulak had arrived unannounced at the space station, to determine if 

Julian was fit for duty. Such an action would rightly be considered spying, 

but I believed Julian would react very poorly to being openly observed by 
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a superior officer. I feel strongly that the surest way to wreck a person's 

career is to put him or her under a microscope. 

All other notations involved typographical errors. I first typed the 

script using Microsoft Word 4.0 software. Later, Word 5.1 and 6.0 were 

installed on the university library's computers. This led to many problems 

in interpretation of symbols and fonts. I have corrected all the problems 

that I saw or were noted. 

Finally, Dr. Bert had agreed with my decision to cut the Sisko-and-

Jake sequence in which the deceased child is discussed. I was reminded of a 

story I had read in a chess magazine, which I repeat here for the benefit of 

other writers. Al Horowitz, one of the greatest American chess masters of 

his day, visited Hollywood in 1945 to play in a tournament. There he met 

Fritz Lang, a film director who was an even greater master of his craft. 

The two were photographed conversing, and Horowitz was smiling when 

he remarked: "One of the tragedies of being a chess master is that his 

greatest combinations never appear on the board, are never seen by the 

audience." Lang smiled even more broadly and replied, "That's true in our 

line, too!" 

A Word on Stylization 

I view a TV series as a complete unit, and episodes within that series 

as chapters within the unit. Thus, I have underlined the name of each TV 

series mentioned in the text, while putting quotation marks around the 

episode titles. Because Star Trek has become a major part of American 

culture, writers may simply write out the words "Star Trek" without 
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underlining, quotation marks or other definition. This shows how an 

ordinary TV series had become an entire industry. 

Likewise, because four separate TV series have incorporated the 

franchise name "Star Trek" in their titles, writers often refer to the 

individual series by their subtitles or even by shortened code names. Thus, 

Star Trek: Deep Space Nine may be called Deep Space Nine or simply 

DS9; the first Star Trek is referred to as "The Original Series," and so on. 

The specific format for each script page was set in the early days of 

film, when the typewriter was the only practical method of printing script 

pages. Distinctive tab settings are used to separate dialogue from stage 

directions, and stage directions from scene divisions. Emphasized words in 

a speech are underlined; specific actions are capitalized. If the end of a 

page is reached while a scene is still in progress, the writer must indicate 

that the scene continues on another page, with "CONTINUED" markings at 

the bottom of the first page and the top of the second. If a speech is in 

progress at a page break, the word "MORE" is added. I used a font known 

as Courier, which closely resembles the fonts used in typewriters. In order 

to accommodate the header and page breaks at plausible points within each 

scene, the actual script has been expanded to 60 pages. 



CHAPTER III 

CONCLUSIONS REACHED IN 

THE WRITING OF THE SCRIPT 

I do not believe my experiences in developing a teleplay have made 

me a better writer for the feature-length motion picture, or for the stage. 

These fields are not areas where I have felt comfortable. I do, however, 

believe that screenwriting helped me in many other areas of my theatrical 

development. 

During the course of writing my teleplay, I viewed television with an 

analytical eye and gained much from the experience. I learned that, more 

than in any other medium, TV characters are "regular people in irregular 

situations." Thus, as an actor, I taught myself to be naturalistic as far as 

possible, unless my character deliberately put on a "show" for 

demonstration purposes. 

I also came to learn the importance of ensemble acting, and 

convinced myself of the need to make every character important 

throughout the time he or she spent on camera. I should recognize the 

importance of characters interacting with one another, and emphasize that 

as much as possible-each character gaining something from the 

experience. This character development is most feasible in a television 

series with continuing characters, where audiences (and the actors 

themselves) closely identify with each character and develop past life 

stories for them. 
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Finally, I have come to believe that my most important lesson was 

that of collaboration. This teleplay was not my original idea; rather, it was 

developed by another fan of the series as a short outline. That writer, 

Carol Weathers, had not learned the techniques of screenwriting, and I 

discovered I knew far too little about the techniques myself. The actual 

process of developing the screenplay gave each of us confidence that our 

individual beliefs and techniques, when pooled, would give rise to even 

better ideas. I was able to carry out her major ideas without much trouble, 

and eagerly seized on her minor ideas to develop my own creative 

processes. In doing so, I enlightened my collaborator to continue 

developing stories for other projects. I cannot speak for her as a television 

producer of documentaries, which is her vocation, but I would like to 

believe she has been inspired in her avocation of writing stories for 

publication. 
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STAR TREK: DEEP SPACE NINE 
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A rash of casualties from an alien slave-labor camp overwhelm 
Dr. Bashir and set him on a path to alcoholism -- until Odo 
learns that he, two patients and a Vulcan psychologist share 
a common bond directed toward the doctor. 

Title Page Created March 6, 1995 

(A note from Paramount Television reveals that the script was 
entered into their computer log on December 20, 1994.) 
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IN THE COMPANY OF MY FELLOWS 
Short Summary 

CHARACTERS 

COMMANDER BENJAMIN SISKO 

DR. JULIAN BASHIR 

ODO 

JADZIA DAX 

QUARK 

JAKE SISKO 

MAJOR KIRA 

CHIEF MILES O'BRIEN 

Guest Stars: (suggested order of billing) 

ZIZAL MUFAR 

EVA LUJAN 

DR. TOMMY REGIS 

DR. ARVID CHYNAL 
And: 

DR. SULAK 

Co-Stars: 

DISPATCHER 

3RD DOCTOR 

4TH DOCTOR 

MARKUS LUJAN 

BABY (MARISSA LUJAN) 
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SUMMARY 

While entertaining friends from his medical-school days, 

Julian Bashir is asked to go on a "Glory Mission" to a new 

scientific research station. But there's no time for him to 

decide: he must help a group of escapees from a camp run by 

the innocent-appearing but vicious Orions. 

Julian notices a pregnant woman, Eva Lujan, who 

resembles his sister, and befriends her. Odo befriends Zizal 

Mufar, a blind man with great artistic skill and the ability 

to read human natures. Both Julian and Odo quickly come to 

grief over their new friends: Julian, when Eva's newborn 

child dies from radiation poisioning; Odo, when Mufar 

literally drinks himself to death. 

Julian appears to be headed that way too, as the 

stresses of coping for hundreds of patients and dealing with 

the dying infant overwhelm him. Odo realizes his association 

with Mufar has left him with a new outlook on life. Odo 

halts Julian on rounds, and takes him into confidence. 

In quarters, Odo assumes a new form: a light-creature 

who talks with many voices, including Mufar's and Eva's. All 

are parts of an entity which assumes human forms to observe 

members of various races, and help them through their crises. 

Neither Julian, Odo nor Eva Lujan remember the encounter 

after they are restored to themselves, but all are 

strengthened by it and Julian is able to help Eva begin 

recovery from her grief. 
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TEASER 

1: EXT. SPACE -- DS9 (OPTICAL) 1 

Establishing. A conversation begins in voice-over. 

3RD DOCTOR (V.O.) 
So, Dr. Regis, what was your rescue-
training exercise? 

CUT TO 

QUARK'S BAR 

WIDE SHOT of the bar, which is crowded . . . ZOOM IN on 
DR. JULIAN BASHIR conversing with four medical school 
colleagues. DR. TOMMY REGIS, 32, brash New York accent, 
flanks Julian on the right. DR. ARVID CHYNAL, 40, 
quiet, dignified, at Julian's left. Across the table the 
3RD and 4TH DOCTORS, early 30s, sit. Dr. Regis answers. 

DR. REGIS 
There's this huge rock in 
southeastern Oregon named Mount 
Kloochman. A giant four-sided 
granite slab rising off the desert 
floor. How high, Julian? Five, six 
hundred meters? 

JULIAN 
Two fifty. 

DR. REGIS 
Whatever. And sheer! Handholds so 
narrow you're lucky to get your 
whole hand on them. Julian and I 
were climbing a rock wall, trying to 
reach an accident victim trapped in 
a crevice. Then Julian's foothold 
crumbles! He peels loose with a 
SCREAM! Spirals down, down, down! 
Right to the floor of the holosuite. 

Shocked silence. Then everybody except Dr. Chynal 
bursts out laughing. Julian's laugh is a little forced. 

(CONTINUED) 
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2: (CONTINUED) 

JULIAN 
It was a real boulder I landed on. 

DR. REGIS 
I'll say. He had a bad back for 
weeks afterward. The preceptor had 
to put him on computer duty to 
program the rest of the climb. 

JULIAN 
I don't know which was more sore: 
my back or our preceptor. 

DR. CHYNAL 
(to the 4th Doctor) 

Where did you do your pediatric 
residency? 

4TH DOCTOR 
Seattle. And yourself. Dr. Chynal? 

DR. CHYNAL 
New Chicago. That's where I met 
Julian. He was quite masterful at 
handling troubled young patients. 
Very conscious of hospital 
procedures, but yet had a fine 
ability to communicate. 

JULIAN 
We had a young boy who was so sullen 
nobody could talk to him. Nothing 
seemed to work. Finally I asked a 
nurse who had grown up in a small 
town. She taught me some children's 
chants; I tried them on him. 

3RD DOCTOR 
Such as? Chant one for us. 

JULIAN 
All right. Please pardon my singing 

(Sings, very off key.) 

(CONTINUED) 
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2: (CONTINUED) (2) 2 

JULIAN (CONTINUED,SINGING) 
Nobody loves me, everybody hates me, 
think I'll go eat worms! Big, fat, 
uglv. disgusting worms! 

This time everybody laughs. Julian shrugs. 

JULIAN (CONTINUED) 
It worked. He laughed for the first 
time. Before long, he was talking 
and singing like any normal child. 

DR. CHYNAL 
Julian, you really should accompany 
us on the mission. I think two 
years on Omega Research Three would 
really aid in your development. 

3RD DOCTOR 
Not to mention the stipend they pay 
you as a researcher. Four, five 
times your lieutenant's salary. 

During the next several speeches. Quark moves silently 
around the table and freshens some half-empty glasses. 

DR. REGIS 
Or the, ahem, pulchritude that 
inhabits Omega Research Three. I 
tell you, some of those gals --! 

DR. CHYNAL 
Do not tempt him. I know Julian. 
He takes an interest in women that 
is much more spiritual in nature. 

DR. REGIS 
That reminds me. What about 
Katherine? She certainly fit mv 
qualifications. 

(CONTINUED) 
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2: (CONTINUED) (3) 

DR. CHYNAL 
Now, be respectful of his sister. 
She is quite the lady. But at any 
rate, Julian, I think you have quite 
a future as a researcher. 

JULIAN 
Thank you, Arvid. But I really do 
enjoy it here. It's like being the 
"pioneer frontier physician" we've 
heard stories about. 

DR. REGIS 
Sounds like the fable about the 
country mouse and the city mouse. 
A little mouse lives on a farm out 
in the middle of nowhere. His 
cousin in the city keeps telling him 
to come up and visit, see these 
great sights. So the country mouse 
comes up. Then the city mouse tells 
him about all the horrors of the big 
city. Country mouse breaks all 
speed records getting back home. Is 
that how you feel? ... Well, try 
this. Live city life for a while, 
come back to the country and bring 
all the good city stuff with you. 

(Rises, EXITING to bar.) 
Especially city brandy. Excuse me. 

CUT TO 

3: QUARK'S STATION AT THE BAR 3 

Dr. Regis walks up to Quark, gestures him over to talk. 

CUT TO 

4: JULIAN AND COMPANY AT TABLE 4 

Julian seems to closely consider joining the mission 
COMMANDER SISKO'S VOICE interrupts over a speaker. 

(CONTINUED) 
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4: (CONTINUED) 4 

SISKO (V.O.) 
Commander Sisko to Dr. Bashir. 
Please report in. 

JULIAN (RISING) 
Please excuse me? 

4TH DOCTOR 
Don't forget. Dr. Bashir. The 
shuttle for Omega Research Three 
leaves at thirteen hundred. 

Julian nods acknowledgment and heads for the exit. 

CUT TO 

5: BAR: ODO'S STATION 5 

Dr. Regis is negotiating with Quark as Julian passes. 

DR. REGIS 
I am telling you, Mr. Quark, you 
haven't lived until you've tried 
Neapolitan brandy. And neither have 
your customers. 

QUARK 
How much? 

DR. REGIS 
Seven hundred credits a case --

(Quark starts to protest) 
Just try it. And if this works out, 
perhaps we can negotiate the next 
time I come by--

Julian passes by during this exchange, looks at Dr 
Regis and shakes his head, and EXITS. 

CUT TO 
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6: JULIAN IN CORRIDOR WITH ALCOVE 

Julian walks to a quiet area, touches his communicator 

JULIAN 
Dr. Bashir. 

SISKO (V.O.) 
We have an incipient medical 
emergency. A ship is bringing in 
heavy casualties from a prison camp. 

JULIAN 
Acknowledge. I will be there in 
five minutes. Bashir out. 

(Then, to himself.) 
The city mouse doesn't get to see 
this. 

Julian EXITS. 

FADE OUT. 
END OF TEASER 
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ACT 1 

7: SISKO'S OFFICE 7 

Commander Sisko is seated behind his desk. He is in 
full-dress uniform ... Julian ENTERS. 

JULIAN 
Dr. Bashir reporting, sir. ... Is 
there an unscheduled formal event I 
should know about? Your uniform ... 

SISKO 
Yes. At the conclusion of this 
briefing. Sit down, please. 

Sisko treats Julian as an equal. Julian notices the 
change as he sits. 

SISKO (CONTINUED) 
In the time it took you to get here, 
I learned much more about the people 
who are coming here. They were 
political prisoners of the Orions. 
Have you ever heard of that race? 

(Julian shakes his head.) 
I am not surprised. They specialize 
in disguise, arms running --

JULIAN 
Sounds like Quark. 

SISKO 
And murder, slavery, terrorism. We 
first heard about them when they 
tried to kill the late Ambassador 
Sarek -- object, warfare amongst a 
dozen races. When their mission 
failed, their envoys committed mass 
suicide and their leaders fled the 
planet. For over eighty years no 
one has heard of them -- until now. 

(CONTINUED) 
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8 

(CONTINUED) 

JULIAN 
Why now? 

SISKO 
Do you know about the abandoned 
Klingon planetary system? 

JULIAN 
Yes. Rendered uninhabitable by a 
radiation accident. 

SISKO 
Indeed ... all but one outpost. The 
notorious prison planet. The Orions 
discovered it and lived there under 
cover, using it as a trading 
station. If anyone asked, they 
explained it was part of a 
resettlement project. 

JULIAN 
And the opposite was true? 

SISKO 
No one had ever seen the Orions in 
their natural state. They were 
easily able to pose as Klingons. 
That is, until a group of prisoners 
broke free from camp and 
commandeered a Ferengi vessel bound 
for here. They will arrive at 
approximately 1700 hours. 

JULIAN 
So I am to treat them until a 
hospital ship can arrive? 

(CONTINUED) 



51 

DEEP SPACE NINE: "In The Company Of My Fellows" -- 9. 
THIRD DRAFT -- November 23, 1996 

7: (CONTINUED) (2) 7 

SISKO 
The flagship Koop has been alerted. 
But the Orions are patrolling the 
galaxy hunting for the fugitives. 
We must capture them before they can 
kill us -- or themselves. 

Sisko returns to his desk and takes out an ancient 
parchment scroll. 

SISKO (CONTINUED) 
Have you ever seen this document? 

JULIAN 
No sir, I haven't. 

SISKO 
By bestowing this document on you, I 
give you extraordinary powers in 
this station. 

(Shows Julian a program 
on a computer terminal.) 

You have full authority over all 
facilities, equipment and personnel 
listed here. Up to and including --

JULIAN 
Commander Benjamin Sisko? You will 
serve as my subordinate? 

SISKO 
I know something of medical 
protocol. Doctor. And you. 

JULIAN 
I hardly know what to say, sir. 

SISKO 
Then swear to perform your duties. 

(Hands Julian the 
document.) 

(MORE) (CONTINUED) 
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7: (CONTINUED) (3) 7 

SISKO (CONTINUED) 
Take a moment to read this. It 
begins with the Hippocratic Oath. 
If you still wish to take the 
responsibility, raise your right 
hand and repeat after me. 

Julian returns the document and raises his right hand 
without hesitation. 

SISKO (CONTINUED) 
I swear by Apollo Physician --

JULIAN 
I swear by Apollo Physician --

CUT TO 

8: SHUTTLECRAFT LOADING DOCK 8 

A Bajoran DISPATCHER waits impatiently for people to 
board. The 3rd and 4th Doctors stroll through the lock 
to the shuttlecraft. Dr. Chynal stands to one side. 

DISPATCHER 
This will be your final boarding 
call for the shuttle to Omega 
Research Three. All aboard! 

We HEAR RUNNING FOOTSTEPS approaching the dock 
Chynal looks around ... Julian RUNS IN, out of breath. 

JULIAN 
Thank goodness you're still here. 

DR. CHYNAL 
Do not fret. Our friend Thomas 
seems to have carried over his famed 
"punctuality." 

JULIAN 
Probably trying to cut some deal. 

(CONTINUED) 
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8: (CONTINUED) 

11 

8 

DR. CHYNAL 
No doubt. Have you changed your 
mind? There is a place on Omega 
Research Three for you. 

JULIAN 
That's what I wanted to talk to you 
about. I ... I wanted to go, but we 
have a ship coming in. With 
survivors of a prison camp. 

My word, 
DR. CHYNAL 

How many? 

JULIAN 
Seventy, eighty -- we're not sure. 

DR. CHYNAL 
Perhaps I should stay and help. 

JULIAN 
No, no. Don't miss your 
opportunity. I can handle this. 

DR. CHYNAL 
I see. This is your opportunity. 
To prove yourself to Starfleet 
Command. To take a position of 
higher responsibility. 

JULIAN 
Don't say that! I'm not in this for 
... no. I suppose you're right. I 
do have a chance to prove myself. 
But to them. 

(Gestures off toward the 
unseen merchant ship.) 

To be the man thev turn to. Can you 
understand that? 

(CONTINUED) 
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8: (CONTINUED) (2) 8 

DR. CHYNAL 
I understand. But do not put too 
much of a strain on yourself. 
Doctors can destroy lives as well as 
repair them. Including their own. 

CUT TO 

9: SHUTTLECRAFT DOCK 9 

Odo ENTERS, sees Julian, stops and salutes. 

ODO 
Lieutenant Commander Odo reporting 
for duty, sir! 

Julian somewhat hesitantly returns the salute. 

ODO (CONTINUED) 
How may I be of assistance? 

JULIAN 
Has the Commander briefed you on the 
situation? 

(Odo nods.) 
Recruit about ten men as a transport 
team. Have them report here as soon 
as possible. 

ODO 
Aye aye, sir. 

Odo turns on his heel and leaves. 

CUT TO 

10: SHUTTLECRAFT LOADING DOCK 10 

Julian and Dr. Chynal. Dr. Chynal has displayed intense 
interest in Odo through facial expressions, resumes a 
conversational tone. 

(CONTINUED) 
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10: (CONTINUED) 10 

DR. CHYNAL 
That man seems quite efficient. And 
direct. 

JULIAN 
He has to be. He's our security 
officer, Mr. Odo. Strange to have 
him working under me. 

DR. CHYNAL 
Because of his rank? 

JULIAN 
More than that. Because I've worked 
with him for three years and don't 
really know anything about him 
outside of what I know officially. 

DR. CHYNAL 
That is unusual for you. 
Understanding people is one of the 
keys to medicine. 

JULIAN 
I know. 

DR. CHYNAL 
He seems highly intelligent. Does 
he have any off-duty interests? 
Recreation? Companions? 

JULIAN 
Nothing I know of. When he's not 
performing official business, there 
is no man more quiet and reserved. 
I don't understand him at all. 

The Dispatcher strides into the shot and interrupts. 

DISPATCHER 
We are now five minutes behind 
schedule. Are you going or not? 

(CONTINUED) 
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10: (CONTINUED) (2) 10 

JULIAN 
Just another niinute . Please. 

CUT TO 

11: LOADING DOCK 11 

V/e hear FOOTSTEPS RUNNING toward the loading dock. Tommy 
Regis, carrying a large gift-v/rapped package, rushes up 
to Julian, Dr. Chynal and the Dispatcher. 

DR. CHYNAL 
Good afternoon. Dr. Regis. I was 
within one minute of making Julian 
here the city mouse and leaving you 
out in the country. 

DR. REGIS 
Sorry I'm late. I v/as putting 
together a going-av/ay present for 
Julian. Go ahead. Open it. 

DR. CH'/IJAL 
What did you do to get this? 

CUT TO 

12: QUARK'S BAR 12 

Large crowds hang out around the bar . . . CHIEF MILES 
O'BRIEN heads the group. Quark serves him personally. 

QUARK 
Chief O'Brien! What a pleasure. 

O•BRIEN 
Just don't tell Keiko. I came to 
find out about this new brandy. 

(CONTINUED) 
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12: (CONTINUED) 12 

QUARK 
Of course. On this inaugural 
occasion, allow me to serve you the 
first glass. At a price of only 
seven credits. 

0'BRIEN 
Seven credits? 

QUARK 
Special introductory offer. 

0'BRIEN 
Well ... it i^ reputed to be the 
finest brandy on Earth. All right. 

O'Brien pays up. Quark opens a new bottle and pours a 
glass with a flourish, O'Brien swirls and sniffs the 
glass, then makes a show of drinking the liquid. 

QUARK 
Well? What do you think? 

0'BRIEN 
Excellent ... considering that it's 
about ninety percent H-2-0. 

QUARK 
H-2-0 ... ? ...Water? 

CUT TO 

13: LOADING DOCK 13 

Julian and Dr. Chynal react to Dr. Regis's re-counting 
of his story. The Dispatcher re-enters, fuming. 

DR. REGIS 
One bottle in each case. You have 
the genuine article. You can 
remember us by drinking it, or re
sell it to Quark ... 

(CONTINUED) 
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15: (CONTINUED) 15 

ODO (CONTINUED) 
He indicated his willingness to drop 
the whole investigation. 

The bay doors open. Odo finishes his report. 

ODO (CONTINUED) 
Odo out. 

PAN TO 

16. LOADING DOCK 16 

ODO, Julian and the Dispatcher converge at the air lock. 
... ZIZAL MUFAR, 60, emerges the moment the lock opens. 
Mufar is human, carries an air of unmistakable authority 
and comir.and, but both eyes are crudely bandaged. ... He 
is also unsteady on his feet. ... Julian and Odo each 
support him and escort him to the waiting area. 
Supernumeraries v/ith stretchers run onto the dock and 
begin bringing patients out. 

MUFAR 
You are ... friends? 

JULIAN 
Yes. Dr. Julian Bashir. This is rry 
assistant, Mr. Odo. And you? 

MUFAR 
Zizal Mufar. 

Odo seems to recognize the name. 

JULIAN 
What did they do to you? 

MUFAR 
I am an artist. I have seen the 
Orions in their natural form. They 
did not take kindly to that. I will 
not see them again. 

(CONTINUED) 
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16: (CONTINUED) 16 

JULIAN 
Let me be the judge of that. I'm 
going to remove this bandage. 

Julian removes the bandages. He gasps in horror at 
Mufar's unseen face. 

MUFAR 
What is it? 

JULIAN 
Your eyes! There's nothing left of 
them! 

CUT TO 

17. LOADING DOCK 17 

The loading platform ...Two supernumeraries are carrying 
MARKUS LUJAN, 30, human, lying flat and unmoving. 
Walking a step behind is Markus's wife, EVA LUJAN, 28, 
six and a half months pregnant, very pretty . . . the 
Dispatcher ENTERS the air lock, looks, calls to Julian. 

DISPATCHER 
Doctor! There's a hundred fifty 
people in there, maybe more! 

At the same moment Markus is seized by a choking fit and 
gasps loudly. 

JULIAN 
A hundred fifty? 

Then Julian HEARS THE CHOKING SOUND, leaps up and races 
over to Markus. ...The floor of the loading dock. The 
supernumeraries have fled, leaving Markus on the floor. 
Eva is kneeling beside him. Julian races around to the 
other side, not noticing Eva, and lifts Markus' head. 

(CONTINUED) 
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JULIAN 
He's swallowed his tongue! 

Julian reaches into Markus' mouth with two fingers, 
extracts the tongue from the throat . . . Markus' gasping 
still continues. 

JULIAN (CONTINUED) 
He's not responding. Tri-Ox. 

Unthinkingly, Julian sticks out his hand. . . . Suddenly 
Odo's hand passes off a hypospray syringe to Julian. 
Julian presses the syringe into Markus' throat and 
injects. ... Markus' breathing eases, although he 
remains motionless. Julian looks up and sees Odo. 

JULIAN 
Thank you, Odo. 

Odo merely nods and walks away. Julian again looks 
down at Markus. Eva's voice surprises him. 

EVA (OFF CAMERA) 
Can you help him. Doctor? 

Julian looks up. Eva stares into Julian's eyes. Julian 
stares back. He knows the voice and the face too. 

JULIAN 
No! It can't be! Katherine! ... 
But Katherine is back home in New 
Damascus! ... Who are you? 

EVA 
My name is Eva Lujan. This is my 
husband Markus. And you? 

JULIAN 
Dr. Julian Bashir. Excuse me. 
You resemble my sister so closely. 
It's as if you are my sister! 

FADE OUT. 
END OF ACT 1 
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ACT 2 

18: EXT. DS9 (OPTICAL) 18 

Establishing. Julian's voice is heard recording a log. 

JULIAN (V.O.) 
Medical officer's log, stardate 
xxxxx.x. The final census of 
patients from the Orion prison camp 
is one hundred seventy-two. 

CUT TO 

19: INFIRMARY 19 

Establishing. Patients are lying on beds or huddled 
against walls. Julian is seen testing a special VISOR 
on Zizal Mufar, while also talking into his tricorder. 

JULIAN 
Four patients were dead on arrival. 
Over ninety others are in serious or 
critical condition. 

CUT TO 

20: JULIAN AND ZIZAL MUFAR IN INFIRMARY 20 

Julian is having difficulty fitting the VISOR on Zizal 
Mufar, talking as he works. 

JULIAN 
I'm afraid I understand your seeing 
the Orions as they were. There 
seems to be a remarkable variety of 
torture-related injuries. 

MUFAR 
They had a gift for destroying a 
person's strong point -- or 
enhancing a person's weakness. And 
if one cared deeply about someone 
else, they would leave him alone. 
To watch the suffering of the loved 
one. That was the worst. 

(CONTINUED) 
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19: (CONTINUED) 19 

The VISOR fits. Julian waves a hand before Mufar's face. 

JULIAN 
Can you discern anything? 

MUFAR 
The breeze from your hand passing --
that is all. 

JULIAN 
Bend forward. 

Mufar bends forward, showing a bruised head. Julian 
parts the hair near the base of the skull. A radiation-
burn scar is there. Julian gently and carefully 
examines it. Then ... 

JULIAN 
Damn! 

MUFAR 
What is the matter? 

JULIAN 
They trained some sort of laser 
directly on the sight receptors in 
your cortex. There's nothing in 
your brain to receive the signals. 

(Straightens up.) 
I'm sorry, Mr. Mufar. I can do 
nothing to restore your sight. 

Mufar reflects for a moment, stands up. 

MUFAR 
Perhaps it is for the best. My work 
is done anyway. 

JULIAN 
Don't say that! 

(CONTINUED) 
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19: (CONTINUED) (2) 19 

MUFAR 
But yours is just beginning. I will 
not trouble you further. Doctor. I 
understand there are staterooms for 
the less critical patients? 

JULIAN 
Yes. Mr. Odo will show you the way. 

MUFAR 
Oh, yes, your assistant! He has 
been most considerate. 

Odo ENTERS silently and assists Mufar out of the 
infirmary . . . Julian now looks around and sees Eva and 
Markus Lujan out of the shot ... he goes to them. 

CUT TO 

20: INFIRMARY -- JULIAN, MARKUS AND EVA LUJAN 20 

Markus Lujan lies on an infirmary couch staring blankly 
upward. ... Eva sits by Markus' side holding his hand 
... Julian crosses to the other side to look at him. 

JULIAN 
Sorry. I ... was delayed. How is 
his breathing? 

EVA 
He seems to be breathing all right 
now -- what caused that. Doctor? 

JULIAN 
I was hoping you could tell me. 
What did they do to him? 

EVA 
Doctor ... do I have to tell you? 

JULIAN 
It's all right. I'm here to help. 

(CONTINUED) 
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EVA 
It was all due to me. 

(Julian is surprised) 
He was only a minor prisoner. The 
Orions used him to question the rest 
of us. They thought we had 
information that could help them. 
That's how we met. We fell in love 
... and then this. 

JULIAN 
The baby? 

EVA 
Yes. The Orions were furious. They 
called him a traitor, they called 
him -- then they started to hurt 
him. Something called Delta Rays. 

JULIAN 
Eva! 

(Catches himself) 
And you watched them do this? 

EVA 
Yes. They made me watch. But, 
Doctor, seeing what they did to him 
-- whatever I knew, if. I knew it --
made me determined not to tell them 

JULIAN 
If you knew something? What could 
you have known? 

EVA 
They said I had some secret ... 
characteristic. They recognized 
something about me. But I don't 
know what it was. 

(Stands up abruptly.) 
Doctor, I did this to him! If I 
could have told them — 

(CONTINUED) 
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Julian shushes Eva, who calms down and talks again. 

EVA 
Can you help him? 

JULIAN 
Some of it. Fluid in his lungs --
we can treat that. Radiation burns 
-- those do not look too severe. 
Even therapy for Delta ray exposure 
would help. But --

CUT TO 

21: INFIRMARY -- ODO, JULIAN, MARKUS, EVA 21 

Odo re-enters the shot with a syringe in his hand and 
gives it to Julian. Eva sits again as Julian injects. 

EVA 
What? 

JULIAN 
I don't understand why he's in a 
catatonic state. Delta rays may 
disable the body, but not the mind. 

(Rises) 
Mr. Odo, please prepare stateroom 
606-B for Mr. and Mrs. Lujan. 

Odo nods silently and starts off. Eva also rises. But 
a convulsion seizes her stomach. Julian rushes over and 
eases her down. He checks her abdomen with a portable 
scanner he pulls from his belt. 

JULIAN 
This feels like a contraction. How 
far along are you? 

EVA 
Seventh month. I feel strange ... 

(CONTINUED) 



67 

DEEP SPACE NINE: "In The Company Of My Fellows" -- 25. 
THIRD DRAFT -- November 23, 1996 

21: (CONTINUED) 21 

JULIAN 
Something's going wrong in there. 
Eva, we may have to induce labor. 

EVA 
Doctor! I've got to have this baby! 
I don't know what I will do if --

Impulsively she tries to hug Julian. Julian hugs back 
as if she were really his sister. Then suddenly he 
realizes his unprofessionalism. 

JULIAN 
Mr. Odo. 

Julian abruptly walks away, leaving Eva and Odo staring 
at his back. 

CUT TO 

22: QUARK'S BAR -- NIGHT 22 

Quark is doing a land-office business with the brandy he 
managed to buy . . . CUSTOMERS crowd the bar. There is an 
additional prop, a BOOK, sitting on Quark's side of the 
bar counter with a GLASS sitting on it, leaving a 
condensation ring . . . Odo enters and the customers back 
off a little, leaving him room . . . Odo su2rveys the bar 
. . . CUT TO MEDIUM SHOT of Zizal Mufar, VISOR still on, 
sitting at a table, a bottle on the table full, another 
empty ... CUT BACK TO ODO, who gets Quark's attention. 

ODO 
Good evening. Quark. 

QUARK 
Good evening. Constable! Could I 
interest you in some brandy? 

ODO 
I believe not. I see that Mr. Mufar 
over there seems to be up and about. 

(CONTINUED) 
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QUARK 
Oh yes! He's an excellent customer. 

ODO 
Indeed. Are you extending him your 
famed credit? I believe the 
prisoners fled the planet with 
little more than the clothes on 
their backs. 

QUARK 
No need. He gave me this book. 
This ought to pay his tab for 
another day or two. 

ODO 
Really? 

Odo opens the book and flips through it. He stares at 
one page, then very carefully closes the book, puts it 
back on the counter and reaches into his pocket . . , 
unseen by Quark, Odo palms a gold strip and partially 
withdraws a second, 

ODO (CONTINUED) 
Please return this to him. 

QUARK 
Really, I don't think he can afford-

Odo sets the gold strip on the counter. Quark is 
tempted but hesitates ... The second gold strip appears. 

QUARK 
Why, of course! Would you like to 
return it to him yourself? 

ODO 
Thank you, I would. 

Odo gets the book and starts to EXIT. Quark eagerly 
calculates his profit. Odo throws back a last comment. 

(CONTINUED) 
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ODO (CONTINUED) 
Of course, in certain circles, it 
would be worth fifty gold strips. I 
really must discuss the world of the 
art collector with you some time. 

CUT TO 

23: QUARK'S BAR -- ODO AND ZIZAL MUFAR 23 

Odo walks up to Mufar's table. Mufar hears the step. 

MUFAR 
Oh, hello, Mr. Odo. Will you join 
me for a drink? 

ODO 
Thank you, I will. 

(Sets the book in front 
of Mufar's place.) 

Yours, I believe. I had the 
impression that I recognized you in 
some way. This gives me the answer. 
I am honored by your presence. 

MUFAR 
This? Oh yes. A commemorative 
edition given to me some years ago, 

ODO 
Most interesting, I have seen books 
printed on paper, but only in the 
most extensive of archives. 

MUFAR 
(opening the book) 

Computer imaging can be quite a 
marvel. But it never has quite 
matched the Gravure printing 
process. Here, feel this picture. 

(CONTINUED) 
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ODO 
(touching a print) 

This is slightly raised. In ridges. 

MUFAR 
Yes. The colors separate at the 
different paper levels. I was 
always astonished how much better my 
paintings looked in print. Too bad 
computers can't reproduce that. Or, 
now, that I. can't. 

(Drinks again.) 
So, how am I familiar to you? 

ODO 
I was taught that all great artists 
can express the inner feelings of 
their subjects. 

MUFAR 
Really? I thought they were 
primarily interested in expressing 
their own feelings. 

ODO 
I have learned that you were 
exceptional. Distinguished in both 
categories. 

MUFAR 
Was, I'm afraid. I took on another 
role after the Orions took me. And 
now that role has outlived its 
usefulness. 

(Suddenly winces.) 

ODO 
What is the matter? 

(CONTINUED) 
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MUFAR 
I was a typical artist. Emotion-
driven. Then for seven years I had 
to suppress emotion while I led my 
fellow prisoners. Now, I can weep 
for them. Only I have no eyes to 
weep with. And what remains now is 
-- Bartender! Another round! 

CUT TO 

24: SISKO'S OFFICE 24 

MAJOR KIRA, acting administrator in Commander Sisko's 
absence, stands behind his desk. Julian ENTERS. 

JULIAN 
Kira? I thought Commander Sisko was 
still here. 

MAJOR KIRA 
We kept his departure secret. The 
Klingon High Command received word 
of the Orions' ''borrowing" their 
prison planet. They were not 
pleased. So they lent us a Bird of 
Prey to track down the Orions. We 
succeeded. We caught them unaware--

(and, obviously pleased) 
And very much alive. They are now 
in the medical ship Koop's brig, 
scheming some way to escape or kill 
themselves. They will be detained 
here, however, under the scrutiny of 
Mr. Odo. 

JULIAN 
Well! Then they should be "safe" 
and secure for a long time to come. 
Thank you very much. 

Julian turns to leave, but ... 

(CONTINUED) 
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MAJOR KI?A 
Doctor, there is one other thing. 

(Pause.) 
v:e caught them because they were 
momentarily distracted. They were 
in the process of trying to destroy 
a ship bound ... for Omega Research 
Three. VJe all saw them fire ... and 
an explosion. Sensors could detect 
no signs of life in the vicinity. 

Julian is in shock . . . stands frozen, then turns and 
half staggers out the door. 

MAJOR KIPA 
Doctor? .,. Doctor? 

To no effect. Julian is out the door. Major Kira just 
looks, maintains her demeanor for five seconds, then 
sits down hard. She slams her fist against the desk, 
upsetting Sisko's coffee cup. 

FADE OUT. 

END OF ACT 2 
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25: INFIRMARY 25 

M-C-U on Julian as he brings Eva Lujan's BABY into the 
world ...S-F-X SLAP ...S-F-X BABY CRYING ... 

JULIAN 
It's a girl. 

CUT TO Eva, face red, crying with relief . . . Dax stands 
beside Eva, mopping her forehead with a towel. 

EVA 
May I see her? 

CUT BACK TO Julian, now holding the Baby . . . Odo has 
joined him with the sterile towel ... 

JULIAN 
Just for a minute. She can't weigh 
a kilo. We'll put her in Intensive 
Care until she grows stronger. 

Julian carefully wraps the baby as he speaks and hands 
it to Odo, who handles a baby for the first time ever 
... he carries it over to Eva and Dax, who both look on 
it in wonderment. 

EVA 
She is so tiny ... but so like her 
father. And like his mother ... and 
like ... Doctor. Did you say your 
sister was named Katherine? 

JULIAN 
Yes. 

EVA 
I always wanted to name her Marissa. 
After his mother. But I couldn't 
think of a middle name. ... Until 
now. Marissa -- Katherine, that's 
what I will name her. 

(CONTINUED) 
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DAX 
Marissa Katherine Lujan. 

(Hands the Baby to Odo) 
Look at her. All the time I have 
existed, I had never seen a life 
form develop from the very 
beginning. Oh. I apologize, Eva. 
Marissa is more than a ''life form." 

EVA 
(managing a weak smile) 

This is a first for me, also. She 
was a part of me all this time, and 
now she must grow and develop on her 
own. But what did you mean about 
"all this time you have existed?" 

DAX 
I really am a life form. For three 
hundred years I have existed as a 
symbiont. The life force in me is a 
tiny creature which inhabits various 
bodies and takes on their 
characteristics. 

(Then, suddenly, to Odo) 
Careful! Don't drop her! 

ODO 
Your human characteristics seem to 
include a rather firm grasp of the 
maternal instinct. May I remind you 
that I am rather new at this myself. 
I will certainly exercise caution. 

Odo does shift the Baby to a more secure position, but 
it puts the Baby's eyes in a strong light. The Baby 
doesn't react ... in fact, hasn't cried or moved since 
the first slap. 

JULIAN 
That's strange. She's been in utter 
darkness for seven months. That 
harsh light should get a reaction 
from her. 

(CONTINUED) 
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JULIAN 
Odo. Please take her to Intensive 
Care immediately. 

Odo EXITS at once with the baby. Julian looks back at 
Dax and Eva, then EXITS hurriedly 

CUT TO 

27: QUARK'S BAR 27 

Transitional WIDE SHOT. Quark is behind the bar, Mufar 
at a table drinking. Odo ENTERS and goes up to Quark. 

ODO 
Quark. I see that Mr. Mufar remains 
a customer of yours. 

QUARK 
The best. I am a little worried 
about him. I thought the way he 
drinks, he would feel no pain. But 
he must still be hurting somewhere. 

ODO 
And how much does he drink? 

Quark reaches under the bar and brings out a portable 
calculator. He shows Odo the readout. 

ODO 
Quark! For a man in his condition, 
that is a lethal intake! Please 
stop serving him. 

QUARK 
Well ... 

ODO 
Of course, I could cite this bar as 
a health hazard for serving toxic --

(CONTINUED) 
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QUARK 
No, no! That's quite all right. 
I'll be glad to watch over him. 

ODO 
Good. I believe I will finish off 
that bottle he's having. 

CUT TO 

28: BAR -- MUFAR'S TABLE 28 

Odo approaches Mufar, who is having another drink. Odo 
gently takes the glass from his hand and sits down. 

ODO 
With all due respect, Mr. Mufar, I 
believe you still have something to 
contribute. I would not drown my 
talents just yet. 

MUFAR 
Thank you, Mr. Odo. But I'm afraid 
I have contributed too much already. 

ODO 
Explain, please. 

MUFAR 
I told you that the Orions hired me 
to document their prison camp. 

ODO 
And? 

MUFAR 
I documented it. A peaceful 
resettlement community with people 
rehabilitated through work. 

ODO 
And then they turned on you? Why? 

(CONTINUED) 
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MUFAR 
Something in my mind drove me, and 
I drew this. 

Mufar takes a tattered scrap of paper from inside the 
book and shows it to Odo. Odo stares hard at the paper, 
then recites from memory, slowly astonishing himself. 

ODO 
"His face was innocent of every 
guile, / Benign and just in feature 
and expression,/ and under it his 
body was half reptile./ His two 
great paws were hairy to the arm
pits; /all his back and breast and 
both his flanks/ were figured with 
bright knots and subtle circlets;/ 
"Never was such a tapestry of bloom/ 
woven on earth by Tartar or by 
Turk,/ nor by Arachne at her 
flowering loom." 

Odo sets the paper on the table. It shows a drawing of 
the beast as described. 

MUFAR 
Where did you hear that? 

ODO 
I ... don't know. I read it in a 
poem somewhere. 

MUFAR 
Dante's Inferno. Describing Geryon, 
The Monster of Fraud. Mr. Odo, 
somehow I knew what was going on 
outside that part of the camp. 

ODO 
Is that when they --

(CONTINUED) 
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MUFAR 
The Orions are never slow in their 
perceptions. When I painted from 
this sketch, the first outlines were 
not dry before I was in the torture 
chamber. Along with all the people 
who had lived peacefully in their 
showcase. ... Do you understand? I 
am condemned. 

ODO 
Not if I can help it. 

MUFAR 
There are others, Mr. Odo. Others. 

During this discussion, a WATER GLASS has been placed on 
the table. Mufar drinks from it and winces. 

CUT TO 

29: DAX AT DIAGNOSTIC COMPUTER 29 

Dax sees a readout, touches her communicator 

CUT TO 

30: JULIAN IN HIS CABIN 30 

Julian is lying on his bunk, exhausted. He rises, too 
tired to sleep, takes out a bottle and pours a glass . . . 
He gets down one swallow when DAX's VOICE INTERRUPTS. 

DAX (V.O.) 
Dr. Bashir, report to I-C-U at once. 
We have the report on Marissa Lujan. 

Julian struggles to his feet and races to the door. 

CUT TO 

31: INFIRMARY 31 

Julian runs into the room. Dax stands by the terminal. 

(CONTINUED) 
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DAX 
Your hunch about Delta rays was 
correct. The mother's exposure to 
them triggered ... Neurosyntronic 
Sclerosis. I've never heard of it. 
What is it. Doctor? 

JULIAN 
Death. 

Julian begins pacing, increasingly angry, soon violent. 

JULIAN (CONTINUED) 
All of her nervous responses are 
dying. Even the breathing reflex. 
Soon she will be gasping for air, 
unable to breathe. Damn the Orions! 
They're not content to kill their 
so-called enemies. They kill people 
they don't know! People who can't 
know what's going on! People who 
just know pain! And then they hide 
in disguises. They could be any
where! You hear me? Anybody could 
be an Orion! Even you! What about 
it, Jadzia? Are you part of this? 

Julian tries to grab Dax by the throat. Dax stops him. 

DAX 
Doctor! Control yourself! 

JULIAN 
(Easing off, still angry) 

No. You're a parasite in human 
form. But even you could only be 
half of them. If your Trill ever 
inhabits an Orion, they'll both die. 
The Trill from osmosis poisioning.. 
And then the Orion -- from the black 
vomit. 

(starts to leave) 
I must tell the mother. 

(CONTINUED) 
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Julian EXITS. 

DAX (TO HERSELF) 
I must have a drink. 

CUT TO 

32: MARKUS AND EVA LUJAN'S CABIN 32 

OPEN ON Eva Lujan, hearing the news from Julian. She 
smiles Ike an Orion. 

EVA 
"Thank you, Doctor"--"big brother." 

JULIAN 
Please! I'm sorry, I am not very 
experienced with this. 

EVA 
Don't vou think I knew? 
You're not a mother. You can never 
have the bond I have had with her! 
I could feel her struggles for life. 
Almost rom the minute she started 
growing within me. But I had to 
hope -- and now you take that away--

JULIAN 
A false hope. 

EVA 
Is better than none at all! 

Eva lunges at Julian and pounds on his chest with her 
fists. Julian doesn't flinch, which is rather worse. 

EVA (CONTINUED) 
Get out! 

Julian goes to the door, halts, looks back hesitantly. 

JULIAN 
Why would you hit me in the chest? 

(CONTINUED) 
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EVA 
That is where your heart is. 
Would be. 

Julian EXITS. 

CUT TO 

33: JULIAN'S CABIN 33 

Julian ENTERS in a daze . . . the gift case of brandy is 
on his desk, opened, many bottles empty ... Julian 
silently opens a bottle, brings out a glass, pours. 

JULIAN 
To Arvid ... good-bye, old friend. 

(Down at one gulp. 
He pours another.) 

To Tommy ... you old son-of-a ... 
(One gulp. Pours again.) 

To the others ... I wish I had known 
you better 

Julian drinks and pours a last glass, holds it high. 

JULIAN (CONTINUED) 
To Doctor Julian Bashir ... for his 
"good fortune." 

He drinks this glass more slowly, stops halfway through 
... then lays his head on the desk. 

DAX (V.O.) 
Dr. Bashir! Please report to 
Quark's bar! Dr. Bashir! 

Julian tries to rise, then collapses. He cannot move. 

DAX (V.O., CONTINUED) 
Dr. Bashir ... Mr. Odo! Chief 
O'Brien! Anybody! Please hurry! 

CUT TO 
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OPEN ON WIDE SHOT . . . Odo enters . . . Quark, Dax and 
several BAR PATRONS stand around Zizal Mufar's body, 
lying slumped on the floor next to his favorite table. 
There are several non-brandy bottles on the table, a 
half-empty glass with brandy in it ... Odo examines the 
body ... he rolls it over and sees that Mufar's hand is 
clutched to his chest ... Odo looks up at Quark. 

ODO 
He's dead. Quark. 

(Rises, confronts Quark.) 
I do not claim to be a medical 
expert, but it looks like a heart 
attack. Probably alcohol-induced. 

QUARK 
I followed your wishes, Odo. I did 
not serve him any more brandy. See! 

(Grabs a brandy bottle) 
An ersatz drink. Nothing but flavor. 

Odo examines the bottle, sniffs it, then takes up the 
glass and smells it too. 

ODO 
Why does this smell of brandy, then? 

QUARK 
I don't know! He must have sneaked 
out some brandy and put it into this 
bottle. So I wouldn't notice! 

ODO 
Quark. You are slipping. Not only 
in your famed capacity for 
observation, but in your ability to 
take orders. You were charged to 
protect this great man. Instead you 
let him and his art be silenced! Do 
you know what this man's art meant? 
To us? To all races? 

(Raises his fist in 
insane fury.) 

(CONTINUED) 
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DAX 
Constable! No! 

Dax rushes to stop Odo before he can strike Quark. Just 
as Dax reaches Odo, his fist raised OUT OF THE FRAME, 
she stops and stares upward. Odo looks up as well. 

CUT TO 

35: CLOSE-UP -- ODO'S HAND 35 

Odo's hand has taken on an incandescent GLOW as it balls 
up into a fist. 

CUT TO 

36: BAR -- GENERAL SHOT 36 

Quark, Dax and the patrons are transfixed. . . . Odo 
lowers his hand, stares at it in wonder ... It still 
GLOWS perceptibly Odo doesn't know what to make of his 
hand's transformation. ... Odo MUMBLES an apology of 
some kind ... Quark gestures in return, unable to speak. 
Odo turns on his heel and EXITS as quickly as his 
dignity permits. 

CUT TO 

37: BAR -- QUARK'S STATION 37 

Quark still stares at the retreating Odo . . . Not a word 
is said . . . Chief O'Brien goes up to the bar and looks 
at a full brandy glass which had just been served him. 
O'Brien looks up at Quark, picks up the glass, and 
slowly and deliberately pours it out onto the floor. . . . 
Quark looks around at everybody ... absolute SILENCE . . . 
Quark squares himself, steps behind the bar and EXITS 
into a back room. 

CUT TO 
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HOLD ON SHOT OF BACK ROOM ... We HEAR sounds of liquids 
flowing out of bottles, followed by a mighty glass-
shattering crash. 

FADE OUT. 
END OF ACT 3 
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ACT 4 

39: EXT. SPACE -- DS9 (OPTICAL) 39 

Establishing. Julian's voice, recording a medical 
officer's log, is heard. Throughout the recording (in 
Scenes 39-42 continuous), Julian's voice is slurred. He 
is aware of this and tries very hard to correct it, 
repeating selected words. 

JULIAN (V.O.) 
Medical officer's log, Stardate 
xxxxx.x. The baby Marissa Lujan has 
reached a respiratory crisis. Con
dition extremely critical. Expected 
she can live one hour at most, 

CUT TO 

40: VIDEO SCREEN -- JULIAN IN INFIRMARY 40 

Julian stares straight into the camera as he speaks. At 
some points the video "glitches". Julian stopped the 
tape, backed up, and re-recorded the same sentence. 

JULIAN 
The autopsy on patient Zizal Mufar 
showed he had a heart condition 
aggravated by stress. This 
condition was not incurable. It 
appears that acute alcoholism 
directly triggered his death. As 
Chief Medical Officer, I must bear 
the responsibility of not correctly 
diagnosing this patient. 

CUT TO 

41: SISKO'S OFFICE 41 

Sisko and DR. SULAK, a Vulcan, 40 sit at Sisko's desk, 
watching a monitor intently. JULIAN'S VOICE continues. 

(CONTINUED) 
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JULIAN (V.O.) 
My area of greatest concern is with 
Patient Eva Lujan. When her 
daughter dies, she will not be able 
to bear the grief. 

CUT BACK TO 

42: VIDEO SCREEN -- JULIAN IN INFIRMARY 42 

JULIAN 
I have great concern for her 
emotional status. I believe -- I 
believe --

Julian cannot continue. Abruptly his picture is wiped 
off the screen, which goes to black. 

CUT TO 

43: SISKO'S OFFICE 43 

Sisko shuts off the monitor and stares at Dr, Sulak, 

SISKO 
Dr, Sulak. You know what I must do. 

DR. SULAK 
Invoke the Rule of Incapacity and 
have him relieved from duty. 

SISKO 
•Mutiny against a commanding officer. 
One whom I personally commissioned. 

DR. SULAK 
Sometimes logic can provide you with 
your only justification. However --

SISKO 
However what? 

(CONTINUED) 
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43. (CONT.) 43 

DR. SULAK 
There is. one action only he can 
perform. That is to preside over 
the baby's death. We can do nothing 
until then. 

SISKO 
Doctor, in this case, I cannot 
follow your logic. 

DR. SULAK 
I understand that Dr. Bashir and Eva 
Lujan are like brother and sister? 

SISKO 
So I am told, 

DR. SULAK 
You and I can serve as colleagues, 
friends even. But we cannot serve 
as family. Evidently these two 
people have broached that barrier. 
I could not reason why, but I would 
let that family unit stand intact. 

SISKO 
Yes, I see. The deceased, Mr. Zizal 
Mufar, had a similar bond with my 
security officer, Mr. Odo. 

DR. SULAK 
Yes, I had heard about that. Who 
was Mr. Mufar exactly? 

SISKO 
An artist known for his ability to 
sense the personalities of people. 

Dr. Sulak RISES. 

(CONTINUED) 
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43. (CONT.) (2) 43 

DR. SULAK 
I wonder --my analyses on the 
survivors indicated an extraordinary 
sense of bonding and perceptual 
abilities. 

(Begins to leave.) 
I believe I shall test a hypothesis. 
It could be vitally important. 
Excuse me. 

Dr. Sulak EXITS. 

CUT TO 

44: ODO IN CORRIDOR OUTSIDE HIS CABIN 44 

Open on CLOSE-UP of the book of Mufar's art work. ZOOM 
OUT to show Odo looking at it. Finally he gently closes 
it. He looks up ... PAN to Dr. Sulak staring at him at 
the end of the corridor. Each evaluates the other. 

CUT TO 

45: INFIRMARY —INTENSIVE CARE UNIT 45 

Julian is standing over the baby's incubator, with Eva 
Lujan at his side and the Dispatcher behind. SOUND of 
the baby struggling for breath. . . . CLOSE-UP on the baby 
in the incubator. Her eyes are visible, and they show 
fear. Julian looks up ... CLOSE-UP on a bank of 
monitors. They show a frenetic heart rate and 
respiration rate; other vital functions are almost at a 
dead stop. Julian can't bear it ... he takes the Baby 
out of the incubator and holds her against his shoulder. 

DISPATCHER 
Doctor! No! She'll suffocate! 

JULIAN 
She will anyway! But not alone! 
Not alone! 

(CONTINUED) 
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45. (CONT.) 45 

Julian lashes out with his free arm, striking the 
Dispatcher on the cheek. The Dispatcher thinks of 
striking back, then wisely retreats. Eva makes a mute 
gesture and Julian hands the Baby to her. Julian stands 
dead still. The frenetic breathing slows down ... the 
baby starts to relax. Finally the last SOUNDS vanish 
. . . Julian gently returns the baby to the incubator, 
then starts for the door, mumbling to himself. 

JULIAN 
Eva. I will leave you with her. I 
must try to tell Markus... somehow. 

Julian EXITS, mumbling to himself ... 

JULIAN 
She did not die alone ... she was 
not alone ... I am alone. 

CUT TO 

46: CORRIDOR AND LUJAN STATEROOM -- DAY 46 

Julian walks down the corridor and into the stateroom, 
looks at Markus Lujan lying on his bed. Julian takes 
Markus's hand, tries to will himself to say something, 
releases the hand, walks to the door, summoning up 
strength, looks down, then up. Odo APPEARS silently. 

ODO 
The baby has died. 

(Takes beat to read 
Julian's silent assent.) 

Can I help you? 

JULIAN 
I don't know what you can do, Odo. 
I struck a subordinate, I burst into 
tears in front of her mother. I 
have broken every ethic in medicine. 

(CONTINUED) 
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46. (CONT.) 46 

ODO 
Ethics! We do not exist just for 
ethics. There is something more. 

Odo places his hands on Julian's temples. Julian thinks 
about resisting but does not. 

ODO (CONTINUED) 
There is a way to deal with this. 
But you must trust me and not reveal 
anything you are told. Do you agree? 

JULIAN 
Yes, I agree. 

Odo presses his hands against Julian's head. 

LIGHT FLASH FILLS ENTIRE FRAME, 
THEN FADES INTO 

47: ODO'S CABIN 47 

Odo and Julian stand inside the cabin, Odo's hands on 
Julian's head. SPECIAL PROPS include an oddly shaped 
fluid container and the book of Zizal Mufar's prints. 
Julian steps away, looks around, and sits on Odo's bunk. 

ODO 
How do you feel? 

JULIAN 
Strange. Calm. What happened? 

\0D0 
You needed to come here. To a place 
without distraction. Where you can 
regenerate. 

JULIAN 
As you do? In that -- water bucket? 

(CONTINUED) 
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47. (CONT.) 47 

ODO 
Please! ... But I see your point. 
You think I take this form because 
of physical requirements. That is 
only partially true. What did you 
know of the man called Zizal Mufar? 

JULIAN 
Not very much. He was a patient, 
with severe trauma, blindness --

ODO 
In other words, you know nothing at 
all about him. What about Odo? 

JULIAN 
Just what I've observed. A man whom 
nobody knows. Who perhaps does not 
even know himself. 

ODO 
That is almost correct. And lastly, 
what of the woman Eva Lujan? 

JULIAN 
A woman who was ... brought to me. 
A woman who has been my supreme test 
as a doctor and a person. 

ODO 
And in that you are exactly correct. 

Odo presses his hands together against Julian's head. 

LIGHT FLASH FILLS ENTIRE FRAME, THEN FADES INTO 

48: JULIAN IN BARE ROOM 48 

Julian stands alone in an intense GLOW. The indistinct 
FORMS of Odo, Eva, Zizal Mufar, and Dr. Sulak are seen. 

JULIAN 
Odo? Where are you? 

(CONTINUED) 
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48. (CONT.) 48 

ODO (V.O.) 
I am here. 

MUFAR (V.O.) 
And so am I. 

EVA (V.O.) 
And I. 

DR. SULAK (V.O.) 
And I as well. 

JULIAN 
Odo! Eva! Mr. Mufar! ... But you, 
the last one. Who are you? 

DR. SULAK (V.O.) 
It is better that you not know. I 
am not part of this entity -- simply 
its messenger. 

JULIAN 
You are ... all one person? 

MUFAR (V.O.) 
For the moment. But we live 
separate lives for our own sakes. 
This one entity will be consumed by 
its own power if it remains intact 
too long.. 

JULIAN 
So why are you here now? 

MUFAR (V.O.) 
I was the cause of that. I and the 
woman you call Eva. 

EVA (V.O.) 
The lives we chose led to what you 
would call a tragedy. A terrible 
event, but one from which you may 
learn and grow. 

(CONTINUED) 
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48. (CONT.) (2) 48 

ODO (V.O.) 
We must all learn and grow. But we 
do not know how. You must teach us 
how to live, Julian. 

JULIAN 
No! I don't know everything! I 
can't even teach you how to deal 
with death, much less life! 

ODO (V.O.) 
You have the ability, Julian. You 
can develop your sense of awareness. 
But -- what is your mission now? 
Look around. What do you see? 

LIGHT FLASH FILLS 
ENTIRE FRAME, THEN FADES INTO 

49: QUARK'S BAR 49 

Quark, Dax and a few supernumeraries. Julian ENTERS .. 
He sits next to Dax, who is very wary of him. 

JULIAN 
Quark? Has the shipment arrived yet? 

QUARK 
The new brandy? Yes. Looks like a 
really good vintage too. 

JULIAN 
You will pay my commission. 

QUARK 
Well, yes ... the fact is. Dr. 
Bashir, I'm a little short right 
now. If you can wait. 

JULIAN 
Sure I can wait! I'm not going 
anywhere. 

(CONTINUED) 
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45. (CONT.) 45 

JULIAN (CONT.) 
Starfleet turned down my 
reassignment request for the fifth 
time. Said I had not "demonstrated 
proficiency in administration." 
Meaning, I'm too immature to run a 
station. 

(Sings, very off key) 
Nobody loves me, everybody hates me, 
think I'll go eat worms -- Big, fat, 
ugly, disgusting worms! 

DAX 
Doctor. May I remind you that you 
still have duties here. 

JULIAN 
Well, thank you very much. 

(Pause, Beat.) 
But then again, you've been all 
through this ... this ... before. 

(Gestures toward Dax's 
chest, looking for the 
symbiont.) 

Our friend Trill there. Goodness 
knows what it's been through. You 
think I'd handle it better as a 
host? 

(To Dax's chest.) 
What do you say? Time for you to 
switch bodies again? "Yes?" How 
should we do it? An operation? 
Some sort of mumbo-jumbo? Or is 
there a more pleasant way? 

Julian reaches lecherously toward Dax . . . _ a scuffle 
Dax punches him in the face and knocks him flat. 

Slow FADE TO BLACK. 

END OF ACT 4 
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ACT 5 

50: JULIAN IN BARE ROOM 50 

Julian is restored to himself. 

JULIAN 
Now wait a minute! Whoever you are! 
I could never do that! 

MUFAR (V.O.) 
But you visualized it. It is what 
you are most afraid of. When you 
flew into a rage at the Orions, you 
revealed a part of yourself you 
could never acknowledge. You 
believe you will lash out again. 

JULIAN 
Will I? 

ODO (V.O.) 
You will answer that question 
yourself. Think about it. 
Now. What do you see? 

(then, more urgently) 
Julian. What do vou see? 

Long pause. Julian comes to a realization. 

JULIAN 
I live for other people. 

(Silence.) 
Solely for other people. 

MUFAR (V.O.) 
What is wrong with that? There are 
but a few examples of a few species 
who do that. 

JULIAN 
Then those are the most unfortunate 
ones. You cannot help someone 
solely by pleasing him. 

(CONTINUED) 
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50: (CONTINUED) 50 

EVA (V.O.) 
Please. Tell me why. 

JULIAN 
The oath of my profession is: 
"First, do no harm." Flattery is 
harmful. Seeing yourself as a 
failure is harmful. And not using 
your own resources to help someone 
is harmful. 

ODO (V.O.) 
How did you not use your resources? 

LONGER ANGLE ON JULIAN, as he paces the room, addressing 
Odo as if he can see him. 

JULIAN 
By not acting as a human being 
would. I can think, I can feel, I 
can transfer my feelings! 

ODO (V.O.) 
There are others who can do that. 

JULIAN 
But they had to learn compassion. 
From us! Compassion! Do you know 
what that means, Odo? It is 
transferring your strengths, not 
absorbing others' weaknesses! 
That's what I can do for Eva! 

(Pause.) 
So that's why you came to me. But 
why didn't you know beforehand? 

MUFAR (V.O.) 
Mr. Odo, you quoted a great poet to 
me once. Do you remember what he 
wrote about the soul's powers to 
foresee the future? 

(CONTINUED) 
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50: (CONTINUED) 50 

ODO (V.O.) 
"We see asquint, like those whose 
twisted sight/ Can make out only 
the far-off,/ For the King of All 
grants us that much light./ When 
things draw near, or happen, we 
perceive/ nothing of them. 
"Except what others bring us,/ we 
have no news of those who are 
alive." 

MUFAR (V.O.) 
Thirty years ago, or fifty, or a 
hundred, we saw what would happen to 
us. But if we retained that 
knowledge, we would be like 
Cassandra of legend. We would not 
be believed, or else be destroyed by 
those whose evil we foresaw. The 
way I was. And the child. 

DR. SULAK (V.O.) 
Do not trouble yourself. From the 
dawn of time, people have died so 
others might learn. I learned. Mr, 
Odo has learned. Eva Lujan can 
learn. Will you teach her. Doctor? 

JULIAN 
I will. 

The LIGHTS begin to FLICKER. 

JULIAN 
What's happening? 

MUFAR (V.O.) 
It is time for us to revert to our 
forms ... or whatever form awaits 
me. I look forward to it with great 
anticipation. Thank you. Doctor. 

THE LIGHT INTENSIFIES UNTIL THE WHOLE FRAME IS WHITE. 

FADE DOWN TO 
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51: CORRIDOR AND LUJAN STATEROOM 51 

ANGLE LONG SHOT, showing corridor and a view into the 
stateroom through a window. Eva sits beside the bed, 
resting Markus's hand on her own. Julian ENTERS, 
strides down the corridor to knock. Dax ENTERS. 

DAX 
Julian? What are you doing here? 
... Or do I know already? 

JULIAN 
Jadzia! Yes, you do. The baby --
Marissa -- has died. 

DAX 
Oh no! 

(Beat.) 
I wish I could have been there. 

JULIAN 
Think of it this way. You would 
feel you had lost a part of your
self. There was no reason for that. 
Eva will appreciate your feelings 
just as much as ever. So will I. 

Julian reaches tenderly, to shake Dax's hand. Dax holds 
her hand up too. At that moment Odo HURRIES in, stops. 

ODO 
Doctor! I needed to see you. 

JULIAN 
Yes, Odo? Is there an emergency? 

ODO 
I believed there was. Now I am less 
certain. .The baby has died, hasn't 
she? 

JULIAN 
Yes. Her mother was present. I 
believe it vras the best we could 
have hoped for. 

(COXTIXUED) 
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ODO 
I agree. 

(Beat, thinking) 
Chief O'Brien has told me about the 
tradition of the "wake", a festive 
gathering of the living to honor the 
memory of the dead. The concept 
seems intriguing to me. 

JULIAN 
I know the concept well. I think I 
should abstain. 

DAX 
From alcohol consumption? An 
"incident" in Quark's bar removed 
that possibility. However, the 
storeroom has an excellent sampler 
of fruits for juice cocktails. 

JULIAN 
Then I shall be glad to come. 
Please tell Quark I will be there 
shortly. 

Dax EXITS . . . Odo walks away, then turns back to watch 
as Julian knocks on the door. 

EVA 
Come in. 

CUT TO 

52: ODO IN CORRIDOR OUTSIDE LUJAN STATEROOM 52 

MEDIUM SHOT on Odo, watching Julian entering the cabin 
Julian's voice is heard; he is not seen. 

JULIAN (V.O.) 
Mrs. Lujan. I don't quite know how 
to begin this ... 

(CONTINUED) 
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51: (CONTINUED) (2) 51 

EVA (V.O.) 
I believe you do. 

JULIAN (V.O.) 
Yes. I do. Eva ... you must begin 
to learn today. I will teach you. 

CUT TO 

53: EXT. SPACE -- DS9 (OPTICAL) 53 

Establishing. The Medical Ship KOOP is docked at DS9. 

CUT TO 

54: • LOADING DOCK 54 

Julian and Dr. Sulak face each other for the first time. 
At the rear of the frame, supernumeraries assist 
patients onto the loading ramp of the Koop. 

DR. SULAK 
Our evaluation logs show that of 172 
patients, 25 have died but the rest 
have a 50% or greater chance of 
survival. I congratulate you on 
your 84.722 percent survival rate--

JULIAN 
Don't put it in those terms! 

(Julian recoils from 
his own outburst.) 

I'm sorry. Doctor. I did not mean 
to be ... rude, insub--. 

DR. SULAK 
No need to apologize. I was 
pointing out you have performed far 
above expectations for the condi
tions you were placed in. I intend 
to put you in for a commendation. 

(CONTINUED) 
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54: (CONTINUED) 54 

JULIAN 
Thank you, doctor, but no. If you 
had seen me earlier ... well, never 
mind. It's all in the logs. 

DR. SULAK 
I am well aware of your alcohol 
addiction. And your step toward 
recovery. Let us put it down as 
part of the learning process. 

JULIAN 
Yes, perhaps that is the case. But 
I was just doing my duty, no more. 

DR. SULAK 
Perhaps. But I shall honor your 
request. There is just one item I 
wish to learn before I leave. 
Excuse me. 

Dr. Sulak EXITS, going a few steps away and holding. 

CUT TO 

55: LOADING DOCK 55 

Julian stands quietly for a moment . . . Eva and Markus 
are wheeled into the shot. 

JULIAN 
Eva. I mean, Mrs. Lujan. How are 
you holding up? 

EVA 
I can live with what I have. 

(Pause.) 
Thank you, doctor. 

JULIAN 
It was not what I wished ... 

EVA 
Perhaps it was more. Look. 

(CONTINUED) 
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55: (CONTINUED) 55 

CLOSE-UP on Markus' hand. It squeezes Eva's hand. ... 
Julian smiles and nods ... Dr. Sulak, unseen to Julian, 
also nods. 

CUT TO 

56: EXT. SPACE -- DS9 (OPTICAL) 56 

Closing shot. The Medical Ship KOOP is exiting DS9. 

RUN CLOSING CREDITS. 

END OF SHOW 
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