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	Preface by the Publisher

	 

	Seventy years ago, two cousins, Frederic Dannay (1905-1982) and Manfred B. Lee (1905-1971), chose "Ellery Queen” both as their joint pseudonym and as the name of their detective, and their first novel, The Roman Hat Mystery, was published. During the next decades Ellery Queen became the most popular detective in America, and his creators two of the most influential mystery writers. Queen appeared not only in novels and short stories, but on the radio, in movies, on television, and even in comic books. Queen as scholar and editor wrote a number of critical books and articles on the detective story, and he assembled many anthologies and founded Ellery Queen’s Mystery Magazine, which has been published for almost sixty years. The Tragedy of Errors and Others, the first new Ellery Queen book since 1971, is published in honor of Queen’s seventieth anniversary.

	A few words should be said about the contents and structure of this book. The title story is a detailed plot synopsis for the final but never completed Ellery Queen novel. As a general rule, Frederic Dannay devised the complicated plots of each Queen novel and story, and Manfred B. Lee did the actual writing—setting, character development, and much of the dialogue. Dannay completed his work on “A Tragedy of Errors," but Lee died before he could turn it into a full-length novel. The second section of the book contains the six hitherto uncollected short stories by Ellery Queen. "Terror Town,” which many experts consider one of Queen’s finest tales, has never previously been published in a Queen book probably because it does not feature the character Ellery Queen. The remaining stories are lesser efforts, but include typical Queen gimmicks especially dying messages and word play. The final story, "The Reindeer Clue,” was actually ghostwritten by Edward D. Hoch, but since it was published during Frederic Dannay’s lifetime and approved by him, we have included it to complete the Queen saga.

	The third section is made up of essays, tributes, and reminiscences about Dannay and Lee and their contributions to the mystery story. The essays begin and end with surveys from different viewpoints of the cousins’ accomplishments, and there is a rudimentary grouping of the other essays around major topics, which the reader will quickly recognize. The reader will also note that because Frederic Dannay outlived Manfred B. Lee by more than a decade and, because as editor of Ellery Queen’s Mystery Magazine he was a more public person, we have more essays about Dannay than about Lee. Manfred B. Lee was, however, just as important in the Queen story, and (as Jon L. Breen points out in his opening essay), it is time that a complete study be done of these two extraordinary men.

	I would like to add a personal note. As someone who grew up reading and admiring the works of Ellery Queen, it is an honor to publish this book.

	
THE TRAGEDY OF ERRORS

	outline of a new novel by

	ELLERY QUEEN
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DRAMATIS PERSONAE

	 

	MORNA RICHMOND (nee Mary Louise Ravich) was born on October 6, 1901. This story begins on April 3, 1967, so Morna is 65-plus. She was a superstar of the silent movies, world-famous throughout the decade of the 20s. She earned fabulous salaries and lived the fabulous Hollywood life of that era. When talkies came, in 1927-28, Morna was lucky—in fact, luck is really the keystone of her success. She was one of the most beautiful women in the world in the 20s, but she had almost no acting talent. Her voice proved to be sexy for the early talkies, so she easily made the transition from the silent screen to sound. But no director could change her stagey, exaggerated acting, which had been suited to the old silent pictures but was embarrassing in the new medium. Her beauty, reputation, and popularity carried her for the first few years of talkies, and then her career came to an almost abrupt end. She “retired.”

	Morna had been consistently lucky in financial matters. On the advice of her late business manager she had invested in Los Angeles real estate, and when the boom came, she sold out for huge profits. At the time this story begins, she is living in her castle known as Elsinore on a 100-acre hilltop overlooking Hollywood—a veritable castle with turrets, ramparts, an honest-to-goodness moat (in which swans still glide), a gatekeeper’s lodge, and all modern conveniences including a swimming pool in the courtyard and an attached 8-car garage housing 4 autos— “his” and "her” sports cars (Morna’s rarely used), a long black limousine (for “shopping”), and a long white Rolls-Royce (for “state occasions,” which no longer occur). Morna bought the castle in the early 20s from an oil tycoon. In addition to Elsinore and a considerable fortune in jewelry, Morna, as of April 1967, has $ 10,000,000 in tax-exempt bonds which bring her about $500,000 a year in tax-free income, permitting her to continue living in the style to which she has become accustomed.

	Morna is essentially a shallow person. She indulges herself emotionally, and nearly every upset sends her frantically to her psychiatrist, Dr. Rago, whom she often sees daily, and sometimes sees more than once a day. She has a sort of rough-diamond petty shrewdness or cunning that shows itself occasionally; but basically she is “temperamental,” dramatic, sometimes imperious, suggestible, absent-minded and forgetful; she constantly protests her "impracticality”—she can’t be bothered by business or household details; but she is keenly aware of every dollar coming in and going out. She is a mess of nerves and fears —emotionally disturbed about “getting old,” about her faded beauty, about her lost fame.

	 

	BUCK (known socially as STUD) BURNSHAW (ne Bernard Perkins) was born on July 6,1937. When this story begins, he is nearly 30—one-half Morna’s age. A small-part actor in low-budget Westerns, Buck is an ambitious, self-deluded, unscrupulous hustler who never made it in pictures, who blames his failure to be a star on bad luck instead of errors of judgment and actions, and who is willing to do anything to hit it big. Basically he is simple-minded, impulsive, often rash. He is easily influenced, gullible, unstable, always leaping before he looks and having no control of his vicious temper when things inevitably go wrong.

	Morna and Buck first met in I960, and quickly came to an arrangement. Morna needed a handsome, virile young man to satisfy her still-active physical desires and to feed her ego and vanity. Buck needed a situation that promised him a big score. There is no marriage—Morna would never even consider it—but they live together in Elsinore castle. For a year Elsinore rang with fabulous parties; news cameras caught the lovers’ frequent personal appearances and gossip columns even hinted at Morna Richmond’s “return” to films. But all attempts by Morna and her newly hired press agent to recapture the glamorous days of the 20s were doomed to failure. Neither Morna nor Buck has any real friends, and soon the hangers-on and freeloaders drifted away or were sent packing, leaving the two lovers alone in the Class-B-horror-film castle. (Morna is emotionally dependent on her psychiatrist, Dr. Rago; she confides everything to him, and in the sense that he helps her nearly every day, in a visit or by telephone, he is a friend.)

	Morna’s days have become routine: breakfast never earlier than noon; afternoons spent in perpetual cosmetizing and sunbathing at the pool— she is a sucker for any new lotion, cream, or whatnot, and a fanatical sun worshiper (vain attempts to halt the ravages of time—she is 65, insists she is 55, and looks 70); evenings glued to the television, which she says she detests, but really loves; sleepless nights watching late-late-late shows, especially old movies, hoping that some of her own will miraculously come to life; and nearly every day—bitter, recriminating quarrels

	with Buck, most of them followed by desperate visits to Dr. Rago.

	Buck, who by now has invested seven years in this "main chance” and who will put up with anything to save his investment, hangs around, alternating between catering to Morna and treating her with bursts of contempt. Whenever he can’t stand it any more, he drives off at reckless speed in "his” sports car to find solace with his girl friend, Cherry O’Hare. Morna’s and Buck’s lives are not ones of quiet desperation: their life together is violently loud and filled with cruelty and mutual hate.

	 

	CHERRY O’HARE is an ex-starlet reduced to B-girl, a go-go girl, or any other kind of girl who can make a fast or an easy buck. O’Hare is her real name, and she was christened Margaret. As a starlet she called herself Scarlett O’Hare, and when this didn’t help she changed her first name to Cherry (suggested by Buck). She keeps turning up throughout the story like a bad penny—a frank opportunist constantly on the make.

	 

	DION PROCTOR is a young coal-black unproduced playwright. He wears a modified Afro-style haircut and conservative-style clothes. He seems to be passive and detached, interested only in his work; he is always cool, expressionless, self-protectively aloof, low-voiced, and he speaks only when he has to. Morna is his patroness: she gives him a monthly allowance and the use of the small renovated gatekeeper’s lodge situated quite far from the castle, out of earshot, where the county road ends and the private road to the castle begins. Morna thinks Proctor is a second Shakespeare, and she has promised to finance the production of his first play, which he has been rewriting for years. Dion has no car— he gets around on his motorcycle. He never has visitors, and when he wants to socialize, he goes to an ethnic coffeehouse in L.A.

	 

	SERVANTS at Elsinore castle: cook, three maids, handyman- gardener, and chauffeur-butler.

	 

	THEODORE (Ted) CURTIS, JR is an ambitious, aggressive lawyer. His father, Old Theodore, was also a lawyer, and in the 20s through the 50s he was a Hollywood character. Some of the most celebrated and/or notorious film people were the old man’s clients. With a spectacular practice Old Theodore had lived like a motion-picture superstar. But this high living and a series of expensive wives (and even more expensive community-property settlements) and a string of careless investments finally brought the old man to suicide—in 1964. Ted inherited the remnants of his father’s practice. Most of the old clients were dead, and those who weren’t had little lucrative legal work left. One of the old clients is Morna Richmond, and Ted handles all her financial and business affairs, which really don’t amount to much in actual legal fees. At the beginning of this story the once spectacular legal practice is reduced to a staff of two in a small suite of offices in a second-rate building, and for the past three years Ted has been scrounging and scratching for new clients.

	 

	DR RAGO is in his early forties. His typical psychiatrist's (Freudian) beard almost makes him look older. He wears fashionably long hair, semi-mod clothes, and is a chain pipe smoker. His professional manner can be gently and compassionately persuasive, but usually he talks with authority, and always with a contemporary point of view.

	ARNOLD KOLISHER is a publicity-minded criminal lawyer.

	REED HARMON—see outline.

	LIEUTENANT PEREZ is a lieutenant of Homicide, LAPD.

	 

	NOTE: The Prologue, the 5 acts, and the Epilogue—each to begin with an epigraph—a believe-it-or-not or shocking or incredible or really wild news story, in quotes and with source, from 1967. Also consider having a similar but much shorter quotation at the beginning of each scene.

	 

	 

	PROLOGUE

	Elsinore castle. “Sudden and quick in quarrel”

	 

	Monday, April 3, 1967: Morna and Buck have the most violent quarrel in their seven years of living together. It starts in the living room when Morna produces another woman’s handkerchief, with the name Cherry stitched on it, which Morna found a week ago in one of Buck’s twenty sports jackets. Morna demands to know who Cherry is. Buck says he knows nothing about the handkerchief or how it got into his pocket, and doesn’t know anyone named Cherry. Morna laughs: does he think she’s a fool? As soon as she found the handkerchief she hired a private detective to follow Buck. This morning she received the detective’s report. She knows the girl’s full name, Cherry O’Hare, where the tramp lives, how often Buck has visited her apartment, how long he stayed each time. Buck has broken his promise—he has been cheating on Morna.

	Buck laughs: Cheating? He reminds Morna they are not married. And look who’s talking about breaking promises? What about the large sum of money that Morna promised him seven years ago, or her promise to make out a will and name him her heir? The quarrel quickly degenerates to name calling and a double catalogue of all the complaints they have against each other.

	Before the fight reaches its climax, there is a near-interruption. Dion Proctor has motorcycled from the gatekeeper’s lodge to the terrace outside the living room. Morna and Buck are too deeply involved in their accusations and counter-accusations to hear the motorcycle. Dion is about to enter the living room when he hears the quarrel. He listens for a few moments, his face expressionless, then shrugs, starts his motorcycle—Morna and Buck are still oblivious of any outside noise— and drives back to the lodge.

	Just after Dion’s departure, Morna hits the peak of her rage and says the one unforgivable thing. Buck’s left leg is slightly shorter than his right and he wears a special built-up shoe. Morna calls him a cripple. Buck loses his temper, seizes Morna by the throat, and begins to strangle her, yelling over and over again: “I’ll kill you! I’ll kill you!”

	Morna’s screams bring in the servants, who separate the two. When Morna recovers she goes to her bedroom and locks the door behind her. A little later, when Buck cools down, he tries to enter Morna’s bedroom, but she calls out “Go away." Buck, desperately afraid he has gone too far this time, tells her through the door that he didn’t mean it, that it will never happen again, to let him in to prove how sorry he is. He wheedles, cajoles, then slyly suggests, and finally Morna opens the door. Buck lifts her in his arms and carries her to the bed. He possesses one irresistible means of reconciliation. He whispers, caresses, excites .. .

	An hour later, after Buck has left the bedroom certain that he has restored the status quo ante, Morna dresses slowly and thoughtfully. In the aftermath of lovemaking she realizes how close a call the interrupted strangling had been. She makes up elaborately and puts on one of her two dozen wigs. On the intercom she instructs the chauffeur to bring round the limousine—she’ll be going out, first to see Dr. Rago, and then to visit Mr. Theodore Curtis (she is the only one who calls her lawyer Theodore; everyone else calls him Ted or Junior.)

	 

	ACT I. SCENE I.

	 

	Curtis' law office. “Let’s choose executors and talk of wills”

	 

	Two days later, on April 5, in Curtis’ law office: Curtis has prepared a will for Morna exactly the way she has instructed him to—with blank spaces for the name of the heir, for her signature and the date, and for the signatures of witnesses. Morna fills in the name of the heir on the two copies of the will, holding one hand over the paper so that no one, including the lawyer, can see what she is writing. Then she signs both copies, still concealing the chief provision of the will, and Curtis’ two employees, his secretary and a receptionist, add their signatures as witnesses.

	Morna takes one of the two copies and inserts it in an envelope labeled LAST WILL AND TESTAMENT OF MORNA RICHMOND, seals the envelope, and hands it to Curtis for safekeeping. She slips the other copy into a similarly labeled envelope, puts it in her bag, and makes a grand exit.

	 

	ACT I. SCENE II.

	 

	Elsinore castle. “Each thing’s a thief”

	 

	Friday afternoon, April 7: While Morna is sunbathing at the pool Buck enters Morna’s bedroom, pushes aside a picture on the wall, disclosing a safe, manipulates the dial four times, opens the safe, finds the envelope containing Morna’s copy of the will, reads the will, then puts it in his pocket. Without saying anything to Morna, he gets into his sports car and drives to Cherry O’Hare’s apartment where he hands the envelope, now sealed, to Cherry and tells her to keep it for him.

	 

	ACT I. SCENE III.

	 

	The same. “I needs must act alone”

	 

	Sunday, April 23: The servants at Elsinore have alternate Sundays off, staggering them so that half of the staff is present every Sunday. Today the cook, one maid, and the chauffeur are on duty. Shortly after dinner, while Morna is resting in her bedroom, Buck dismisses the three servants for the night. The chauffeur drives the cook and maid away.

	 

	ACT I. SCENE IV.

	 

	The same. “A necessary end”

	 

	The next morning, April 24: All the servants return early. Buck has breakfast at 10:00. At 12:13 Morna has still not rung for breakfast or come out of her bedroom. Buck sends one of the maids to inquire—and they all hear the maid scream.

	Buck rushes to the bedroom, finds Morna dead on her bed, a bullet hole in her right temple, a gun lying on the floor under her dangling right hand. (Dead End Number One) The cook and chauffeur try to quiet the hysterical maid. Buck touches nothing. He phones Dr. Rago —Morna had no "family” doctor, she was in exceptional health for her age—and Rago tells Buck to call the police at once and he’ll be over as quickly as he can.

	ACT I. SCENE V.

	 

	Headquarters. “Upon a fearful summons”

	 

	Ellery is in Hollywood on an assignment—to write a screenplay for Othello treating it as a contemporary detective story. He is soaked in Shakespeare. On the morning of April 24 he has dropped in to renew his acquaintance with Lieutenant Perez of LAPD Homicide when the call comes in from Buck reporting the death by violence of Morna Richmond. Perez invites Ellery to tag along, and on the way to Elsinore castle Perez briefs Ellery on Morna’s career and her relationships with Buck and Dion —all common knowledge in Hollywood.

	 

	ACT I. SCENE VI.

	 

	Elsinore castle. “Murder cannot be hid long”

	 

	Perez examines the body and the scene while Ellery watches. There are powder burns on Morna’s right temple, indicating that the gun was held against her head or at most inches away. The gun on the floor had been fully loaded; only one shot had been fired.

	Dr. Rago arrives in a hurry, followed almost immediately by the LAPD technicians. Perez motions Rago and Ellery to the living room, letting the (coroner)1 and technicians go to work. The presence of the gun and the probability of a contact wound suggest that Morna may have committed suicide. She was right-handed and therefore could have shot herself in the right temple, and as she fell back on the bed the gun could have slipped from her hand and dropped to the floor.

	Perez, to Dr. Rago: As the dead woman’s psychiatrist, what do you think? Was Miss Richmond suicidal?

	Dr. Rago hesitates. Then: Well, I suppose there is no reason to suppress it any longer. The truth is, she did try to commit suicide once.

	It happened six years ago—on the most despondent day of the year for her. She was home alone, at midnight. She phoned him, told him hysterically that she couldn’t go on, that she was going to end it all by taking an overdose of sleeping pills. He tried to talk her out of it, but she said goodbye and hung up. He rushed over, found her still alone, but unconscious, and saved her life. He told no one and never reported it to the police—there was enough of this sort of thing in Hollywood without adding another scandal unnecessarily. But—

	Morna hadn’t really intended to take her life. If she had, she wouldn’t have phoned him. She was putting on one of her dramatic acts —she did that sort of thing all the time. Her call was a cry for help—she wanted him to save her. In Dr. Rago’s professional opinion Morna was not at all suicidal.

	Perez: You mean you think she was murdered?

	Rago: I do.

	Perez questions the servants. They tell how Morna and Buck hated each other, how they fought nearly every day, how Buck often threatened her. They describe the quarrel on April 3, three weeks ago—how it became so violent that they heard Morna scream; how they ran in and found Buck strangling her, yelling over and over that he’d kill her; how all of them had to pull him away from her by force. They are sure that if they had not been in the house, Buck would have murdered Morna.

	Dion is called in. He has no alibi. He was alone in the gatekeeper’s lodge, working on his play. No, he heard no sounds from the castle—the lodge is too far away. Yes, he heard the servants’ car pass, heading for L.A. But no car passed the lodge heading for the castle, not while he was awake, and he worked till 2:00 a.m. Dion does not volunteer any information—he merely answers questions, succinctly, impassively, disinterestedly.

	Perez summons Buck. The case against him grows more deadly with each question—but Buck is remarkably calm. Yes, he admits that Morna and he hated each other, that they quarreled incessantly, that he often threatened her—but he insists he did not kill her. He admits he sent the servants away last evening. Why? He wanted some privacy. Did Morna know the servants had been sent away for the night? N-n-no. Then he and Morna were alone in the house when she was shot? Yes—except for the murderer. Who would that be? A prowler, a tramp, a burglar—there were lots of them around. Anything stolen? No —maybe the thief was interrupted. Did Buck interrupt anyone? No.

	Perez hammers away... Does Buck recognize the murder weapon? Yes, the gun is his, and he has a license for it; he bought it some years ago when there was an epidemic of prowlers and burglars in the neighborhood. Where did he keep the gun? In the drawer of the nightstand in his bedroom—yes, he and Morna had separate bedrooms. Was the gun loaded? Of course—otherwise what good is it? You mean the prowler entered the house, hunted for your gun, finally found it in your bedroom, then went to Morna’s bedroom and killed her? Buck guesses it must have been that way. Why should a stranger look for your gun to kill Morna? How do I know, Buck says tightly, struggling to hold his temper; who knows? —maybe to frame me.

	And the prowler found your gun in your bedroom without your hearing him? Buck wasn't in his bedroom—he was watching TV in the living room here until long past midnight. And you didn't hear a prowler enter the house? It’s a big place and the TV was on pretty loud ... altogether a flimsy, unconvincing story.

	One of Perez’s men interrupts. The coroner would like to see the lieutenant in Miss Richmond’s bedroom. Perez and Ellery return to the scene of the crime. Morna’s face has not yet been covered. Ellery gazes at it—he had not seen it clearly before. This hag, this crone—was this the face that launched a thousand sighs? That incredibly beautiful face of the 20s and 30s—in death it’s the face of an old, old woman.

	The coroner reports. He places the time of death at about 11:30 p.m. the night before. But even more important, there’s something Perez and his men obviously missed—it’s so small the coroner almost missed it himself.

	Coroner: Look what I found clutched in her left fist—open her hand, Lieutenant, it's still there.

	Perez can barely pry the fingers apart (rigor mortis). In Morna’s left hand is a tiny metal pellet immediately recognizable as a BB, also called a BB shot.

	Perez swears at himself and his men, then hurries back to the living room where he confronts Buck with the newly found evidence: This is the clincher—she’s practically accused you of killing her. Buck Burnshaw—your initials, BB. She put the finger on you—“BB shot me.’’

	Buck protests vehemently: I didn’t do it! I didn't kill her!

	Perez stares hard at Buck, then shrugs. There’s no hurry, there’s plenty of time. He dismisses Buck with the warning not to leave town, when Ellery speaks for the first time. Ellery understands that Buck and Morna were not married. Buck nods sullenly. Does Buck know if Morna had a will? Buck shakes his head—he doesn’t know. Then Buck doesn’t know if he gains by Morna’s death? All that Buck knows is that seven years ago Morna promised to make him her heir or settle a large sum on him—that’s one of the things they fought about, and Buck doesn’t know if she ever kept her promise. So Buck would have no monetary reason to kill Morna? Buck’s poise cracks for a moment, and he yells: “I tell you I didn’t kill her!”

	After Buck leaves the room, his left foot dragging, Perez says to Ellery: We’d better check on that will business right away.

	 

	ACT I. SCENE VII.

	 

	Curtis' office. ‘‘Wherefore are these things hid?”

	 

	Perez and Ellery question lawyer Curtis who has just returned from a business trip out of town and is shocked at the news of Morna’s death. Yes, he has a copy of her will. He goes to his safe and comes back empty-handed and aghast. His copy of the will is missing!

	There is no evidence of burglary. Who else has the combination of his office safe? Only his secretary. She is called in. It takes Perez only a few minutes to break her down. She admits she stole the sealed envelope containing the will. Someone called her on the phone in a disguised voice—no, she doesn’t know if it was a man or a woman—and offered her $500 if she would steal the will. She had to do it—she is desperately in need of money because of family illness and hospital bills. The next morning—which day? —only a few days after Miss Richmond signed the will—the secretary received the money in the mail, small bills in an unmarked envelope. No, she no longer has the envelope—she burned it according to instructions given to her over the phone. She was also instructed to mail the will to a box number in General Post Office.

	Perez calls headquarters and has one of his men go at once to the General Post Office. While waiting, Ellery asks the secretary if she read the will. The secretary shakes her head.

	Perez, to Curtis: Do you want to press charges against her?

	Curtis, shocked and bewildered: No, she has been in my employ, and in my father’s, too long ... and turning to his secretary, Curtis tells her to pack up and leave.

	Ellery, to Curtis: Of course you know the provisions of the will. Who is the heir?

	Ellery and Perez are bowled over when Curtis says he does not know, and explains how Morna kept the identity of her heir secret.

	Perez’s man phones from the Post Office. The box to which the will was mailed is now empty, and no one at the Post Office knows or remembers anything.

	Curtis says there is a second copy, that Morna took it, that it is probably in Morna's safe in her bedroom—she once told him she kept her more important papers in the wall safe. No, he doesn’t know the combination, but Buck probably knows it.

	Perez and Ellery go back to Elsinore.

	 

	ACT I. SCENE VIII.

	 

	Elsinore castle. “The empty vessel makes the greatest sound”

	 

	In Morna’s bedroom: Morna’s body has been removed. With the old, old face gone, the shadows and wrinkles of age have also departed from the room. But the memory of one of the most beautiful women in the world lingers. The woman is dead, the legend is alive.

	Buck shows them the safe. It has an unusual dial—not the ordinary dial with numbers and lines. Buck explains that Morna could never manage lining up the numbers accurately—the safe door would never open for her. So she had a special dial made—like a phone dial with letters, but with no numerals. The safe has a combination of four letters and all Morna had to do was pretend she was dialing a phone number.

	Yes, Morna told Buck the combination. She was absent-minded, so she used a 4-letter word she couldn’t possibly forget. Her outstanding triumph in films was an early hospital drama called “The House of Pain." She couldn’t forget her greatest film success, so she chose the 4-letter word in its title. Buck remembers that she laughed when she told him the combination: she said PAIN was her little joke, but it would open the safe anyway.

	Perez twirls the dial—the P in PRS, the A in ABC, the I in GHI, the N in MNO, and the safe door opens. The envelope containing the will is gone. (Dead End Number Two)

	 

	ACT 1. SCENE IX.

	 

	Dr. Rago’s office. “ ’Tis mad idolatry”

	 

	Monday, May 1: Ellery can’t get back to his screenplay of Othello— the missing will gnaws at him. He decides to visit Dr. Rago—perhaps Morna’s psychiatrist (he had said Morna confided everything in him) knows where her copy of the will is, or what the will specified.

	But Dr. Rago doesn’t have Morna’s copy or know the terms of the will. Disappointed, Ellery is about to leave when he remembers something Dr. Rago said at the scene of the crime—that Morna’s suicide attempt six years ago had occurred “on her most despondent day of the year.” That was an odd statement—what did Dr. Rago mean by it?

	The psychiatrist explains: Morna Richmond had one unfulfilled acting ambition—she had always wanted to be a Shakespearean actress. But she had never been given an opportunity, not even in stock or repertory. Morna had a passion for Shakespeare; she read the plays and poetry constantly. You understand, Mr. Queen, that she could love Shakespeare’s work and yet understand very little of it—she didn’t have the intellectual capacity to appreciate Shakespeare. Her passion for the greatest of all writers was not one of her affectations—and the Lord knows she had plenty of those! It may have started as an affectation, but it developed into a genuine love. She could declaim passage after passage, and hardly be aware of their meaning. Somehow the words, the rich imagery, the resonance brought her comfort, solace, support, and of course Dr. Rago encouraged her Shakespearean obsession—it was far better for her than drugs.

	Ellery listens fascinated—Morna was quite a gal. . . In any event, Dr. Rago continues, April 23 was the most despondent day of the year for Morna. It is the anniversary of Shakespeare’s death, and she spent every April 23 in deep mourning. That particular day six years ago—

	Ellery: Just a moment, Doctor. April 23—I should have remembered the date of Shakespeare’s death! She tried suicide sue years ago, on April 23, and she was killed on April 23- Is it a coincidence that the attempted suicide and the actual killing occurred on the same date?

	Dr. Rago doesn’t think so. As he said, that date was her worst one every year. He recalls that six years ago Morna and Buck quarreled, Buck had left the house threatening he would never come back, and this had intensified her annual “mourning,” her unhappiness about her faded beauty, her lost fame, her neglect by the public, her terrible loneliness— she really hadn’t a friend in the world.

	Ellery: But you said she really didn’t mean to take her life?

	Dr. Rago: I still believe that—she never stopped being an actress.

	Ellery leaves. Morna’s will remains a dead end.

	The case is beginning to get to Ellery, beginning to be a hang-up. There’s something—what?—off-center, odd, elusive about it. Does everything connected with Hollywood have a touch of the bizarre, a suspicion of the irrational? (Where in the world did Morna find a BB just before she died?) This mad, mad world of Hollywood—but is Hollywood really any different from the rest of the world?

	 

	ACT I. SCENE X.

	 

	Headquarters. “Strict in his arrest”

	 

	Perez discusses the case against Buck with Ellery.

	Motive: fully substantiated testimony of hate and threats, and most damaging of all, at least one attempt by him to kill Morna—the attempt actually witnessed by servants; also, Buck could have thought he would gain a considerable sum by inheritance—although that missing will business is puzzling.

	Opportunity: Buck himself arranged for only two persons to be at Elsinore the night of the murder—Morna, the victim, and Buck; so he was the only one who had opportunity—and any red herring about a prowler or burglar will sound so weak in court that it will hurt Buck more than it will help him.

	Means: Ballistics has proved that it was Buck’s gun that killed Morna. And that BB in Morna’s hand! She was actually accusing Buck of killing her—the D.A. will nail Buck’s hide to the wall, the jury will eat it up.

	Ellery: Don’t be so sure.

	Perez: What do you mean? You know something?

	Ellery: How did she happen to have a BB handy just before she died of a bullet in the brain? A good lawyer could make hay out of that.

	For a minute Perez is stopped cold. But he recovers quickly. The point is she did have it—Ellery nods—and it points to one person and one person only—Ellery nods—and besides, what else could it mean? Ellery admits he has no other explanation that makes sense.

	Perez makes up his mind. He recaps by ticking off the case against Buck: first, no one else has such powerful motives to have killed Morna; second, no one else had as good an opportunity; third, no one else had easier access to the weapon; and fourth, no one else is pointed to by the BB clue.

	So Buck is charged with Murder One, warned of his legal rights, arrested, booked, jailed. He can’t raise ten cents worth of bail.

	Ellery should be satisfied. It’s a clear-cut case. As Perez so cogently argued, motive, opportunity, and means can be proved beyond the shadow of a doubt. But is any case of murder, without an eyewitness, ever so clear-cut? Murder as the solution to a problem is always an act of insanity. But Morna’s murder—was it a clear-cut act of insanity? Or did its almost naive simplicity make it an act of—what?

	 

	ACT II. SCENE I.

	 

	A prison cell. "There is a tide in the affairs of men, which, taken at the flood, leads on to fortune”

	 

	May 19: Cherry O’Hare visits Buck in jail. Buck is surprisingly unworried, even cheerful.

	Buck: That envelope I gave you—it’s safe?

	Cherry nods.

	Then Buck has a burst of euphoria—as in a drug experience. He once had a small part in a remake of the Count of Monte Cristo story— he played Edmond Dante’s cellmate in the Chateau d’If. Remember it, Cherry?—the guy in prison, how he escaped and became a rich and powerful man. That’s me, baby!

	Cherry: You mean you’re going to escape from here?

	Buck: In my own way, yes. And when I get out I’m going to be rich and powerful. Then we’re going to live, baby, really live!

	 

	ACT II. SCENE II.

	 

	A courtroom. "Reserve thy judgment”

	 

	Ellery finishes his writing assignment on Othello and returns to New York. But he comes back to Hollywood for the trial—irresistibly drawn to whatever it is in the case that is still bugging him.

	Buck’s trial begins on Monday, September 18. Because of Morna’s background and the "wondrous strange” elements the trial quickly becomes a cause celibre—front-page stories in every edition. And inexorably the prosecution builds its case—motive, opportunity, means, and the BB. The clue of the BB catches the imagination of the press and public, and the case is dubbed The BB Murder.

	Arnold Kolisher, a publicity-minded criminal lawyer, has undertaken Buck’s defense—not for a fat fee (Buck hasn’t a dime) but for the national communications exposure. Kolisher has one field day after another, enhancing his notoriety, but his defense of Buck is inept. Buck appears unconcerned.

	Dion Proctor attends the trial. Every day he takes a seat in the rear of the courtroom and listens intently to the testimony, making copious notes in a loose-leaf book. His face is a black mask.

	 

	ACT II. SCENE III.

	 

	Ellery’s hotel room. "Help me, Cassius, or I sink!”

	 

	Near the end of the trial, when the case against Buck becomes more hopeless with each passing hour, Kolisher calls on Ellery. It is Sunday night, October 8. The lawyer says he has checked on Ellery, learned how many rabbits Ellery has pulled out of hats. That's what Buck, needs now —a rabbit. Would Ellery look into the case before it’s too late?

	Ellery tells Kolisher he has been in the case from the beginning, knows all about it. There's nothing he can do—the evidence against Buck is overwhelming.

	Kolisher: But you’ve done it before, Mr. Queen! I know all the miracles you’ve pulled!

	Ellery: By the way, what do you hear from Wrightsville?

	Kolisher: Wrightsville? Never heard of it. Where is it?

	Ellery: You haven’t checked on me, you don’t know anything about me. Who suggested that you ask me to intervene?

	Kolisher hesitates, then: My client, Buck Burnshaw.

	Ellery: Now, that’s odd.

	He phones Lieutenant Perez who has no objection to Ellery looking into the case again—but he’s wasting his time.

	 

	ACT II. SCENE IV.

	 

	Elsinore castle. “They say miracles are past”

	 

	The next morning, Monday, October 9, Ellery goes back to the scene of the crime, Morna’s bedroom. The room out of the past is, surprisingly, not dead. Something alive hovers there—the spirit of that once beautiful woman still haunts Elsinore castle.

	Ellery’s eyes swivel round the room. He doesn’t know what he is looking for or what he expects to find. Then he recalls Morna’s passion for Shakespeare, how she read the Bard constantly. Now that he thinks of it, why wasn’t there a copy of Shakespeare in her bedroom where she did most of her reading? He doesn't remember seeing one.

	On the bottom shelf of Morna’s nightstand, in full view, he finds a thick volume, nearly 1500 pages, The Complete Shakespeare. He riffles through the pages, idly, almost absent-mindedly, and a single sheet of paper falls out. He reads it and is staggered.

	When he recovers, he phones Perez to come to Elsinore at once.

	Again that strange feeling comes over Ellery: this weird anachronism of Elsinore castle—who can believe it in 1967? This oddball murder case —is it sane or insane? Ellery tries to clear his head. He feels as if he is watching a motion picture that is curiously fluid on the screen, its focus constantly changing.

	 

	ACT II. SCENE V.

	 

	A courtroom. “The jury, passing on the prisoner’s life”

	 

	At the request of defense attorney Kolisher the trial is adjourned for two days, to permit full investigation of the new evidence found by Ellery. When the trial reconvenes, Kolisher galvanizes and goes to work.

	First he re-establishes the date of Morna Richmond’s death—April 23, 1967.

	Then he puts Ellery on the stand. Ellery describes finding the paper in Morna’s bedroom copy of Shakespeare. The paper is a sheet of Morna’s personal stationery. Ellery reads aloud what is written on it.

	At the top: the date, April 23, 1967—the day Morna was killed.

	Then: To my beloved fans all over the world ... and Morna tells of her great personal troubles and how she can no longer bear them and how she hopes her fans will understand and forgive her for taking her own life ... signed Morna Richmond.

	There is a furor in the courtroom. The prosecution is glum. Kolisher calls Lieutenant Perez who admits that the police have thoroughly checked the handwriting of Morna’s suicide letter and there is absolutely no question of its authenticity—Morna Richmond wrote it.

	Kolisher, now pressing his case from every angle, calls Dr. Rago to the stand. He reminds the psychiatrist that he had previously stated Morna was not suicidal, that he was sure Morna would not use a gun. Dr. Rago tries to defend himself: he says he is still sure. Kolisher pounds at him: the suicide letter—does Dr. Rago doubt its genuineness? N-n-no ... and finally he is forced to admit that in the circumstances he cannot be positive that Morna did not commit suicide using a gun—yes, she might have.

	The case against Buck has collapsed. True, he still had motive—but motive alone is not proof of guilt. True, he was still the only other person in the house at the time of Morna's death—but the only other person can be present innocently if the victim has committed suicide. True, the gun was his—but Morna herself could have taken the gun from Buck's nightstand. True, the BB accusing Buck was found in Morna’s hand—but Kolisher comes up with an explanation: Morna committed suicide and tried to frame Buck for murder—her last act of revenge and hatred!
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