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Better to have one thousand enemies outside theshtban to have one
single enemy inside it.

Lebanese Proveth

Evil is unspectacular and always human,
And shares our bed and eats at our own table.

W.H. Auden, “Herman Melville?®
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Introduction

Any avid reader of Agatha Christie’s detectiveitiotwould probably agree that the years
2020 and 2021 would give Christie the perfect psenfor one of her books. Had Christie
lived through regular confinements and been willtogwrite about it, it is easy to picture
what Poirot’'s next case might have looked like. Thwel would open, perhaps, on a
seemingly respectable English family, sharing tkkeintry mansion in harmony — until they
get locked down together for weeks, denied the lummieve a tea party, the local village
fair, or a visit to a friend would provide. The @isce from society, the cramped conditions,
and the psychological repercussions of feeling isgmed would slowly plunge this family
into chaos. Tensions and conflicts would arise ashecharacter would get on the others’
nerves; a particularly domineering personality migimerge among the family and turn their
lives into a nightmare. The situation would culntéanto a murder that a very bored,
hygiene-obsessed Hercule Poirot would have to s@wdy two things would be known for
sure: no one but the family was within the lockedige at the time of the murder, and every
single of one of them could have committed it.

This scenario looks familiar, and with good reasGhristie’s detective fiction is mostly
set in quarantine-like situations. Indeed, the migj@f her detective fiction depicts a murder
committed in a locked down setting inhabited onyyabrestricted circle of characters, all of
which are usually subjected to extreme tension threi character responsible for the anxiety-
inducing atmosphere is murdered. While there magdiae variation in the specifics, the
synopsis above could summarise most of Agatha (sisdetective novels. Her most
famous, often-adapted novels — sucivagder on the Orient ExpresBeath on the Nilgor
And Then There Were Noreall follow this formula, with some alteratioridpon counting,
one may discover that thirty-four novels out oftgixexcluding Christie’s spy fiction) are
located in a closed setting — more than half, abrmthat goes higher if one accounts for the
plays, short stories and novellas.

It would be wrong, however, to assume that simggause Christie favoured one formula
all of her novels tackle the same issues or presennteresting variation. On the contrary,
her using this generic synopsis over and over agaicates her willingness to explore all of
its potentialities. While the country house settisga favourite — one may mentiorhe
Mysterious Affair at Styleand its counterpaurtain: Poirot’s Last CasegHercule Poirot’s
Christmas The Murder of Roger AckroydDead Man’s Mirror” and so many more —,
Christie was also partial to murders committed anous means of transportatiddirder on
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the Orient ExpressDeath in the Clouds, Death on the Njlén single rooms or around a
restaurant tableThree Act TragedyCards on the TableSparkling Cyanidg A few novels
even depict murders committed out in the op&oppintment with Deajhin a student hostel
or a dentist’s practiceHjckory Dickory Death One, Two, Buckle My Shpeor on islands
(And Then There Were NagnEvil Under the Sun The action may take place in the
countryside or in the cityGQrooked Housk in England or in the OrientOfient Express
Murder in Mesopotamiaand a few others), it may be investigated rigtsyaor twenty years
later Five Little Pig9. The group of characters may be a familfercule Poirot’s
Christmag, a group of friends or colleagueblidsopotamif or strangers to one another
(None); the culprit may turn out to be a supposeldigd characteNpEng, the whole group of
suspectsQ@rient Expres$, the policemanGhristmag, the narratorAckroyd, or the detective
(Curtain). Emphasis may be laid on the characters’ horresdabuse at the hands of the
victim (Appointmentwith Death), on the complex relationships of love and hatewvben
spouses, divorcees, and mistresSasvardsZero, Death on the Nile, The Hollow), on the
manner in which a toxic family environment may twanchild into a murdererCfooked
Housg. Confinement itself is also given particular atten; And Then There Were Naqrfer
instance, emphasises the claustrophobic atmosphested by a complete isolation from
outside while horror goes down inside.

It is in the specifics and in the variations sharspn that broad synopsis that Christie’s
formula of enclosure becomes more than a mere igemdtine. Enclosure is much more than
than a mere constant in her works, it is fundamefao critics go as far as to say that
Christie’s detective fiction is, essentially, @fdture of imprisonment:

[...] because of the focus on interiors and intetyorher novels, which have been
branded as “escapist”, seem on the face of it poesent rather the opposite, a sort of
‘captivism’. Not so much a literature of escape bne of captivity. One which thrills
readers with literary fantasies of captivity. Wheaptivates us here is the very
dysfunctional society of very strange charactergkstogether for the duration of the
novels. [...] So as a “Captivist” literature, AgatBGaristie’'s novels seem to be very apt
confinement literature, addressing [...] the perifstids unnatural proximity to other
people [...]. (Beck and Jeannerod, “Agatha Chrigiee hundred years of confinement”)

It is precisely because | agree with this statentleat | was surprised to find so very little
academic analysis about Christie’s extensive usesrafiosure in her novels. Christie’s
literature presents a unique brand of enclosure,tbat is associated with mystery, guilt, and
suspicion, but also with the excitement of the eragand the promise of a solution that will
restore order at the end; this confinement, in tshera paradox. Yet, prominent Christie

critics (such as Earl Bargainnier or Debora Satnetid famous commentators of the genre

7



(like Robert Champigny or Jacques Dubois) only ma&ssing comments on it, meaning that
the various subtleties of Christie’s formula of lsare remain barely brushed upon, even
though it is generally agreed upon that one cannderstand Christie’s fiction — or detective
fiction in general — without understanding this lesare first.

Indeed, Christie is widely recognised as the mosnment writer and main representative
of the ‘classical’ detective subgenre, a branchdetiective fiction that thrived between the
Two World Wars (an era otherwise known as the Goldge of Detective Fiction). In fact,
since Christie wrote from 1920 (date when her firgvel, The Mysterious Affair at Styles
was published in the United States) until her deatt976, she even outlasted the success of
the genre. Throughout that period, detective fictieas divided into various branches. There
was, on the one hand, the American hard boiled Inavevhich the detective moved from
place to place in his pursuit of the criminal ansl éxploration of all social spheres to expose
socio-political issues (Reuter 2017, 78). The Bhitschool, on the other hand, was a stark
opposite.

In his bookLe Roman policierYves Reuter stated that the whodunnit (i.e. adite story
driven by the puzzle element, and the most classgi@ation of detective fiction) is a subgenre
characterised by a closed narrative universe. Relgatifies three types of enclosure within
the genre: spatial enclosure, which confines thestemy within the boundaries of one
geographical setting only; temporal enclosure, WHimits the story to a short window of
time corresponding strictly to the crime and thetedive’s investigation; and social
enclosure, which guarantees not only that socadses do not intermingle but also that the
mystery be restricted to a fixed number of charactReuter 2017, 60). This enclosure has a
strictly functional role: by grounding the story such a limited narrative frame, authors
ensure that the story focuses on the mystery amijrout distractions — unity of space, of
time and of social class ensure unity of actiorspgeak in Aristotelian terms.

Reuter’s analysis underlines that enclosure istdatige of the whodunnit, but also that it
is multidimensional. This information is particlarelevant to the case of Agatha Christie,
for she was not one whodunnit writer among many. filst novel, The Mysterious Affair at
Styles(starring the famous Hercule Poirot) is consideaadilestone for the genre. Not only
was Stylesthe novel that started the Golden Age (Cook 202), but it also set the
conventions of the classic whodunnit that manyewsitimitated. Most notably, it we&tyles
that set the trend of using enclosed settings inaduhnits — a technique otherwise known in

the genre as the closed circle of suspects.



Anthony Berkeley, a fellow Golden Age crime writard Christie imitator, was the first to
define this technique, a few years after Christipysarised it:

‘I have always thought that murders may be divigled two classes, closed or open. By
a closed murder | mean one committed in a certiised circle of persons, such as a
house-party, in which it is known that the murdeelimited to membership of that
actual group. This is by far the commoner formiatidn. An open murder | call one in
which the criminal is not limited to any particulgroup but might be almost anyone in
the world. This, of course, is almost invariablyavhappens in real life.” (Berkeley 1929,
159; emphasis mine)

This quote illustrates that enclosure, in Christi@brks, entails more than merely locating the
story within a confined setting. Christie’s ‘capsit’ literature is to be distinguished from a
mere partiality for locked settings, because tlosadl circle of suspects entails not simply a
specific treatment of space; it also entails a ifipeteatment of the group of suspects. This
treatment would be radically different from Chmssi second-best (albeit lesser used)
formula, traditionally associated with Miss Marplkeat of the murder committed in a village.
In such stories, the detective must try and idgntife characters who, amidst the entire
village, had an interest in the victim’'s death.tle closed circle of suspects, however, a
small, clearly delineated, and unquestionable nurobsuspects is identified from the start.
Becausehe setting of the crime is restricted, the murdean only be found insidén other
words,

Commonly dubbed the “country house” mystery, theranwaditional of these stories
treat a relatively closed circle of suspects [aa#lf place in a fairly limited setting [...].

Because these settings are limited in both size soaal accessibility, they [...]

circumscribe the investigation (the killer mustdo®e of the inner circle in almost every
case) and enable the detective to function [Bdkérman 1987, 119)

Bakerman’s quote is particularly interesting beeaus highlights the complementary
relationship between physical enclosure and secielosure, i.e. between the confined setting
and the delimited community of suspects. It is bseathe setting is closed, constrained,
isolated and impenetrable, that a community of sctspjust as closed, restricted, isolated and
impenetrable is delimited. In the closed circleedéve story, spatial enclosure and social
enclosure thus work together — a combination thaipbral enclosure sometimes completes,
when the mystery is set within a particular windoitime.

Christie’s treatment of this double enclosure, dgtermining factor of the enigma, is thus
the key to understanding the complex mechanismkagtin Christie’s classical whodunnits —
from the structure of the mystery at hand to theosphere and the social dimension of
Christie’s narratives. The question that arisesntimay be summarised in a few words: How

are spatial enclosure and social enclosure arteilan complementary fashion within
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Christie’s detective stories and how does this tebclosure affect the narrative? It is this
double enclosure that thimémoireproposes to examine in detail, in order to provéate
answer to the many questions this complex dynamiails: where does this closed circle
ploy stem from, and what reasons motivated Christiemploy it time and again? How does
that choice impact the narrative and the readingee&nce? How do settings and groups of
suspects work together, and what roles do topogragdography and isolation play in that
regard? How do the characteristics of the closedtesimpact the groups of suspects and the
clues, secrets and red herrings associated with,tbspecially as regards fear and suspicion?
What can this social organisation reveal aboutgbeiety Christie lived in and chose to
represent?

In order to answer these questions, | have choseorus of six novels to analyse —
without excluding references to the rest of Cleistvast body of work when relevant. These
novels each illustrate different facets of Christidosed circle ployT'he Mysterious Affair at
Styles(1920) shows her first writing of the ploy, thukaing comparison with later novels
to study how Christie adapted the circle deviceughout the years. This novel also dwells
on the public’'s opinion and suspicions about thedeuand its suspectdlurder on the
Orient Expresswritten in 1934, is one of Christie’s most famaundransit stories, in addition
to its being located in a foreign and isolatedisgttlt is especially interesting for its unique
mixing of social classes and its original solutibat reveals that the suspects work together
instead of suspecting each othBturder in Mesopotamiaa slightly less famous Christie
novel written in 1936, is one of Christie’s modeiresting studies on atmosphere: in addition
to featuring a particularly well-described enclosetting in the Orient, the novel analyses in
detail the tensions that lade the group of suspetitthey lead to murderHercule Poirot’s
Christmasis a classic country house mystery written in 1988he apotheosis of the Golden
Age. This novel features one of Christie’s rarekkxl room murders, but it also presents the
reader with family tensions, a tyrannical victimeeyone wanted to rid themselves of, a
murder committed for revenge, and a policeman foguitty. And Then There Were Nqree
1939 classic and best-seller, is the culminatiorthef closed circle ploy: not only are all
characters sequestered on an isolated island, wtithaletective, but they all suspect each
other — as they are all killers — and become madH thie certainty that their murderer is one
of them. Finally,Curtain: Poirot's Last Cases a complement to Styles: written during the
Second World War, Christie intended it to be theywast Poirot novel and published at the

end of her life, in 1975. Situated in the same &guhouse, but decades later, this novel
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presents the specific case of strangers livingttemgeand being tempted into murder by a
sadistic individual who is capable of pinpointingople’s weaknesses and darkest desires.

As regards the structure of my work, my analysisCbfistie’s uses of enclosure will be
divided into three parts that, hopefully, will shemime light on the questions raised above.

Chapter One will aim to identify where Christielsged circle of suspects originated from,
what the incentive was for Christie to use thisidewextensively, and what changes she
brought to existing patterns. Even though Chrisides the one who set the closed circle trend
during the Golden Age, one should not forget thhatistie was the literary descendent of
other, influential mystery writers who shaped tleam@ into the classic formula she came to
know, adopt and refine. This first part will thusadyse the uses and evolutions of settings,
spatial enclosure and social enclosure in the woik€hristie’s predecessors in order to
pinpoint the literary foundations of Christie’s st circle ploy, but also to determine what
pre-existing elements Christie adopted, adaptedjected to create it.

The next part of thianémoire will focus extensively on spatial enclosure andreno
specificallythe interactions between the setting and the contynohsuspects. The purpose
of this part will be to understand how the authocamplishes the physical delineation of a
group of suspects and what consequences it haseomystery that is told and the reading
experience. This second chapter will thus studydigiction, organisation, and various uses
of enclosed settings in Christie’s novels as reldatethe enclosed group, the mystery under
investigation, and the impact on the narrative.cBpeattention will be paid to the nature of
such an enclosure and particularly to the bountaay severs the fictional setting from the
outside, including the artificiality it may genesafor the reader and the issue of social
isolation it entails for the characters.

It is this social problem that the third and fichlapter of thisnémoirewill analyse. Since
spatial enclosure is inseparable from social emncisit is necessary to study the enclosed
group of suspects as well as the consequenceglofasconfinement. This third part will thus
analyse the interpersonal relationship betweenfitti®nal characters and the anxiety that
comes from the presence of a murderer within tiet-#nit group. This part will pay close
attention to the web of suspicions that Christieaves within the fictional circle, and the
consequences of such suspicion on the (admitteldbady shaken) social order. If this
chapter will analyse Christie’s novels from a poamalytical standpoint, it will also examine
them from a social perspective, notably by questgprihe possibility of a return to social

harmony.
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Chapter One: Agatha Christie’s influences

Even though Agatha Christie is usually creditedhwimventing the closed circle of
suspects motif that became recurrent in detecitt®h (Anderson 2007, 24), one should not
forget that Christie is the literary descendent ematemporary of a series of detective fiction
authors that inspired her. These authors all haddral in shaping the formula of detective
fiction into the classical format Christie camektwow, adopt and refine. This means that in
order to understand the originality of the procesdouble enclosure in her novels, where it
stemmed from and how it reshaped detective fictiome must first study the generic
evolution of the genre and compare her novels utitier detective novels that came before.

The first author that will be considered in thispter is Edgar Allan Poe, the creator of the
detective genre. Not only did he establish the gemales of the genre that Christie’s works
follow, but his tales of ratiocination combine tHecked room mystery with the
claustrophobia and terror of his Gothic storieggasting an early association of enclosure
and fear within the genre. A second part will addr&ir Arthur Conan Doyle’s Sherlock
Holmes stories. Doyle mostly focused on urban spagehis depiction of crime as universal
and the multiple functions of space in his stoviese essential to Christie, while his interest
in isolated countryside families and in private ex@s were a first step towards Christie’s
signature closed circle. In turn, Gaston Lerouxdseis set forth a first version of the closed
circle of suspects that Christie would later imgote enclosed and isolated his characters
like Christie would do after him, resulting in ansiar atmosphere of paranoia and suspicion,
albeit in a more sensationalist dimension. Chrigiie the other hand, followed through the
Golden Age principles of fair play and logical plexz As the fourth part will demonstrate,
the rules set for detective fiction during the GaidAge incited Christie to employ the closed
circle of suspects, in which she was aided by copteary writer John Dickson Carr: both
Christie and Carr developed new variations on exuckoin their works.
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1.1. Edgar Allan Poe’s legacy

1.1.1. The creation of the genre and its codes

Edgar Allan Poe is considered the inventor of theedive fiction genre by virtue of his
writing several short stories featuring his detectChevalier Auguste Dupin — “The Murders
in the Rue Morgue” (1841), “The Mystery of Marie ¢&” (1842-3) and “The Purloined
Letter” (1845), to which critics sometimes add “T@eld Bug” (1843) for its featuring a
cryptogram to solve and “Thou Art the Man” (1844j fts murder, process of detection and
unexpected culprit (Knight 2004, 26). Although etgive fiction did not become popular
until Conan Doyle wrote his first Sherlock Holmeésrges in the late nineteenth century, Poe
nevertheless created the basic formula for detdintion that countless writers were to
follow (Cawelti 1976, 8).

Although Agatha Christie did not explicitty mentioRoe as one of her sources of
inspiration, there is no denying that the classpattern she used in her novels and short
stories originated in Poe’s short stories. Both ICamd Cawelti identified the narrative
structure of Poe’s stories — an enclosed sequeacknly the reader from the introduction of
the crime and clues to the eventual solution andodement — as the prototype that
subsequent detective fiction writers imitated (Ciwi®©76, 82; Cook 2011, 7). Curran listed
a number of motifs that Poe introduced and Chrigtiased, including “the brilliant amateur

detective” and “the less-than-brilliant narrataefd,” “the trail of false clues” and “the
unexpected solution” (Curran 2011, 35). A numbersohilar literary legacies could be
mentioned — like the view of the investigation agame or the importance of “intelligent
reading” (Cook 2011, 11) — but two motifs in pautar are relevant to Christie’s use of space.
The first one is “the parade of witnesses, suspeatd possible solutions” mentioned by
Cawelti inAdventure, Romance and MystéBawelti 1976, 86): the necessity of this array of
characters eventually led Christie to gather amdiigg all the suspects in the same space, at
the same time. The second motif is that of theeseabom (Curran 2011, 35), featured in
“Rue Morgue”.

As Donald Yates analysed it in “An Essay on LockRebms,” Poe chose this ploy because
it “Imade] the purest appeal to logic for its sauat (Yates 1970, 273). “Rue Morgue” and
the following Dupin stories were intended not as tbundation of a new genre focused on
crime-solving, but rather as a demonstration onpibwer of analysis — “that moral activity

which disentangle$ as Poe wrote in his introduction to “Rue Morgu®oe 1988, 61). The
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paradox of a hermetically closed space that wakeoranto perfectly fitted the needs of a
story that aimed to “disentangle” an impossiblebem:

The locked-room mystery is a problem of comparisolow to discover a passage
between inside and outside, how to acknowledgexqhaia the fact that both inside and
outside are places within the same universe, thahgl afford perspectives of that
universe as different as the killer's and the mc$i. (Madoff 1989, 50)

For this reason, Poe designed his Dupin storied fgnextension the classic detective story
which shaped itself following the structures ofghestories) as what Cook called “a genre of
theintérieur, where the narrative inevitably turns inward tmsider the clues arising from a
world limited by the confines of closed dwellingsdalimited numbers of characters” (Cook
2011, 51) — a definition that applies to Christgeveell. In “Rue Morgue” the only clues
Dupin and the reader need to solve the mysteryesteicted to the sealed room. The razor
“besmeared with blood,” the “thick tresses of gheynan hair, also dabbled in blood” and the
hideously disfigured body of Camille L’'Espanaye allehe indications Dupin needs to solve
the mystery and are all found in the locked roome(B988, 70-71). It is also the meticulous
study of the topology of the victims’ apartment etlb the position of the rooms and the
analysis of the windows — that enables Dupin toeustand how the murderer came in and
out. By confining both the mystery and the narmtinto this enclosed setting, Poe ensured
that his story and his narrative were self-contairiénis precaution was necessary not only to
allow the presence of clues but also to limit thuenber of characters and potential suspects.
Without this enclosure, the murderer — once hisithentity is revealed — would be little less
than adeus ex machina unwelcome in a short story focused on the capacif the
analytical mind — for no clues would lead to himr/heho could be about any character. The
closed room from “Rue Morgue” prevents this infindgf solutions (most of which would be
unsatisfying to the reader — who would be happyetrn that the puzzling murder was
committed by a nobodyP while still entertaining mystery. During the Gefl Age of
detective fiction, this necessity for a limited,devn number of characters and clues would
become one of the essential rules to writing detedtories, and would in turn lead Agatha
Christie to use spatial enclosure as a methodgarerthe presence of an entertaining number
of suspects (see Part 4.1.).

Nevertheless, the Dupin short stories do not petiak reader with a plethora of suspects
— although “Rue Morgue” features quite a numbewnivhesses, whose testimonies are central
to the resolution of the double murder. The extensinalysis of the characters’ household

3Although, note-worthily, the resolution of “Rue Mpre” (i.e., a previously unmentioned orang-utarihis
murderer) arose its fair share of criticism fossttiery reason. See Julian Symdieody Murder pp. 35-37.
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reveals some biographical information about theor; ihstance, the description of the
L’Espanayes’ apartment gives away some detailstabetr lives: “The shutters of the front
windows were seldom opened. Those in the rear wésays closed” (Poe 1988, 72).
However, this information only aims at furtherirgtmystery of the locked room ploy — what
type of lives did the L’Espanayes live? If they aeveceived anyone, who could have wanted
to murder them?

Conversely, Agatha Christie’s novels — to a cerwaitent — focus more on the characters,
their mobiles, alibis and lies, than on the ardtiee of the locked room or enclosed space
which, although relevant, never reveals the entith. For exampleAnd Then There Were
Nonedoes not provide a map of the island or a detallestription of the house and neither
doesHercule Poirot’'s Christmasn spite of its being one of Christie’s rare lodkeoom
mysteries. Because Christie entraps all charaaotetse same physical space, Poe’s initial
guestion — “how did the murderer enter the roomBhifts to “who” — “which one of us is
it?” (Christie 2011, 175). The question “how?” -ott did they do it before our own eyes?” —
is but an invitation to examine where the charactezre, where they were not, and what they
were doing. For this reason, @hristmasChristie’s locked room itself is contained wittifre
confines of a family house, thus restricting thetad characters, and focusing the story both
on the clues found in the room and on the charsicetions — their comings and goings, their
relationships, their behaviour. For example, theeslfound in the room reveblbw the
murder was committed but the identity of the muedes betrayed by Simeon Lee’s sexual
past, the timing of the events and Superintendagtl&n’s behaviour. Following this pattern,
if several of Christie’s murders occur in a specibom — as is the case Tine Mysterious
Affair at Stylesor Murder on the Orient Expressthe room displays the physical clues, but
the much larger physical space it is located inouse, island, train, boat — exhibits the
“psychological” ones. If Christie followed the path Poe put forward, she nevertheless
injected a “psychological” dimension to the genhattPoe never intended in his mostly
theoretical experiment.

It would nevertheless be wrong to state that Psees emphasise enclosed rooms over
interactions between characters. “The Purloineteketiepicts the search for a compromising
letter stolen by a Minister from a Queen and dstfaldden in the Minister’s premises. Even
though they “took the entire building, room by rdoand extensively searched the house
twice, the police are unable to find the letterd @888, 193). As in “Rue Morgue,” the police
cannot find the (rather simple) solution to an tnieable mystery because someone’s

confusingintérieur obscures their analytical capacities. Yet, in #ghisrt story, the enclosure
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does not come from the Minister's premises, buhaatfrom the two tight triangles of
characters: the King, the Queen and the Ministeiherone hand, and the Police, the Minister
and Dupin on the other — one who does not see samgetone who hides it, and one who
sees it, as analysed by Lacan (Felman 1987, 41gseThriangles of people who hide
something from, play and suspect each other donekns of Agatha Christie’s closed circle.
Nevertheless, this psychological dimension is ruhtary, seeing, for example, that Dupin’s
resentment of the Minister is barely mentioned kfidwithout justification or backstory. On
the other hand, Christie refined and developedrtiportance of the characters’ interactions
to use their full potential — for example, the wgblot of Christmasdepends on the
criminal’s and suspects’ resentment and ambigueeigiigs for their father.

Lacan’s analysis of the characters’ triangle algags to light the role of the detective.
Because Dupin — or, more generally, the detectyueré — comes from the outside, he is able
to bring light and order into the chaos of thedesiCook wrote that in Poe’s short stories,

[iIn the detective’s realm, ‘inside’ is a place wfiexpected, inexplicable peril, of chaos
which seems to sweep aside even the usual law$ysigs. In the detective’s realm,
‘outside’ is a place of banal order and reasonhayeful safety from the rage whose
results stay locked inside a room. It is a placeotfed cases. (Cook 2011, 15)

Christie’s novels exemplify the chaos of the insideunted by internal conflict and secrets
eventually brought back in order by the detectBat this dangerous inside is more than a
physical space: it is a metaphor for intimacy, wi$ed not only by festering quarrels but also
by their most public manifestations and by the judgt of the external world. For this
reason, one could wonder whether the external wenldally a world of peace and reason. In
The Mysterious Affair at Stylefor example, Styles Court is indeed a place ofgea and
mystery; yet the outside world it is isolated fragnat war and the havoc of World War | is
made very clear — Hastings, the narrator, comek ingured from the front while Poirot, the
detective, is a refugee who had to flee his couatry find asylum in England. The publicity
of the murder and trial adds to the very relatisaféty” of the outside.

Cook’s analysis of the detective’s realm also hgiits another major similarity between
Christie’s use of space and Poe’s. Indeed, thectietés realm is similar to Gothic literature
as both “include similar definitions of ‘inside’ drioutside™ (Cook 2011, 15) — outside for

order and reason, inside for disorder and terror.
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1.1.2. The Gothic space

Enclosure is the common theme that connects Pakgs of ratiocination and his Gothic
tales. Indeed, several of his short stories displdgrm of physical enclosure that plays a
major role in the diegesis. In “The Black Cat,” tharrator, morbidly obsessed with a cat,
walls up both the still living animal and the cogpsf his wife whom he has just murdered —
this burial into a hole in a wall echoing the gmeg way the orang-utan stuffed Camille
L’Espanaye’s dead body into a chimney in “Rue Me:guThe Tell-Tale Heart” relates the
murder of an old man in his bedroom at night arel $hbsequent concealing of the body
under the floorboards of the house. Montresor,ndwgator of “The Cask of Amontillado,”
entombs his friend alive. “The Fall of the HousdJsher” exploits the trope to its fullest: the
house is a doubly enclosed space, for it is bajhase for Roderick Usher’s sister Madeline
(whom he has entombed as well) and Roderick’s prisdich he never leaves and which is
haunted by his sister's wraith. The narrator hifmgelunable to escape until the very last
moment when the house is eventually destroyedcimactic moment of supernatural terror.
Poe makes use of the Gothic motif of the lockedrroo

According to Engel in his essay “Enclosure in P6€te Fall of the House of Usher,” the
enclosure device serves multiple narrative missigrfgst provides “artistic focus and unity
of impression” (Engel 2001, 182). On a diegeticelevt creates a general “mood of glum”
that pervades the storipid.), it creates settings and intensifies the aunaysdtery the writer
aspired to create; the accumulation of various oand representations of enclosure within
the same story only increases the gravity of theason (bid., 186). Finally, Poe makes use
of the traditional Gothic motif of the locked roofand of spatial enclosure in general)
because of the inherent evocativeness of such mede&ccording to Kestner, the locked
room allows the most chilling horrors to resurface:

The locked room is so central a motif becausdata the extension of narrative plot to

cover or imply a range of additional significancespression/the return of the repressed,
the unconscious, the mother’s body (womb), the taanid death, incest, death and
resurrection, narcissism, solipsism, and existeali@nation. (Kestner 2000, 236)

The locked room is the narrative device that i4 besposed to evoke these themes so central
to the Gothic genre, for in the locked room mamlsne with himself, entrapped with the
darkest parts of his psyche. The enclosed spaceensarkably suited to existential
questioning: first, it is an absolute and final g@aeminiscing both of a tomb and of a prison
(and thus evocative of the notions of judgement andishment), and secondly, it is

completely cut off from the outside world, meanthgt the external influence of society is
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removed and that the judgement of his peers ce@agseatter. What is left is man reduced and
confronted to his barest self: his fears, desiess] past or present actions. Everything
shameful that had to be repressed back into thense@us can resurface in the locked room
where no one can see and where the suggestive iynafjeentombment and entrapment
awakens the most primitive feelings and reactioosfthe characters.

Poe’s use of physical enclosure as a narrativecddsi thus not only recurring, but also
strikingly similar in both his Gothic tales of horrand his Dupin stories. In Poe’s universe,
closed spaces are connected with murder. They @asgnse of violence and horror and
create a general atmosphere of claustrophobia.o&edlspaces are the world of death and

madness. To quote Cook:

In these tales the main protagonists all seemhahkit a locked room of a kind, be it a
tangible architectural space or somewhere with@irtbwn psych&— or, very often, a
correlation between the two. They create a world/liich inside and outside become of
extreme importance, where enclosure forms the bmyndetween the exterior world of
the rational and the interior world of misrule. 32011, 17)

It is significant that these enclosed spaces, iditiah to stressing the murderers’
progressive descent into madness, eventually beélragn and provoke their doom. The
narrator of “The Tell-Tale Heart” is driven mad base he thinks the entombed dead man’s
heart is still beating, while the guilt of the retor of “The Black Cat” is exposed by the
animal he inadvertently walled up and Roderick Wshkalestroyed by the ghost of the sister
he killed. This draws a bridge between horror taled detective stories, for the bodies hidden
to conceal one’s guilt haunt the house and caus& @md in both genres, albeit in different
ways. Guilt, which thus becomes a common pattemrmecting the two genres, is also a
metaphor likening the culprit's psyche to the hadnhouse: it makes it impossible for the
character to leave the “closed room” of his ownanin to erase and forget his crime.

This difference underlines that the Dupin storiesaclear counterpart to the horror tales:
where Poe’s Gothic houses are terrifying placeshafos and madness, the locked room of
“Rue Morgue,” if just as chaotic and incomprehelgsiban be sorted out. In the Gothic tales,
resolution and justice only come by supernaturabmseor (self-)destruction; but in the
ratiocination world, Dupin’s analytical mind is abto solve the murder and thus restore
order. In short, where Poe’s murderers fall froeason into madness, Poe’s detective

* While not featuring the closed place deviper se Poe’s “William Wilson” conveys a similar sense of
claustrophobia, for Wilson's life seems confineglyalving only around his double at the expenséhefrest of
the world. Wilson's eventual duel with his Doppeigér takes place in an antechamber where he iskgnti
alone with a large mirror, suggesting that one’'gche can also be one’s prison — thus suggestirgrma of
solipsism synonymous with confinement and undertjrthe relationship between enclosure and madness
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analyses madness and translates it back into théoding language of rationality — a process
Cook called “the exorcism of the irrational througgic” (Cook 2011, 16).

One short story in particular highlights this fundental difference between these two
types of tales. “The Pit and the Pendulum” relates mental struggle of a man imprisoned
and tortured by the Inquisition. He is trapped idusageon completely deprived of light that
makes the narrator think of a “tomb” (Poe 1988, )14llhe narrator's sanity deteriorates
throughout the story as he discovers a pit he alrfedsin, and later the presence of “a
crescent of glittering steel, [...] [like a razoslowly descending from the ceiling in the
purpose of cutting him into slicegoid., 149). The approaching sentence turns time into a
instrument of torture, as emphasised by the vepeafance of the gigantic razor, for on it is
painted “Time as he is commonly represented, daafe ih lieu of a scythe, he held what, at a
casual glance, | supposed to be the pictured inohge huge pendulum such as we see on
antique clocks” ipid.). This agony turns this once rational mind whairfly) tried to
calculate his cell’'s circumference and topologyoimt delirious psyche. “The Pit and the
Pendulum,” by its use of the pit — reminding bog#trator and reader of the pit of Hell — and
of the fearful unknown represented by the dark éongendlessly adapted into new torture
methods by an invisible torturer, exemplifies how anclosed, claustrophobic space
highlights the struggle of the mind between reasoth method on the one hand, and instinct
and terror on the other — just as, in the othem{@attories, enclosure stresses the internal
battle between “self-control and perversity,” ake'texploration of the human capacity for
evil” (Cook 2011, 15). For this reason, the Dutales are the mirror and answer to “The Pit
and the Pendulum” — and, by extension, to the dédes of horror — for they present a world
dominated by reason, logic and order. The Dupiastalo not only replace psychological
struggle with analytic capacities; instead, thetrdesive forces of the madman’s mind —
which so often lead to self-destruction and cabg@éte — are used to find and exorcise the
hidden guilt — the invisible torturer — responsilite the ambient chaos, metaphorically
shedding light in a dark room (Cawelti 1976, 10@)short, Dupin restores social order and

allows society to come back to normal, exactly ascHle Poirot does in Christie’s novéls.

® This precarious relationship between madness atiohality is yet another bridge between the Goteare
and detective fiction. Poe wanted to highlight #asy transition from rational thinking to halludioa. For
example, “The Imp of the Perverse” presents a $tofn a purely rational narrator to the same-selfraior
manifesting clear signs of madness and trying tavicwe himself of his own sanity. This narrator -stark
opposite of Dupin — is a Gothic double of Dr. Shemppin Christie’'sThe Murder of Roger Ackroydnd of
Michael Rogers irEndless Nightnarrators who are actually murderers and breakntrrative contract. More
broadly, the character that seems most rationabbilte circle of suspects often possesses a stfeakirderous
madness — such is the case of Justice Lawrencer@vargvho commits murder to satisfy his sadisticléncies
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The Dupin stories thus both exploit and subvertGlo¢hic trope of enclosure, which leads
to wonder how detective fiction writers handledsed spaces after Poe — especially knowing
that he was at the origins of the genre. We dd&know the extent of Poe’s direct influence on
Christie — if there was one — but some of the cdaeset for the Dupin tales sustained the test
of time. In “Rue Morgue,” the enclosed space isepufunctional — contrary to its role in
horror stories, where it is a metaphor for the abtars’ states of mind — and exists for the
sole purpose of furthering the mystery and progdmaterial clues. Christie’s enclosed
spaces follow that fashion, for their main purpesems to give out clues (for example, the
map and descriptions @rient Expres€nable Poirot to find out that Mrs Hubbard was dyin
about a fundamental clue) and to keep all suspecrtBned in the same place to facilitate the
investigation. Similarly, Christie’s mysteries asolved through reason and analysis,
preventing the houses to becoawtually haunted by a supernatural entity — which does not
mean that Christie’s locked spaces are devoid obsjism.

Indeed, there is a Gothic component in Christie@gl@sures that reminds us of both Poe’s
tales of horror and of their echoes in Dupin’s aduees. R.A. York noticed that the detective
genre is, in essence, a product of the Gothicifanay ultimately refer to the common sense
and common experience, but like the true Gothibag the strangeness and menace of the
unknown” (York 2007, 9). In addition, Skenazy rekeat that the Gothic and detective fiction

share common assumptions: that there is an undestlevent, a secret from the past; that

the secret represents an occurrence or desirdetit#l to the principles and position of

the house (or family); that to know the secretdsunderstand the inexplicable and

seemingly irrational events that occur in the pnesgoth forms bring hidden experiences

from shadow to light. (Skenazy 1995,114)
It is not astonishing to find that detective fictiand the Gothic genre are built on a similar
basis, given that detective fiction finds its ongjidirectly into the Gothic. However, the
number of Gothic elements that are to be found hrigile’s closed circles stories is
particularly striking. York observed that Christefictional murders are similar to Gothic
deaths because they are “excessive, abnormal He@tid., 10). One reason for this
abnormality is the “excess of signification,” thigt to say the excess of violence or of
symbolism surrounding the body (as is the case thighL’Espanayes’ bodies, horrendously
massacred); another one is that the death “chateaogr sense of decorum,” for

death is treated as visual sensation, as artigttenm, as game. It becomes frivolous, or it
affronts our sense of rightness: people die tomsbefore we know why they have
deserved it or they die in the wrong place, a p&disn to hostilities.ibid.)

and his sense of justice Amd Then There Were Nariealso underlines the difficulty to identify tmeurderer in
a circle of rational-looking people, which is whetclosed circle goes mad with uncertainty.
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Christie often combines both techniques: the muaod®urs in an innocuous-looking or
shocking place, which is enclosed and presents rdgamnehallengeand it shows either too
much symbolism or too much violence for the reatdebe comfortable with. IrOrient
ExpressRatchett is stabbed in the chest twelve timedsridtked cabin; Justice Wargrave'’s
body is found “robed in scarlet with a judge’s wigon his head” (Christie 2011, 222), and in
Christmas her only “pure” locked-room mystery,

[tihere had clearly been a terrific struggle. He&umsniture was overturned. China vases
lay splintered on the floor. In the middle of thealthrug in front of the blazing fire lay
Simeon Lee in a great pool of blood... Blood wdased all round. The place was like a
shambles. (Christie 2001a, 97)

Similarly, Christie often combines space and timadd tensionAndThen There Were None
emulates “The Pit and the Pendulum” in that théimis trapped in the island — and incapable
of knowing who or where their executioner is — aubjected to a horrific countdown: the
murderer takes down one china figure for everyiwvidie has successfully killed. Similarly,
time is counted irOrient Expressand Curtain — the short window of time before the train
works again, or before a murder is committed, igd®s only opportunity of catching the
murderer, which also provides temporal enclosumaited time adds to restricted, mysterious
spaces to create suspense. Space is not only akgahlbut also dramatic component of the
plot.

Suspense is even more pregnant in that ghosts hueieally tower over the closed circle
of suspects in a fashion that reminds one of PGathic tales and creates suspicion and
anxiety. In theory, if a detective is present tstoee order, further chaos is avoided when the
murderer is identified, the family secrets are lggelout and the victim’s ghost can be
forgotten — as is the case, for exampleSiylesor Christmas But in the absence of a Poirot-
or Dupin-like figure who can shed light on the chaiine inhabitants of Soldier IslandAmd
Then There Were Norgescend into madness and die, haunted by thesghbshe people
they killed. Such is the case of Vera Claythornkowelives the murder she committed when
she kills herself. Perhaps more evidently, EmilgrBis madness closely resembles that of
Roderick Usher or of the narrators of “The Black"Gad the “Tell-Tale Heart”:

She opened [her notebook] and began writing.

“[...] After luncheon the judge made us a most interesipegch. He is convinced that
the murderer is one of us. That means one of pessessed by a devil. | had already
suspected that. Which of us is it? They are alingsthemselves that. | alone know....
She sat for some time without moving. Her eyes gwague and filmy. The pencil
straggled drunkenly in her fingers. In shaking Boapitals she wrote:

THE MURDERER’S NAME IS BEATRICE TAYLOR [the woman wese death she
caused]....
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Her eyes closed.
Suddenly, with a start, she awoke. She looked daiMie notebook. [...] “Did write
that? Did 1?1 must be going mad” (Christie 2011, 174-5)

And Then There Were Noigean extreme demonstration of what happens tosedIcircle
of suspects, especially if they are entrapped hagetAs shown by the excerpt in Annex A,
the characters in this novel suffer from a desaaiot madness similar to that of the narrator
of “The Pit and the Pendulum.” One of them triectmvince himself or herself that he/she
can survive, but still obsesses over the disappearaf the revolver. Another one — who
suffers from a mental breakdown — is convinced that is not real and deliriously thinks
about Judgment Day, while having the impressionhttigr head is going to burst from being
subjected to too much anguish. Another characterpcdsively repeats the same injunction to
“keep their head”: while they try to remain ratibrigke the narrator of “The Imp of the
Perverse”) this compulsion highlights that they area delirious state. This descent from
rationality is also highlighted by the characteeturn to an animalistic state: they abandon all
pretence of civilisation and polite behaviour anstéad act either like predators ready to Kill
(like Blore and Lombard) or like preys (like Veargrave, and Armstrong).

This atmosphere reminds one of Poe’s Gothic takeking Christie’s use of closed spaces
and closed circles of suspects a complex one, detkrio be both functional and anxiety-
inducing. Nevertheless, even though Poe was thewdrte connected detective fiction and
spatial enclosure when he created the genre, agwl tbtough Poe and Christie have a lot in
common as regards enclosure — notably their focuthe understanding of the characters’
intérieursand the connection between enclosure and teferwas not her primary source of

inspiration, for it was Sir Arthur Conan Doyle whdhristie wished to emulate.
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1.2. Sherlock Holmes and the popularisation of the detéwe genre

1.2.1. 221B Baker Street: the detective’s refuge from a mstrous world

As mentioned in Part 1.1., Edgar Allan Poe cre#itedoriginal codes for detective fiction
but Sir Arthur Conan Doyle was the one who popa&tithe detective formula, forty years
after the publication of “Rue Morgue.” The Sherlddklmes stories — initiated by Study in
Scarlet(1887) and followed by three other novels and/{sitx short stories — turned a purely
theoretical experiment into a genre of its own.

From a formulaic perspective, Doyle followed Pog@attern almost to the letter: an
eccentric but brilliant detective, a friend-narratehom readers identify with, police officers
who need the detective’s help to solve the enigrha. structure is similar too: the story often
begins with the detective showing off his talerttsleduction on a trivial matter and ends up
with the criminal explaining his actions.

The Sherlock Holmes stories also establish theepatdf the armchair detective as Poe
created it, i.e. a generic model where nothinguigpssed to happen in the story once it has
been exposed, except the detective’s inferenceginand Holmes are both able to solve the
mystery without leaving their apartment if so theyh. Holmes declares so A Study in

Scarlet

“But do you mean to say,” [Watson] said, “that with leaving your room you can
unravel some knot which other men can make notbfpglthough they have seen every
detail for themselves?”

“Quite so. | have a kind of intuition that way. Namd again a case turns up which is a
littte more complex. Then | have to bustle aboud @ee things with my own eyes.”
(Doyle 1981, 24)

By listening to the client, reading the press, cttitsg his archives and using his
Irregulars, Holmes is able to see most, if not@lthe truth. In “The Red-headed League,”
for instance, he has a good understanding of thatgin “from the first” (Doyle 1981, 189)
and needs “bustling about” only to have more infation, while in “A Case of Identity” he
solves the mystery without leaving his lodgingsthwhis only clues being the client’s
testimony and a press article. Holmes’ stay indpartment in times of crisis reveals his
power of reconstitution: he deduces what happeeéard, elsewhere, while remaining in his

armchair (Eisenzweig 1986, 73).
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Christie followed this example to a certain exté&en if her detectives often need toibe
situ in order to solve the crime — Poirot could noténgoelved the murder i@hristmasif he
had not seen the striking resemblance between &irhee, Harry Lee and Sugden — she
wrote her stories with an aspiration to emulate IBlsy Her Autobiographydetails her
creative process while writin§tylesand the importance of the Holmes model is obvious:
Doyle’s stories were a frame of reference for hreaton of Poirot, of Hastings (the Watson-
like friend-narrator) and of the mystery itself (@tie 1977, 241-246). An excerpt froiihe
Clocksemphasises the kinship between Doyle’s storiesCinibtie’s:

“The Adventures of Sherlock Holyig®oirot] murmured lovingly and uttered reverentl
the one word, Maitre!”

“Sherlock Holmes?” | asked.

“Ah, non non, not Sherlock Holmes! It is the author, Sir ArtiDonan Doyle, that |
salute. These tales of Sherlock Holmes are intyefali-fetched, full of fallacies and most
artificially contrived. But the art of the writing ah, that is entirely different. The
pleasure of the language, the creation above #flatfmagnificent character, Dr. Watson.
Ah, that was indeed a triumph.”

He sighed and shook his head and murmured, obyibysh natural association of ideas:
“Ce cherHastings. [...]" (Christie 1976, 119)

This extract is a testimony to Christie’s love oblies’s adventures, and the association
of ideas that connects Watson and Hastings — atheer tongue-in-cheek way, knowing that
Poirot judges his Watsonian companion less thantipely — shows how important an
inspiration Doyle was, regardless of the persoi@nges she brought to the genre. This
passage also carries on a tradition establisheddeyand Doyle, who have their detectives
criticise their literary predecessors: in “Rue Maey Dupin belittles Vidocq's analytical
capacities (Poe 1988, 78) andArStudy in Scarletlolmes disparages both Emile Gaboriau’s
Lecog and Poe’s Dupin (Doyle 1981, 24-5). Thisréry continuity emphasises the necessity
to study Doyle in order to better understand Ciaristhis part will thus study the most
notable elements of Doyle’s use of fictional spaéasDoyle influenced Christie’s writing of
enclosure.

The first space introduced in the Sherlock Holnmtesiess — and also the one that became
most closely associated with Holmes — is Holmes\Wiatkon’s apartment at No. 221B, Baker
Street. On a narrative level, this place providesssurance in that most of the adventures
begin and end there: no matter how dreadful theentircase is, Holmes will come back
home, ready to welcome new clients. Described asmfortable,” “airy,” “cheerfully

furnished” and “illuminated by two broad window®dyle 1981, 20), it is a refuge both for
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the detective and Watson and for the many cliehtd seek Holmes’s help in times of
turmoil.

But the reassurance 221B Baker provides is alsaalits isolation. Cawelti noticed that
Holmes’s apartment is just as secluded and mariedom the rest of the world as Dupin’s
was, thus defining the detective’s apartment ageafspace, pitted against the scurry of the
outside world (Cawelti 1976, 96-97). Where the desis comforting, the outside is chaotic
and threatening. In her essay “Sous le signe dagidues ou I'envers du décor holmésien,”
Hélene Crignon analysed the danger that urban gggcesents in Doyle’s detective stories:
London is a labyrinth as menacing as a jungle. Tiimesat is exemplified by the character of
Professor Moriarty in “The Final Problem” (Crign@@99, 33-4):

He is the Napoleon of crime, Watson. He is the o of half that is evil and of nearly
all that is undetected in this great city. [...] Bles motionless, like a spider in the centre
of its web, but that web has a thousand radiatiand, he knows well every quiver of
each of them. He does little himself. He only plaBat his agents are numerous and
splendidly organized. (Doyle 1981, 471)

Moriarty is the embodiment of everything and evemyocriminal and dangerous in
Holmes’s London. In this fictionalised city, cringeeverywhere: it is a web, an underground
network that relentlessly plans the demise of giadlishmen and Englishwomen and thus
weakens society as a whole. This image of the wetinds one of the description Watson
makes of London in “The Sign of Four” when he mensi “the monster tentacles which the
giant city was throwing out into the country” (Deyl981, 99). The depiction of the city as a
murderous jungle also makes one see the seclusite detective in his lodgings in a rather
pessimistic light: that Holmes feels the need teksa shelter from crime in his own
apartments suggests that the possibility of eréidigarime is very thin.

As Ravenel noticed (Ravenel 1994, 15), this omsgmee of criminality nevertheless
rejoices Holmes, for whom it means plenty of cagesolve: “He loved to lie in the very
centre of five millions of people, with his filamtsnstretching out and running through them,
responsive to every little rumour or suspicion okolved crime” (Doyle 1981, 423). This
quasi-infinity of crimes to solve is underlined Bpyle, who often mentions exciting cases
that his detective has solved without ever writing full adventure. “A Scandal in Bohemia”

thus contains the following references:

| heard some vague account of his doings: of hisnsons to Odessa in the case of the
Trepoff murder, of his clearing up of the singuteagedy of the Atkinson brothers at

Trincomalee, and finally of the mission which hedheccomplished so delicately and

successfully for the reigning family of Holland. e 1981, 161)
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Apart from frustrating the readers, these untolskesareveal that crime lurks not only in the
city, but worldwide, since Holmes’s clientele igamational. Crime is everywhere, without
spatial discrimination. This rather worrying feawf the Holmes stories suggests that crime
is endless — it occurs everywhere and there isyaveacase to solve. The assurance that
Holmes will stop criminals is comforting for readebut short-lived in regard of the ever-
spreading tentacles of crime. This proliferationcases — and thus of crimes — calls into
question the ending of the detective story withardg to the closure it is supposed to bring. In
the prototype developed by Poe, the detective restarder in places dominated by chaos. At
the end of each of Holmes'’s stories, order is iddestored, but the multitude of cases solved
by Holmes suggests that this return to peace anmddrgy is temporary — for it will last until
the next adventure only — and that Holmes’s viemrmight be derisory in a world dominated
by crime. To what extent does the detective restoral order, in these conditions? Is the
ideal of closure and lawfulness promoted by theatete story at all possible?

This depiction of crime as omnipresent and neveliren reminds one of the motto of
Christie’s Miss Jane Marple: “human nature is mtlvlh same everywhere, and, of course,
one has opportunities of observing it at closerigus in a village”(Christie 2016, 83). This
statement illustrates Christie’s stance on the lieatgon of crime. She does believe, like
Doyle, that crime hides everywhere under the sarshwn by her frequent use of foreign
locations: murders occur in Frandehé Murder on the Linksin Egypt Murder on the Nilg
in Irag Murder in Mesopotamig on the Orient Express, in the Caribbe&nGaribbean
Mystery, and some cases have roots in Ameridae(Mystery of the Blue Tragior in Africa
(Third Girl). However, if the Holmes adventures are very url@@nristie’s novels feature
places that are a lot more isolated and ruralhénHolmes canon, the criminal is often (but
not always, as Part 1.2.2. will demonstrate) reactéab be a previously unknown figure that
Holmes tracks down in all London, and that is somes$ foreign: such are the cases of
Jonathan Small iThe Sign of Fouor Jefferson Hope i\ Study in ScarletBy contrast,
Christie’s murders and investigations occur inwmnscribed places — trains, boats, houses —
and in fictional country villages: St. Mary Mead fdiss Marple, Styles St. Mary ityles

This difference might also be due to the very ratoir their writings. Doyle apparently
hesitated between pure detective fiction and adwentan uncertainty all the more
understandable since detective fiction was ratimetefined at the time. In his novels — a
format that presented more freedom than shortestobBdoyle often chose to write a first part
focused on the detection process and a seconddwal§ing on the criminal’s past, which

often involved exotic spaces and elements sucleasures and secret societies. On the other
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hand, Christie wrote domestic whodunits and had thery little need for exotic mysteries —
even though a few of her detective novels involvehssubplots, lik€€at Among the Pigeons
in which the theft of an Oriental diamond is at beart of the murder.

Another difference between Doyle’s writings and i€lie’s is the manner in which the
detective comes to intervene in the mystery. Daykews his inspiration from Poe — more
exactly from “The Purloined Letter” — once againll 8herlock Holmes stories follow the
same pattern: the peacefulness of Holmes’s homisrigpted by a client or by the police who
seek his help — or, occasionally, by a threat a9 e Adventure of the Three Gables,” by
Mycroft Holmes in “The Adventure of the Bruce-Pagion Plans”, or Watson himself is
drawn out of his house by a telegram from Holmes. Herzinger, this intrusion of the
outside world into the safety of the inside is besemplified by Moriarty’s attack on the
apartment at 221B in “The Final Problem” (Herzin862, 115). It is a narrative proof of the

chaos and unbalance of the outside world:

First, the sudden disruption of the quiet and stduretreat is an effective emotional
rhythm. [...] The crime symbolizes not only an atdtion of the law but a disruption of

the normal order of society. It is something extdatary that must be solved in order
to restore the harmonious mood of that charmingesds the blazing fireplace. This

manner of introduction also emphasizes the detaohwfethe detective, his lack of

moral or personal involvement in the crime he ifedaon to investigate. The crime

represents a disorder outside the confines ofdrisgmal existence, which thrusts itself
upon him for resolution. (Cawelti 1976, 83)

If the detective is able to solve the murder, itmainly because he is isolated from and
uninvolved in the affairs of the world. The deteets eccentricity and non-conformism
(Eisenzweig 1986, 128-9) become the quality thatbtss him to solve the crime — quite
paradoxically given that the law enforcer that press social order doemt fit in the social
frame, which in turn makes that preservation ratfisy. Where Moriarty is the spider that
reigns over London’s criminal web, Holmes reads asés the very same web from a
distance — using newspapers and his Irregulars -erder to bring back order. This
eccentricity and similarity with Moriarty, Holmebterary double, also highlights the thin line
between madness and reason that is at the veryn osigthe Dupin stories. It is no
coincidence that Watson notices “what a terriblengral [Holmes] would have made had he

turned his energy and sagacity against the laveaasof exerting them in its defence” (Doyle
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1981, 112f The porous line between detective and criminalrslerlined in Christie’s
Curtain as well, when Poirot murders Norton to preventermimes from being committed.

This detachment makes Holmes the perfect detettieeVictorian society frightened by
the sudden appearance of a working class they thawgninal and badly educated, and by
an increasing divide between social classes (semis€h 1992). Because Holmes is
uninvolved, he can be an intermediary betweenaalias classes — although his connection to
criminal classes makes him unfit for full socialteigration, hence his portrayal as an
eccentric, or, in Watson’s words, as a “Bohemiam’s@oyle 1981, 161). This also marks a
contrast with Christie, who generally portrays tipgper middle class, with a few exceptions
(one of those exceptions being domesticO®iient Expressand a few Lords and Ladies; see
3.1.1).

This is not the only difference between Doyle arndislie as regards the manner in which
the detective is introduced to the mystery. Pasatarely hired by the police or by a client.
Instead, he is often already present when a critnars, as irCurtain or Orient ExpressThis
early presence enables him to see the tragedy luafat to withess everyone’s strange
behaviour. When Poiras hired, his appearance is generally delayed ufigl @#he crime is
committed so that the reader can witness the pgetly drama — see for example
Christma®r Mesopotamia Christie focuses on her characters’ psychologymtake her
mysteries and solutions work, thus distancing Hefsam Doyle who had a more scientific
approach to clues and who did not always featusechiminals in his stories before the
resolution.

Christie’s psychological focus also explains anoti@jor difference between Dupin and
Holmes on the one hand, and Poirot on the otheeravibupin’s and Holmes’ homes are
described, Poirot's apartment is rarely featuréde ABC Murdersdescribes the place,
Whitehaven Mansions, as modern and extremely synoaktit is not intended to be homely,
but to satirise Poirot's love of symmetry. ContramyHolmes, Poirot appears directly in the
crime scene rather than in his own home. This petiyl underlines his status as an outsider
but also makes him, paradoxically, an insider ptivevery important piece of information —
which is useful given that Poirot needs to hear aed in order to deduce the truth. In
Christie’s novels, then, the detective is not #irian outsider: see, for example, Miss Marple

who solves murders that occur in her very hometownis new relationship between

® Sherlock thinks the same of his (even more bnifjidrother Mycroft in “The Greek Interpreter”: “the art of
the detective began and ended in reasoning froarmchair, my brother would be the greatest crimagent
that ever lived” (Doyle 1981, 436).
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detectives and crime scenes gives Christie’s fielioplaces a lot more psychological

importance than Doyle’s, perhaps as an incidemmtasequence of Christie’s possible desire to
account for the changes in British society and son&s to criticise them — the Marple novels

thus allow for a criticism of the isolation of anlited social circle, for example.

In spite of his scientific focus, Holmes’ role aedmator is nevertheless an intrinsically
social one. The intrusion of the chaotic outsidelavanto the safe haven of 221B Baker
Street mirrors the intrusion of crime in a respbklgtdhouse, borough or office: just as crime
enters 221B and reveals a disorder, Holmes erttersrime scene to bring back order. The
detective’s apartment and the crime scene echcanather (Cawelti 1976, 96-7), but their
intricate connection also reveals that, for thet®dians, crime is also, and perhaps above all,
a threat to privacy. If the client soliciting Holsig help penetrates his private sphere, at least
he does so with Holmes’s consent; but such is het dase of the criminals’ victims.
According to L.A. Fillingham, murders in the Holmeanon are all the more scandalous as
“the body, as violated corpse, has left the priva@m for good and is now the subject of
public inquiry, to be put on display”: every aspetthe victim’s life, every room in his house
is submitted to the police’s inquiry and to the lpuigaze (Fillingham 1992, 163). The terror
of exposure also explains why a considerable nurobélolmes’ cases are not murders, but
embarrassing thefts (“The Three Students,” “Thedlldveaty”), blackmailing (“A Scandal in
Bohemia,” “The Adventure of Charles Augustus Mibegr’) or mysteries based on a family
secret (“The Adventure of the Priory School,” “TAdventure of Abbey Grange”). That in
comparison Poirot and Marple mainly investigate aeus reveals that Christie’s fictional
society is more permanently endangered than Doylie’this context, social respectability in
Christie’s novels appears as a flimsy cover of mega social corruption — especially given
that most of Christie’s suspects have somethingtlyoreprehensible to hide.

This important number of family secrets in Doyl@isrk (and in Christie’s too) is proof
that every family has its own discrete private sphtat no one can fully penetrate; or, in
Doyle’s words in “The Adventure of the Blanched @Bet,” “every family has its own inner
knowledge and its own motives, which cannot be meldar to outsiders, however well-
intentioned” (Doyle 1981, 1003). The outside wdildhdamentally cannot understand these
private spheres. But the detective, as mediatastending the boundary between inside and
outside, can, and he will only use his understamdmnrestore the client’s intimacy and the
world’s general order. Holmes’s clients would rathsk for his help than go to the police:
even though Holmes ide factoa voyeur who will scrutinise and unveil every dgeful

aspect of one’s life, he is
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infinitely preferable to the police — while [he] yn&iolate the secrets of the family, at
least [he is] already privy to the secrets of cl&s there is a distinct limit to Holmes’
curiosity; he resists the exposing of private lifethe public that is essential to the
detective story. (Fillingham 1992, 163)

In order to make the client’s inside world and theside world safe again — to “recreate the
outside in the image of the inside” (Herzinger 199P4) — Holmes does not hesitate to keep
the solution to himself (especially as he despmédicity) or to violate the law (as in “The
Adventure of Charles Augustus Milverton”). Watsalldws suit by only writing his stories
down when their implications can no longer causandal: “I may say that the writers of
agonized letters, who beg that the honour of tlfemilies or the reputation of famous
forebears may not be touched, have nothing to f@&oYle 1981, 1095).

This relationship between inside and outside isifbagain in Christie’s novels. Just like
Holmes, Poirot is an outsider, all the more soaisHoreign” This trait of Poirot's is insisted
upon, for instance iMesopotamia

I don’t know what I'd imagined — something rathiéel Sherlock Holmes — long and lean
with a keen, clever face. Of course, | knew he wéareigner, but | hadn’'t expected him
to bequite as foreign as he was, if you know what | meanrigfie 2001b, 125)

As one can see in this extract, Poirot is even nodran outsider than Holmes is. In fact,
Poirot is unafraid to show his un-Englishness @ gbint of ridicule (Makinen 2006, 37-9).
In addition, he presents feminine qualities suclt@wcern over his appearance, vanity, and
obsession towards domestic detaitsd;, 39-40). This unusual taste for traditionally feime
hobbies is also noted Mesopotamiawith a thinly veiled amount of distrust and amusein
on the narrator’s part that makes Poirot sound dienéthere wasn’t anything — no small
scrap of insignificant gossip — in which he wasnterested. Men aren’t usually so gossipy”
(Christie 2001b, 183). Nevertheless, his feminingligjes are necessary to penetrate the
quintessentially feminine domestic sphere. Ind&adjidoff et al. explain that the idea of the
home — and more largely, the domestic spherentnssically connected with femininity:

In literature [...] the wife—mother—house—mistressage often merged with the
physical symbol of the house so that it becamécdiffto visualize the woman as having
a separate identity from hte house ; in a senseébshamethe house. (Davidoff et al.
1995, 52)

To be female or female-coded thus seems a requitefmethe detective: while he must see

the closed circle from a distance that allows hinbé objective, he still must have a deep

" Miss Marple similarly remains at the margins otisty by virtue of her being an old unmarried wombmn
addition, she most often than not chooses to rematiside of the investigation process, usuallyingyon other
people’s accounts to see the truth or even sergtingeone else to seek information on her stead:56 from
Paddingtonfor instance, she hires Lucy Eyelessbarrow tostigate the Craddock household in her stead.
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understanding of the domestic sphere the circldlgwe Similarly, his aim as a detective is
to restore the order of this inside sphere, a onsHiat is traditionally feminine: a woman’s
“special task was the creationaifer in her household”ilfid.) and if the males of the house
were discontented with their domestic sphere anglsoto escape home, then the women of
the house need to “[make] home more attractivemeay better organized, more comfortable,
more sprightly,” {bid., 53), “for the domestic organic community was tipdolder of moral
order in a chaotic external world’ib{d., 52). Although Poirot’'s characterisation differs
largely from Holmes’, their mission is the sameréstore order in troubled households (and
thus uphold a moral order that the terrifying adesworld threatens) thanks to a combination
of critical distance from and yet understandinghef domestic sphere.

In Doyle’s works, the warm sanctuary of 221B Bal&reet is thus pitted against the
monstrous, disorderly outside. The detective’'s aeteent from society allows him to
oscillate between the two worlds, but also to crib&s boundaries separating one’s private
sphere from the public world and to restore orded antimacy. Nevertheless, the
characterization of and the interplay between these spaces also fulfil an atmospheric

purpose and gives both reader and detective auesderstand the mystery at hand.

1.2.2. Space in the Holmes canon: atmospheric function artilitarian function?

Space in Holmes’s adventures possesses a doulgkofumot only does it give the stories
their peculiar atmosphere, but inhabited spaces$uliref signifiers that reveal the truth about
one’s private sphere and that Holmes and the readst interpret.

The most important of these inhabited spaces iaplagtment at 221B Baker Street, whose
primary function is atmospheric. 221B appears asasylum to the reader because of its
extreme intimacy. This mythical location is given atmosphere of its own by means of
multiple signifiers that give away Holmes’s pecttias: “The Musgrave Ritual” thus
mentions the “tobacco in the toe end of a Perslgpes,” “unanswered correspondence
transfixed by a jack-knife into the very centre lo§ wooden mantelpiece,” the chaotic
omnipresence of papers and chemicals and QueearMistinitials engraved in the wall in
the form of a series of bullet holes (Doyle 19886)3While everything related to the web of
criminality outside is neatly recorded in an alpé@ed index (Doyle 1981, 494, 1034), the
rest of the apartment is in a state of chaos #haals Holmes’s personality and makes his
apartment a unique place, rather than a bland, lyn&nectional one. Because this space is
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personal, it becomes intimate and thus homely. énzidger's words, it is “an imaginative
space which is the very image of what he protects [...] security, warmth, friendship,
propriety without rigidity” (Herzinger 1992, 114In short, Holmes’s apartment is a private
sphere where social conventions apply not so ggidl

On the other hand, the outside appears perilousuanglcoming not only because of its
proliferation of criminals, but also because itgisen a dark atmosphere that betrays its
monstrosity. A first layer to this gloomy atmosphés the anonymity of the mass of people
who live in London. For example, ithe Sign of Four

There was, to my mind, something eerie and gheastiikhe endless procession of faces
which flitted across these narrow bars of light—$acks and glad, haggard and merry.
Like all humankind, they flitted from the gloom anthe light and so back into the gloom
once more. (Doyle 1981, 98)

This frightening anonymity is further increased the consequent number of foreigners
living in London, whose presence was frighteningViotorian Englishmen. According to
Héléne Crignon, the urban space in Holmes’s advestis pervaded by an exoticism that is
connected to crime (Crignon 1999, 27-28).The Sign of Fouyrfor example, Thaddeus
Sholto’s house is an extravagant museum of Indigiosities; this atmosphere is described as
“out of place,” while the house itself is locateda “sordid” environment (Doyle 1981, 100).
Similarly, in “The Man with the Twisted Lip,” theptum den at the core of the story is
situated in “a vile alley lurking behind the highharves which line the north side of the
river,” “between a slop-shop and a gin-shop,” amakk like “a black gap like the mouth of a
cave” (Doyle 1981, 230). In Holmes’s London, plagesrvaded with an illicit and/or
immoral, often Oriental, presence are dark, dinaht frightening in order to better show
their rampant criminality.

In the case of “The Man with the Twisted Lip,” taBmosphere is even darker as the plot
unfurls in the East End. As Loic Ravenel noticaarg borough of London is socially coded
in Holmes’s adventures. Even though Holmes’s adwestare confined to a real physical
space (every street Doyle mentions existed in tedbn he knew), its geography is highly
fictionalised. Doyle’s London is a lot more spdtiategregated and disparate than the real
London actually was. Each borough is coded in orereveal a key detail about its
inhabitants (Ravenel 2007, 1): the East is a sphceame, fear and exoticism (Ravenel 1994,
27-28, 30); the South, with its bars and factoiie$he den of the working-clasbi@., 43, 46-
47); the West End and its prestigious architeciar¢ghe world of the upper-class where
scandal is to be avoided at all cabid., 66), etc. Geography in Doyle’s novels thus doas

matter only because it gives an atmosphere tottrg: ©ecause each area has its determined
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(and determinist) function in this fictionalised sh the outside space gives out details that
are necessary to understand the plot and whasisles.

Things go differently in Christie’s world. For onmost of the settings she uses in her
novels are invented. St. Mary Mead, Styles St. M&aldier’s Island are all fictional places
that are easily interchangeable: which village owude the murder is committed in is
irrelevant, for several reasons. The first onenet her fictional places are often isolated to
focus on the closed circle of suspects only. F@& thason, the circle’s surroundings only
matter when they highlight something about its mersbin Styles Styles St. Mary is
important only because its inhabitants whisper goskip about the suspects, whileAnd
Then There Were Noné&oldier's Island has only been chosen for itsfgmérisolation.
Similarly, in Christie’s novels, the danger is moided geographically or by help of physical
indicators; if the atmosphere is unhealthy, ita$ because of the house itself but because of
the people in it, and the setting merely bearsesaif this social issue (see 3.2.1.). This is why
in Curtain, Hastings thinks that during the eventsStyles people were unhappy “because
they felt like prisoners” (Christie 2002a, 47).@Mristie’s novels, the inside — its geography,
its atmosphere — matters more than their geograpsicroundings.

However, geography is not the only element in Dsylietionalised settings that has both
an atmospheric and a utilitarian function. Climaaed its impact on the spaces Holmes
investigate, plays a fundamental role. The weadhermost notably the fog (both analysed in
detail in Ravenel 2007) give the story a very s$erisone:

Look out this window, Watson. See how the figumsnt up, are dimly seen, and then
blend once more into the cloud-bank. The thiefha murderer could roam London on
such a day as the tiger does the jungle, unsedrherpounces, and then evident only to
his victim. (Doyle 1981, 913)

Yet climate also provides clues for Holmes. In “TBescombe Valley Mystery,” for
example, Holmes is able to deduce the identityhefdriminal thanks to footprints left on a
muddy ground; similarly, iPA Study in Scarletthe lack of rain is determinant to analyse
prints left by a cab and to deduce when it camewainal it carried. This double function of
climate also appears in Christie’s novelsQnent Expressthe passengers are stranded by
the snow, which both gives the story a confined osfphere and provides clues to the
detective (as the climate makes it impossible fa murderer to have come in or out the
wagon); inAnd Then There Were Nqgrthe storm isolates the characters on the istardi
gives the story a sinister atmosphere. In this hdke geographical and social isolation of the

characters is as factual and utilitarian — fos,jtim and of itself, a necessity for the story 4tas
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has a psychological toll on the characters: Annexléarly shows the mental damage
(paranoia, terror and mental breakdown) causedptete isolation with a murderer.

Open spaces are not the only ones that have aalfturigtion in Doyle’s — and Christie’s —
stories. Closed, isolated spaces are just as iamoespecially given that Doyle develops and
elaborates the notion of crime among the familglei(Cawelti 1976, 99) — something that
was a huge inspiration to Christie later on. Thisvhere Holmes’s ability to quell the threats
to the private sphere is most useful. One canedd®tice that a consequent number of
Holmes’s adventures takes place in a closed, daenastieu: The Valley of Fear“The
Boscombe Valley Mystery,” “The Adventure of the @ep Beeches,” “The Reigate Puzzle,”
“The Adventure of the Abbey Grange,” “The Adventafethe Devil's Foot, “The Adventure
of the Speckled Band” and several others are stafes. These stories all present Holmes
and the reader with a family-focused plot, be & tincovering of a family secret or a crime
committed within the family circle. Not only dodset plot generally remain confined in the
family house and its immediate surroundings, butarely strays outside of the restricted
circle of family members — and this enclosure iemimaterialised in the text by the house’s
completely closed gates (Ravenel 1994, 210).

These domestic spaces are all the more enclosdtiegsare usually located in the
countryside and are isolated from other habitati@sthe one hand, this complete enclosure
means that the criminal cannot have come from thside, and that the culprit is necessarily
inside the circle of characters Holmes and theeeatteady know about. On the other hand,
it forces the writer to limit his family circles:ne to three suspects, one to three victims.
These constraints are deliberately built to fit ghert story format that requires being to the
point: there must be no unnecessary characterreneader must not be distracted or lost by
too many suspects at once. This construction i®type for Christie’s future closed circle
of suspects, which presents the same characteristidthe same reasons. Her choice of the
novel format allowed for more suspects, more clard more twists and turns, but the
strategy is the same as Doyle’s: limiting the saspéo a number both the reader and the
detective could reasonably deal with.

That these domestic milieus are located in the wgus relevant both to Doyle’s pattern of
isolation and to his influence on Christie. Paradatky, the openness of space in the
countryside makes it confining due to the scaroitynhabitants, meaning that even an open
space can be “closed” if no social interactionasgible. The drawbacks of such closed social

circles in a space otherwise seen as idyllic adedimed in “The Copper Beeches”:

34



“[...] You look at these scattered houses, andgmuimpressed by their beauty. | look at
them, and the only thought which comes to me isddirfg of their isolation and of the
impunity with which crime may be committed there.][The pressure of public opinion
can do in the town what the law cannot accomplish.But look at these lonely houses,
each in its own fields, filled for the most partthvpoor ignorant folk who know little of
the law. Think of the deeds of hellish cruelty, thdden wickedness which may go on,
year in, year out, in such places, and none therwi€Doyle 1981, 323)

Just as in Christie’s novels, human nature anddfscts are best seen in a village. For Doyle,
isolation and individualism present a danger: tligaone is away from civilisation, the more
their evil deeds go unseen — and the more theytfesl can get away with it. While the
country is idealised in the novels, it is just asnmally populated as London. This opinion
fits with Christie’s statement that human naturthes same everywhere and with her tendency
to have murders occur in country houses or othenigslated places. This similarity also
highlights the different statuses of the countrgssgpace in Doyle’s and Christie’s respective
works: while Holmes rarely goes into the countrgsahd when he does it is usually after he
met some upper class client who needs his helgsirohher country estate, in Christie’s
works many investigations take place in the cowsidig/ exclusively. This difference might
highlight a possible divergence in Christie’s navas regards isolation and individuali$m.

Even though these spaces are originally creatgdstdy a small set of characters and a
self-contained action, their physicality is alsd jiio good use in Holmes’ stories. They have
an atmospheric function: in “The Copper Beeches; eikample, the house is “a large square
block of a house, white washed, but all stained stnelaked with damp and bad weather”
(Doyle 1981, 324). But besides setting a sinisteodnto the story, enclosed spaces are
necessary components of the mystery. This partitples best illustrated by the fact that
several short stories feature detailed plans abwsé (“The Adventure of the Golden Pince-
Nez”), a room (“The Naval Treaty”), or a villageTfie Adventure of the Priory School”), or
an extensive description of a place’s topograply street in “The Red-headed League,” a
property in “The Musgrave Ritual.” In each of thesteries, the geographical study of space is
instrumental in solving the mystery at hand, inaywhat reminds one of the importance of
maps and plans in Christie’s novels — one of thigseapital to the resolution i@rient
Expressfor instance.

More widely, this attention to geography and topipy illustrates that one of Holmes’s
main talents is his capacity to read and analyisebited spaces, for “[w]hat is a blank wall to

others is covered with signifiers to Holmes” (Fijham 1992, 161). 1A Study in Scarlethe

8 This question will be later explored in Part litbfs mémoire
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immediately analyses the house and then the croeaes and comes up with a physical
description of the murderer:

I had this fellow’s stride both on the clay outsied on the dust within. Then | had a
way of checking my calculation. When a man writesaowall, his instinct leads him to

write about the level of his own eyes. Now thattiwg was just over six feet from the

ground. It was child’s play. [...] The writing on theall was done with a man’s

forefinger dipped in blood. My glass allowed meotuserve that the plaster was slightly
scratched in doing it, which would not have beem ¢hase if the man’s nail had been
trimmed. (Doyle 1981, 33)

This talent reminds us of Poirot, who reads roowit titerally, as he interprets clues, and
figuratively, as he interprets the inhabitants’ &abur. Holmes’s talent is more scientific
than sociological in nature, however, even thoughunderstanding of the atmosphere of a
room or a house is episodically of importance,éoample inThe Valley of Fear‘l shall sit
in that room and see if its atmosphere brings mapitation. I'm a believer in the genius loci”
(Doyle 1981, 803). Given the importance of houseospheres — be it psychological or
architectural atmosphere — in their works, Doyld @fristie were believers in the genius loci
as well.

Holmes'’s talent for reading rooms once again praagstal inThe Sign of Foyr“The
Adventure of the Three Students” or “The Devil'soEd but also in “The Adventure of the
Speckled Band,” Doyle’s retelling of Poe’s “Rue Muoe.” Like Poe, the study of the
disposition of the rooms is enough for Holmes taut® how the murderer, an animal,
operated, with a few differences — the animal isnake and it obeyed a human master.
Nevertheless, Doyle’s story poses the same paradoRoe: by stating that the room was
completely locked, the mystery can be solved only uitimately revealing a secret
passageway. But the story cannot betray the limitsposed itself when saying that no
human could have entered the room, and in the emgkeds a non-human force to be
responsible. The complete enclosing of a room arsbas thus impossible, no matter how
hard Poe, Doyle, or Christie try in their storigssenzweig 1986, 57-8).

In the end, this comparison between Doyle and Géralows us to pinpoint what Christie
adopted and what she changed in the model Doyl®sdetective fiction. The omnipresence
of criminality, the importance of intimacy, the detive’s status as mediator between inside
and outside, the double function of space as athewgpand utilitarian and the importance of
geography in a mystery are elements that Chrisligpteed from Doyle’s work and adapted in
her own representation of closed spaces. Christisés of space nevertheless differs from

Doyle’s: the detective’s apartment does not sesva aegative mirror image for and intimate
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refuge from the criminal world; the detective im@gs himself or herself in the suspects’
private sphere, thus making that sphere more p$ygitally focused; realism is not so
perceptible as in Doyle; and countryside spacehns@ie is not so much opposed to urban
space as it constitutes one of the predomitaalesof her stories — which, in turn, leads to
wonder about the problematic of isolation in Cleistworks. The limits of enclosed literary
spaces, as exemplified by Poe and Doyle, wereaatsmcern for Christie — limits that Gaston

Leroux, and then John Dickson Carr, tried to cimgjeeand overcome.
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1.3. Le Mystére de la chambre jaurend Le Parfum de la dame en ndir Gaston
Leroux’s influence

1.3.1. The beginnings of the closed circle of suspects

Le Mystére de la chambre jaungublished in 1908,was a crucial influence on Agatha
Christie when she began writing detective storiscording to herAutobiography the
reading ofChambre jaune- which she called “one of the best” because aiéat little clue
cleverly slipped in” — sparked her desire to wdetective novels (Christie 1977, 198).Tihe
Clocks Poirot — who did not hesitate to criticise Holmelsuds the novel as well:

“That — ah, that is really a classic! | approveitofrom start to finish. Such a logical
approach! [...] All through there is truth, conahlwith a careful and cunning use of
words. Everything should be clear at that supremenemt when the men meet at the
angle of three corridors. [...] Definitely a magiece [...].” (Christie 1976, 116-7)

Christie adopted a similar structure in her novelgosing logic and disseminating clues
throughout the whole text and often concealing thgmaid of a “cunning use of words.” The
similarities betweerChambre jauneand Christmasabound as well: in both cases the plot
focuses on a locked-room murder (or aggression)ha actually committed by a policeman
before the room was sealed, and both stories presentrdhders with disguises, false
identities, an abundance of blood in the sealedhr@®cret parentages and secret or reproved
unions.

There is thus no doubt that Leroux tremendoushuarfced Christie and her writings.
Nevertheless, as | will argue in this part, hiduahce extended further than matters of plot
structure and dissimulation of clues, for one dad the beginnings of Christie’s signature
closed circle of suspects in his novéls.

Chambre jauneand Parfum present a pattern of physical enclosure that peated time
and again. Mathilde Stangerson is in her completkdged room during her aggression, the
murderer is completely surrounded by Mathilde’st@ctors and trapped by the architectural
construction of the house during the episodes®fdgalerie inexplicable” and of the “bout de

° In this part, | have chosen to refer to the Freeditions of_e Mystére de la chambre jautiEhe Mystery of the
Yellow Roonin English) and_e Parfum de la dame en n¢ifhe Perfume of the Lady in Blgdk order to make
apparent all the nuances of Leroux’s writing thaghmh otherwise be lost in translation. It is alsorth noting
that Agatha Christie mastered the French languages-thus possible that she read Leroux’s noirelrench.

19 \Whether or not Christie redearfumis up for debate. While this novel presents sigksimilarities with her
closed circle pattern — and while the plots Rdrfum and Mesopotamiaare almost identical —, she never
mentioned her reading it. On the other hand, omaaaexclude the possibility that she read it (sisbe had
liked Chambre jaungit is only logical that she read the follow-upd® but disliked it. At any rate, the
undeniable resemblance betweearfum and her novels suggests tHarfum was a decisive (even though
perhaps unconscious) inspiration.
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cour” — that court being “un carré entouré de fesstade hautes grilles” (Leroux 2013, 239) —
and inParfum the castle is carefully guarded from any extemtdrvention. This pattern of
closure is not limited to the most extraordinarysedes of the novels, however: @hambre
jaung the castle is guarded by the police at all tinges] the plot also features precious
documents stolen from a locked safe. This architattenclosure, comprising wide spaces
(the two castles), small spaces (the safe) andyéweg in between (rooms and corridors
alike) creates a sense of claustrophobia that gessthe novels.

This insistence on hermetically sealed space ithduremphasised by the extremely
detailed maps Leroux regularly included in his nevBoth novels contain two to three maps
each (Leroux 2013, 52, 140; Leroux 2011, 69, 78) H3 well as several pages detailing the
exact topography of each place (Leroux 2013, 14tplix 2011, 69-73). This emphasis on
mapping is similar to Christie’s, who often usedpsas well in order to make the setting
clearer to her readers (see for exan@teent Expressor Style$ but also to hide subtle clues:
just as the identity of the murderer should haveobee clear in the gallery, as Poirot points it
out, the location of each suspectOnient Expresgor, to mention another novel, Death in
the Clouds)s a clue that completes the detective’s investgaThis is part of the “reading
contract” between the detective fiction writer ahe reader: the novel must provide all the
clues the detective has access to in order to gteahe reader has a fair chance of solving
the case (see 1.4.1. for more details about tles kddifying the genre as regards to the use of
space).

Nevertheless, this geographical interest also teveéew differences between Leroux and
Christie. The descriptions of Christie’s fictioralaces are a lot less verbose than Leroux’s
and her topography and maps are much simpler. kewanted to highlight the apparent
impossibility of the murderer's appearances andppsarances and to create a sense of
suspense that gave his stories a rather sensadiostabak: this is particularly true for the
“impossible gallery,” an action-heavy episode tleted several chaptersOn the other
hand, Christie’s novels tend to feature Ipssipeteiaand more investigative content such as
interviews and testimonies, meaning that her maquk tapographical descriptions worked
essentially as clues — in other words, their primarpose was not to make the mystery seem
impossible, as Leroux wanted, but to give the redige tools to work out the solution. This
ties in with the major distinction between LerouxdaChristie: even though Christie was

tremendously inspired by Leroux’s use of spaceearaosure, her novels focus on logic and

' One remembers th@hambre jauneriginally was a serialised publication — henceried for suspense.
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detection only, while Leroux’s novels have a stromgodramatic component.

This also raises the issue of realism in the corpu®oyle’s stories, Holmes’s London
roughly corresponded to the reality of the actuahdon’s geography, with a few alterations
motivated by a desire to make the social divisiang challenges of the time clearer. Leroux
similarly grounds the Chateau du Glandier and tbe &Hercule in a realistic France and
gives plenty of details about their exact locatide. also invents an extremely precise history
for both these fictional places (Leroux 2013, 36-U6roux 2011, 67-9). This omnipresent
grounding of fictional spaces in a realistic backgrd goes along witlChambre Jaurie
documentary nature (for the novel features sewdfigial reports), in an attempt to make this
adventure less “romanesque” (Eisenzweig 1986, 157).

On the other hand, it must be noticed that in spitéhis apparent realism, Leroux’s
settings and accompanying histories are fictiofiiis peculiarity gives the story a hybrid
relationship to reality: while the settings (ancets) are invented, the writer makes them fit
with reality as if they were not. This paradoxidaature of Leroux’s story is probably an
answer to a dual exigency of the genre: on thehamel, the story must possess a context the
readers can recognize and understand the codbestadn the other hand, the setting needs be
flexible enough for the writer to invent his owmist and tricks, which would not necessarily
work in an existing place — provided that the wnitere able to find a place corresponding to
his intentions, which is not a given: the mystefyh@ yellow room, of the gallery and of the
“bout de cour” only work because Leroux created addpted his fictional geography to fit
the plot.

In comparison, Christie seems to go back in somg twathe method of Poe, whose
depiction of Paris is largely fictional — emphaisigout on the story’s main setting instead of
the background, which is less detailed. As a camsecg, the comparison between Christie
and Leroux makes apparent a rather striking paradbxistie’s settings seem rather detached
from reality and history, with a few exceptionser instance Stylesand Taken at the Flood
mention the World Wars, and the novels situatedhi Orient feature actual places (see
Orient Expressor Murder on the Nilg On the other hand, while Leroux’s novels reliistju
realism, for his plots are very melodramatic angblansible (see for instance the fact that
Rouletabille is actually related to both victim aadlprit, the revelation that the culprit is
actually a world-renowned criminal, or the switdiof identities inParfum), his attention to
historical detail and geographical precision make&s novels seem more true to life than
Christie’s. Her novels feature not only inventedi$®s but also fictional villages; her fictional

places are rarely given a historical background anel barely described in detail; in
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comparison, Leroux’s precision gives his novels @enrealistic atmosphere in spite of the
improbability of their plots.

The extreme precision of Leroux’s enclosed spatss laghlights that spatial enclosure
means social enclosure as well, for the number hafracters physically present in the
enclosed space is necessary limited. In other wadfrdsplace is hermetically sealed, no one
can come in and as a consequence, only the peopteairted inside can be responsible for
what occurs within the walls of the sealed spachis Tprinciple applies to Mathilde
Stangerson’s aggression in the yellow room: sirc®me could have come inside to try and
murder her, then only Mathilde can be responsitielfe shots fired inside the room. When it
Is not one but several characters that are entdajpa closed space, however, a community
of suspects is formed to which the culprit mustessarily belong. This is what happens in
the gallery or in the “bout de cour:” both mystergre explained by the fact that the culprit
was never outside, butside the circle of people gathered in the closed spand,that he
never disappeared. In Rouletabille’s word@uand nous étions 1a, dans le carré de bout de
cour, I'assassin s’y trouvait encore avec noifséroux 2013, 241; emphasis not mine).

Rouletabille himself uses the image of the cirderdfer to all people, clues and events
pertaining to the mystery, entrapping them alli;rhind to study them just as the novel itself
entraps them in a locked space to facilitate threstigation. Rouletabille’s declarations about
his mental circle echo Poirot’s and highlight th#uence Leroux had on Christie:

“[...] jai tracé un cercle dans lequel jai enfeg le probléme, et autour du cercle jai
déposé mentalement ces lettres flamboyantes :sgiil’assassin ne peut étre en dehors
du cerclejl est dedans |...] »” (Leroux 2013, 249)

“[...] There is in this crime such a restrictedctgr that it cannot possibly take long to
arrive at the truth. [...]” (Christie 2001a, 261)

“[...] The only thing that [Mr Hardman’s] evidend@ show was that no orie any other
part of the train could possibly have murdered Ratt It drew a clear circle round the
Stamboul-Calais carriage. [...]" (Christie 2001843

This image of the circle also emphasises anotheemmblance between Rouletabille and
Poirot, this time in terms of methods. In this @ags Rouletabille, like Poirot, and as opposed
to Larsan and Holmes, focuses on mental reasonmghort, an understanding of the
situation, of people’s comings and goings and oopfes states of mind) and warns that
physical clues can be misleading. In Leroux’s newa in Christie’s, a psychological reading
of people is just as important as a physical repdh the room where the crime was
committed. This is exemplified by the fact that tiwerect understanding of what happened in
the yellow room depends not only on physical mékisalso on their combined analysis with
Mathilde’s behaviour (see also Goulet 2005). Thigpkasis on psychological reading is a
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return to Dupin’s method of analysing the Minissestate of mind, which also highlights that
by reading one’s state of mind, the detective idiestwith him or her. Beyond the fact that
this is on par with the detective’s capacity toeer@nd understand one’s private sphere, this is
particularly relevant plot-wise irChambre jaune the identification between Mathilde
Stangerson and Rouletabille is significant, folythee mother and son.

Leroux and Christie and their closed circle of esppattern thus put an emphasis on
people and their behaviour, which also insistshengsychological toll the closed circle ploy
has on the entrapped characters. The image ofrttie is pertinent because it implies that all
characters inside this circle arquallysuspect. The reader is invited to consider altattars
as being the potential murderer, but another careesg is that characters become just as
suspicious as the reader. @hambre jaungeveryone starts suspecting and distrusting each
other, which divides them and prevent their saféli: chacun se défie de tous... la fille se
défie du pere... et la fiancée se défie du fiancé Lérqux 2013, 213). As in Christie’s
novels, this general suspicion is furthered exaterbby the many secrets innocent characters
keep from each other: Mme Mathieu and the guarck leav affair, Pere Jacques helps out
Mme Mathieu, the Berniers poach... All those seceeld other mysteries and other suspects
to an already complicated case and make it loolernomplex than it already is.

This atmosphere of suspicion is made even worsParfium in which all characters
suspect each other of being Larsan in disguisenctai is notably confronted with the
impossibility to say whether he is facing Darzad_arsan, and Mathilde is unsure which of
the two men she married, leading her to become ni&iks generalised suspicion is
exemplified by one passage in particular:

Un malaise indéfinissable se glissait dans mesegeidaurais voulu fuir, et il me parut
gue si je me levais, je n'aurais point la forcerde contenir... Le silence que nous
continuions a garder contribuait a augmenter agoiable état d’hypnose... [...] Tout a
coup, je tournai la téte et je regardai derriéré Mitors, je compris, a ce geste instinctif,
que j'étais la proie d'un phénomene tout natureluelQu’'un me regardait,... deux yeux
étaient fixés sur moipesaientsur moi. Je ne vis point ces yeux et je ne sus de

venait ce regard,... mais il était 1a,... je le sentaist c’était son regard a lui. Et

cependant, il n'y avait personne derriere moi,..ardroite, ni a gauche, ni en face,...
personne autour de moi que les gens qui étaieigt assette table, immobiles derriére
leurs binocles noirs... Alors,... alors, jeus la dedie que les yeux de Larsan me

derriere lesquelles se cachait Larsan !... (Leroux12@31-2)
This excerpt shows the similarities with Christieightmare of doubt and distrust (Combes
1989, 72-3). The terror that the narrator feelsnupalising that the murderer is one of them

Is almost supernatural: Larsan’s eyes on him arglasi to the evil eye, an omnipresent yet
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invisible harbinger of doom. This scene frétarfum evidently made a great impression on
Christie, for this very specific imagery recursaih of Christie’s closed circles in one way or
another, for instance iMesopotamia

It wasn't somehow a very comfortable sort of mgal] Lately our meals had been
hushed and subdued, but for all that there had bderling of comradeship. There had
been sympathy with Dr Leidner in his grief and Bote feeling of being all in the same
boat amongst the others.

But tonight | was reminded of my first meal thereshen Mrs Mercado had watched me
and there had been that curious feeling as thoogiething might snap any minute. [...]
Tonight it was particularly strong. Everyone wasemyge — jumpy — on tenterhooks. If
anyone had dropped something I'm sure somebody dvbalve screamed. (Christie
2001b, 273-4)

| felt that the murderer was in the room. Sitting with-ustening.One of us.. (ibid.,
139)

These extracts, remarkably similar to Gaston Lesodrscription of the group’s suspicions,
show the potential Christie perceived in Lerouxtwels and what features of his novels she
selected and amplified in order to create her dosiecle formula. This imagery of the
suspects sitting around a table reveals the teansesahere within the group that leads to the
complete disintegration of camaraderie and soaalds. That this epitome of paranoia is
most often associated with the act of sharing al isdalling: this type of scene represents a
subverted ideal odquality, because all the characters are gathered insteamhducting their
own business and they asbaring a table, which implies a lack of social hierarahythe
group. In this case, this equality, far from being idémcomes disturbing, as emphasised by
the fact that all this equal potential achievet®imake each character cast suspicious sideway
glances inall directions, in Leroux’s novel as in Christie’s éal circles. Indeed, in both
cases, the characters go insane with the certtiatythe murderer is “one of us” and the
impossibility to pinpoint who the culprit is — atide fear that he or she will strike again and
kill them. This is apparent in the extract frdfonepresented in Annex A. Like Leroux, this
excerpt emphasises the relationship between wachima paranoia, for all the characters
keep a close watch on each other. Not only aredhaeyn the lookout, observing the others to
ensure that the murderer does not take actionabut Leroux’s novel, each of them is aware
that the murderer is watching them in return arzhping his or her next move. The repetition

121n addition, the table the characters sit aroung wexy well be imagined as a metaphorical Roundl& alb

sorts — an apt comparison if one takes into accBusin Rowland’s analysis that detective fictiom loa read as
a retelling of the Arthurian myth in which the hdtoned detective looks for the Grail, i.e. thethrun order to
heal an ailing social order (Rowland 2010, 48)this case, the ‘Round Table’ — a metaphor for theed circle

— becomes a twisted version of equality: the chiaracare indeed equals, but only becaaitef them look
equally guilty, without exception.
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of “one of us” in italics underlines the terror assited with the certainty that the murderer is
with them: the emphasis on this expression makekedr that this revelation haunts them.
Their paranoia leads them to a state of constaminahnd to suspect everyone: one of them
thus feverishly imagines that Dr. Armstrong is &ttfa madman escaped from a psychiatric
hospital, even though no element points to thakelyl scenario.

In Leroux’s novels, the nightmarish psychosis igragated by two factors. The first one is
Larsan’s uncanny talent to impersonate anyone lsbasi His identities are multiple: he is
Jean Roussel, Ballmeyer and Frédéric Larsan, hee&®ere Jacques and Darzac. He can take
anyone’s place, he can accuse anyone he wantdjeaflderally) hides his true face in the
shadows. While this reversibility of identity isetink used by Leroux between the detective
genre and the melodrama (especially given thattitrit is revealed to be an extraordinary
bandit), this peculiar talent of Larsan’s actuabhoes a more haunting question: do we really
know the people we love? In a closed circle sttrg,murderer is “one of us,” but there is no
tell-tale sign that reveals which individual is lgui Larsan’s numerous disguises illustrate
that in a detective novel, the guilty party is hulangerous individual wearing the mask of a
civilised, normal person — like Norton who dissiatels his sadistic nature under a mask of
shyness irCurtain. The murderer is duplicitousyfi personnage qui est dewxest-a-dire qui
est, outreson personnage, le personnage de [lassasgireroux 2013, 250). The
multiplication of Doppelgangers in Leroux’s novelsrrors the false identities assumed by
Christie’s murderers — whether these are actuasefaldentities or a metaphorical
representation of two-facedness, like Evelyn How#rd loving companion and murderer, in
Styles Nevertheless, this problem also extends to tee okthe circle of suspects: even if
they are not murderers suspects often hide songgth@nit their actual identity (see Pilar and
Stephen inChristmas for instance) or an incriminating secret — instbase, secrets range
from harmless actions (Ralph Patton fréime Murder of Roger Ackroyid secretly married)
or personal problems (Freddie Rice fréteril at End Housds a drug addict) to criminal
activities (Valerie Hobhouse idickory Dickory Docksmuggles drugs, Tim Allerton iDeath
on the Nileis a thief, Theresa Arundell iBumb Witnessntended to poison her brother).
Because criminal motives can potentially be shdrgdll the characters, suspects are only
minimally different from the actual murderer. Nonlp does that worsen the characters’
psychosis, but, similar to the profusion of cagesdlve in Sherlock Holmes’s adventures, it
also highlights that the genre is based anesely temporaryeestablishment of order — and
that, in spite of the detective’'s arrest of murdgereociety is still threatened by ordinary

criminals and ill-intentioned people.
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The second factor is the atmosphere of the housen(this case, castle) that mirrors the
characters’ feelings of horror. The house is dbsdrias looking like “un tombeau, un vaste
mausolée au fond d’'une forét abandonnée” (Lerowd2B81). The weather goes accordingly:
“de la boue sur la terre, de la suie au cidid;), “vent froid et pluie ; ténebres opaques,
silence” (bid., 146). The episode of the gallery is similarlykstg for the way it emphasises
the omnipresence of darkness. This Gothic atmosgleeinforced by the screaming of a cat
nicknamed “la Béte du Bon Dieu,” the appearanca ghantom-like figure (actually Mme
Mathieu going to see her lover), and the grotesfyightening silhouette of the murderer: “un
dos monstrueux, courbéib{d., 153). If this sinister atmosphere highlights tferacters’
feelings and the omnipresence of an ominous, @aming threat, it also calls attention to the
importance of th@enius loci the atmosphere is capital to understand the stspates of
mind. Similar to Christie, Rouletabille needs beimgituto understand the case.

This necessity for the detective toibesitualso lays emphasis on the fact that even though
the murderer is incredibly dangerous because heside (“Je le redoute moins dehors que
dedans !” Leroux 2011, 113), the enclosure meaatsttie murderer is just as entrapped as the
other characters — and thus, the detective carhwiakentify and catch him or her. Such is the
aim of the precautions taken during the gallerysege and during the lockdown of the Fort
d’'Hercule. In Christie’s novels, it is also the sea why Poirot takes the opportunity of
investigating the murder ofrient Expressright away. This makes the feeling of
claustrophobia created by the accumulation of dospaces more ambivalent, for
containment becomes as much a comfort — guaragteie suspects’ safety — as a
discomfort.

In Leroux’s novels, however, the entrapment othHracters inside the castle is even more
striking as the castle is isolated, and the catrlointhe murderer is complicated by the fact
that he seems to forcefully penetrate and leavectstle when he pleases. This extreme
entrapment thuseemsto be inefficient in the end, which brings to ligthe patterns of

isolation and intrusion at stake in Leroux’s andi§ife’s novels.
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1.3.2. The dynamics of isolation and intrusion

In Chambre jauneand Parfum the precautions taken to prevent Larsan fromregfehe
castles and attacking Mathilde (precautions thatrevealed to be of no use, for he is already
inside) result in the complete isolation of theseld circle of suspects. But that complete
isolation from the exterior was allowed and faat®d by the fact that both castles were
already geographically cut off from the world befdlhe aggressions began.

Chambre jaunenentions the Stangersons’ topographical seclusion:

Un autre vieux chateau, dans les environs, [...} é@alement abandonné, de telle sorte
que le pays était & peu prés inhabité. [...]JQuelquassonnettes au bord de la route
[étaient] & peu pres tout ce qui rappelait la iSation dans cet endroit délaissé
[...]. (Leroux 2013, 38)

This complete isolation from the civilised world agso highlighted by the wild, unkempt
appearance of the Glandier: “Cette terre [...] tavaconquis, grace a la négligence ou a
'abandon des propriétaires, l'aspect sauvage doawre primitive [...]” (bid., 37).
Similarly, the Fort d’'Hercule iParfumis a fortified castle built on an island.

As mentioned in Part 2.1., this isolation from ksation enables the writer to have a
restricted number of suspects and to allow botkheeaand detectives to find the solution:
only the people who inhabit the place and theiulagvisitors can technically be guilty. But
as was noted about Sherlock Holmes’s world, a geryally limited place seems to be more
dangerous than any bustling city.Parfum for instance, Mathilde begs Darzac not to isolate
them but to enter a room (in this case, a wagoa) ithalready full of people (Leroux 2011,
56). In Leroux’s novels just as in Doyle’s, a lagksocial interaction and of civilisation is
dangerous, for the constant presence and watcHirggher people foreign to the family
sphere seems to prevent the murderer from takitignae in other words, the smaller the
community, the greater the possibility of crime.

This is yet another similarity between Leroux artti§tie, for the latter often situates her
fictional murders in places that are entirely cfitfoom the outside world. The variants are
numerous but in each case the setting is geog@phsegregated from common society,
causing characters to have little to no socialradion with the outside world. This retired
life is intriguing: even though isolation is praeti in terms of plotting, it still needs to be
justified in the text, and one could think that qete seclusion from the world is not the
author’s only solution to reduce the numbers opeuts. Its use is even more surprising that
it is anti-realistic, especially when it is repehfeom novel to novel: that every single one of

Leroux’s and Christie’s milieus be isolated is tmg of a coincidence in novels that aim to
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mimic reality. Why then this emphasis on social geographical isolation?

The similarities between Leroux’s and Christie’sogeaphically and socially isolated
places do not end there, however. @Ghambre jaungthis retired life is chosen by the
Professor and his daughter. Even though they eheard famous, and thus belong to a very
worldly sphere, they choose isolation over civiiiga: “Ce parfait délaissement avait été la
raison déterminante du choix de M. Stangerson esaldille” (Leroux 2013, 38). For
Eisenzweig, this eccentricity is a sign of an egomoisolation that announces Christie’s later
“archetypal universe.” Eisenzweig sees in Leroy&sd Christie’s) choice of topographical
isolation a rejection of the social and economliteg of the time. The microcosms at the
centre of the novels are privileged, although, gaxéally, their cosy environment is
intended to make questions of money less appakaserizweig 1986, 206-7). As Dubois
notices, the Stangersons’ universe is very Proksi-for they belong to the upper class, a
“class made for leisure” that structures its woinda very aristocratic manner: the rich
landlords, heirs and professors on the one harditlanloyal servants on the other (Dubois
1992, 165-6). This socio-economic division of cleéees is similar to what we find in
Christie’s novels, whose characters are hardly sgerants or members of the working class
(with the exception ofDrient Express From a purely technical point of view, part bkt
reason for this choice lies in the logic of the gewhich tries to reduce the novel to a purely
deductive game impervious to outer influences tike social constructs. Nevertheless, this
reason applies more to Christie than to Leroux didonot write a purely detective story, for
he injected an important melodramatic streak irstusies; it also does not quite explain why
Christie chose this specific pattern times andragaih little to no alterations, in spite of the
variety of options. Why then this need to reje@ dtonomic and social reality of the period
and to focus on the upper class from the counteysiBhould one see there an idealisation of
the countryside, or a reading and commentary aresssf class?

The boundary separating the private sphere fronotitgide world, and highlighted in Part
1.2, is thus even more pronounced when that prisptere lives a retired existence away
from civilisation — from a geographical but alssacial point of view. But this isolation, no
matter how extreme, is not a protection againstrése of the world: the murderer always
finds his way inside, thus intruding in one’s ptaphere.

As seen in Part 1.2.2., the locked-room ploy ismehtly a proof that no space can be

hermetically sealed: the mystery is impossible igeg because someonmust have

13 See Chapter Two.
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necessarily penetrated the sealed space, and therawas to find a trick to justify the
murderer’s impossible trespassing. @mambre jaungthe ruse is that the aggression was
committed before the room was locked and that himésswere fired by Mathilde herself; the
apparent impossibility of the gallery and the “bdetcour” are explained by the fact that the
culprit was already inside; irarfum no one can spot the intruder because Larsasgsidied

as Darzac. In all those cases, protective wallgdgprevent Larsan from sneaking in. Either
Larsan manages to get in and out of the house la{asi is the case when he first attacks
Mathilde) or he integrates the Stangersons’ privaibere and becomes an unsuspected
familiar of the house. This peculiarity points teetlogical quandary of the genre: although
there has been an intrusion, it is not perceiveduat because the intruder is already there
when the story begins.

In Christie’s works, the murderer similarly managesintegrate the victim’s private
sphere. IChristmas Sugden does not belong to the Lee farmpdy se and neither do Alfred
Inglethorpe and Evelyn irBtyles— the former is Emily Inglethorpe’s new, ill-adied
husband, the latter is a servant. WargravéAmd Then There Were Normad Norton in
Curtain integrate a community that did not exist beforeirthintervention so that their
intrusion, which consists in playing with peoplelaneddling with their lives, is less obvious.
In Orient ExpressRatchett is murdered for having destroyed a gahbeme. This specific
example reveals that sometimes the victim can bentander as well: such is the case in
Christmas Crooked Houseand Appointment with Death(the three victims inflict
psychological torture on their family), Death in the Cloud¢the victim is a blackmailer) or
in Cards on the Tabldthe victim toys with the suspects for his own aement). All
intruders are thus punished one way or anotherinfegrating someone’s private sphere for
nefarious reasons is not condoned.

More than a trespassing, the murderer’s invasioa i8olation of one’s intimacy. The
study of Sherlock Holmes’s adventures in Part bidted out that privacy was a priority that
needed protection at all costs. An example in tbhéregs canon would be “The Adventure of
the Speckled Band.” Roylott's motive — preventing $tepdaughters from marrying because
it would deprive him of his late wife’s income —mids one of “A Case of Identity,” in
which a man disguises himself to seduce his stapgdau for a quasi identical motive.
Roylott’s motivation thus borders on the incesty@umsl by making a snake penetrate the twin
sisters’ bedrooms, Roylott metaphorically invadesrtprivate space.

In Chambre jaungthe psychological horror of violation is at thentre of the plot.

Mathilde accidentally shoots herself during a nigntor that makes her relive her aggression.
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Here, the murderer’'s aggression damages Mathifmg/she: she becomes haunted by Larsan
and mad with terror, not unlike the characters bfi€lie’s And Then There Were Nane
Rouletabille calls this an “assassinat latent” fer 2013, 185): it is not simply that Mathilde
will be killed at some point or another, but thiaé $s dying of terror. But Mathilde cannot put
an end to her torture, for Larsan’s violation thees her privacy in other ways. Not only
would her secrets hurt her father, but the pulslinaw privy to the private details of her life
and is obsessed with it: if Mathilde wants to preséher intimacy and avoid a scandal, she
must keep silent, even if it puts her in dangere Plblic’s scrutiny also puts Darzac, the
main suspect, in danger, for people blindly condé&inm— a pattern Christie often repeated in
her novels (e.gStyles.

This threat of exposure also creates a paradoorder to preserve one’s intimacy, secrets
must remain private, but in order to restore orded exorcise the murderer's haunting
presence, the detective must seek the complete truRouletabille’s words, as long as they
will not know how Larsan entered the castle, “n@osdrons le savoir, et il sera la debout,
dans notre esprit. Il faut le chasser !” (Leroux20189). In the end, Rouletabille chooses a
middle ground and reveals the bare minimum to thidip — for, as he says, he is neither the
police or the justice (Leroux 2013, 244). The ditets role becomes double, for protecting
means both saving people and keeping their seet@tsSherlock Holmes does.

However, in spite of all the things Christie adapfeom Leroux — the circle of suspects
pattern and its psychological consequences, thardips of geographical and social isolation,
the violation of the private sphere, the predil@ctior the family milieu — their respective
detective roles and statuses still present impouégferences. In Christie’s novels, and as
underlined in Part 2.1., the detective is an oetsidho infiltrates one’s private sphere to
better understand it. At first Rouletabille seeméttthat pattern, but the knowledge that he is
actually the victim’s and the culprit's son chalhes his role in the narrative. Regardless of
the Oedipal undertones of the story — for Rould&aks childishly attached to his mother, and
is his father’s rival and admirer both — this ret&ln makes Dubois calhambre jauneand
Parfum a family romance (Dubois 1992, 161): Rouletalsll@dventures become a tragic
family saga and he becomes not only an interestel put also an insider too involved. For
instance, he refuses to condemn his father anthiletgo at the end @€hambre jaungwhich
means not only that the murderer escapes unpunishtatiat he will come back.

This also brings to light the hybrid nature of Lexts novels: his stories combine tragedy,
comedy (in the court scene, for example), sensaliginadventure and Gothic descriptions.

Leroux mingles deduction, romance and melodrama @kt one being especially true given
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that the novels rely on melodramatic figures, saglthe orphan, the extraordinary villain and
the victim struggling to keep her honour intact) this sense, Leroux’s novels are more akin
to the Victorian sensation novels and, as such,nateyet fully-fledged detective stories.
Christie, on the other hand, wrote “pure” detectiition — although her adaptation of
Leroux’s patterns of enclosure, isolation and isibn accounts for her occasional integration
of sensationalist elements such as false ident#ties the episodic presence of a spy or a
bandit in the circle of suspects (see for instaDceBauerstein, a German spy, $tyles.
Several of Leroux’s patterns thus proved deterntinanChristie’s writings, but Christie
adapted those in order to fit into a form of datecfiction that focused exclusively on the

mystery to be solved and that was strictly defibgd series of rules and conventions.

50



1.4. The Golden Age of Detective Fiction

1.4.1. The rules of the game and the codification of theemre

The 1920s and 1930s, during which Agatha Chridtetesd her prolific writing career,
were a turning point for detective fiction. Thisaezame to be called the “Golden Age of
Detective Fiction” because of the genre’'s extrenopuparity, of the multiplicity and
proficiency of detective fiction writers (especiaih Great Britain), and because it was during
this period that what is now known as the “clasgamula of the genre — also called the
whodunnit — came to flourish.

While the fundamentals of detective fiction oridlpeset by Edgar Allan Poe remained
unchanged (see Part 1.1.1.), the Golden Age estali conventions for the writing of
detective stories, thus turning a genre that oftamtured into the territories of sensationalism
and romance into an extremely codified one. Inespit the tremendous influence previous
detective fiction writers, like Doyle and Lerouxachon her works, Christie’s novels and the
variations she brought to the genre can only béuated in the light of the genre’s formula
and codes established during the Golden Age, faromdy are Christie’s novels classic
whodunnits peculiar to that Age, but Christie hérseas the main representative of this
practice of the genre and still embodies it today.

The transition from earlier forms of the detectstery to the standardised whodunnit has
all to do with what sets Christie apart from Dogled Leroux. After the First World War, the
readers of mystery fiction started to want stotiest were less sensational in nature and had
more to do with an actual process of detectiory thanted to “play the game” as well, to try
and discover the solution on their own (EisenzwE386, 37-8; Sayers 1946, 97). In other
words, they wanted to come back to the originalcstme of detective fiction as it was
intended by Poe: a deductive challenge for thectigee and the readers alike. Another
fundamental element to this transition was therddsir detective fiction to be acknowledged
as a genre in its own right, and a respectableasrtbat, as opposed to popular literature such
as adventure novels (Eisenzweig 1986, 39; Bargaint®80, 5). In order to achieve both
aims, detective fiction had to rid itself of hybr@mbmponents (such as the sensationalist
element) in order to focus on the mystery alone.

Both purposes also necessitated the emergenceabfrates that the genre would have to
follow. Not only did rules and commandments guagarthat the genre be taken seriously —

since, to quote Eizensweig, a genre can only beetkif it is codified — but they also acted
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as a contract between reader and author that ehthatethe game would be fair (Eisenzweig
1986, 38-9). This accounts for the publicationlsd tRules of the Game”: S.S. Van Dine’s
“Twenty Rules for Writing Detective Stories” (192&8hd Ronald Knox’s “A Detective Story

Decalogue” (1929) (refer to Annex B for Van Dinelges and Annex C for Knox’s).

It would be wrong to assume that these rules wikrioliowed to the letter. Christie in
particular broke several rules: Van Dine 4 and Kidar ChristmasandCurtain, Van Dine 12
in Stylesand several other novels, Van Dine 20bPeril at End Houseand The Sittaford
Mystery Van Dine 20f inLord Edgware DiesKnox 4 inDeath in the Cloudand so on (see
Curran 2011, 45-65, for an analysis of the two sétailes and a detailed list of Christie’s
transgressions). Nevertheless, while they werdneeftawless nor followed blindly, the rules
found their origins in what the public and the aughfelt detective fictiorshouldbe — this is
why they echo even the novels written before tHesruvere published. According to Van
Dine himself, his work was but to write down thepiiit rules that the writers of the Golden
Age followed: “for the writing of detective stori¢kere are very definite laws — unwritten,
perhaps, but none the less binding” (Van Dine 19488). The rules were “a body of criticism
[...] which tried to lay down the limits within wthh writers of detective stories ought to
operate” (Symons 1992, 104).

As a result, the majority of these rules highlighe necessity for fair play in detective
novels. Van Dine 1, 2, 5, 8, 9, 14 and 15 as weKaox 2, 4, 6, 8 and 9 ensure that reader
and detective be on equal footing at all timesclue could stay hidden from the reader, the
mystery had to be strictly rational, the soluti@dho be found by natural means. Bargainnier,
who retrospectively established a list of ten pples that the classic detective formula
followed, explained in his Principles 4 and 5 ttatective fiction was a puzzle and that the
author (while he or she was allowed to “conceati[atistort” the truth) needed always be fair
to the reader (Bargainnier 1980, 17). Other rulesclpded the hybrid nature of previous
detective stories by eliminating romance (Van D3)@r sensationalist adventures (Van Dine
8, 13, 19, Knox 2). The Detection Club Oath itskHd members swear not to use
dissimulation, coincidence, and supernatural osagonalist elements (The Detection Club
1948, 198). While Christie and her contemporaridsndt comply with such rules to the letter
(they often included some light romance, for inegn these principles were mostly
respected: detective novels became problem-focaiséanostly devoid of hybrid elements.

The rules of fairness had to apply to the murdasewell: the reader needed to be able to
deduce who had committed the crime, and so theitblpd to feature in the story early on

and to be given an important role (Van Dine 10, Xri9. This excluded servants and the
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working class who, at the time, were not deemediwaognough to have an important role in
a novel (Van Dine 11, although Christie does nadalby it exactly: several of her servants
are murderers or at least accomplices, for instan8¢ylesor in Orient Expresk

Since the genre was a game, however, it neede@ &xdtiting and thus suspenseful. It
needed, in short, a certain number of believaldpects — according to Bargainnier’s list, it is
important in the classic detective story that “thader must suspeeverybody (Bargainnier
1980, 17), which implies not only that the readerstrbe wary buglso that the author must
make every character look suspect. The “cast,bspeak, of suspects was to be an essential
part of the story and to be more developed thaae’s or Doyle’s works. This increase in
the number of characters also had to do with agdam the predominant form of detective
fiction: while Poe and Doyle mostly wrote shortrsts, the writers of the Golden Age chose
to mainly write novels, which allowed for a moreaied set of suspects and for more suspense
and development.

However, the vision of the genre as game and the ol fair play made the literary
treatment of the guilty party rather delicate: whthe culprit needed to be an important
character, he or she could not appeamase important than the other suspects before the
solution was revealed. A solution for all charasttr look equally suspect while having an
equal importance in the plot was to ground thenmnadl single place, as it gave them all equal
opportunity and equal means to commit the murddtendiving them an equal presence in
the narrative. As seen in Parts 1 and 2 of thiptenathis would also single out a reasonable,
but still stimulating, number of suspects, whilelexling the possibility that the murder was
committed by an unknown intruder or Bgyonein the neighbourhood — someone neither the
detective nor the reader could ever hope to findepk through the author’s intervention,
which would definitively go against the principléfairness.

The potential and usefulness of enclosed settiras mot lost to earlier detective fiction
writers: as was shown in Parts 1.2 and 1.3, Doxle lzeroux both used a version of that
pattern. Other authors, whose influence on Chrigis lesser, used such settings as well: let
us mention Anna Katharine Greermse Leavenworth Case which the house was locked
before the murder and remained unlocked until affierdiscovery; several of Baroness
Orczy’s short stories in which the murder couldyohdve been an inside job, for instance
“The Mysterious Death on the Underground Railwd\{fhe Glasgow Mystery” and “The
Theft at the English Provident Bank”; and a fewM#ry Roberts Rinehart’s early novelhe

Man in Lower TerandThe After Housare closed door mysteries on a train and on atyach

53



respectively, andhe Case of Jennie Brigelies on a flood that isolates the inhabitanta of
house from the rest of the world (though the gpltyty is known from the start).

The closed circle format is also particularly shiéto involve the reader into the detection
process. Indeed, the reader’s active involvemewnthiat turns the genre into a game. Laetitia
Gonon, in her article “Le roman policier a énigmégché criminel d’Agatha Christie” notices
that from the years 1920s to 1940s, i.e. the apsthef the Golden Age of detective fiction,
publishers sold books the last few pages of whiehewn fact a notebook of sorts where the
readers could jot down clues and ideas as they weaing; the last pages of the story itself
were glued together and could only be opened #ftereaders had taken the time to come up
with a theory of their own. According to Gonon,sthurned the book into an actual game
(Gonon 2021, 26). This involvement is reminiscehth@ success met by board games such
as Cluedo (invented during the Golden Age) or pgeses such as murder partiesvhich
Christie was fond of to the point that they insgitBe premise oA Murder is Announceth
which the murder is committed during a murder paBgveral of Christie’s closed circles are
also often adapted into murder parties even todays showing the resemblance between the
two formats. Like a murder party or a game of Chyetthe closed circle format gives the
reader/player all the elements he/she needs tstigage and find the solution, as well as a
limited set of characters to play against and dtéichsetting to explore: the board in the case
of Cluedo (reminiscent of Christie’s maps), themom the case of murder parties that take
into account the surroundings. In the case of dig&efiction, however, the reader/player does
not play against the murderer or the other charatiet against the author herself:

Ce jeu, on sait qu'y participent, d’'une part, l'awt, qui présente I'énigme, ou plus
exactement le probléme, et, d'autre part, le lectgui est invité a parvenir a la solution
avant que celle-ci ne soit exposée par le détedtigeprincipe consistant pour l'un a se
baser sur les seules données (les « indices sipdits de diverses maniéres au cours du
récit et, pour l'autre, a fournir ces données,gosnt, tout en rendant leur perception
problématique. (Eisenzweig 1986, 38)

4 And also into an object of consumption to be realy once and discarded once the solution was tegeA
similar observation can be made about the ser@hlizeension of detective fiction, including Chréss: once a
detective story is read, there is nothing left to kit to read another if one wants to play the gaigein.
However, Annie Combes argues that Christie’s nogatsbe re-read with pleasure, for a second readiepnls
the subtle nuances, tricks and hidden clues thaistizhuses; analysing how Christie duped her neagea
pleasure in itself (Combes 1989, 38).

1> several 2%-century games also fit that pattern and highlitite lasting success of such a formula — for
instance the French card garhes Loups-Garous de ThierceliefXhe Werewolves of Millers Hollown
English) and the video gam®mong Us In these two games, the teams of players mudt tfie murdering
imposters who are hidden among them by using obtervand logic and analysing alibis and behaviours
Escape games (very successful as of late) workasigialthough the players usually do not havéni@estigate
each other, the observation of the room and ofiphyslues is reminiscent of the detective genexésal games

in fact draw on the Holmes and Poirot stories) aedessitates, once again, the player’s full involket in the
mystery.
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This means that the general climate of suspiciahdfects the characters (see Chapter Three
of thismémoir¢ is theconsequencef this game intended for the readers: it is twilt of the
writer’'s strategy to confuse the reader and tumsgtory into a complex riddle to decipher.
The fact that all characters appear guilty is mdy @ conditionsine qua norof the game, but
also a way to make the game complex — for the rdad@énd enjoyment in beating the author
and the detective at their own game, in being motelligent than them. However, the
author’s purpose is to win the game too: Annie Cesnacknowledges that a good detective
novel is a novel that presents the reader with edwx, that of an impossible guilt
(“limpossible culpabilité,” Combes 1989, 25): acsassful detective story is a story in which
the reader still dichot find the solution on his/her own, even though he/sad all the clues
and the solution appears clear as day once the dérwadk The only way the reader can stand a
chance to win the game is be suspicious of evergodeeverything in a closed circle. In that
sense, the closed circle mystery can be seen amaie effective — or, at least, the most
successful and popular — way to play the game tafctien.

It is no wonder, then, that when confronted withe tbonundrum posed by the
dissemination of suspicion among the charactersstrturned to this existing pattern of
enclosure and refined it into what is now callegl ttosed circle of suspects. This refinement,
first seen inStyles consists in suppressing any sensationalism oanomthat featured in the
works of earlier authors, in making her story amasther circle a pure puzzle for the reader to
solve (Symons 1992, 102), and in emphasising tmmexion between physical lockdown
and social isolation — both in the sense that igwlanables to pinpoint a restricted number of
suspects, and because the crime marks the susgeétsm the rest of society as potential
murderers and thus parial®tylesalso features what was to become the classic farofithe
closed circle pattern (and of the Golden Age fomajiulthe classic country-mansion setting”
(Lehman 2000, 107), the family milieu, and belidealpersonal motives for each and every
family member.

This question of plausibility, however, is probalthe most arduous aspect of the closed
circle of suspects. While its use was deemed napess order to justify a reduced list of
suspects, the reverse was not quite true: howstifyjtthat all suspects conveniently happen
to be in the same place at the time of the mum®d, that the setting is just as conveniently
enclosed as to leave no doubt that the murderér Ise found amongst them? Raymond
Chandler in particular found the closed circlefietched for this very reason:

[The detective story] must be credibly motivatedthbas to the original situation and
denouement; it must consist of the plausible astioh plausible people in plausible
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circumstances, it being remembered that plausibisitlargely a matter of style. This
requirement rules out most trick endings and atgreeny “closed circle” stories in which
the least likely character is forcibly made ovetoirthe criminal, without convincing
anybody. It also rules out such elaborate miseseéne as Christie’frient Expresk
where the whole setup for the crime requires sufthkst set of happenings that it could
never seem real. (Chandler, n.d.)

The question of realism is not left out from théesueither — especially given that by the
time of their being drafted, the closed circle nggects had already been in use for years —
although its treatment seems rather paradoxicaloxK@ seems to seek a form of
topographical realism by forbidding the unlikelyepence of too many secret rooms and
passages. Van Dine, while he does not impose sesthictions on space, aims to limit
detective fiction within the confines of believaldeme: Van Dine 13 forbids the use of
secret societies, Van Dine 17 that of professignatinals, Van Dine 19 that of politics and
professional spying. These rules originate from @wden Age’s insistence on fair play: in
theory, the reader can hardly compete againstemaiassassins, international plots and
organised crimé® As a consequence, and as Van Dine 19 explicitpatels, murders in
detective fiction need to be everyday-life murd&mmm a realistic point of view, this can be
guestioned: is the impressive number of crimes cittadhin detective fiction (and in
Christie’s books) at all possible in real life, aisdthe nature of these crimes (such as that
committed by the spinster mentioned by Van Dingupible? Should detective fiction be
true-to-life, given that it is supposed to be a gaand that games do not need to be realistic?
While answers to these questions may vary anddioutful whether we might one day find a
consensus (especially regarding murderers that leagecommon motives, such as Norton in
Curtain or Wargrave irAnd Then There Were Ngnthis brief account reveals that during the
Golden Age the typical setting of detective fictioeeded to be a familiar, banal one. Even
though Christie did not comply with the principlé leelievable motives all the time, her
settings seem to obey it rather well: all of hetidéinal houses could be real houses, be it in
Styles Christmasor Curtain (perhaps because Christie took inspiration fromowen houses),
Soldier Island is a mostly realistic island (ackpahodelled after Burgh Island) that only an
eccentric history made look as a strange placett@@rient Express was a real train.

On the other hand, while Van Dine’s rules seentrigesfor a form of realism, Van Dine
16 is rather perplexing. Its forbidding of desaops (be they physical descriptions or

16 Christie does use these ploys, but in her adverstariesN or M?, They Came to Baghdad@ihe Man in the
Brown Suitand The Secret of Chimneyamong others, include international intrigue, espge and secret
societies. Although they possess a whodunnit elgnilegy arenot detective novels. The only exceptiondat
Among the Pigeonsn spite of its being a whodunnit, it focuses astolen Oriental diamond and one of the
murderers is a trained spy.
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atmospheric ones) save for “sufficient descripteasi (Van Dine 1948, 192) does not seem
to concur with his other exhortations for detecfiegion to seem true to real life. How could
a story describe realistic events if it contaima@dt no description to make the setting look
lifelike? The same question applies to Christiepgéhdescriptions of Styles Court, Soldier
Island and Gorston Hall are minimalistic (saverfaps that only give technical detail and do
not reveal what the pladeoks like) while, on the other hand, actual places like Orient
Express in the eponymous novel are described gtHeand rely heavily on topography. This
apparent paradox is explained by Bargainnier idistiof principles of the classic formula:

Classic detective fiction does not fall into theedary mode of realism; rather, it uses
verisimilitude, realistic and plausible detail,tal a story which more closely resembles
the earlier tale than the realistic fiction of fhest hundred years. (Bargainnier 1980, 17)

It is important here to differentiate between therts“realisni and*“verisimilitud€e’. The
Oxford Dictionary of Literary Termdefines realism as

a mode of writing that gives the impression of rdawg or ‘reflecting’ faithfully an
actual way of life. The term refers, sometimes aeirfgly, both to a literary method
based on detailed accuracy of description (i.eisiweilitude) and to a more general
attitude that rejects idealization, escapism, ahdroextravagant qualities of romance in
favour of recognizing soberly the actual problerhife. (Baldick 2008, 281).

Thus, when Bargainnier writes that detective fictidoes not obey to the conventions of
realism and requires verisimilitude instead, he msethat detective fiction is not meant to
faithfully describe our world without literary enlbghments or fictional elements; instead, it
requires “detailed accuracy of description— with the caveat that onlysufficient
descriptivenessis needed, i.e. there must be few details butyedetail that is described
must look true to life, as not to distract the dgte fiction reader from the mystery at hand.

In addition, the classic detective novel needséfiéct the reader’s everyday experiences”
(Van Dine 1948, 192) and thus the reader only nezdtentify the setting as familiar. It does
not necessarily have to launch irttw detailed and specific descriptioré la Leroux, for
instance) for it needs verisimilitude over actugdlism — the latter might actualigke away
the reader’s acknowledgement that the settingasmamon one, if that setting becomes too
detailed and thus too peculiar. It would also disttrboth writer and reader from the puzzle:
Van Dine thus forbade all descriptions except fiamal ones for fear that the novel might
focus too much on issues other than the mysteef.its other words, the setting has to be
described specifically enough but to remain genemalugh for the reader to be able to picture
it easily. This explains Christie’s lack of chaextdation as far as settings are concerned,
except when the setting already exists and thus beusecognized and individualised — as in
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Orient Expressfor instance. Christie preferred atmospheric ati@risation — in spite of Van
Dine’s recommendations — for it highlights a chésastic element of her closed circles of
suspects: the suspects’ feelings. As shown in Barthese feelings are often fear and
suspicion and explain the characters’ actions, thely sometimes also reveal essential
information about the murder: Btyles for example, Hastings notices that while the satp
feel “shock and distress,” the victim’'s personalityakes it impossible for them to be
overcome by grief — which in turn means that noihihe suspects might have been held back
from murdering her (Christie 2007, 59).

In many ways, Christie’s novels embody the Goldege:Anot only did it begin with the
publication ofStyles(Cook 2011, 87) but this very novel started manijtootodes, especially
that of the closed circle. Sanja Matkowalls Christmasan example of the Golden Age
conventions (Matkovi 2018, 445). Given that Christie stands at the sha$ithe classic
formula of detective fiction — because other wsatafter her followed her formula and
because she was the most successful sales-wisensuid be interesting to compare her
writing of enclosure with that of other authorsnfrahe Golden Age. These differences and

convergences may enlighten us on the choices ma@hbristie’s model.

1.4.2. John Dickson Carr, the master of enclosure

Numerous writers followed the closed circle trered by Christie: one could mention
Dorothy L. Sayers, Ngaio Marsh, Margery Allinghat, Jefferson Farjeon, Mary Roberts
Rinehart and many others. Nevertheless, the comtempwhose influence on Christie was
the most important — especially as regards matteenclosure — was mostly known for his
locked room stories, rather than for his use ofclbsed circle ploy.

John Dickson Catf was one of the most prominent writers of the Goldge, along with
Christie, and a master of the locked-room mystaitally invented by Poe (see Part 1.1.1.)
and developed by many writers afterwards (see R&tt8. and 1.3.1.). He was also one of the
rare authors capable of surprising Christie: theec® of many of Carr’'s works (including, for
example,The Burning Couit feature a quote of hers reading “Very few detecttories
baffle me nowadays, but Mr Carr’s always do.” Salef her lists of favourite books include
Carr’s works (Curran 2011, 408-414), and CurrancestthafThe Burning Courts a clue to

Linda’s secret irEvil Under the Suribid., 409).The Burning Courtlso presents similarities

Carr used many pseudonyms and was also known résr @ackson or Carr Dickson. To simplify matters,
will call him by his given name throughout this brsés.
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with several of Christie’s later works: the guiltyrse who uses a false identity to hide that
she has a history with the family is a motif trafaund in Christie’Sad CypressAs Christie
and Carr wrote their novels during the same timensphis intertextuality reveals that they
influenced each other’s writing.

It must be admitted that Carr's works make vergeliuse (if any) of Christie’s beloved
closed circle of suspects. the Burning Courstfor instance, the identification of a small
group of suspects depends not on physical encldsutren (questionable) deductions: only
someone who was a familiar of the house could lmisoned Miles Despard on the long
term, known what beverage he would have acceptddrik, made an exact replica of Lucy’s
dress, and stolen the nurse’s medicine. It is emesr given that all suspects were outside of
the house when the murder occurred and that Maenee8s, an outsider, can be considered a
suspect. In Carr’'s novel, the delineation of augrof suspects relies on matters of judgment,
whereas Christie’'s pattern of enclosure is objegtifor it singles out a delimited,
unquestionable number of suspects from the start.

Nevertheless, Carr's work on locked rooms and typleenclosure was of tremendous
importance for Christie’s novels. A first elemeffittiois work was the analysis of all possible
solutions (a total of seven) to a locked room mystihis study appeared ifhe Hollow Man
(The Three Coffing the U.S.) and was called “The Locked-Room LextuSeveral of these
solutions were of use to Christie in her lockednnomysteries: the fourth solution — suicide
intended to look like murder — was the solutiorfNturder in the Mews.” The fifth solution
(the murderer used impersonation to make peopleveethe victim was still alive when it
was not the case) and the sixth one (the murdesned to be inside when he really was
outside) are used i@hristmaswith a few alterations (Sugden uses a hidden dewviceake it
sound as if the already dead victim was screamisgjead of impersonating the victim
himself). Solution number three (a mechanical dewi@s hidden in the room to kill the
victim) is thus used in a slightly altered form @hristmas but also inMurder in
Mesopotamia- a novel that also uses solution number six. ¢wenth solution (the victim
looks dead but is actually killed later) is used‘Tine Idol House of Astarte.” Finally, the
second solution (the victim dies as a result ofgesgon) is used on Vera ClaythorneAnd
Then There Were Non€arr’s extensive analysis of the locked room maye Christie keys
to create or solve her own locked room mysterigspagh she always took care to adapt the

solutions Carr gave — and, sometimes, to combiethas irChristmas'®

'8 Some of these solutions are used in closed aingteteries rather than locked room ones: impersonati the
already dead victim iAfter the Funeralmurder committed after the body was founéuil Under the Sun
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Carr’s importance in the domain of enclosed settidges not end there, however, for he
was also an innovator whose variations on the ldckem ploy present striking similarities
with Christie’s sealed spaces. As Pierre Bayardced} the traditional setting for a locked
room mystery — a hermetically sealed chamber —liwasng and came to lack in originality
after being used by several authors. Carr consélguemdeavoured to explore other options
and to find more challenging settings for the latkeom ploy — settings that would defy
logic and make the crime look impossible, as thisgenre requires. For Bayard, this results
either in reducing or in expanding the space ofctimae (Bayard 2019, 72).

The reduction of space consists in finding a loaalen smaller than a room, like an
elevator Drop to his Death or a phone booth (a problem that Carr was untblénd a
satisfying solution to and that was eventually edlby his friend Clayton Rawson — Bayard
2011, 72; Combes 1989, 82). However, Carr prefdatrecexpansion of space to its reduction.
In He Who Whispersa man is murdered in an isolated tower that veeircuously watched
by several witnesses who saw no one get in or;autsimilar pattern is used ik Graveyard
to Let in which a man seemingly vanishes into thin mifront of several witnesses. Christie
used this technique as well in several of her dasecle mysteries: irCards on the Table
Murder in MesopotamigAppointment with DeatlDeath in the Clouds‘The Idol House of
Astarte” andThree Act Tragedymurders are committed in front of unsuspectingnesses.
More strikingly, Bayard notices that this approashemployed inAnd Then There Were
None. Not only is the island cut off from the world, beveryone’'s eyes were on it,
guaranteeing that no one entered or left it (Bay&id, 74):

“The signals were seen by a party of boy scouthhemmorning of the 11th. There was no
possibility of getting out there that day. The ngen there on the afternoon of the 12th at
the first moment possible to run a boat ashoreeth&hey're all quite positive that
nobody could have left the island before they dete. There was a big sea on after the
storm.”

“Couldn’t someone have swum ashore?”

“It's over a mile to the coast and there were hesegs and big breakers inshore. And
there were a lot of people, boy scouts and otherthe cliffs looking out towards the
island and watching.” (Christie 2011, 274)

Even though the onlookers are too far to be ableitoess the events, they can clearly see
that no one came in or out of the island. The @hliarthus a locked room, whose enclosure is
guaranteed at three levels: by its isolation, eyweather and by onlookers that can assert its
complete lockdown.

9 The crime that seems impossible because it wasnitbed in front of several witnesses who saw naghin
already appeared in G.K. Chesterton’s “The Oratléhe Dog.” Carr admired Chesterton and probabbkto
inspiration from him.
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Complete isolation is another technique used by.@airhe Problem of the Wire Cagiee
body is located on a surface where there shoufdddgrints (a tennis court to be precise) and
yet there are none, which points to an impossybilihe victim was murdered but no one
could have come near him. The White Priory Murdersthe corpse is surrounded by snow
and yet there is only a set of approaching footprinand none indicating that the murderer
left. A similar trick relying on weather is essattio Christie’sOrient Express

“Then it seems,” said Poirot slowly, “as though mest look for our murderer in the
Istanbul-Calais coach.” He turned to the doctohaflis what you were hinting, | think?”
The Greek nodded. “At half an hour after midniglet k&n into the snowdrift. No one can
have left the train since then.”

M. Bouc said solemnly.

“The murderer is with us — on the train now(Christie 2001c, 68)

This points to the fundamental difference betweansiie and Carr. In Carr's novels, the
witnesses’ constant guard and the complete isolatiothe victim are meant to create a
feeling of impossibility and a challenge to logia. Christie’s, however, the very same
techniques are used to lock down the suspectsrridudue the victim, indicating that Christie is
more interested in characters than in logical irsfiblties. These ploys guarantee that the
circle of suspects is completely closed: no onddbave entered or left the island Amd
Then There Were Norw the train inOrient Expresswhich means that the murderer must
necessarily be inside. In other words, the encsind isolation in Christie’s novels are not
only guaranteed by physical boundaries, but alselé&ments such as the circumstances of the
crime, the weather, the presence of onlookers lamgbint experience of all suspects who can
guarantee the isolation of the setting (a&ind Then There Were Nagrig which the victims
check whether or not there are other people onglhed). The presence of onlookers (or
trustful witnesses, as i@rient Expresk underlines the process of double enclosure, as it
means that the suspects’ enclosure is not onlyrgebgal or topographical but also social to
a certain extent. It is not enough that the sethi@glosed and marked off from the rest of the
world: the isolation is only complete if a sociahemunity recognizes this characteristic.

As was underlined in Part 1.4.1, the circumstaraédhis isolation are sometimes judged
unlikely or downright impossible by critics. Cag no exception to this rule, although his
solutions are more improbable than his premises ¢tiiution ofThe Problem of the Wire
Cageis one of those). Even though verisimilitude is enonportant than actual realism, as
was stated by Bargainnier, this leads to wondeutt@alism in Carr’'s (and Christie’s) works.

It is interesting to notice that Carr’'s novels offgay with the supernatural: rhe Hollow

Man, for instance, discussions on magic are rife, Wwhecfitting for a subgenre that plays on
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the apparent impossibility of an event. This suptrmral atmosphere is reinforced by the
author’'s love of Gothic descriptions inspired byeRo(Cook 2011, 96). All talks of the
supernatural are dismissed in the end by the detéctrational explanation. Howeverhe
Burning Court features an important supernatural subplot: a woith&at seems to have
walked right through a wall, a method of poisonieguiniscent of that of witches in the™.7
century, and another woman who looks like one ek¢hwitches. At the end, two solutions
are given to the reader: one that is strictly ralpand one that is strictly supernatural. The
beauty of this ending is that each solution answedesnents that feel slightly off or
unexplained in the other.

The scene of the crypt ifihe Burning Cour{1937) perfectly embodies the supernatural
atmosphere and the feeling of impossibility thatvpde Carr’s locked room stories. Tine
Burning Court Mark Despard suspects that his uncle Miles whsdkibut as he has no proof
and would rather avoid a scandal if his suspiciares proven true, he decides to unbury
Miles’ body with two of his friends at night, inglutmost secret. The chapter when the three
men penetrate the crypt in order to dig up and dpencoffin is pervaded with a Gothic
atmosphere:

The enclosure of the little staircase, although mlawas completely free from
marshiness. Its close air pressed the lungs witlostl a feeling of warmth. At the foot of
the stairs was a rounded archway, with a rotteddenodoor hanging from its frame,
opening into the crypt; and a heavier air stirredhair coming. The beam of Mark's
flashlight moved inside. That crypt had been opemelgt ten days ago: which, Stevens
thought, made it easier to go into now. Its dampsehess was still thick with an
overpowering odor of flowers.

Mark's light showed a mausoleum oblong in shapmestoventy-five feet long by fifteen
feet wide, and built throughout of massive gratitecks. In the centre an octagonal
granite pillar supported the groined roof. [...] N¢lae top, where the old Despards lay,
most of the niches were ornamented with marblengggiscrollwork, a contorted angel or
two, even a Latin eulogy; but lower down they beeamore severe. Some tiers were
filled, some almost empty; and eight coffins cobélaid along one tier. (Carr 1985, 53)

This excerpt emphasises a claustrophobic feelinggerdfapment — or, more exactly, of
entombment, which is after all fitting for a crygirst, the narrator underlines the closed
(“enclosure,” “close air,” “closeness”) and smédthg¢ little staircase”) nature of the crypt, a
enclosure made more obvious by the presence oesgipe granite blocks that restrict the
space even more. The insistence on the low qualigyr furthers highlights the discomfort of
being in such a small, closed space: not only & ah “close” and “heav[y],” it is also
saturated with various smells, and the space igdied by dampness (mentioned twice) and

decomposition (“rotted”). This decomposition retkethe very nature of the crypt (which is to
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contain dead people), but also the transgressiabtyof what the three characters are doing.
The violation they are committing is emphasizeshey“severe” presence of religious objects
— angel statues, eulogies, etc.

This Gothic crypt soon becomes a locked room sesneell. Indeed, the characters soon
discover that Miles Despard’s coffin is empty: “Tteffin, bedded with white satin, gleamed
under the shaking light in Henderson’s hand; butas empty. There was not even a pinch of
dust” (ibid., 54). The mystery is complete; indeed,

We've not only got to explain how a murderer goaivd out of a locked room without

disturbing anything: because it wasn't only a lackeom. It was worse. It was a crypt

built of granite, without even the advantage ofiadew; and closed up not by a door, but
by a stone slab weighing nearly half a ton, sihéwof soil and gravel, and a concrete-
sealed pavement which one witness is willing toavwms not been disturbeid., 60)

Carr accumulates several layers of enclosure irrdm emphasise the sheer impossibility of
the mystery. The disappearance of the body is isiplesto explain logically. Only three
possibilities are left: there is a secret entraondie crypt (that the characters fail to find)eon
of the three men hid the body at a moment wherother two were not looking (which is the
‘rational’ solution to the mystery at the end oé thook, even though this solution seems far-
fetched and thus unsatisfying), or the dead bodkedaout of its own tomb (unless it was
retrieved by magic; this is something that even‘dupernatural’ solution does not explain,
thus creating doubt as to which is the ‘real’ solutout of the two).

In effect, the scene of the crypt embodies theingibf locked rooms in the Golden Age.
The locked room plot has changed considerably siMceders in the Rue Morgue”: Poe had
used enclosure in order either to emphasise thepin of logic (in his ratiocination tales), or
to illustrate the descent of a mind into madnes$($ Gothic tales; see Part 1.1.2.). In Carr’s
and Christie’s days, locked rooms are a genreaf ttwn, modeled after Poe’s, Doyle’s, and
Leroux’s own locked room stories (and those of w& @#her authors; Sheridan Le Fanu in
particular comes to mind). The scene of the crgpthe perfect illustration of a genre for
which enclosure is synonymous with logical impogisyb enclosure aims to create cognitive
dissonance between what seems logical (the fatinth@ne could enter or leave the room)
and what happened (someone did come in or out}doing so, the genre irrevocably
intertwines with the supernatural and the Gothlwe §enre is connected with the supernatural
because the lack of logical explanation must mdaat the solution is irrational and
paranormal (as evidenced in TBairning Courf in which the rational solution and the
supernatural one are equally possible, which csetlite exact jarring effect that the locked
room story seeks to create in the reader). Gotocaions are omnipresent too: by making

63



the locked room the place where the victim is ®tirough seemingly monstrous means (the
locked room is, in that sense, the victim’'s tonthg genre always evokes the themes of
violation, transgression, taboo, and entombmeret {s.2.).

At first sight, Christie’s closed circles seem ditnt: her solutions are always eminently
rational and the supernatural solution is rarelgrementioned by the characters. In fact,
Christie’s enclosure does not create impossibibiyt an array of possibilitiesHowever, is
that enclosure any more reassuring than Carr's? efloéosed setting can still become the
victim’'s tomb (as is the case Mong; Gothic elements are still found in her novelee(s
1.1.2.); and the enclosed setting is haunted brgsepce that the characters cannot identify.

Nevertheless, Gothic and supernatural elementsast@nishingly important in Carr’s
writings — more so than in most locked room storighich usually emphasise logic and
rationality like Poe did in “Rue Morgue.” In facCarr's relationship with realism is
noteworthy:

From the very beginning of his writing career Qaited against realism; in 1922, at the
age of 15, he published a polemic against realigtiters claiming that they ‘rob life of
all that is beautiful.” Carr assiduously resistey aemptation to write in the manner of
the hard-boiled novel. (Cook 2011, 93)

This affirmation seems preposterous at first, farrGocated his novels in realistic-looking
settings and, with the exceptionTfie Burning Courtrelied only on the rational. He included
detailed plans and descriptions in his novels awkr&l of his solutions relied on a room’s
topography (as imhe Hollow Man or The Burning Courffor the rational solution). Carr
sometimes even wrote about real settings, suchea3dawer of London imhe Mad Hatter
Mystery But, according to Michael E. Grost, this specifiovel belongs to Carr's débuts,
when he was writing in the Realist school traditf@most, “John Dickson Carr,” n.d.).

Grost presents a distinction between two schoolshefclassical detective fiction: the
Realist school on the one hand, and the Intuitiosgool on the other. The Realist school
paid enormous attention t@ ‘realistic portrayal of variousstitutions, especially businesses
but also universities, clubs, ships, trains, aredgblice themselves” as well as their day-to-
day experience, and “odeduction from physical evidencsuch as footprints, tire marks,
smudges on walls, marks on shoes, etc.” (Groste ‘Rialistic School of Detective Fiction,”
n.d.). Alibis were of prime importance and auth@ited heavily on timetables and diagrams,
and, as Christie herself said in a tongue-in-cheakner, “the railway timetable, the bus
routes, the plans of the cross country roads” &ieril976, 117). Both Christie and Carr, on
the other hand, belonged to the Intuitionist schdbis school focused on “crimes solved by

pure thinking,” the “movements of characters aroytite] crime scene, the “personal
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motives” and the characters’ private sphere as aglhe “ambiguous relationships between
suspects” (Grost, “The Realistic School of Detexfiction,” n.d.).

As a consequence, Intuitionists handled enclosestarigs differently than Realists did,
for they focused on the characters’ psychology andheir private sphere rather than on
purely mathematical details. Maps and movement® waportant, but only as long as they
revealed something about the charactersOirent Expressfor example, the map of the
wagon is relevant because it indicates that Mrshdudb lied and is thus guilty. This means
that, while the setting musbok true to life, the “real life” does not matter, @sStylesin
which the First World War rages on but has litkeno consequence on the characters. In
other words, “[t]his abstraction from the world ates an environment where concentration
on the mystery of the crime assumes overriding m@pae” (Cook 2011, 95). The locked
room, by virtue of its being in a detective novetiaf being locked, is

twice removed from reality. This double departuriees from the fact that the detective
novel takes place in a world apart from the eveyydad the locked room, by virtue of its
inaccessibility, merely compounds this sense datsm. (bid.)

Because it shares the same constituents thandckedaooom, the same can be said about the
closed circle of suspects: no matter how verisimiléooks, it is a half-fabulous world where
the mystery is all and the detective will inevitabking back order.

This comparison between Christie and Carr allowsousote the points of convergence
and divergence between two of the most successiide® Age writers. Carr and Christie
both extended enclosure to spaces wider and motated than usual locked settings.
However, Carr's focus was on logical impossibilityhile Christie used closed circles to
stress social relations. In spite of this diffenigoth authors shared a common disregard for
realism and preferred to focus on the charactetstarmake their settings look verisimilar
(i.e. familiar to the reader) instead of emphagisnientific exactitude. This comparison thus
highlights that the role of spatial enclosure irri€lie’s works is primarily to give clues about

the characters and to isolate them in order tatemaspense and tension.
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Conclusion to Chapter One

This analysis of the uses of enclosure in the waortk€hristie’s predecessors and fellow
crime writers has shown that, while Christie’s t@igae of double enclosure was innovative
within the detective genre, it nevertheless firtdsorigins in the history and evolution of the
genre. In the mid-nineteenth century, the firsedite stories were already closely associated
with spatial enclosure: not only did Edgar AllaneRovent the trope of the murder committed
in a locked room, but physical enclosure was alyemu essential component of his Gothic
stories. For Poe, spatial enclosure meant to Igghlthe horrific confrontation of the
protagonist with the most shadowy parts of his.s&f a result, in his Gothic as in his
ratiocination tales, the inside was a claustroph@lbace of chaos — while the outside was the
place for reader and order. While Sir Arthur Comxoyle never quite focused on enclosed
spaceger se his version of the structure laid by Poe steeletéctive fiction towards a focus
on the social aspect of crime. Doyle reinforcedittea of a boundary between the inside and
the outside — a boundary not only physical, bub atscial —, popularised murders within the
family circle in country mansions where the stufipie’s interiority gave the most important
clues, and suggested that physical distance frasitisation was a main factor leading to
criminality. In turn, Leroux used these ingrediettt<reate a first, rudimentary version of the
closed circle of suspects. Leroux focused as muthploysical enclosure as on social
enclosure and the consequences of both: he depiptatps of suspects haunted by an
atmosphere of terror and paranoia due to the ogytaihat the murderer had managed to
infiltrate their group. This evolution of the genmeant that Christie, when she started
writing, saw spatial and social enclosure as aufeabdf the genre, but also as a potentiality
that was yet to be developed. The requirementseoGolden Age of Detective Fiction — such
as fair play and verisimilitude — gave her the moe to expand on this latent potential and
establish the closed circle formula, and led heexplore all possible variations of spatial
enclosure, most notably with the help and influeoickellow writer John Dickson Carr.

While Agatha Christie was thus certainly not thretfto use enclosure as a device, she used
it under specific conditions and for specific pusps that made her unique. The first step to
understand her personal use of enclosure and otldsed circle ploy should now be to
examine the first half of her process of doublel@nae, the one that was developed first in

the history of the genre: physical, i.e. spatiatlesure.
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Chapter Two: The physical delineation of the closedircle

As | have explained before, the closed circle teqpimnrelies both on spatial enclosure and
on social enclosure. Now that | have analysed whgtAa Christie came to use the closed
circle method time and again in her novels and hbe writers who came before her
influenced this choice, it is time to examine thation of physical enclosure within her
mysteries. Indeed, the first chapter of tmémoireraised several questions regarding the way
spatial enclosure is achieved, its necessity, entble in the narrative. How does the author
accomplish the physical delineation of a group wdpects? How does the setting work in
relation to enclosure? What are the characteristicEhristie’s enclosed settings? How
essential are maps and physical details in regatiet solving of the murder? Can physically
trapping the characters look realistic? Why chaasaplete isolation and what does it reveal
about the enclosed group?

In order to answer these questions, this secongtehavill first analyse the enclosure
process itself and how the setting plays a rol¢hia process: this part will examine how
physical enclosure is achieved and how it work&w@hristie’s choice of settings, as well as
the consequences of this choice on the mysteryg Wil lead, in a second part, to a study of
Christie’s closed settings and their charactessfithis part will study the artificiality of the
process of enclosure and determine the importahceatism in Christie’s closed circles; it
will notably examine the textual characterisatidrine settings, but also the role of the maps
Christie so often adds in her closed circle mystgerFinally, a third and final part will turn to
the notion of isolation that is so prominent in Bhe’s closed circle novels: the final part of
this chapter will examine why seclusion is so intaot to Christie’s stories and its effects on

the closed circle of characters.
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2.1. The closed setting

2.1.1. The process of enclosure

In order to understand how the process of douldtosare works in Christie’s novels, it is
necessary to analyse how she encloses the suspeats|ly speaking — that is to say, how
she confines the mystery to a restricted, sealadesfhat can be used to contain and single
out a finite number of suspects.

In my first chapter, | have mentioned several tintes similarities between the closed
circle technique and the locked room mystery: nolyds the process of enclosure in
Christie’s closed circles relatively similar to thaf Edgar Allan Poe’s locked rooms, but
Christie drew inspiration from John Dickson Cam®rk on locked rooms to invent the
structure of her own closed settings. Additionatdgston Leroux’s primitive closed circles —
that were such an inspiration for her — were atkéml rooms of a kind — such is the case of
the “bout de cour” episode, for instance.

Indeed, closed circles — and especially Christietsly on a basis similar to that of locked
rooms as far as the sealing of space is concerned:

Les deux espaces sépares par la courbe differece gae I'un esborné et I'autrenon
borné; le premier est appelé la partie du platérieurea la courbe, et le second la partie
extérieurea la courbe. [...] En revanche, pour passer deéfiatr a I'extérieur, il faut
passer ldrontiere, qui est la courbe elle-méme [...]. (Descotes 2345,

Descotes’s definition of the two types of spaceolwed in a locked room also defines the
dynamics at hand in the closed circle narrativet ps in a locked room story, the closed
circle story consists of a bounded space the limitsvhich are neatly marked out. This

underlines the opposition between the closed ciahdthin the boundaries — and the rest of
the world. In fact, the only character that bretliteugh that boundary is but the detective and
his or her helpers such as an assistant. Whileltdsed circle story is not interested in the
crossing from the bounded space to the unbounded Dascotes’s notion of a physical

boundary separating the two — and thus ensurinipgme — is relevant to Christie’s closed

circles. Descotes further explains about the lockedn mystery:

Les parois de la chambre sont figurées par la eoqth sépare l'intérieur et I'extérieur.
[...] Mais la courbe frontiere ne comporte pas de.taar elle est supposée continue. [...]
Comme la chambre est supposée hermétiguement fesaBe ouverture praticable, il
n'est donc pas possible que 'assassin passe geowr{bid., 35)

Here again, the closed circle works similarly te tbcked room mystery: the closed circle is

delineated by a physical border, and because rt#ebds continuous — i.e. it contains no hole
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that would allow an outsider to sneak in, kill thetim, and sneak out — then the murderer is
necessarily to be found within the enclosed sett®igcourse, one major difference between
these two types of mystery is that locked roomselayphasis on the apparent impossibility of
the murder, while closed circles seem impossibleotae because there dom manypossible
explanations, what with the fact that every chamads equally suspect. Another major
difference between the two is that, while the latke@om seems hermetically closed, ihd,

and the detective and the reader have to find riiedl @perture in the boundary that allowed
the murderer to get in and out: in “Rue Morgue” &hlde Speckled Band” for instance, there
is a window or a hole that, while it cannot letuartan through, can be used by an animal, and
in The Burning Courtthe room was made to look like it was closed etreugh it was
opened. The trick can also consist in having thederoccur before the room was locked, or
in having an accident occur at the same time, bbtlhich happen irChambre jaunethese
options allow for the boundary to remain intactf they rely on tricks. The closed circle, on
the other hand, requires the enclosure to be aedplunquestionableNone and Orient
Expressfor instance, rely entirely on the fact that me drespassed the boundary at any point
of the story. The boundary contains no secret ga&ssa is not an illusion, and no trick
enables characters to go in or out. The boundaggii® be absolutely impossible to trespass.
In fact, one could argue that the closed circlenme sealed that the locked room. In that
sense, the closed circle is not only a locked rodm kind, but perhaps also a culmination of
the locked room mystery, in which all the consitetelements of the mystery — from the
victim and the clues to the suspects, the murderdrthe detective — are contained within one
hermetically closed setting, very often without anyervention from the outside world.
Indeed, in spite of the differences between the, tMescotes himself identifies the closed
circle murder as a locked room mystery for thisywexason:

Autre type de situation dans lequel la frontiere @mtinue, ou l'auteur a méme tout
intérét a en renforcer autant qu'il le peut I'imp&abilité, sans que le probleme du
franchissement offre de difficulté : celui ou iaybien un étre réel dans la chambre close,
mais ou il ne la quitte pasbid., 103)

The real question is thus to understand the naifithe boundary delineating the closed
circle in Agatha Christie’s novels. Given that shkete numerous closed circle mysteries,
however, she had to challenge the reader in newitilx ways, to explore new circle
dynamics, and to avoid repetition — in other woglsge had to vary and write about different
types of enclosure. As a result, she used diffaygr@s of boundaries.

A first technique consists in physically separatthg entire setting from the rest of the

world. In other words, the setting is completelglaged from a geographical point of view,
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meaning that no outsider could have sneaked Hgroway in. In addition, this technique also

ensures that the characters will remain undistuttpecny outside event, which can be a

source of danger and anguish since no one will cantesave the trapped characters, as in
None However, it also has the added advantage of gddiare suspense to the mystery:

since the characters cannot verify the identitieshe suspects, the reader cannot take
anything for granted and must only rely on the satg declarations and on the clues

available. In short, isolation makes the mystergficed and focused, which is perhaps why

Christie used this technique so much.drient Expressshe seems to consider it the ideal

condition for a detective story:

[Speaking to Poirot] ‘I know your reputation. Idaw something of your methods. This is
the ideal case for you. To look up the antecedehtll these people, to discover their
bona fides—all that takes time and endless inconvenience.hAue | not heard you say
often that to solve a case a man has only to lak lba his chair and think? Do that.
Interview the passengers on the train, view theybedamine what clues there are, and
then—well, | have faith in you! | am assured thas ino idle boast of yours. Lie back and
think—use (as | have heard you say so often) thie yrey cells of the mind—and you
will know’ (Christie 2001c, 64-65)

‘What to my mind is so interesting in this casethat we have none of the facilities
afforded to the police. We cannot investigate theabfides of any of these people. We
have to rely solely on deduction. That, to me, esakhe matter very much more
interesting. There is no routine work. It isalnatter of the intellect.ilfid., 216)

| have underlined in 1.4.1. that the Golden Agei&ign rule was fair play. With this type of

enclosure, the reader is on equal footing with datective, who will be unable to pull out

secret information out of his bag; both the detectand the reader playing at being a
detective only have to “lie back in [their] chamdathink.” Because it forbids any resort to
external information, the closed circle mysterthis logical fulfilment of the whodunit.

In Christie’s novels, isolation is usually accorspid through two different methods:
either remoteness, or loss of communication withdhtside world. Remoteness consists in
locating the setting in a place so far away frormhao civilisation that it becomes impossible
to reach. In this specific case, one could sayttiatetting — that becomes bounded not by a
physical limit, but by its being surrounded by rioth by emptiness — does not actually
possess a boundary. This method is used in sevavals. InNone Soldier Island is far from
the coast. I'Mesopotamiathe house is located in the desert — it is ptessthaccess it, but it
is not easy. The most isolated setting Christiedubsewever, is the plane iDeath in the
Clouds the simple fact that the murder was committed -aiidrestricts the circle to the
passengers of the plane. The second method —flessnmunication — is usually achieved by
using extreme weather to cut off the setting fréva world. The storm ilNoneprevents the
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suspects from leaving the island and from contgcpeople on the coast, and prevents
anyone from coming on the island to save thenOiient Expressthe snow reveals that no
one left the train, since there are no footprifrisThe Mousetrapthe people in the house are
unable to leave or to know more about the murderey are trapped with. Isolation thus
works in three different ways. First, it guarantdest the setting is efficiently delineated and
thus closes the circle; secondly, it ensures thaime can get in or out at any point, even after
the murder is committed, which is ideal for suspgemsd finally, it ensures a lack of external
disturbance that keeps the story focused, andkeoliaexternal information that makes for the
“fair play” the Golden Age writers wanted.

Another technique consists in locking the setting anaking it hermetically sealed. This
can be achieved through several types of bounddhedirst of which consists quite simply
in having all doors and windows closed, thus prémgnany outsider from entering the

setting or leaving it. This technique is usedimristmasbut also inOrient Express

‘[...] All the doors arelocked on the inside. [...] [They] arbolted as well.” (Christie
2001a, 186)

‘There are two windows in the room, sir. One wbsedandlocked The other was open
a few inches at the bottom — but it was fixed iattposition by a burglar screw, and
moreover, I've tried it and it'stuckfast —hasn’t been openefibr years, | should say.
Also the wall outside is quite smooth amcbroken— no ivy or creepers. | don't see how
anyone could have left that wayibid., 112-113)

‘If the murderer did not escape through the windand if this communicating door was
bolted on the other side, and if the door into the camidvas not onlylockedon the
inside butchained how then did the murderer leave the compartme@ftistie 2001c,
92)

All the emphases in these extracts are mine; thghlipht the omnipresence of the
vocabulary of enclosure in this type of novel, blso thecertainty of its space being closed:
it is not simply locked but “stuck,” “bolted” ancchained”. When Christie uses this style of
enclosure, she usually devotes some time not onbydve, but insist on the locked nature of
the setting. IMrient Expresdor instance, no less than three witnesses (McQudardman
and Michel, respectively) testify that every singleor opening on the outside of the train
compartment was fastened during — and even beftive right of the murder. When she uses
this kind of enclosure, Christie thus makes suet the boundary locking the setting is — to
use her own words — a “wall [...] quite smooth amtbroken” that no one could have possibly
forced their way through.

Another method of locking — that | have already tieered in relation to Carr’s writings —

consists in providing external proof that the @rclomprises only the characters that were
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within a certain perimeter. For example, outsiééiable witnesses attest that no one entered
the setting, meaning that the murderer was alr@aslgle. This technique is best explained in
Murder in Mesopotamia:

‘[...] No, there is only one way into this roomtkrough the doarAnd there is only one
way to the doothrough the courtyardAnd there is only one entrance to the courtyard —
through the archwayAnd outside the archway there were five peoptktary all tell the
same story, and | do not think, me, that they yirgyl. . . No, they are not lying. They are
not bribed to silenceThe murderer was heré (Christie 2001b, 176; emphasis in the
original)

‘That, of course, has been the difficulty,” saioirBt. ‘The evidence of the servants that
no one entered the courtyard from outside]’ (ibid., 316; emphasis in the original)

The impermeability of the boundary, here, is gutsad by several factors: there amyeral
witnesses; their stories are identical; they anstivorthy; they have no reason to lie. If all
these criteria are met, the boundary is solid amaticuous. Christie uses this technique
several times. INone for instance, people on the coast watched tlaadsht all times — as
they were aware that something was off — and aséipe that no boat moored on its shore
(see 1.4.2.). Similarly, i®parkling CyanideéColonel Race devotes some time to interrogating
the servers and clients of the restaurant who tdistithat no one (or at least no one
suspicious) went near the table where George Balitmh Physical clues can be used instead
of witnesses: irOrient Expressfor instance, Poirot knows that the murderernsiresider
because the train was snowbound during the muestet,yet there are no footprints in the
snow. The same technique is used in “The Incredibkft,” albeit with mud instead of snow.

An analogous process consists in havimglde witnesses confirming that no one entered
the setting while the suspects were gathered, Blegopotamia

‘[...] To have got into your wife's room, a stramgausthave come through the arched
doorway into the courtyard. But we have the unasdurance of the guard, the cook and
the house-boy thatobody did so (ibid., 116)

Christie uses this system rather regularlyMasopotamiaCards on the TableThree Act
Tragedy A Murder is Announcedeath on the NileDeath in the Cloud$while the circle is
already restricted to the passengers of the plans, narrowed down again to a certain
compartment) Sparkling Cyanidgregarding the murder of Rosemary) and severatrsth
The most striking feature of this technique is ihaery often consists in a public murder: the
victim is killed in front of all the suspects — amden sometimes of the detective — who see
nothing, making “the manner of the crime [...] asfeunparalleled audacity” (Christie 2015,
48). While this characteristic makes it evident tth@ murderer was “one of us,” this poses a
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supplementary challenge to the detective, who mwise the “how” in addition to the “who.”
This also fuels suspicion and distrust among theed circle (see Chapter Three).

A very similar type of boundary consists in writitige plot so that only someone who was
in a certain place at a certain moment of timeat ttoes not correspond to the moment of the
crime itself — could have committed the murder.sTimeans of enclosure is particularly used
in Styles in which no one can be sure of the moment Emnigydthorp was poisoned. If it was
the coffee that was poisoned, then only the charaetho were taking it with Mrs Inglethorp
in the evening are suspects. Similarly, only soreewho was in the house when the locked
despatch-case was stolen could have taken it. Hawvatfter this first novel, Christie seems to
prefer writing novels in which enclosure delineaa@sunchanging number of suspects — that
is to say, circles that are closed when the musdeommitted, and cannot be questioned.

Stylesalso makes use of a process of enclosure that t@htises rarely for this very
reason: revealing that the murderer is a familfathe house because only someone who
knew the victim’s intimate habits can be guiltydéed, at the end of the book, it is revealed
that it was Mrs Inglethorp’s medication that haemeoisoned; Alfred Inglethorp and Evie
were able to poison her only because they knewvedir Another method that Christie only
uses once is the argument of authorityCuartain, the reader and Hastings know that the
murderer lives in Styles only because Poirot asghbét it is the case. In both these cases, the
boundary is not physical but virtual. It delineateslosed circle of suspects all the same (in
Styles this last-minute change in the nature of the lbamy does not change much compared
to the investigation process, since both boundaetiseate an intimate circle). However, one
could argue that the boundary being virtual makdBnmsy, whereas a physical process of
enclosure appears less questionable — which isaphpbvhy Christie did not use it a lot, and
seemed to prefer using physical types of enclosure.

A final type of enclosure that is not matenr sebut that is essential to the workings of
the closed circle is time. The murder needs tolbearly framed in time in order to narrow
down the closed circle. The victim was alive ategtan point in time; he or she was not at
another; all the characters that weresitu between these two moments belong in the circle.

This type of boundary does not rely on physicahaets, contrary to most other types of

2 Christie notably uses this technique agairAfter the Funeral In this novel, only those who were at the
funeral and heard Cora assert that Richard’s deatha murder could have killed heim.theory. In truth, Cora
was already dead and was being impersonated bgnbeteress who wanted Cora’s family to be suspeated
her murder. The fact that this closed circle is &utick points out to the reservations Christiensed to have
about this manner of enclosure: in both this nara Styles Miss Gilchrist and Evie Howard do not need to
actually be in the circle to commit the murder, becausembenent that supposedly closed the circle was anly
set-up.
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boundaries, but it encloses the suspects all thees@o simplify matters — and because she
was aware that time can be unreliable, as we salerean — Christie often chose a short
window of time, that usually corresponds to a gaftr occasion: a flightGloudg, a party
(Sparkling CyanideCardg, a single afternoon or eveninglésopotamiaStyles... This type

of boundary is so important that it occurs in eveng of Christie’s closed circle novels, in
addition to all other types of boundaries she usedeed, according to Ewers, Christie
“freezeframes” her settings (Ewers 2016, 103): #edting is suspended in time. This
suspension is best illustrated@mient Express

The murder has frozen the train in time, and rtas until Poirot can correctly restore the
chronology of events that the clock can be woundgain, life can go on, and the train is
able to resume its journey. [...] While Poirot’s t&yumind moves forward in order to
recreate a scene that has already occurred, ihdtgalf — a symbol of motion — is held
in stasis. [...] By arresting the movement of thentr@hristie [lets] Poirot [...] free to
roam through the space of the train at his leiivel., 103-4)

The enclosing of the story into a restricted windoiwiime in which the story is confined
effectively obliterates the rest of the world —ghparticipating in the story’s isolation. While
the rest of the world keeps going on at a normaépthe enclosed setting remains static. In
effect, the characters cannot move on (literatiythe case oDrient Express The characters
are instead forced to remember every single mowietite window of time during which the
murder occurred: they are frozen in a retrospeaiwhe murder, forced to focus on a clearly
delimited moment in time, and to trace their ownvemaents for the detective to reconstitute
what happened — a phenomenon emphasisé&iven Little Pigs where Poirot asks the five
suspects to remember a very specific couple ofshdating from twenty years prior. Knight
observes that there is in Christie’s closed cir¢las objectified sense of time and place”
(Knight 1980, 119): “an objectified sense of plat¢he use of maps and plans as well as the
importance of an objectified sense of time in thdiferation of times, clocks, timetables, and
alibis” (Scaggs 2005, 51). “The relation of peojpléime and place is usually the central issue
in Christie” (Knight 1980, 120): this is particulkastriking in the way maps represent not the
setting as it usually is, but the setting as it \washe moment of the murder (in Annex D,
Emily Inglethorp’s room is represented as it waanfb after her death, coffee stain and
overturned furniture included). In other words, paral enclosure and spatial enclosure
always work together. Indeetgmporal enclosure occurs in every closed cirgid, awaysn
addition tophysical enclosure: enclosure requires a speuifie stretch within a given place.
In other words, enclosure can only occur if a spacphysically boundeéct a delineated
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point in time and the suspects can be identified only if thecterze knows which characters
were (or were not) in the setting at this precisimited point in time.

My reader has probably noticed that most of theferent types of enclosure — with the
exception of those that Christie barely used — haecked room mystery equivalent. The
setting that is hermetically sealed because wa&dd, for instance, corresponds to the typical
locked room mystery as it is written @hristmasor Mesopotamia The isolated setting
corresponds to the locked room mystery in whichone apparently went near the victim —
not unlikeClouds in which no one seemed to have approached Mmal&ig he setting that
was being watched has its locked room equivaleas -in Mesopotamiajn which Amy
Leatheran, the nurse and narrator, stood vigitantfof the door. The murder committed in
public is a classic locked room ploy; time is ahdrent component of this type of mysteries.

Another similarity is that Christie plays with hboundary in the same way that locked
room writers do. For instance, she sometimes phays time. Similarly to the locked room
murder happening before or after the room in gaestias closed, some murders in Christie’s
novels happen at a different time from what theratters and readers imagine: for instance
in ChristmasSimeon Lee was actually killed a few hours befugechildren heard what they
thought was his being murdered. This informatiathat the reader can figure out — adds one
person to the circle of suspects: Sugden, who datnethe house at some point during the
day. This is another shared trick between Chriatid locked room writers such as Carr:
playing with the width and shape of the boundargsédtes explains it as follows:

Toujours en se plagant dans I'hypothése d’une ifsomtvraiment continue, les auteurs
peuvent jouer sur la ligne de frontiére elle-mésm existence, sa forme, sa situation et
ses différentes fonctions. [...] Une autre possibiti’offre la manipulation de la ligne
frontiére consiste, toujours en maintenant sa oaité, a la placer au mauvais endroit, si
bien qu’elle n’isole pas les personnages gu’ell&ipanfermer. (Descotes 2015, 118-
123)

In other words, the boundary appears narrower ithaally is. This is the case with Sugden:
because the reader slightly misplaces the boundaeycharacter does not seem to be in the
closed circle even though he or she should be.rfatan on this trick consists in having the
reader dismiss a character tigin the circle but seems inconspicuous, such as\ast for
instance. IrClouds Norman Gale — who is in the circle — dressessup steward to kill Mme
Giselle; his accomplice sneaks up into the cirdles@ame point, but as she is one of the
suspects’ maids, no one pays any attention toTtes. variation is also used in several locked
room stories (Descotes 2015, 30).
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The enormous amount of resemblances between thkedowmom ploy and the closed
circle, as well as their structural similarity, pts out to the omnipresent pattern of enclosure
in Agatha Christie’s novels. Indeed, several of ¢tlesed circle novels contain a locked room
element: it can be blatant — asGhristmasandMesopotamiathat are textbook locked rooms
— or more subtle: Mme Giselle or Shaitana Qardg being murdered in a full room even
though no one approached them, could be the sumoha@yocked room novel, among many
other examples. But this pattern of enclosure geesn further. It is very frequent in
Christie’s novels for the victim to be found in@m that is locked. Iistyles for instance,
Emily Inglethorp is locked in as she dies, in smteher family’s efforts to break into her
room. InOrient ExpressRatchett is found dead in a berth that is entiletked except for
the open window through which the murderannothave come in or out. This dimension of
the plot is essential: it relies on the murderemming through Mrs Hubbard’s berth, which is
capital in helping Poirot understand that Mrs Huldb&as in on it, and that all the passengers
had a part in the murder. Almost all of Christiel®sed circles feature enclosed settings
embedded into each other: for instanceQment ExpressRatchett is found dead inside a
locked room located inside a locked compartmerttithiiself contained within a much larger
closed setting, the train, that is isolated froriesty.

As this last example proves, and as the astuteergadbably noticed in my enumeration
of the different types of boundaries Christie usbss pattern of enclosure is all the more
present as Christie tends to use several typesobdsure together. I€hristmas for instance,
she has the house locked and inside witnesses @10 outsider could have entered it. In
Mesopotamia she uses both inside witnesses and outside wésess well as the locked
technique. IfNone the island — a naturally locked, finite settings-not only remote but cut
away from the world by a storm. In these caseslosare is generally progressive: as the
novel goes on, the characters are entrapped inallesnand smaller world (as i@rient
Express in which the general setting of the train is pesgively reduced to a single
compartment) and/or more and more removed fromligaion, as is the case @rient
Express but also inNone in which the island becomes more and more istlai® they
discover that communication with the outside waddmpossible and as a storm prevents
them from leavingTThe Mousetrauses the exact same process.) Christie rarelyadg®ne
method to enclose her suspects. Instead, she altesiboundaries, which has several
effects on the plot. On a purely practical levieg teader and the detective can be assured that
the circle is hermetically sealed, since the sgtitnenclosed several times over. This Russian

doll method also creates a foreshortening effeatt lelps keeping the story focused on a very
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restricted, finite setting containing a very lindteast of characters, in a generally short
window of time. This technique also creates andasing atmosphere of isolation throughout
the novel: each boundary removes the closed cirdittle more from the rest of the world,
until there are so many concentric layers enclotiegcharacters that they can no longer have
any contact with the outside — this enhances sgg&pas the criminal is progressively closer
and closer to the investigator, and it also creaeglaustrophobic, anxiety-inducing
atmosphere, as will be shown in Chapter Threeisitiémoire

It is interesting to notice, nevertheless, thas¢hevo features of Christie’s closed circles —
the omnipresence of patterns of enclosure anddwemaulating several methods of enclosure
— appeared progressively in Christie’s works, as r&fined her closed circle technique and
explored various types of boundaries. Her firsedi&e novel Styles presented a model of
closed circle that had yet to be refined. In troseal Christie closed the circle of suspects by
using techniques that made the circle flimsy anttestable, mainly because they did not rely
on physical enclosure. As Christie grew more exmaed in mystery writing, she
experimented with new techniques and eventuallgbdished a formula for her closed circle
mysteries. Her experiments mostly took place in1t80s, a decade during which she wrote
what critics consider to be her finest closed escl Orient Express, Tragedy, Clouds,
Mesopotamia, Cards, Nile, Appointment, Christmaend\ The first time she combined
several closing techniques was@rmient Expressin which she made the setting explicitly
locked, isolated, and frozen in time. Interestin@yient Expressvas written and published
at a time when Christie turned to a more formatfpeca of the genre — i.e., a practice that was
more in keeping with the standards of the Goldewr.AQhristie adopted a more formulaic
writing, and wrote more closed circles. From then loer closed circles had two defining,
constant characteristics: they always accumulagedral types of enclosure, and the setting
was always closed at a certain point in time. Shatey in short, closed circles the enclosure
of which could not be questioned. During this decathe also wrote closed circles that were
more and more isolated from the rest of soci€tguds Mesopotamiaand Appointmentbut
alsoNone This was also the decade during which she trigchew types of settings (a plane,
the desert, a boat...) and new types of enclodareinstance the intervention of outside
witnesses (seen for the first timeNfesopotamigor inside witnesses (tried for the first time
in Tragedy thenCardg. The culmination of her writing of enclosure s 1939 withNone
which cumulates every single technique of enclosuré makesNonewhat is perhaps her
ultimate closed circle. After that, she stoppedesixpenting with new forms of enclosure —

perhaps because she felt she had written as margtimas on physical enclosure as she

77



could — and she merely followed her establishechéda from this moment on. Her closed
circles after that — starting wit@urtain, written in the early 1940s despite being publisine
the 1970s — mostly consisted in exploring the matfrrelationships within the closed circle
and what leads to murdefdwards ZerpSparklingCyanide The Hollow, Crooked Housge
Ordeal by Innocenge playing with the conventions of the gende Nurder isAnnounced
They Do It withMirrors), and experiencing with different types of closales that did not
involve physical enclosure as muchfter the Funeral A Pocket Full ofRye 4.50 from
Paddington the last two involved murders that are not cortediin a closed circle, but the
investigation makes clear that only a group of pedping in a particular restricted area
could have done it).

This evolution in her writing allows us to defingetphysical characteristics of her closed
circle with more precision. In order to providdirsite number of possible solutions, Christie
must ensure that the setting itself is finite. TiBigttained by sealing the setting hermetically,
usually by establishing physical limits that sepaia— if only temporarily — from the rest of
the world. The operating word, here hisrmetically in order to make sure that the setting is
effectively and undoubtedly bounded, Christie acglates various types of enclosure. But
the solid and continuous nature of the boundaryedés, first and foremost, on the setting.
The ideal setting for a closed circle mystery mheste inherent boundaries, so that it is easy
to lock and/or to isolate, and it must containmaittd number of people. For enclosure to be

possible, the setting must thus be chosen carefully

2.1.2. “Even if it is a tragedy — there, too, the décor mst be correct™:
Christie’s choices of enclosed settings

In locked room mysteries, the nature of the locksam is an important component of the
mystery: its size, its location, its organisatidts, rules, its isolation or vicinity with other
habitations or proximity to suspects are necessacyeate the mystery but also to solve it. In
closed circle mysteries, the nature of the enclasstting is even more important. It is not
simply that it must be physically circumscribedealdy; it is also that the setting of the
enclosed murder will usually be the setting of iest of the story too, as in the six novels of
my corpus and most of Christie’s closed circlese Tircle will remain in the setting (and
sometimes be entrapped in it) not only before amthg the murder but also after, during the

investigation and the resolution. Even when theegtigation process takes place outside of

2 Christie,Appointment with Deatt267.
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the setting the characters were enclosed in, &ands or Tragedyor Clouds the original
enclosed setting is the key to the mystery.

While this study mainly focuses on Christie’s eseld settings, it is nevertheless fair to
analyse all the components of her fictional spacdkat is to say, all of their levels. Ruth
Ronen in her article “Space in Fiction” analysestidinal space as composed of three
different, hierarchical levels: the setting, thenfie, and the Frame. These different levels are
combined according to a “topographical order” drusture” and are related in various ways,
the most prominent of which is “containment” (Ron&@86, 432). This hierarchy is
particularly relevant to Christie’s fictional spacdor it echoes her accumulating boundaries
and enclosed spaces: indeed, according to Ronesetting is enclosed within a frame which
is itself enclosed in a wider Frame (hence the tabpetter) {(bid., 433). This embedded
topography, applied to Christie’s novels, revedat tChristie’s fictional spaces in closed
circle mysteries are entirely based on containmeath level is clearly separated from the
others, and there is little to no communicationwastn them. The story usually remains
confined to the setting, i.e. the smallest unispace, and both frame and Frame are barely
seen, and mostly serve to give the story an atnesgpélement.

For this reason, | will briefly analyse frames dfa@mes — using Ronen’s terminology —
and focus more specifically on settings. My aim tims section is not to study the
characteristics of each type of space used by @hrisut to connect these spaces to her
writing of enclosure.

Let us start with the largest component of fictiogpace: Frames. They are “frames of
reference” that describe a “stereotyped” situataongpresentation of the world, more than an
actual place used and seen in the stilmg.( 432) — i.e., they are an “outer area — the space
of other possible worlds incorporated into the atwe” (ibid., 436). Christie mainly uses two
frames: England, which is her default setting,ieStyles Curtain, Christmas andNong and
the Orient (se®rient Express AppointmentMesopotamiaandNile). On occasion, she uses
the Caribbean/A Caribbean Mystepyand the French Riviera (although never in a dose
circle mystery). When in England, the specificgha location she chooses are rarely known:
we know that Soldier Island is in Devon and Stytesn Essex, but we know little more. In
these novels, the Frame mainly conveys an impnesgipastoral respectability, as$tyles

As one looked out over the flat Essex country,dyso green and peaceful under the
afternoon sun, it seemed almost impossible to belibat, not so very far away, a great
war was running its appointed course. (Christie7203)
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The Orient, on the other hand, is more sinisteneTo the Orientalist stereotypes and literary
conventions of her time and place, Christie dessriOriental places as exotic and dreamlike
and yet primitive. IrMesopotamiathese two Western views of the Orient coexist:

Very pretty it looked, too, before we got therenfrthe other side of the river — standing
up quite white and fairy-like with minarets. It wasbit different, though, when one had
crossed the bridge and come right into it. Sucimallsand everything ramshackle and
tumble-down, and mud and mess everywhere. (Chéfidb, 33)

It certainly was a beautiful sunset. Hassaniethendistance looked quite fairy-like with
the setting sun behind it, and the River Tigris iog between its wide banks looked like
a dream river rather than a real orileid(, 57)

This description of Oriental places is paradoxeadl rather upsetting: such places appear as
escapist, yet the author emphasises their allegiediarity when compared to the Western
(and more precisely British) model. Whether theystakes place in Egypt, in Irag, or in
Syria, the impression is one of savagery, for mstanNile andAppointment

There was a savage aspect about the sheet ofiwdtent of them [...] The whole scene
had a melancholy, almost sinister charm. (Chrizfield, 117)

All around and below stretched the blood-red roelesstrange and unbelievable country
unparalleled anywhere. Here in the exquisite pucening air, they stood like gods,
surveying a baser world — a world of flaring vialen [...] Here was, as the guide told
them, the "Place of Sacrifice” — the "High Pla¢€hristie 1992, 117)

The atmosphere is one of strangeness, of “flarialgrce” tainted by a colour red, like blood.
The Orient is far away from civilisation, and a<lsuit is a place that awakens the basest
instincts, the impulse to murder, to “sacrificey’ hehave as a god choosing who lives and
who dies. Just after this excerpt, the narratarkthithat were it not for civilisation, humanity
would have killed Mrs Boynton already — and thieisactly what the murderer proceeds to
do. Enclosure in such a disturbing Frame only aaigsiety on top of a form of primal
terror.

Next come frames (with a lowercase f), which aogoading to Ronen, “locations which
provide atopological determinatiorto events and states in the story” (Ronen 1988, 42
emphasis in the original). They are intermediaeasrthat enfold the setting; they can be
immediate surroundings and interact with the sgitor they can be distant, inactualised or
inaccessible, and thus serving mostly as contextaations ipid., 425-7). Christie’s main
frame is the country village, especially when te¢tisg is a country house. Btyles this
village is an immediate frame (although it is wonibting that the house is located one mile

away from the village): Hastings spends some timé, imost notably during the coroner’s

2 3ee 2.3. for my analysis of isolation in Christiehclosed mysteries, and 3.1.2. for a study obspimere. For
a more detailed study of Frames in Christie’s nevedad Sarnelli'tandscapes for Murder
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investigation and the trial, and observes the géla’ reactions to the murder and the closed
circle. InChristmas however, the village is mentioned but never séemreader is only told
that Simeon Lee had many affairs with women from vlllage, and that all the inhabitants
are aware of it. The village is remarkable forritg-so-peaceful nature: while they are meant
to be calm and respectable, they are actually eeplar “Dear little local scandals! Libel,
vilification, obscene language and murder!” (CheisR002e, 197), as expressed The
Moving Finger To quote Bargainnier:

The village is physically small; has a definitiveften rigid, social structure; and is
‘isolated’ from the great world. In addition, evene is acquainted; [...] horror is
engendered by the sheer outrageousness of crimgudh a peaceful and bucolic
environment.” (Bargainnier 1980, 27)

On the other hand, Christie only uses London aarad on a few occasions. In some of these
novels, her choosing London is meant to illustthegrain de vieof the victim and the closed
circle: inCardsShaitana is an eccentric man of the world whoste timr macabre and unique
parties leads him to his death, andparkling Cyanidehe sophisticated society gathered in a
luxurious restaurant is motivated by money, lusipesficiality and power. IfOne, Two,
Buckle my Shqehe fact that the dentist’s practice is located.ondon enables the writer to
include politics in the plot. FinallyCrooked Houses a story about family degeneracy and
deviant behaviour (see Sarnelli 2019, 4-6). Wheesdountryside is the frame that creates a
quickly shattered illusion of seemliness, Londoerse to be the place for ostentation and
vice.

The last type of frame Christie uses, however,atla® do with enclosure. Indeed, it is not
rare for the immediate surroundings of her settmdpe a desert of sorts. Mesopotamia
Appointmentand Nile, the frame is indeed an actual desert. But thertlesn also be an
absence of space, as@moudsin which the airplane is suspended in mid-air,day from
the land. Similarly, ifNoneandEvil Under the Sunthe islands are surrounded by nothing but
water: there is no one living there. @rient Expressthe train eventually stops in the middle
of nowhere, surrounded only by snow. According tlmén, there may be a “dividing line”
making the setting and the frame separate: whith rame and setting belong to “the same
spatial continuum,” the frame becomes secondaryisahdt a backdrop for the setting (Ronen
1986, 426). But here lies the peculiarity of Cheist enclosed settings: in addition to this
dividing line — usually the physical walls of thettsng, that make frame and setting discrete —
the frame itselbecomes a boundary, cutting the setting away fterFrame — i.e., from the
rest of the world. Not only is the setting containbut it is also doubly enclosed — locked

both by its own walls and by an outside boundagay thakes it completely isolated.
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In order to better understand how the locking & walls of the setting and its isolation
work, whatever method is used, | will now analylse setting itself. According to Ronen, a
setting is

formed by a set of fictional places which are tiygological focusof the story. A setting

is the zero point where thactual story-events and story-states are localized. A..]
setting, as a specific category of fictional plageslefined here as the actual immediate
surrounding of an object, a character or an e#id., 423; emphases in the original)

The setting is “actual,” “immediate” and “centrgibid., 436). While it may contain other
enclosed spaces, it is the focal point of the story

Christie’s closed circle settings share a few comnnaits. The first one is that that all her
settings have natural boundaries that makes tlomkilg easy. Ronen explains that
“sometimes a place-denoting noun carries infornmatibout theboundariesof the denoted
place, i.e., whether it has definite boundaridse(l room) or indefinite boundaries (like the
summit of a mountain)”ilfid., 430; emphasis in the original). Each of Christeettings — be
it a house, a train, a plane, a room — immediatehotes that it possesses definite boundaries.
Secondly, all of her settings are closed, and siomestisolated, by way of several methods
analysed in 2.1.1. Apart from these similarities;tesetting has its own properties; it can vary
in size and shape, it may be private or publicgriot or exterior. Christie’s settings may be
extremely small (the smallest being the restautalle in Sparkling Cyanidgor vast (the
biggest being the islands MoneandEvil). They are mostly interiors, with the exceptioms o
AppointmentEvil, andNone— probably because an interior, in virtue of ignlg an inside
space, has definite boundaries that an exteriognogpace has not. Broadly speaking,
Christie’s enclosed settings can be divided intouaber of categories: houseStyles
Christmas Crooked House Mesopotamia, A Murder is Announcey...shared
accommodations (like guest house<urtain, The Mousetra@ndHickory Dickory Deatha
boarding school ilf€Cat Among the Pigeona hotel inEvil), means of transportation (a plane
in Clouds a train inOrient Expressa boat inNile), islands None Evil), and sometimes a
single room {ragedy Cardg, with a few settings that have only appeared paaestaurant
(Sparkling Cyanidg a dentist’s practiceQne, Two, Buckle my Shpand an exterior, inland

space Appointment

% From a purely technical point of view, the catggarsetting belongs to may be questionable. Fdarte,
while the train inOrient Expressand the boat iNile are means of transportation, they are also shared
accommodations since the passengers have theiranwn, which are depicted on a map the same wayelsous
are mapped in some of her novels; the settin@loudscan be said to be a single room too; and while the
characters ifevil are on an island, they also all live in a hotel, & shared accommodation.
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Each of these settings has its own characterigtias have an impact on the type of
community they contain. For instance, houses inis@ials stories are mostly home to a
family. Shared accommodations usually house chermathat, while they are not strangers to
one another, do not know each other really well laage no link beyond their shared living
quarters. Islands, single rooms and means of toataon usually contain strangers, which
allows for some diversity in background (Mile, Orient Express Clouds and Noneg for
instance, the suspects belong to every social:dlassristocracy as well as the upper, middle
and lower classes).

Given the formulaic nature of the genre, it is iadidogical that Christie associated each
type of setting with a specific type of closed @rcThe most formulaic of her settings,
however, remains the house. Usually, this setttg@dgsociated with a specific frame and
Frame: the English countryside. The English courtopise murder is a Christie classic.
Indeed, it provides all the elements needed fdosed circle setting and, more broadly, for a
Golden Age mystery: the space is inherently bouradetleasy to close, it is known and often
mapped, meaning that the movements of the chasacaer be studied; and the house usually
contains a pre-existing circle, i.e. usually a figgmivho have existing relationships and thus
reasons to kill. Moreover, it corresponds to theessity, analysed by W.H. Auden in his
essay “The Guilty Vicarage,” to have an appareimhocuous place in which murder comes
as a shock: “it should be the Great Good Placetiermore Eden-like it is, the greater the
contradiction of murder” (Auden 1974, 404). Orguwote Bargainnier, “The familiarity of the
country house lulls the reader by its beauty, iigity and its remoteness from the hustle and
bustle of the everyday world” (Bargainnier 1980).28or this reason, the country house is
often situated near or inside a seemingly welldowilage, in which rumours and hidden
vices are nevertheless rife.

In fact, there are only a few novels that do ndiofe that formula.CrookedHousefor
instance depicts a house, but in London, the diacdegeneracy, which is a clue about the
murderer (a child, victim of her genetics and upging). Similarly, the house in
Mesopotamigooints out both the fact that the murderer is deiinen nature (a man Kkills his
wife) but also that the motive for this murder aspion (since it is located in the East); and
that the setting i\ Murder is Announcei$ a country house, in spite of the circle beiragm
out of mere acquaintances, indicates that the merdea resident of the house instead of one
of the guests. Conversely, the closed circl&ppointmentomprises mostly a family, but the

fact that the setting is not a house but an extési@ subtle clue that the murderer is not a

83



family member. The combination of Frame, frame aatting is constitutive of the setting
itself, and an important element of the mystery.

More broadly, however, one can notice that Chrstgettings — apart from the country
house — tend to belong to a type of space thattlset.” Michel Foucault called these places
heterotopias: places that, although they exisuinveorld, are a form of utopias, because they
contain something unreal, or imaginary, or virtuidley are in temporal rupture with the rest
of society; they are suspended in time, as theosadlsetting is (see 2.1.1.):

Les hétérotopies sont liées, le plus souvent, adéesupages du temps, c’'est-a-dire
gu’elles ouvrent sur ce qu’'on pourrait appeler, pare symétrie, des hétérochronies ;
I'hétérotopie se met a fonctionner a plein lorsgpgeshommes se trouvent dans une sorte
de rupture absolue avec leur temps traditionnel [Fducault 1967)

Foucault mentions that cemeteries are the perf@sbodiment of this aspect of
heterotopias, for “le cimetiere commence avec céttange hétérochronie qu’est, pour un
individu, la perte de la vie "ilfid.) ; Christie’s settings, centered around the murdee no
different.

In addition, heterotopias are places that obeysrdigerent from the ones that usually
govern society. The “heterotopia of deviation” iestance is a place for those who live in the
margins of society, such as patients in hospi@s;riminals in prisons. Soldier Island in
None acts as a heterotopia of deviation because ohig®ry: it first belonged to “an
American millionaire who was crazy about yachtingfid is now said to belong to a
“Hollywood film star,” “Royalty,” “Young Lord L—" a “the Admiralty” — eccentrics, in
short (Christie 2011, 1-2). The utopian charactesadier Island also lies in its association
(either real or fantasised) with luxury, fame amangpur, but also secrecy and scandal what
with its being allegedly used for a secret “honegnioor for “very hush-hush experiments
(ibid., 2); this makes Soldier Island a phantasmal pldeg mostly exists in people’s
imagination. The island being a heterotopia of dgwen is relevant to the plot, because in the
novel it houses a different type of deviant peopierderers. Christie also uses more typical,
down-to-earth heterotopias of deviation, for inseguest houses, like the oneCuartain that
contains misfits:

‘That's the depressing part of places like this.e€&uhouses run by broken-down
gentlepeople. They're full of failures — of peopleo have never got anywhere and never
will get anywhere, of people — who — who have bdefeated and broken by life, of
people who are old and tired and finished.” (Ciei2002a, 106-7)

A heterotopia may also juxtapose several spacesénlocation, such as the theatre stage
in which the set changes from scene to scene.i3 e case i®rient Expressin which the
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train, at the beginning, passes several locatioriggther known cities like Belgrade or
unnamed, constantly changing landscapes visibha tiee window, thus making the train an
ever-moving, never-settling space — in additiontsocontaining people from all over the
world: when Poirot, in chapter four, keeps meetoigaracters on his way to his own
compartment, he is metaphorically stopping in &ediint part of the world each time. This
applies to other modes of transportation such adbdat or the plane, but also, perhaps more
strikingly, to the house i€rooked Houseln this novel, all the characters living in theulse
have their own apartment, the decoration of wheftects their personality. The narrator goes
from Aristides Leonides’s apartment, “furnishedithw restraint — well-polished dark oak
and gleaming brass,” to Philip and Magda’sapartment with “furniture covered in heavy
brocade,” “photographs and pictures of actorscedenand stage scenes and designs,” and
“masses of flowers,” (Christie 1986, 39) to Clemys apartment that has “no picture,”
“hardly any furniture” save for “mere utilitariarecessities” and “no ornaments” but “light
and space and airfb{d., 57). The narrator walks through rooms as oneldvaalk through
different countries. This heterogeneity is meantefitect not only the various personalities of
the house’s residents — Aristide’s practical mind éove of money, Magda’s exuberant and
dramatic personality, Clemency’s no-nonsense aighisitc behaviour — but also the lack of
unity in this family that is manipulated by AristidThis house is a space that is other, more
similar to a dollhouse than to a home.

A heterotopia may also be a space that is in reputh its time: for example, a museum
or a library focus on times other than the curcerg, which turns these spaces into places that
aim to accumulate various times and epochs. Césstocus on archaeological work makes
several of her novels such heterotopiasviesopotamiahe house belongs to archaeologists
that collect various objects from the Antiquity,Nile andAppointmenthe murder occurs in
a place surrounded by ruins. According to Foucewdterotopias are also places that are
connected to time in its most ephemeral aspectethee places for parties and entertainment.
According to this definition, places that tempdsaiouse a murder partyA(Murder is
Announce}l birthday parties§parklingCyanidg or high-society dinnersT¢agedy Card9
become heterotopias, just as a hotel people gm toobdays Evil). Foucault also mentions
crisis heterotopias, which are dedicated only pad of society that is in crisis. He mentions
young boys discovering their sexualities away fritrair family, in boarding schools. The
principle may certainly apply to boarding schod@s{ Among the Pigeopsr a student hostel
(Hickory).
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Heterotopias are, in short, places that are othey have a definite function that makes
them obey conventions that differ from the ressadiety. Life in a train, in a guest house, or
during a party, has different dynamics than inmil@s country house. It is striking, then,
that Christie used either country houses or hedpras to be the “topological focus” of her
murders and closed circles. Choosing either attomail, respectable setting in which murder
will shock, or settings that are places for criglsyiation and rupture from society raises
questions about the dynamics of the closed cirtlsuch settings, and the consequences on
the murder, the plot and the characters. In omlemterstand why Christie chose these types
of settings for her closed circle mysteries, andde the consequences on the plot, | am first
going to study the characteristics of these settingnore detail: how realistic are they? How
do the characters move within them? What to thihkhe frame acting as a supplementary
boundary that isolates the setting from the reshefworld? How does the combination of

Frame, frame and setting impact the closed circle?

2.2. The organisation and characterisation of the enclesl setting

2.2.1. A theatrical world: the question of verisimilitude in the enclosed universe

The analysis of Christie’s various settings and mseaf enclosure raises questions about
the issue of verisimilitude in Christie’s encloseadiverses. Part 1.4.1. of thimémoire
analysed the question of realism within detectiggdn to conclude eventually that detective
fiction needs not to be realistic (i.e. to be aaaxnot idealized account of real life) but to
aim for verisimilitude (i.e. “detailed accuracy a@dscription”); in other words, the question of
actual plausibility can be overlooked for the saitefair play, on the condition that the
depicted universe remains rational and believabhe Oxford Dictionary of Literary Terms
defines verisimilitude as follows:

The semblance of truth or reality in literary warks the literary principle that requires a
consistent illusion of truth to life. The term coséoth the exclusion of improbabilities
(as in realism and naturalism) and the careful Wisgg of improbabilities in non-
realistic works. As a critical principle, it origites in Aristotle’s concept of mimesis or
imitation of nature. It was invoked by French csti(asvraisemblancgeto enforce the
dramatic unities in the ¥7and 18 centuries, on the grounds that changes of scene or
time would break the illusion of truth to life fire audience. (Baldick 2008, 349)

This definition raises questions about verisimdeuin Christie’s closed circle. While
verisimilitude is of primary importance to ensubnattthere is no improbability in the plot and
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that the mystery remains logical, Christie does mbways obey the principles of
verisimilitude. How is verisimilitude handled in @$tie’s closed circles then, if
verisimilitude is absolutely essential to theseistbut at the same time the very process of
physical enclosure sacrifices diegetic verisimid&@ Similarly, how to reconcile this exigence
of verisimilitude with Christie’s tendency to giveinimal details about her enclosed settings?

Indeed, the nature of Christie’s methods of engsand her choices of settings can be
seen as controversial in regard to the principlevefisimilitude. The act of enclosing
accumulates improbabilities: the setting is ideddjineated; it contains people whb have
plausible means, motives and/or opportunity to rauttle victim; and not only is it closed at
the exact moment of the murder but it possessesralsimultaneousayers of enclosure.

And there is the question of probability: why shbal murderer choose to commit his or
her crime not in some dark alley but in conditiavisich may seem to make detection
highly likely? [...] InThe Orient Expresghe opportunity is deliberately and elaborately
contrived: this is when the 12 avengers can firam$elves together with their victim.

This goes wrong: Poirot is also in the carriagegexpectedly, and a series of

misdirections has to be mounted to confuse him:féiee clues, the woman in the

dressing gown. The effect is theatrical [...]. (K@007, 15-16)

In her quest to obey the rule of fair play and takem enclosure efficient and
unquestionable, Christie created a formula th&b say the least artificial with respect to the
general conventions of verisimilitude. In other d®ras her practice of the genre became
progressively more formal, her closed circles bexamore contrived. This has to do with the
genre’s relation to verisimilitude: detective fani is conceived as a game, meaning that it is
not supposed to be entirely verisimilar. The ruked ensure fair play are more important than
realism or verisimilitude: while the latter is essal to the extent that it locates the story in
the rational world (by precluding the use of supéural or sensationalist elements that are
impossible for the reader to deduce), improbaéditare tolerated if they allow the reader to
participate in the game or if their aim is to gudes the eventual resolution of the mystery.
The most telling example of this sacrifice of vemsitude over fair play is the closed circle
ploy itself (see 1.4.1.). There is a paradox heréhat Christie’s closed circle in fact aimed to
be moreverisimilar than her ‘open’ mysteries, which dd onbey the rules of fair play: if the
culprit can be anyone, then there is no guaramtaethey are among the selected suspects,
and this selection of suspects itself becomes mabtel and subjective to say the least. The
tricks used to make the murderer a known charantgr not be verisimilar as well: ifhe
ABC Murdersand The Pale Horsethe culprits respectively commit unrelated musdey

disguise their crimes as a serial killer's or fde# need to make themselves noticed by the
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police. This led Christie to adopt the closed eirgloy, to make a number of suspects
plausibly known from the start, which makes dedudiin a confined space plausible — i.e.,
the deduction process of the novel is more conmgeand less implausible, even though the
diegetic context of the crime is not so plausihle tb this closure.

The fact that this formula was intended to eraspraipabilities instead of creating new
ones can seem puzzling. However, | would like tguarthat Christie knew about this lack of
verisimilitude and chose to prioritise fair playawthe “consistent illusion of truth to life.” As
a result, her closed circles are very theatricaldture, as mentioned by York. This ties with
the theatrical origin of the concept of verisinutie as defined in th®xford Dictionary of
Literary Terms In fact, Christie herself explicitly compares maysteries to theatre: the title
of her last novelCurtain, signals not only the end of the game, but also é¢hd of the
metaphorical play that is at work in her novelsri§ife’s mysteries abound with theatrical
references: many of her works take place in thatteevorld Tragedy or their solution relies
on theatrical tricks such as impersonation, disgultision, or devicesMirrors, Christmas,
Orient Express, Tragedy)...several of her characters are actors (Sir Chalartwright in
Tragedy Mrs Hubbard/Linda Arden iOrient Express Jane Wilkinson inLord Edgware
Dies..) and a lot of murderers disguise themselvess{rob the culprits inOrient Express
Wargrave irNonewhen he poses as dead, Sir Charles Cartwrightagedy Norman Gale in
Clouds Miss Gilchrist inAfter the Funeral.)?*

Theatre was indeed a huge influence on Christie:estplains in heAutobiographythat
she had been a theatre-goer and a theatre loversene her childhood and her education
gave great importance to the French classical riinefir she studied “Moliére, Racine and
Corneille” and went to see the “classic dramaghatComédie Francaise (Christie 1977, 131,
181). This influence can be felt in the way shetegrithe majority of her detective novels.
Indeed, she explained that she liked writing plbagst because “The circumscribed limits of
the stage simplify things for you. [...] You only leawhat can be seen and heard and done to
deal with. Looking and listening and feeling is wigau have to deal with” (quoted in Green
2015, 2). This feature can be observed in moseohbvels as well, in which she writes in a
very plain, factual style, with a lot of dialoguasd an extensive use of external focalisation

that turns the reader into a viewer of sorts (someels are exceptions to that pattern, like

4 For a more detailed analysis of Christie’s theatriariting style and of the theatrical plot elemreim her
novels, read York'#\gatha Christie — Power and lllusipespecially the chapters “The Spectacle of Degh”
21) and “Actors and Imposters” (35-47).

88



Nong. Most importantly, this quote reveals what Cheistants most: to create a finite world,
as ideally bound as the stage, as defined by Arbezdield:

Espace cerné dans ses limites. [...] Espace quifsgtgiar son rapport d’exclusion avec
ce qui nest pas lui. Méme matériellement flouess limites de I'espace sont
virtuellement tranchées comme au rasoir. Espaceegfuaussi un espace-temps : défini
dans son extension, il 'est aussi dans sa teniporad’il n’est pas enclos dans I'édifice
ad hog il disparait, passé le temps de la représentdiitiversfeld 1996b, 49)

Such an enclosure is exactly what Christie is logkior to respect the demands of the
detective genre. For this reason, her handlingnofosure imitates the dramatic practice.

The process of enclosure, indeed, is perhaps thst timeatrical aspect of Christie’s closed
circles. Christie herself explicitly likens the cdwsed setting to a stage Mirrors and
highlights the theatrical organisation of her eselb settings, where characters come in and

out and move within the delimited space as actansldvdo on stage

‘[...] 1 was looking at the whole thing from antealy different point of view. | was
thinking of this place in the terms of the thealMet reality, but artificiality! Just come
over here. Think of it in the terms of a stage kejhting, entrances, exits. Dramatis
Personae. Noises offll very interesting. [...]' (Christie 20029, 248-emphases mine)

‘I want you to think of this place as a stage d$megpector. As it was on the night
Christian Gulbrandsen was killed. You're here ia #ludience looking at the people on
the stage [...] and just like on the stdigere are entrances and exits and the characters
go out to different places...]’ (ibid., 266; emphases mine)

It is no wonder then that a lot of Christie’s clds@#rcles were adapted to the stage by Christie
herself (like None — under the titleTen Little Indians—, Appointment The Hollow
AnnouncedTowards Zerpand many others) and that Christie’s most suégepiay, The
Mousetrap was a closed circle The closed circle format is inherently theatricdl
corresponds to what is called in Frenchugs clos In the everyday language, this expression
means “with a locked door”; but it also the nameadpecific subgenre of literature in which
the characters are locked in together and canaweléluis closare often used as a pretence
to a play, as in for example Jean-Paul Sartre’yg f@nousNo Exit(Huis closin French). In
this type of play, the characters are trapped tmgetlocked out from the world to be

questioned and confronted, as in Christie’s clasedes?®

As Beatrix Hesse remarked, all of her plays weo¢ successful. However, the problems with these
dramatisations had nothing to do with enclosure with other issues such as large casts of chasgbéwt
changes, too-complex plots, the overwhelming preseaf the detective, and the fact that some of Stibis
stories worked best when given access to the deasapoints of view. If anything, and accordingHesse, the
restriction to a single, enclosed setting was afiemore than a fault of these adaptations. (H&&kb, 210,
216-7).

% |nterestingly, in French, thkuis closalso refers to trials conducted in the absencanyf audience. This
distance from the public eye can also be seen insti#is closed circles, in which the only charastén
attendance are usually the suspects and the detecti
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Interestingly, thehuis closplay is considered the logical culmination of thdes of
classical theatre. As mentioned in the definititw\ae, classical theatre (and most especially
French classical theatre, which Christie studicogyed three rules of unity as defined by
Aristotle in order to achieve verisimilitude: unity action (the story must be focused; every
element and side-plot must be relevant to the rpkat), unity of time (the action must take
place in a defined window of time; classical thedimited this timeframe to ideally no more
than twenty-four hours) and unity of place (thd@actimust take place in a limited number of
places, ideally only the ones the characters cao gothe span of twenty-four hours or less;
this principle led playwrights to stage the actionone setting only to the exclusion of all
others) (Couprie 1995, 38-40). Couprie seeshtlis closas the ultimate form of the rule of
the three unities, as the story usually focusesraaction, in a given, definite time, in one
place the characters never leawed(, 40). Christie’s closed circle mysteries obesththree
rules too: they only focus on the mystery, theyallguake place in a limited amount of time
(and it is worth noting that the murder happenethiwia delimited timeframe that enables to
identify a number of suspects) and in a very lichirmmber of settings — in fact, enclosure
depends on these three factors as explained ib. 2This means that Christie’s closed circles
are alsohuis closin that in a number of them the characters endargined in one isolated
setting for the duration of the story (as Mone Orient Express Mesopotamia The
Mousetrap, Curtain, Christmaand others).

It becomes clear, then, that it is not simply tBaristie’s closed circles have similarities
with theatre but that Christie’s works obey theesubf dramatic verisimilitude rather than the
ones of the novelistic verisimilitude — which maklesm intrinsically theatrical.

Another element pointing to that theatricality &t enclosure is a main characteristic of
plays just as it is a defining element of Chrigtiefosed circles:

Celieu scéniqueest un lieu particulier, avec des caractéristiquadui sont propres [...].
Tout d’abord il est limité, circonstruit, il est @portion délimitée de I'espace. (Ubersfeld
19964, 115)

Tout espace théatral est clos par nature dansdarmeu il s’oppose a ce qui n’est pas
lui, clos par rapport au monde, d'[Eté’. L'espace scénique est aussi clos par rapport au
spectateur. Encore faut-il s’interroger sur le sease mot cléture’ ; nous touchons ici

au paradoxe du théatral : I'espace scénique esh@ne temps, par nature, ouvert au
monde — des techniciens, de son appareil pratiqeteodvert au spectateur pour lequel il
est fait. Il est donc difficile de parler de cl@uconcréte ; mais les signes spatiaux
peuvent construire pour le spectateuetfetde cléture [...]. (Ubersfeld 1996b, 81)

As explained in Part 2.1.1., the closed settingrisumscribed and delineated, a delimited and
bounded portion of space just like the stage. #imsilarly opposed to the rest of the world:
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both closed spaces are isolated from the resteoittrld, while still allowing the reader and
the viewer to see the whole investigation process ifot the murders themselves; they are a
“narrative secret,” Champigny 1997, 13, that isdeid from sight in both the novels and their
dramatisations by a process of ellipsis. This isumiike French classical theatre, in which all
acts of violence similarly happen offstage so astmehock the viewers — here, the aim is not
to spoil the suspense). This complete seclusiom fitee rest of the world is worded irhe
Mousetrapby the last-arrived character, Paravicini:

But now, | tell you this. | complete the picturecom now on there will be no more

arrivals. And no departures either. By tomorrowerhaps even already — we are cut off
from civilization. No butcher, no baker, no milkmamo postman, no daily papers —
nobody and nothing but ourselves. That is admiratddmirable. (Christie 1978, 316)

This excerpt reflects the enclosing process of tiotatre and the closed circle techniqlise
Mousetrapis both a play and a classical closed circle mystehich makes evident the
similarity between the two genres as far as enobomuconcerned. In this play, the characters
come in, one by one, and introduce themselves] thdy are eventually locked in and
confronted with the fact that there is a murderethieir midst. This structure is employed
both in classical theatre (especially theis closas far as isolation is concerned) and in
Christie’s closed circle. In a play, the charactemanot leave the closed little world of the
stage, and in a closed circle mystery the chamac@&nnot leave the place they are confined
in. In both cases the only characters that mateetabe found within the physical limits of
the world that is depicted, as is shown by the flaat the curtain falls and the first scene ends
after a character makes the observation quotedeallosre is a finality to this declaration that
illustrates the fact the circle is now closéd’lhe Mousetrapcombines these two types of
enclosure: in the diegetic setting the charactarmat leave Monkswell Manor (they are
trapped, hence the title of the play), and MonkéWelnor is physically circumscribed to the
limits of the stage.The Mousetrap as one of Christie’s most successful closed eircl
mysteries, shows that the dramatic enclosure aedntivelistic enclosure are more than
merely compatible: they are one and the same wlobpsad circle is brought on stage, which
points out to the fact that the diegesis in Cheistclosed circles is confined to the enclosed
setting as in theatre, but also that Christie’setbcircles are inherently theatrical.

It is also notable that the moment when the cirglelosed is also the moment when the

outside world stops existing for all intents andpmses. Isolation is a particularly relevant

Sergeant Trotter is admittedly introduced in ttugysafter that. However, Trotter embodies a dodiglere: he
is apparently the detective figure (who sometimeises after the murder has been committed anditcle has
been closed, as Poirot @hristma$ but he also is the murderer, that is to say thaugtive element that brings
chaos to the peaceful society gathered in Monkswatior.
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characteristic of theatre as well, as mentionedJbgrsfeld. Just as the outside world is left
out almost completely in Christie’s closed circlavals in a rather solipsistic manner, plays
are typically bounded in a single setting to thel@sion of everything else. In addition, both
genres adopt the same type of isolated setting:

[...] English theatre tends to confine itséd a single set that — due to a lack of
sufficient depth of the stage — almost always baset an interior. Since the programme
does not change nightly, the set may be built solehd furnished for a long run. A
dramatist who wants to see his work performed basdapt to these circumstances. The
result is an endless succession of drawing-roontseasettings of English plays, where a
complex plot may unfold most easily. (Kosok 1988,cuoted and translated in Hesse
2015, 97)

Plays and Christie’s closed circles thus both rasgtatic setting, usually the cosy interior of a
house. Even when the setting is not the usual hausevertheless remains an unchanging,
frozen setting, the role of which is to provide Ilfaited and controlled backdrop against
which the [events and characters] so central tostbey can be silhouetted” (Cawelti 1976,
97). For this reason, Christie’s closed circle ragiss are easily adapted to the stage as far as
settings and enclosure are concerned.

Indeed, the on-stage adaptations of Christie’setlasrcles are easily confined to a single
room. The Hollow(play) entirely takes place in “the garden roomSaf Henry Angkatell’s
house, The Hollow” (Christie 1978, 184) while th@maymous novel takes place in the house
itself in its entirety, for instance. The same goeJowards Zerothe murder occurs in a
house, Gull's Point, and the play is set in “thavdng-room at Gull's Point”ibid., 478).
Appointment with Deatliplay) is set in “The Travellers’ Campib({d., 120) like the novel
and is described in similar terms: the stage dmastmention “fantastic scarlet rocks,” “a
path,” and “sleeping tents’ibid.), all three of which are described in the originavel. A
more telling example would perhaps ben Little Indiansthe adaptation dNone.The play
takes place in “the living room of a house on Indisland” (bid., 6). The stage directions
read:

The scene is the living room of the house on Intikmd. It is a very modern room, and
luxuriously furnished. It is a bright sunlight eweg. Nearly the whole of the back of the
stage is a window looking directly out to spa] In the Left, near windows, is a door to a
dining room. Down stage Left is a door, communigatvith hall.[...] Up Right is a door
to study. Middle stage Right is fireplace. Ovdrangs the reproduction of the “Ten Little
Indians” nursery rhyme. On the mantelpiece are augr of ten china Indian figures.
They are not spaced out, but clustered so thaeitaet number is not easily se¢n]
The room is barely furnished with modern furnitu(inid., 7; italics in the original)

Even though the setting is smaller than that ofritreel, it comprises the same elements. The

background view on the sea sets the story on thedsand serves to isolate the characters.
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The insistence on the furniture of the room — gbarfitirnished but with expensive and
modern items, with an emphasis on the china figaresthe framed poem — reproduces the
original setting of the novel and the jarring castrbetween the modernity of the house and
the Gothic-like bloodbath that occurs in it: thevels describes “a perfect bedroom decorated
throughout in the modern style” and “a mantelpiease of ornaments” (Christie 2011, 33).

The main atmospheric elements and clues of theaenystan easily be confined into a
single theatre setting because the adaption oglyines to take all the important elements of
the story and to confine them into a single roorseting that is only marginally smaller than
the original, already limited setting. Indeed, tinealike the mystery story, is what Malmgren
calls a centered world:

By ‘centered’ we mean a world which has a centerrechor, a ground; a centered world
is one in which effects can be connected to cawdesie external signs can be linked to
internal conditions. The centeredness of mystertjofi is frequently dramatized in the

actual number of physical locales that come in&y pln mystery fiction, there is usually

one significant scene of the crime (estate, villagéway car); the investigator examines
this scene, trying to link its signs (clues) toithieot causes. (Malmgren 2001, 13)

In other words, everything that is mentioned inystery story must be necessary to the story,
which often translates into restricting the staryhly one significant setting. Malmgren calls
this convention “a function of the non-arbitrarises the sign” ipid., 17). This concept is
similar to the unity of action that is requiredtbéatre: both genres require a small, motivated
world where every element or prop must have a Sagmce and function in the diegesis
(Hesse 2015, 109-10), a world constrained in oi@ée more easily controlled by the author.

The spatial constraints inherent to a limited sgttnay lead to an effect of artificiality. In
Christie’s closed circle mysteries, however, thisfieiality is deliberate. The closed setting
and the process of enclosure are purposefully rikabtnd contrived, which is fitting for a
conventional genre intended as a game that depmndles, masquerading and illusion. The
diegetic process of space restriction obeys thesraf dramatic verisimilitude and does not
aim to be realistic, instead asking for the readailling suspension of disbelief — as opposed
to the deductive process, which spatial restricti@kes more plausible. The goal is similar to
what is achieved in theatre, i.e. to contain thiremiegesis within the walls of one setting
which is the focus of the action.

Nevertheless, as th@®xford Dictionary of Literary Termsnentioned, verisimilitude —
whether dramatic in nature or not — is supposedemsure both “the exclusion of
improbabilities [...] and the careful disguising iaiprobabilities” (Baldick 2008, 349); and

according to Hesse, “[tlhe solidity of set ahdniture helps to reinforce the illusion of
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stage realism and thus conforms to the doctrineeokimilitude governing both the well-
made play and the genre of detective fi¢tibtesse 2015, 97). In order to cover for its
lack of verisimilitude, Christie’s closed settingbould thus imitate the real world in their

description and organisation.

2.2.2.  Imitating “the surface texture of the real world”?% the enclosed setting,
mimesisand maps

In order to obey the rules of verisimilitude (abigacompromised by the genre’s inherent
artificiality), Christie’s closed circle mysteristould thus be mimetidlimesis— as theorised
by Aristotle in hisPoetics— means “imitation” in Greek; it consists in “repucing an
external reality or any aspect of it” (Baldick 20@®7). In other words, the aim is to imitate
real life in order to create an illusion of truttAlthough relevant to literature as a whole,
mimesigs originally a dramatic concept meant to makdaughe artificiality of theatre:

Le mimétique, c'est-a-dire le fait que I'espacensgae est I'image et le simulacre d'un

lieu du monde, est lié au fictionnel. C’est paro&est racontée sur scéne une histoire qui
doit se passer en un lieu déterminé, que I'espaénigue a pour mission de figurer

(d'imiter) le lieu de la fiction. Plus la fictionse proche du vraisemblable, d'une

conformité réelle ou prétendue avec le monde, Phgpace scénique se définit comme
'image d’un lieu dans le monde. (Ubersfeld 199%b),

The mimetic element is thus to be found in theesgntation of the physical, enclosed space.
Although fictional, this space should mirror anchfmm with the real world: it should be a
fictional imitation of actual places that the vievean identify and relate to.

It seems paradoxical that Christie’s works — soni@aic in nature — could be mimetic:

The mimetic element in literature confronts us wtk world as we know it, while the
formulaic element reflects the construction of daal world without the disorder, the
ambiguity, the uncertainty, and the limitationstloé world of our experience. Of course,
the mimetic and the formulaic represent two pahes most literary works lie somewhere
between. (Cawelti 1976, 13)

Christie’s closed circles must thus find a balabe#ween artificiality and verisimilitude:
while they need to be centered (and artificial)ytimeust also aim to imitate the “surface
texture of the real world"il§id.) and to be verisimilar (see 1.4.1. on this supjexspecially
since these stories usually remain rooted in tledoead space for the whole novel.

If Christie seeks to imitate reality, it seems tajithat some of her settings exist in real life
— the Orient Express, for instance, is an actw@ahtHowever, this constitutes an exception,

for Christie’s approach to settings is similarhattof Edgar Allan Poe or Gaston Leroux (see

%8 Quote taken from Cawelti 1976, 13.
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1.3.1.). Poe located his deduction tales in adinal Paris: while the frame (Paris, France) was
real, the places he described were pure fictionpue located his settings in existing frames,
but the settings themselves were fictional. SirylaChristie’s settings exist in a real frame
(like a specific region of England, for instanceit bemain fictional, which gives her more
leeway to adapt them to her needs instead of bemtgd by existing features. For instance,
Nonerequires a very specific kind of island: it mustiemote from the coast but still visible
from it so that witnesses can attest to its encstimust be small, easily enclosed, and have
only one house big enough to room ten people.dsé conditions are more easily achieved
by creating a fictional island than to try and fiadeal one meeting all these requirements.
The Orient Express is the exception because Ghugadis inspired by the place itself and as a
consequence the topography of its wagons is eabdwatithe solution of the mystery.
Similarly, some backgrounds may be real if thdfilfan atmospheric purpose or their being
real is relevant to the plot. This is the case wiltle archaeological sites described in
Mesopotamia Nile, and Appointment not only are they real, but their descriptiong ar
extremely verisimilar. In other words, the framebkri€tie uses refer to real-life elements
which gives them the appearance of truth to lifet iven how isolated the settings are from
the frame in Christie’s novels, it is not sufficidn create verisimilitude. As such, the setting
must be verisimilar as well — in other words, isha be mimetic. How does Christie then
give the appearance of reality, given that (as raeatl in Chapter One of thimémoir¢ her
descriptions are minimalistic?

A major difference between Christie and her pressoes like Leroux, Doyle or even Poe
Is that her descriptions are scarce. Whilenesisdemands detail in order to create the
semblance of life, Christie includes very littlet@i€about her fictional settings. For instance,
the house of Styles Court is described neitheStydesnor in Curtain — save for the fact that
in Curtain, it is equipped with modern plumbing and needbdaepainted. The reader only
knows that it is a “fine old house” (Christie 200I4) and a “spidery” “Victorian relic”
(Christie 2002a, 101). Christie’s descriptions —ewlthere is one — are very matter-of-fact.
The reader may be given some practical detailsrdegs the setting: whether or not it is
modern, how large it is, how wealthy it is. Howew#e usual elements one would expect in a
description (architectural elements, colour patiefarniture...) are left out.

The result of this technique might admittedly net \ery lifelike, especially since we
consider that according to Roland Barthes theilliéeéffect (effet de réel depends on the
presence of description without a function — itad@mness gives a greater impression of

reality. In fact, every detail mentioned in a détecstory must be relevant to the story (either
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as a clue, or as a red herring), which precludestidition of information for no purpose; for
this reason, the detective story is bound to besmotess artificial (Eisenzweig 1986, 162-3).
However, this manner of description (or lack théredlows the reader to feel familiarity
towards the enclosed settings. The settings ane gameric: Christie’'s houses look like any
other English house, the boat and the plane coailhigboat or plane. They are archetypal.
Besides finding a place where a community of charaaan plausibly be found, her aim is to
make her setting as little individualised as pdssito give the reader a sense of familiarity:

[...] the one thing that infuriates me is when peameplain that | always set my books
in country houses. Yohaveto be concerned with a house: with where pebpée You
can make it an hotel, or a train, or a pub — Batgbt to be where people are brought
together. And 1 think it must be a background theaders will recognize, because
explanations are so boring. If you set a detectteey in, say, a laboratory, | don't think
people will enjoy it so much. No, a country housebviously the best. (Christie 1966,
25)

Besides the fact that Christie disliked descrigiathe familiarity of the setting allows her to
focus entirely on the characters and the plot withibe reader being impeded by an unknown
setting. If the reader knows the setting, then heh@ knows its social codes and is able to
recognise anything out of the ordinary. This iskeeping with the fact that in Christie’s
novels the most important clues are domestiStylesfor instance, the solution relies on a
chimney fire being lit in August and the dispositiof a vase on a mantelpiece. Verisimilitude
then lies not in specifics but in the general dquadif the familiar settings; in other words,
verisimilitude depends on the writer’s skill to debe in broad strokes archetypal settings. In
this case, the fact that those settings are arpakewnables Christie to forego extensive
description that would make the setting too specHiand thus unfamiliar — because the
reader automatically fills in the blank.

It does not mean, however, that Christie’s closdtirgys are never described. On occasion,
her settings may set up an atmosphere, &histmasfor instance. Even though there are
few details given about the particulars of Gorsttall, the reader does learn a thing or two

about it. The house is “a good solid mass of réckbunimaginative but solid,” “an ugly old

mansion” (Christie 2001a, 58). This description iethately conveys that the house is
imposing, but its solidity is also oppressing. Tdescription of its interior insists on that
discomfort:

On the first floor of Gorston Hall a long passaee to a big room overlooking the front
drive. It was a room furnished in the more flambdyaf old-fashioned styles. It had
heavy brocaded wallpaper, rich leather armchaingel vases embossed with dragons,
sculptures in bronze... Everything in it was magwifit; costly and solidil{id., 46)
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Although the description remains non-specific,iteg the reader everything he or she needs
to know. First of all, old Simeon Lee is extremelgh, as emphasised by the quality and
undisguised wealth of his furniture. From this diggion alone, the reader can deduce that
this house is probably very oppressing and uncdathte to live in, what with all the
exhibited artefacts and their imposing nature tisatemphasised throughout the whole
description (“heavy,” “rich,” “large”). In fact, & effect produced is one of exaggeration:
everything is excessive, from the “brocaded” furretto the “bronze” and the “leather.” The
house has a museum quality to it (as Harry wikrdatcknowledge on page 60; on this same
page, he also calls the house a “mausoleum”). herotvords, this house is all about
pretentiousness, but there is no life to it. Thissadiption also gives an immediate
understanding of Simeon Lee’s personality. Simeoan old-fashioned man with similarly
old-fashioned beliefs — for instance, his most ardakesire in life is to beget a worthy son —
which leaves him dissatisfied with all his heiredaenables Pilar to manipulate him — and he
believes in the superiority of men over women —chiHeads him to have many an affair and
to beget several illegitimate children, a fact tisakey to understanding the murder. Simeon
also likes to boast about his wealth and is an evarti personality: he likes to show his
family his “flamboyant” furniture. The size and @osn of his room within the house is also
relevant: he has a big room, which reveals hispleiggonality, and it enables him to overlook
the front drive, meaning that he can see who enitgre leaves, and when — in other words,
Simeon Lee is in control of his house and thuddmsily. This description allows the reader
to see how domineering Simeon Lee is and how nb&erais family must be, especially
since there seems to be so much money for thengeiizonly Simeon died. These excerpts
efficiently give the reader three potential motivies the murder: money, freedom from
tyranny, and revenge for abuse.

The location and its description are thus connetdectiminal motives. This betrays that
the author’'s choice is not dictated by verisimdguonly. As seen before, the choice of
enclosure is dictated by the rule of fair play, ahd choice of setting depends on plot
convenience; similarly, the spatial characterizatid the enclosed space is psychologically
and thematically motivated. In other words, thecdesion of the enclosed space has a mostly
utilitarian function — although Christie occasidgalises description with an atmospheric
purpose in mind (see Chapter Three). This explamg Christie’s descriptions mostly remain
practical, as they only aim to reveal somethinguatibe characters or to give clues to the
reader. InStyles for instance, the description of the ornaments Mrs Inglethorp’s

mantelpiece appear not to create a lifelike effettbecause they are clues. The most extreme
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example of that idviesopotamia The narrator, Amy Leatheran, launches into a tleng
description of the house where the action takeseplaive pages are dedicated to detailing the
house and its construction (Christie 2001b; 41, B253). Nevertheless, this description
remains factual:

Beyond the antika-room, but reached through a edoch gave on the courtyard, was
Mrs Leidner's bedroom. This, like the other roomstioat side of the house, had a couple
of barred windows looking out over the ploughedrdogside. Round the corner next to
Mrs Leidner's room, but with no actual communicgtidoor, was Dr Leidner's room.
This was the first of the rooms on the east sidthefbuilding. Next to it was the room
that was to be mine. Next to me was Miss Johnsomi) Mr and Mrs Mercado’s
beyond. After that came two so-called bathrooiibéd.( 52)

As this extract reveals, the novel does not desasibat the houskloks like— once again, it
remains generic, save for a few atmospheric retexemo archaeology or local colour (“the

antika-room,” “the ploughed countryside”). Inste#te narrator takes great pain to describe
the topography of the setting — which room is whewhich rooms are concomitant or

communicating... More than a description of the d&uhis is the description of the plan

Christie gives her reader on page 42 of the novel.

Maps are indeed a very common device in Christigsed circles. As was pointed out in
Chapter One of thimémoire she inherited this tradition from Conan Doyle &min Leroux.
Like them, she uses plans to make the setting'sg@phy clearer to the reader and to give
the clues necessary to solve the mystery. The toaradten justifies their inclusion with
practical reasons such as clarity (“To make thid pamy story clear”, Christie 2007, 43),
“convenience” ipid., 62), or the fact that they are essential touthé@erstanding of the story
and of the mystery (“the plan of the house wasrtuvg of special interest later,” Christie
2001b, 41). This last justification is the reasomyvChristie only ever includes plans in her
closed circle mysteries: it is where maps are thetmecessary, contrary to ‘open’ mysteries.
Whenever a closed circle depends on spatial orgémis a map is included.

As Bargainnier points out, Christie use maps bexdlsy “create greater verisimilitude:
the place exists in space; here is where it hagfe(Bargainnier 1980, 25). Indeed,
according to Robert Tally, the fact that this isitem that the reader can use to understand the
setting — “making it subject to apprehension, iptetation, and exploration” — makes the
represented space more tangible to the readery(Z@1l6, 28). The fact that it is presented as
a document aiming to represent reality accuratdgo ehelps to create an effect of
verisimilitude (Eisenzweig 1986, 161-2). At firdagce, this use of maps seems incompatible

with the theatrical aesthetic of Christie’s closmatle mysteries: indeed, there is no map or
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diagram in theatre. However, | would argue thatjlevkhey are not a theatrical element,

diagrams aim to give the readers a visual sengdeoenclosed space — something that is
inherent to the theatrical experience, but absemh fthe reading experience. According to

Ubersfeld:

Si 'espace théatral peut étre considéré commalibgue d’un réel extra-scénique dont il
reproduit I'apparence [...] il est aussi I'espacendjau mené par les comédiens dont les
corps occupent cet espace. [...] Quelle que soitotené « décorative » de l'espace
scénique, et si poussé qu'y soit le mimétiquegikaurait exclure le ludique et le plaisir
que donne au spectateur le mouvement des comédienmouvement [...] peut étre
I'essentiel [...] dans tous les cas ou le sens estr@@ar le rapport des corps entre eux et
du corps a I'espace. Non seulement il est fondamhelatns tous les espaces [...] ou ne
sont montrés que I'espacement des corps et leiit@qiropre, mais il donne son sens,
dans le meilleur des cas, au décor, au lieu impit&squ’il montre I'activité humaine qui y
figure. (Ubersfeld 1996b, 70)

Theatre allows viewers to see the scenic space, ihasvorganised and how characters
move inside it; diagrams similarly enables read&rsvisually perceive the characters’
relationship with the enclosed space. It is the enoent within the enclosed scenic space that
generates the recreational dimension of the tlahtexperience; similarly, in Christie’s
closed circles, diagrams trigger the reader’s nespao play the deduction game by analysing
each character's movements within the enclosedesgdws is the reason why Robert T. Tally
Jr. writes that “novels and maps, two exceedinghygrful forms of knowledge, give form to
or make sense of the world system presented inbgnthem. Together, they disclose a
theatrum geographicurm which the places and spaces of our world ardenmaeaningful”
(Tally 2017, 485). Not only do maps enable the eeadknowthe space that is at the heart of
the narrative (which, as we saw, is Christie’s pniynobjective and the main factor in her
approach to mimesis and verisimilitude), but whembined with the narrative they create a
theatrum a theatrical place meant for representation ds@vation. The reader will look at,
analyse and interpret the map of the charactedbsed world in the same way he would the
enclosed scenic space, looking for the human &gtithe way each character is separated
from or close to the others, and what it revealsualthe characters and the story — looking,
indeed, for meaning and signification within thesgd space.

Indeed, in addition to making the story more verifar, the maps enable communication
and interaction with the reader. As the readeradisrs new clues and tries to solve the
mystery, he or she has to refer to the map, ngttonlinderstand the topography of the setting
but to test his theories: could this character Haa@n in this room at the time of the murder?

Where was this other character? In Sarnelli's words
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Christie’s fiction and her recurrent use of mapsvate the reader response, creating the
spatiality of reading. [...] This constant movemerross the pages establishes the
spatiality of reading. The act of reading [...] be®es a deeply spatial event. (Sarnelli
2017-8, 55, 133)

Adding maps to her closed circle stories enablass@ to spatialise her mysteries. Christie
makes the reader transform a static, two-dimenbi@paesentation of a fictional space into a
dynamic stage of sorts where the reader activebgimes the characters’ movements — this
technique, in short, actualises the setting andesakmore lifelike. It is worth noting that
Christie only ever gives maps of settings that anehetypal and easily identifiable to the
reader. As a result, the reader models his imagmaeconstruction of the setting on real
places that he/she knows — which effectively givessetting the “illusion of truth to life.” In
addition to this mimetic effect, the addition oadrams is also an efficient way of delimiting
space: the reader is never more aware that thg stamontained within the four walls of a
house (or a train, etc.) and isolated from the oé$he world than when the entire setting of
the story can be contained in a small map.

In order to understand how diagrams work as reganidsesisand how they activate the
reader response, let us look at two examples reptatsve of Christie’s maps in general (see
annex D).Stylespresents the reader with two maps: the first sreefinap of the first floor of
Styles Court, the second represents the victimtrdmen (see Annex D1). IMesopotamia
Christie includes a diagram of the expedition haige® Annex D2). The second map mostly
aims to show that the candle-grease stain on tioe i very close to the writing desk, which
indicates that whoever was in the room when thémiclied was mostly interested in the
desk. The first map iBtylesand the map iMesopotamiaare much more interesting as far as
the closed circle ploy is concerned.

The first interest of these two maps is that itegivnore information about the two settings
and the groups they enclose. Sttylesfor instance, the reader learns that the houseahas
classical U-shape. The fact that the house is Wgrigal in its architecture makes the reader
aware that this setting obeys real-life rules hevksy which, in turns, enables him to analyse
the setting and its clues through the lens of kigegence and deduce things about the
characters. For instance, Styles is a big esthegetare eleven rooms, including four spare.
This indicates that the family is wealthy enougiptssess a large country house and to house
a big family, even though the Cavendish-Inglethtamily is not that large; it is also an
implicit clue that the house is most likely ancakteind that the Cavendishes are the local
squires. The family all live together, which indiesia high level of intimacy, but also perhaps

of frustration, since the matriarch is describedyean as domineering. The map also reveals
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a polarity within the family: the children, daughte-law and children’s friend live on one
side of the house, while the Inglethorps and Cynfttie victim’s protégée) live on the other
side, which indicates a division within the fam(tyat the rest of the novel will prove true).
This separation hints at a lack of unity. By shayvihe spatial organisation of the house, the
novel Mesopotamiasimilarly reveals the tensions between charadteen implicit manner.
The house gives an overall impression of ordersgisare shape as well as the near-identical
arrangement of the rooms on each side of the hiaerooms on the West and East sides,
living spaces and working spaces on the North aadtlSsides) make the house look
symmetrical and thus harmonious. This apparent sstnyms even insisted upon in the
textual description of the house’s organisatiorhéedrooms were all the same, each with a
window and a door giving on to the courtyard” (Gktig 2001b, 52); “the arrangement of
rooms was much the same on the other sid®sd.( 53). This emphasis on continuity and
sameness is on par with the fact that most of dordoms are of similar size. Nevertheless,
this apparent lack of prevailing hierarchy thatdbdahyme with equality is overthrown by
the fact that Mrs Leidner and Father Lavigny bakide in strikingly larger bedrooms than
the rest of the household. Mrs Leidner’'s position particular is relevant given the
domineering qualities other characters attributedoin the novel. Beneath the appearances,
this diagram actually reveals an intense polansabetween the characters. The most striking
aspect of this polarisation is the fact that ak #lements of the house seem in constant
opposition, as if torn between two extremes. AStyles some characters live in the left side
of the room while others live on the right sideydhdriving a wedge between the characters as
they are physically separated by the courtyardfatit, a quick look at the location of the
doors of each room reveals that every charactert mnoss this courtyard (and thus, go
outside) in order to go to any given room — onehnigptice that very few rooms are actually
connected to one another. In addition to beingeraificonvenient, this perpetual circulation
through the courtyard hints at a lack of cohesiathiw the household while the lack of
communication between the rooms suggests thatrthgds separated and communication is
severed. The only rooms that are connected (theeoffith the dining room, the living room
with the antika room) are yet another reminderhaf polarisation of the household, as the
personal and the professional are awkwardly astom@king the house a gauche mix of a
home and a working place (and the enclosed graaipigarly odd mix between a household
and a group of colleagues). This strange combinabiothe public and the private raises
questions about this group that lives in a shanéichacy yet seems to be subject to tensions

(see 3.1.). This division in the group is also &thtat by the architecture of the house itself:

101



while it follows the pattern of the ideal Occiddntand more precisely English) country
house, it is built in the Orient — in fact, the raor also explains that this is an “original Arab
house” that has been expanded upon, Christie 2B2)bBy imitating real-life architectural
and organisational conventions that the readeansliar with, Christie gives verisimilitude to

a two-dimensional setting: the reader can navigateterpret it, and use it to understand the
dynamics of the enclosed group. In addition to mgkihe background of the story more
tangible to the reader (which makes the diagrarerg effective way to describe the setting
vividly yet without words), it also emphasises thdreme importance of the enclosed setting
within the closed circle mystery.

Indeed, in addition to crucial providing information the enclosed group’s whereabouts
and situation, the map is meant to be studied@sea For instance, one of the major events
in Stylesis that someone was in Mrs Inglethorp’s bedroorsheswas dying. A close analysis
of the map enables the reader to suspect whomedhdleis strange that Cynthia — who lives
in the bedroom next to the victim’s — did not haééns Inglethorp utter a single sound, yet
Mary, whose bedroom is in the other wing, declasb@ heard the victim. This is an
important indication that Mary was the one in thegtmom: in theory, people should have
seen Mary run in the corridors to the victim’s b®min when everyone else did, yet she was
not seen. The map may also add to the mysteryla@sopotamiafor instance, the map
highlights that Mrs Leidner’'s room had very few opgs — only a door that Nurse Leatheran
was watching and two barred windows. The map m#kssnclosure look more tangible, as
the reader is meant to puzzle over the diagramvaytter where the murderer could have
come from or how he/she could have left the room.

The reader is indeed meant to analyse the mapriky Wiee suspects’ alibis, to determine
whether or not they had an opportunity to commnetdhime, and to analyse their comings and
goings. Some novels give particular attention teséhcomings and goings, to determine
where each character was at every point in tim€lauds for instance, an entire chapter is
devoted to analysing a map of the plane to determathich passengers could have killed

Mme Giselle with a blowpipe from where they wertirsg.?°

% The drafts of Christie’s map of the plane havenbeeserved. It is interesting to notice that ie ithitial draft,

Norman Gale sat next to the bathroom; in the ndBele pretends to go to the bathroom but actuasuhis
pretence to disguise himself as a steward and dgaison Mme Giselle with a needle. In the finalpn&ale

has to walk down the plane to go to the bathroomaAesult, the solution of the mystery is lessials and
many characters can attest that they saw him ge thed come back a few minutes later, whsglemsto

innocent him. These drafts attest to the importariceovements within the enclosed setting, as t@ymake a
character look more suspicious or less so; Chiigtéto carefully choose each suspect’s location.
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However, the reader must interpret the map cogetthile the map gives clues, it can
also make the reader suspect characters who ameeint inStylesfor instance, instead of
suspecting Mary (or in addition to suspecting herg, reader may be suspicious of Cynthia,
as the map makes very clear that Cynthia’s bedroasna door leading to the victim’s room.
Like every other device in Christie’s closed cirolgsteries, the map aims to make everyone
look equally suspect. Alternatively, Evie seemsb® excluded from the list of suspects
because the servants’ quarters are not representdte map. The clue may be well hidden:
in Orient Expressthe map — in addition to helping the reader skereveach character was —
only gives one real clue: that Mrs Hubbard has rdhbeith an uneven number and that in
consequence the door opens in a certain way thkésnane of her declarations a lie. To
quote Sarnelli once again, “it is up to the readefill in the details” (Sarnelli 2017-8, 139)
and to find which details are relevant and whay tieally mear?

Adding maps to the story thus fulfils several pugm it adds verisimilitude to a genre that
has to rely on unspecific descriptions; it helptualising the setting; it makes the reader
participate in the game (see Part 1.4.1.); andratvd attention to the movements of the
suspects within the enclosed space, which in tulfilsf the closed circle’s mission to make
every character look equally suspect. For this aeasnaps are an important feature of
Christie’s closed circle mysteries exclusively. Hwer, even though maps give the reader a
verisimilar description of the enclosed space, thég and this enclosed space still have to be
interpreted. It is thus both a mimetic represeatatof reality and a sign that this
representation is never enough — it points to thgbssible narrative” on which Eisenzweig
grounds his definition of the genre (Eisenzweigd,%3). It is the reality of the genre itself —
and not only its realism — that is at stake. Beedhe genre itself is a narrative impossibility,
Christie’s closed circles — the enclosure of whiclthe epitome of the genre’s artificiality —
can only be given theuggestionof verisimilitude, by using two tools that areheit non-
novelistic (the theatrical use of the enclosed spamr non-narrative (the inclusion of
diagrams). The inclusion of verisimilar elementdyofits one purpose: for the reader to
recognize the diegetic world and its rules, mearimgf he can identify irregularities and
clues. For all intents and purposes, the fictidiedl is cut off from reality — not unlike the

setting itself which is more often than not isotefeom the rest of the diegetic world.

%0 The fact that they must be interpreted meansntlagits embody the deduction game in its purest ess@san
Poe’s “Purloined Letter, as analysed by Lacan.ettzae three manners of reading the mystery: ther¢hase
who are unable to see the hidden-in-plain-sightitsmd (the characters and the duped reader), thdése
interpret the map correctly (the detective andateite reader), and those who know from the stiaat whe trick
is because they committed it (the murderer, anawiter). (Felman 1987, 41) A map reads similarly.
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2.3. The isolation of the closed setting

2.3.1. “Outside of time and normality” 3" seclusion and its dangers

As | have explained in 2.1.1., Christie’s favouriteethod of enclosure consists of
completely isolating the setting from the rest loé tworld, either by making it extremely
remote or by cutting off its communication with thetside world. This method is used in a
majority of Christie’s closed circle mysteriefNgnhe, Orient Express, Mesopotamia,
Appointment, Nile, Evil.). But | argue that isolation — or perhaps morectyaeclusion, i.e.
the fact ofwillingly keeping away from other people in a quest forgojw— more than simply
being a recurrent technique of Christie’s, is atyuadefining and inherentharacteristic of
every one of Christie’s enclosed settings, evennithe setting is not completely inaccessible
or remote. First, | would like to demonstrate tthet main characteristic of Christie’s settings
is their geographical seclusion — i.e., they haweinmal contact with the outside world even
before the murder, which facilitates their enclesiBecondly, | will argue that this physical
seclusion makes Christie’s enclosed settings exiersheltered and private, thus giving a
false sense of safety that is shattered by the enwadd giving the boundary between inside
and outside (a boundary that the closed circle esutegentirely depends on) an ambiguous
function.

It is important to notice that Christie depictsfiand foremost a world in which very little
exists outside of the enclosed setting. This faamphasised by the similarity between the
setting and the classical dramatic stage: the ssagiectively cut off from the world, since it
Is strictly delimited and most of the action is inad to the limits of the stage. Even the
maps, the purpose of which is to make the settingentangible to the reader, “add to the
sense of isolation and are, in fact, related tddbked-room ploy, for they pose the question:
it was done, but how could it have been?” (Bargain©980, 25). Indeed, maps highlight a
single setting to focus on, excluding everythingalked beyond its four walls; they also
emphasise the fact that the culprit can only bedowithin its boundaries. This can be seen in
Mesopotamia for instance: the map emphasises the completlsme of the setting by
representing it as a completely closed square, wimakes the expedition house look like a
finite world (see Annex D). As a result, the woddtside of these boundaries is of very little

interest: everything in the diegesis happens ingideenclosed space, and if the post-murder

%1 Merja Makinen,Agatha Christie: Investigating Femininit{Basingstoke, New York: Palgrave Macmillan,
2006), 165.
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investigation were to take place outside of thdessd space, it is still on the enclosed space
that the detective and the reader focus all tHésrts on.

This lack of interest for the outside world candiserved in all of Christie’s closed circle
mysteries. As a general rule, no place other thanenclosed setting is ever mentioned and
the whole novel usually takes place in the enclesg#ting itself. No one ever comes from the
outside world, except for the detective and thacpolAs noticed in 2.1.1., this is ideal for
Golden Age detective fiction: not only does it eleathe story to remain focused on the
mystery, but it also makes the reader and the tietestand on equal ground as far as their
chances to solve the mystery is concerned. Howéwerexclusion of the outside world goes
farther than that. Elements of the real world ageywarely mentioned — which is in keeping
with the fact that detective fiction, as a games aa ambiguous relationship with reality: the
rules of the game can hardly fit with those of tkal world, especially since enclosure is
inherently artificial.

More largely, Christie seldom makes any remark fan historical context of her novels.
Most of the time, no context is ever mentioned, ckhimakes her mysteries look frozen in
time and a-temporal: i@rient Expresdor instance, there seems to be no context evargth
the novel was written in 1934, at a time when Earegs rife with conflict. One would
expect this fact to have an impact on a novel aitmultinational cast travelling throughout
troubled areas; instead, the context goes unmeaujomaking the story timeless and
everything outside the mystery irrelevant. In faistorical context is only ever mentioned for
one of two reasons. The first one is to allow QGleit reflect on modernity and the passing
of time. This often occurs in the later Miss Marplevels, and occasionally in a few Poirot
novels: in Curtain, Hastings thus mentions that “Styles St. Mary va#tered out of all
recognition. Petrol stations, a cinema, two moresiand rows of council houses” (Christie
2002a, 10) and that his room “was furnished in aaphmodern style”il§id., 15). These
negative remarks on modernity criticise and trgaocel the evolution towards modernity in
order to remain in a static, utopian bubble. Néwadss, they give very little clue as to when
the novel takes place (it could be any time posd#/@ar Two) or what is going on in the
wide world. The second exception is when Christekes use of wars for plot purposes. For
instance, inChristmas,Pilar Estravados’ maid uses her mistress’ deathsed by a bombing
in Civil War-plagued Spain, to take her place aretgnd to be Simeon Lee’s granddaughter;
similar plotlines are used iReril at End Houseand Taken with the Floodising World War
Two. War serves as a plot device but is othervefteolut from the plot entirely, as if nothing

important were occurring outside the walls of tmelesed setting. This statement is best
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exemplified in Styles Hastings comes to Styles to rest after beingréajuin the French
trenches in the First World War and Poirot is a weugee, yet the peaceful little world of
Styles St. Mary and Styles Court is completely omtted by the war — in fact, Styles Court’s
peace is more troubled by the murder than by the Wastings, the narrator, only makes a
fleeting mention of the political climate, and ority notice how remote Styles St. Mary is
from the rest of the world and its agitation:

The village of Styles St. Mary was situated abe tmiles from the little station, and
Styles Court lay a mile the other side of it. Itsaastill, warm day in early July. As one
looked out over the flat Essex country, lying seayr and peaceful under the afternoon
sun, it seemed almost impossible to believe thattso very far away, a great war was
running its appointed course. | felt | had suddesthayed into another world. (Christie
2007, 13)

Styles Court is “another world” indeed, for it ismmoved from the rest of the world on
several levels. The village, Styles St. Mary, isalied in the Essex countryside away from the
war, but also from the rest of England: its beitgd' miles from the little [train] station”
effectively cuts it off from the rest of Englanddareduces communications. In addition to
that, Styles Court itself is at a distance from tilege. The setting is thus socially isolated
even before the murder: it is disconnected froml&mybut also from the nearby village, thus
making its enclosure at the time of the murder \eayy.

The same goes not only for the country house typsetting, but also for every one of
Christie’s settings. Shared accommodations arellydoaated in similarly secluded places,
usually in the countryside (the guest houseCurtain, for example, is Styles itself) or
occasionally the desergsopotamig in the case of murders committed in a singlentpo
the room in question is often situated in a couhtryse settingTragedy. Houses, flats and
various places located in London are usually s#diain little-frequented or exclusive
residential areas (the housedrmoked Hose, in addition to possessing immense gates, is one
of those; the restaurant 8parkling Cyanides socially exclusive). Even exterior settings are
usually reserved for the characters’ single usenasppointment Two types of setting in
particular emphasise this seclusion. Means of patation are inherently secluded, in virtue
of their perpetually oscillating from one point amother without stop: they never stay in a
single place, and when they do, they are eithewbnand in an undefined plac©iient
Expres$ or immobilised in a foreign place that remainssthounknown to the characters and
readers Qrient ExpressNile). Train, boat and plane are all no-man’s lantisaygs treading
in foreign places and always impossible to locatxigely; their constant movement from

and to civilisation removes them from it. Similgriglands are separated from civilisation,
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surrounded but by the wild sea or ocean without@oryion of land communicating with the
continent, which makes them ideally self-contained.

What is interesting is that this seclusion and-sefftainment areot contingent on the
murder; in fact, they are theasonwhy Christie chooses such settings to begin viddtause
they are finite, already isolated, and easy taisohnd lock even further, they are ideal for the
closed circle setting. In addition, they enable teecreate the “centered world” Malmgren
deems necessary for detective fiction (see 2.2.atVdetective fiction, and more especially
the closed circle, requires is a world that is

at once orderly, stable, resistant to change, atatively free of contingency. [...]
Mystery presupposes an essentially static worldyhith neither social order nor human
nature is subject to radical change. Indeed, tisantee of continuity and permanence is
one of the real consolations of the form. (Malmg2e01, 14)

What Christie needs, in other words, is a simglifianchanging world, removed from any
disruptions that could take away from the mystergamplicate it, a setting that “abstracts
the story from the complexity and confusion of tlaeger social world and provides a
rationale for avoiding the consideration of [...] ma@omplex problems of social injustice and
group conflict” (Cawelti 1976, 97). What is at stakere, is the preservation of the genre as
pure mystery and nothing else. The setting mustjmat from the outside world that is
characterised by chaos, change, accidents andmare$s, unacceptable in a novel in which
everything must be relevant to the mystery andetmeust be “some sort of correspondence
between external appearances and internal realifaslimgren 2001, 17). The story must
also conform to a certain social order that enstinas the formula works: at the end, the
murderer has to be found and punished and thetgagiech was thrown into disorder by the
murder has to go back unchanged to its former sthfgeace? In other words, the story
cannotimply that the order in place is corrupt or flawédr this reason, the setting must
belong to a traditional (even conservative) woddyorld that necessarily has to be distanced
from the real world where politics and social charmgmplicate matters of justice, hierarchy
and morals. These necessities impact the choisetohg, for, as W.H. Auden explained in
“The Guilty Vicarage,” an essay that theorizesdlassical detective formula:

It must appear to be an innocent society in a stadggace, , a society where there is no
need of the law, no contradiction between the adisthndividual and the ethical
universal, and where murder, therefore, is the arthef act which precipitates a crisis

32 Although, as | will demonstrate in Part 3.3. dstmémoire Christie does not quite obey this principle, laes t
societies she depicts are far from being fundanigrmaaceful and order is occasionally questiongue very
fact that conflicts appear even in this supposedlidf stability suggests that the genre also degtsimplicit
social critique.
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(for it reveals that some member has fallen antbitonger in a state of grace). (Auden
1974, 403)

The setting that best answers these requiremettte ountry house — a classic of Golden
Age detective fiction. These characteristics aret exhibited in the excerpt fror8tyles
quoted above. Styles St. Mary is the embodimenthefidealised countryside: everything
there is “green and peaceful,” “flat,” “warm” anthrst dreamlike. Hastings feels like he has
“strayed into another world” and with good reastims society is but an idyllic, pastoral
landscape where war (and indeed murder) seemsniatiie, for everything is ordered and
proper — so much so that it betrays how artifiGiglles and Styles St. Mary are.

What Styles St. Mary is — and what, as an extenStyles itself and every country house
in Christie’'s novels are — is the embodiment of Beau Idéalas defined by Leonore
Davidoff, Jeanne L'Esperance and Howard Newby eirthrticle ‘Landscape with Figures
Home and Community in English Society.” TBeau Idéalis a specifically English trope
dating from the 18 century and still actively in use today, in liten@ as in the universal
vision of the English countryside. According tosthdeal, the village setting is “the ideal
setting for relationships in the wider society” (doff et al. 1995, 42) and the “home in a
rural village community”ipid.) is the best embodiment of this ideal. Emphagisiaditional,
simpler relationshipsilfid., 43), this ideally small world enables the prewak of stability,
traditional authority, and conservative hierarchy,stark opposition with “an increasingly
troublesome, impersonal and alienating real wordid., 44). For this reason, John
Cavendish describes the life in Styles as “the lithg’ “a jolly good life” (Christie 2007, 13);
and Hastings fondly remembers his first stay ateStyas a boy, thus making explicit the
feeling of pastoral nostalgia for lost innocencat thervades Styles and, more generally, rural
England. Styles is a chimeric relic of another timdich makes it even more unreal and
removed from reality and civilisation. Indeed, duUgagland is held as the only place where to
retrieve a harmony long-lost in civilisatioexpresslybecause it is entirely cut off from
civilisation: the home and the village are botheatly sheltered and separated from the public
life of power — political, economic, educationatjentific” (ibid., 42); moreover, “the home
and the village community were not merely geogreghexpressions, since the physical
boundaries were also cognitive boundaries, limitaspirations and ideas about what was
possible and desirableib{d., 44).

Every closed setting chosen by Christie works sirtyil not only do they present cognitive
boundaries that make them a world apart, self-coetband different from the outside world,

but they all are — at least in appearance — idabn-like worlds. The Orient Express, thide
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steamer, the restaurant@parkling Cyanidgethe plane irClouds the boarding school iGat
Among the Pigeonsr the hotel inEvil, and even Shaitana’s flat @ards are all places of
glamour and luxury where only a select few are digwohi They are places one has to pay for
or to be invited in — which, according to Michel Uéault's definition, makes them
heterotopias and thus sets them apart from theféisé world.

| have already explained in Part 2.1.2. that Cie'sstsettings correspond to Foucault’s
concept of heteretopia: her settings are alwaylefdtand they all serve a very specific
function in society (giving characters a home oslelter, travelling, etc.). In addition,
heterotopias are enclosed and isolated:

Les hétérotopies supposent toujours un systemeveftwre et de fermeture qui, a la fois,
les isole et les rend pénétrables. En général, 'ancéde pas a un emplacement
hétérotopique comme dans un moulin. Ou bien ontycestraint, c’'est le cas de la

caserne, le cas de la prison, ou bien il faut sensttre a des rites et a des puri cations.
On ne peut y entrer qu'avec une certaine permisstomne fois qu'on a accompli un

certain nombre de gestes. (Foucault 1967)

Heterotopias are removed from society, which makesn exceptional places (unless their
exceptional quality means that thiegve tobe secluded and secret). They represent an ideal
embodiment of the social compound that only a femilpged few can access. The ritual of
purification, in Christie’s case, consists of obtag an invite into this exceptional world. A
place in the Orient Express or a cruise ship, anrgoa prestigious hotel or boarding school,
or an invitation to a select party require firsttdaremost a precious sesame that only money,
social privilege, or well-connected acquaintancas grant. In other words, one has to prove
that he or she is worthy of being admitted intcs thpecial world. The access is restricted
because the settings’ exceptionalism resides irtlleg are ideal worlds:

Ou bien elles ont pour role de créer un espacéusidin qui dénonce comme plus
illusoire encore tout I'espace réel, tous les ewgi@ents a lintérieur desquels la vie
humaine est cloisonnée. [...] Ou bien, au contrairéant un autre espace, un autre
espace réel, aussi parfait, aussi méticuleux, abs=i arrangé que le nbtre est
désordonné, mal agenceé et brouillahid()

Christie’s settings, like heterotopias, give thesion of absolute perfection — they are places
for glamour, luxury, and social prestige. In comgam, the outside world appears unbearably
chaotic, but also plagued by the unauthenticitynotlernity. Christie’s heterotopias are thus
another embodiment of tligeau Idéal for they are idyllic spaces that theoreticalllpai for
escapism — except that her heterotopias are acplates for danger, just like tB=au Idéal
Indeed, all these settings are isolated on thréeret levels: firstly, they are isolated

geographically by their being enclosed, by theimoteness and by their distance from
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civilisation; secondly, they are isolated cognilyydor they are conferred a special status and
are regarded as superior places, utopias of duwatsare self-sufficient and exceptional; and
finally, they are isolated socially by their lackantact with the outside — they do not open
to outsiders and communicate with the outside ¢oliet the chosen ones in. These three
types of seclusion are dangerous in Christie’s Iso\&everal decades before her, Sir Arthur
Conan Doyle’s Sherlock Holmes stated that smalhgéds remote from civilisation represent

a danger, for in the absence of social interaabioa no longer feels concerned with society
and its laws and eventually does what one pleasesding criminal deeds (see Part 1.2.2.).
Christie, influenced by Conan Doyle, states exatttly same opinion in her novels: “People

who've lived outside civilisation a good deal sommets go back. Revert. Whatever you call

it” (Christie 2002f, 33).

In Christie’s novels and most especially her closedle novels, danger always comes
from the community closing themselves off and hgvimited contact with the outside
world. Each secluded community, no matter how idtes¢ems to be, always hides a terrible
truth beneath the utopian appearance; even in eaegbul village, one will find “envy, of
course, and malice, and all the mean spitefuleligins” (Christie 2002e, 83), the little
everyday vices that Miss Marple loves to detectssgqm lies, theft, infidelity... In the
enclosed community that is at the core of Christiabvels, these little everyday sins
eventually turn into murder. Davidoff, L'Esperanaed Newby themselves emphasise that

there is always something rotten in 8eau Idéakcommunity:

In each case there was an ugly, exploitative umdkenshich it was the purpose of the
ideology to overlook and deny. Paternalism easilgcdme either overbearing
officiousness or even tyranny; on the other harmbitld justify self-centered neglect of
subordinates’ welfare. Self-sufficiency becamedtioh, close-knit sociability lapsed into
cruel gossip. (Davidoff et al. 1995, 45)

Christie capitalises on this “ugly, exploitativedemside” of the rural English community. In

Styles the Cavendish-Inglethorp family is socially igeld from the village: they are the local
squires and the traditional hierarchy found inBeau Idéalmeans that they are looked up to
by the local population. Hastings thus mentions thavas only human nature to endeavour
to please “The Hall”” (Christie 2007, 141). Thisyileged community is not held as normal
but as extraordinary, which creates a sense ofpgolism but also of individualism — for

instance, not once does any charactebtygfesinteract with the villagers. This behaviour is
pointed out and criticised ifowards Zero“You take all the good things of life for granted

You're happy and superior in your little roped-effclosure shut off from the common herd.
You look at people like me as though | were onéhefanimals outside!” (Christie 1991, 87).
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For Christie, exceptionalism and individualism #re root of crime, as she explains several
times in her novels but most strikingly@rooked House

But some people, | suspect, remain morally immatliteey continue to be aware that
murder is wrong, but they do not feel it. | dohihk, in my experience, that any murderer
has really felt remorse... And that, perhapghe mark of Cain. Murderers are set
apart, they are 'different’ — murder is wrong —tioitfor them — for them it is necessary —
the victim has 'asked for it," it was 'the only wé&€hristie 1986, 110)

The Cavendish-Inglethorp “paternalism” (read: sew$eresponsibility over the locals,
conferred to them by the social hierarchy of Beau Idéa)l eventually makes the culprits feel
superior to the rest of society, as if the comnaw dlid not apply to them — which, as | wrote
in 2.1.2., is a defining trait of heterotopias adirted by Foucault. It is striking, in this
specific case, that the murder is committed notohg of the heirs, but by thgarvenu
husband and the servant. because they belong foetiglosed community cut off from
civilisation, they feel second-hand superiority agntually grant themselves the right to
kill. *®

To summarise, Christie’s use of the trope of Bleau Idéalis a double-edge sword: while
on the one hand it grants her the perfect settindnér closed circle mysteries, it also allows
her to criticise this ideal and to show that esieverywhere under the sun, as she says herself
in Evil. It is relevant to notice that the rise of theiabproblem novel in the i@century is
contingent to the rise of tH&eau Idéalthe latter being an imaginary construction of deai
society, as opposed to the evils of society); inrfwvels, Christie uses tiB=au Idéalonly to
emphasise how illusory it is. In the end, the esetbsociety in Styles or in Gorston Hall (in
Christmag are no better than those of tGeooked Houseén London, of theKarnakin Nile,
of Shaitana’s and Rosemary Barton’s partie€andsandSparkling Cyanider of the student
hostel inHickory. All of them are just as secluded and just asugted as the others.

Indeed, Christie’s other settings work exactly Ik country house settings, even if they
are more exotic, or more urban, or more glamourousntended for travellers or guests
rather than for a family. Exceptionalism and indivalism pervade all of her enclosed settings
— where, notably, only a few lower-class characéeesto be found, not only because they do

not fit the ‘glamourous’ ideal of the setting butdause, by the rules of detective fiction,

% There is a paradox there: while the novel indists the murder stems from family problems, in ¢nel it is
not a member of the familger sewho committed the murder. The novel criticizes thigerent evil in ideal
places, but the solution puts the blame on an a@eitsif sorts, which only reinforces social cohesidow to
reconcile these two extremes, and why does Chesegatually choose this solution? This seems likattempt
on Christie’s end to provide — at least at thetsthher career — a solution that it not too outiiaupsetting on
a social perspective. This choice displays a vghiass to eventually bring back order, a willingrnisg Christie
will not display as much later on.
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servants are deemed of very little interest (seeeXrB, rule 11). The roots of exceptionalism
and individualism are once again to be found insiting’s and community’s seclusion. First
of all, the other settings, be they a boarding sthm hotel or a train, are places of privilege
accessible only to characters that are sociallgisop What is more, the apparent peace in
these settings is quickly shattefgetauseheir seclusion from civilisation makes them pkce
where authority is fragile or absent and wheresralled laws have less impact.

Trains for instance are a “no-man’s-land”, as AMadoeuf aptly describes them:

Standing irresolutely between two places that semly as landmarks, the train is
temporarily in what is clearly an incongruous noamsdand, in a landscape that is also a
negation, that no longer exists because it is ngtbut a shapeless mass of snow, white
on white, matter on matter. [...] [T]he actions armdting are in phase with the train,
which is in a state of equilibrium and disequilibri between two suspended worlds and
two poles, one the impulse driving it from Istantstation, and the other inexorably
pulling it towards its final destination [...] (MadoEe2016, 59)

Trains, boats and plane exist in a vacuum: thegactided places but they are paradoxically
embedded into a larger, open space (whereas, asirséel.1., Christie usually cumulates
enclosed settings embedded into each other), thelpse characters but cross all boundaries,
do not belong to any place among the many theysciansd do not fall under the jurisdiction
of either place (which poses a legal dilemmament Expresy They travel where people
cannot settle or live, like deserts, and only stbptations and airports, transitory spaces that
people cannot inhabif. This type of setting exists outside of stable sfyciit is a place where
multiple nationalities, each with their own codewl aules, co-exist, as evidenced in chapter
four of Orient Expressvhen Poirot, on his way to his berth, keeps meaetiifferent people
from different nationalities, as if geography anorders did not exist in this place. These
settings are thus, according to Madoeuf, a “somesvtiat is nowhere’ilfid., 58), a bounded
space that abolishes the notion of boundary. Thpaees exist outside of civilisation — hence
the idea that common rules do not apply there.

Similarly, islands are peculiar worlds, especiahyliterature. Their remoteness makes
them ideal places to start over freely, away frdva eéye of society. Indeed, David Floyd

explains that they are entirely defined by thepasateness from and opposition to the rest of

3 Siobhan Carroll defines both these types of spacéatopias”, i.e. spaces “antithetical to habiaplace”
(Carroll 2017, 159). There are natural atopiake‘lthe ocean, Antarctica, or outer space, the enriental
characteristics of [which] not only make it hardkaild in these spaces [...] but also make them ity
dangerous to human lifeth{d.). Manmade utopias (“airports, highways, and clsaimes”) are also called non-
spaces by Marc Augé, who argues that they “intfaerith a fundamental human relationship to plaaed
thus, with individual and communal identityib{d.). In other words, settings such as the train,bibat or the
plane (which are manmade atopias, i.e. non-spacég)ever cross places where civilisation and comahlife
are fundamentally impossible.
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the world: they are “a landmass separated frommhbeland,” “separated from normative
societal structures,” and completely opposed tosdae— an untameable entity that the island
serves as a refuge from (Floyd 2014, 88-9). Islaragsbe a refuge from society as well, when
it is tyrannical or oppressive: it becomes Thomasrds Utopia or it enables Robinson
Crusoe to discover himself and to grow closer tal.G8ut the distance from society also
enables criminal or immoral behaviour to go unseed unpunished: Ulysses can have
extramarital affairs with Circe and CalypsoTihe OdysseyProspero can enslave the natives
and enact his revenge plot freelyTihe Tempesschoolboys can experiment with tyranny in
Lord of the Fliesand Dr. Moreau with human/animal hybridizationTihe Island of Dr.
Moreau (see Kneale 2017 for more details). Islands erighe margins of civilisation: they
are so cut off from the world that society has neans of knowing what happens on them,
and thus no one can save the victims. This is éng keason why Wargrave chooses an island
in None: there, he can become the murderer he could noethie in the civilised world.
Islands as literary settings are indeed placem@&amorphosis, because of

the persistent potential for the castaway to beredt by the island, for he is essentially
thrust into an isolated context without the definglements of culture and society. [...]
The great potential tragedy, therefore, is for tastaway to ‘go native,” that is, to

abandon his former civilized manner and assumedantity so closely associated with

the island that he becomes ‘the Wildman.’ (Floyd£2®5)

The characters are thus given two options. Theyreareate civilisation on the island and
thus to sublimate the civilisational experiend®d). This path is often redemptive: Crusoe
for instance goes on a spiritual and religiouspeyrand repents from choosing to be a slave
trader. On the other hand, “disengagement” fronilization means that the change can be
“degenerative” and regressivibifl.), as inNone the characters are “reverting to [...] bestial
types” and looking more and more animalistic (se@ex A).

Noneis the most extreme example of what happens is@ated setting: isolation means
that characters feel emancipated from the law drad the basest instincts of mankind
resurface for the worst. This gives Christie’s agetl settings a very ambivalent nature:

There was something magical about an island — #re mword suggested fantasy. You
lost touch with the world — an island wasvorld of its ownA world, perhaps, from
which you might never return. (Christie 2011, 3@jphasis mine)

The island, like Christie’s other settings, is heeey aptly called a “fantasy.” Indeed, those
settings are escapist utopias; they are self-auedaivorlds that their distance from the chaos

of the outside world seems to make perfect. Butenthis self-containment makes them ideal,
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it is also what makes them corruptible and “a wé¢rld from which you might never return.”
This double function of isolation raises a paradsxsolation a protection or a threat, then?

2.3.2.  "Aworld of its own”: the ambiguous function of the boundary

That Christie refers to Soldier Island as “a warfdts own” — and, in addition to that, a
world “from which you might never return” — is $timgly pertinent. This description in fact
fits every single one of Christie’s enclosed sgiinAs mentioned before, the closed circle
subgenre depends entirely on the presence of acghy®undary that separates the enclosed
inside and the outside. In effect, this boundargsdmore than simply delimit two different
spatial spheres; it actually establishes the eadlsgtting as “a world of its own,” an absolute
space that is entirely self-contained. Madoeufechuch a setting “a complete socio-spatial-
temporal object” (Madoeuf 2016, 59): an item thatcompletely autonomous because it is
socially, spatially and even temporally (when fostance the times of the murder and of the
investigation overlap) isolated from — one coul@éregayopposed te- the rest of the world.
One might add that the setting is also a completmitiveobject (see 2.3.1.).

This isolation enables the setting to stand asdealj so removed from reality that the
artificiality of detective fiction goes unnoticedxcept when or if the text calls attention to it,
as with Hastings’s remarks on Styles). The famigosintry house, the glamourous train, the
island, the student hostel are all stereotypicates, the “Eden-like,” “Great Good Place”
Auden deems most desirable because it provideskingtcontrast with the act of murder
(Auden 1974, 404). They are, as | have mentione2.ir2., places that are in rupture with
society and where very specific rules apply. That $etting — and thus the community that
inhabits it at the time of the crime — should falla particular set of rules is in fact necessary
for detective fiction and even more so for the etbsircle which depends on investigating the
communities’ habits:

The detective story writer is also wise to choos®aety with an elaborate ritual and to
describe this in detail. A ritual is a sign of hamyg between the aesthetic and the ethical
in which body and mind, individual will and genefalws, are not in conflict. The
murderer uses his knowledge of the ritual to conth@tcrime and can be caught only by
someone who acquires an equal or superior fantjliasith it. (Auden 1974, 403)

The nature of the setting and the frame it is eddh inform the reader of the codes and
rituals in effect in the community: for instance, the familial country house located in the
Beau Idéalrural England, the reader will expect familial éoand will understand that all the
power naturally belongs to the head of family (liyute pater familiag upon which all the
114



other characters depend, while the domestic s$affaiturally subservient and unimportant
(Davidoff et al. 1995, 44). In other words, the reader will expsanformity to the “ideal”
social (and conservative) structure; any deparfuwen it will constitute a clue for the
detective. Conversely, if the setting is a meangarisportation or a hotel, one will expect
decorum, polite conversation and temporary frieqmsh as the community will go their
separate ways at the end of the trip, no lastitackment should be formed, meaning that
murder (which usually reveals that the murderer #redvictim actually know each other)
comes as a surprise. Each community has its owtifgpatuals and workings the intimate
understanding of which is necessary to solve thsteny, as Sherlock Holmes aptly noticed
(see 1.2.): irStylesfor instance the key of the mystery entirely resith Emily Inglethorp’s
habits — the way she took her medicine, the kintkitérs she wrote, the organisation of her
bedroom and the fact that she had a chimney firie ugust. Christie’s suspended settings
thus largely depend on convention, which explaihy they are so stereotypical: their being
conventional means that they look familiar to teader, who is then able to identify their
codes and notice any abnormality, however slight.

Another consequence of the enclosed settings bmngpletely enclosed on themselves
and disconnected from the outside world is thay tire pitted against this outside world as a
safe, private bubble. Christie’s settings systeradlli appear as a shelter where characters can
find refuge. This shelter may protect against ptaistlangers: the Orient Express shields its
passengers from the cold and the snow, the houssolhier Island is a sanctuary from the
storm raging outside. Alternatively, the shelterynmaso protect from the psychological
tensions and pressures of the wide world: Stylagids a safe haven where the horrors of the
war and the trouble of politics can be forgotteotelts, boarding schools and even restaurants
and rooms for parties are places where one cax aeld forget about one’s problems. In fact,
even when they are not houses, Christie’s setatways convey a homely feeling in one way
or another. These places always emphasise persomébrt: even at a party, the characters’
needs and desires are systematically met. Thewlsoeusually places where one can sleep,
for each person has his or her own bed, and pltese each character benefits from a
modicum of privacy by way of a specific place (beotr otherwise) being assigned to them
(seeOrient Expres@andNile). For instance, i@rient Express

The Simplon Orient Express arrived at Belgrade qiiater to nine that evening. It was
not due to depart again until 9.15, so Poirot deded to the platform. He did not,
however, remain there long. The cold was bitted #mough the platform itself was
protected, heavy snow was falling outside. (Clei2001c, 47)
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In comparison with the cold, snowy and foreign @és- which is, to use Carroll’'s term, a
natural atopia where man can hardly live — thentsssems more welcoming: it is a warm
space, and a known one, where Poirot has his oiaterberth with a warm bed waiting for
him, a wagon restaurant to eat in, and people &b with. The comfort, luxury and protection
granted by the train turn it into a space that pssss the attributes of home, even if it is not
quite one. The train constitute a temporary honnelfe time of the trip. It is a place that will
bring the characters home (like other means offrariation), that provides enough comfort
to be a substitute to an absent home, and thaemgageople who often belong to the same
family (as in Nile, Mesopotamia, Appointment, Sparkling Cyanide Finally, all these
settings, even if they are not houses, are alwagsnl with clues that are domestic in nature:
in Orient Expressa kimono robe, a handkerchief, a sponge-bag hgrfigpm a door handle
are such clues.

Nevertheless, the homely feeling associated viise places (even when they are atopias
or heterotopias) mostly comes from the fact thaséhsettings emphasise privacy — in other
words, their aim is to keep away strangers andidens Everyone who does not belong or
was not invited is systematically driven away. As mecall, this is the aim the closed circle
subgenre strives to achieve: by excluding the pdsgithat any outsider may have entered
the setting, it ensures that all the suspectsdamtified from the start and can be investigated
fairly. As a result, people such as tramps, crifsinoreigners and the working class (the
latter two being considered as harbingers of crimedl, generally speaking, unfriendly forces
that would disturb the community, are kept outhaf private sphere.

According to Gaston Bachelard, it is the protecfivection (whether real or imagined) of
a delimited space that gives it the title of hommeleed, “all really inhabited space bears the
notion of home” (Bachelard 1994, 5); this is renckd by the imaginative power of man, who
will “build ‘walls’ of impalpable shadows, comfoitself with the illusion of protection”
(ibid.), and because of his attachment to a place’'stéptiwe value” will progressively turn
the place in question into an idealised ored(, xxxv-xxxvi). In other words, if a place
provides enough protection from the outside, oneseek to differentiate it from the rest of
the world and to turn it into an ideal refuge. lade

between the house and the non-house it is eastablish all sorts of contradictions. [...]
The house derives reserves and refinements ofdntirfrom winter; while in the outside
world, snow covers all tracks, blurs the road, mesffevery sound, conceals all colors.
[...] [B]ecause of the diminished entity of the odtsiworld, [one] experiences all the
qualities of intimacy with increased intensitipig., 40-1)
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The more unwelcoming and frightening the outsideldvis, the more one will seek to find a
home to be protected from it. In Christie’s worldhere war rages on and modernity is
creeping in, and where one is often away from isizilon, it is thus easy to see any enclosed
space providing some comfort as home. This is Whppens irDrient Expressn the excerpt
guoted above. Poirot is literally surrounded byshew that “covers all tracks, etc.” and turns
the landscape into a giant, unidentifiable nothifige train, by comparison, is much homelier.
Enclosure, in this case, brings safety from thexditand metaphorical tempests of the outside
of which the snow is a symbol: the setting metajgatly closes the door to any outside
intervention such as war, bad weather, or simpbjesirables.

This apparent safety reinforces the “dialecticiofsion” between inside and outsideifl.,
211) that is at play in Christie’s closed circle stgries — a dynamic directly inherited from
Conan Doyle (see 1.2.1). At first glance, secluseams ideal, for it isolates man from the
fury of the frightening outside world. After all,aBhelard remarks, “Life begins well, it
begins enclosed, protected, all warm in the bosdérth® house” ipid., 7): in this light,
enclosure is a protection and it is desirable. Titoeible is that it drives the enclosed
community — cognitively united in their desire frotection and by their belonging to the
same, closely-knit group — to isolate itself frame butside world even more:

The more cut-off, the more ‘total’ this situatiothe greater the likelihood that the
definition will remain coherent and thus order atability maintained; ‘outside agitators’
were not welcome [...]. (Davido#t al. 1995, 44)

What the characters seek, then, is “total” isolatiosocial, physical, cognitive. This isolation
Is thought to exclude unwelcome outsiders and thumsaintain order. The problem is that, as
we have seen above, isolation not only leads tlodosed community to individualism and
even exceptionalism but also prevents the enclosetmunity from receiving outside help
when needed — which is often the reason why Caisstnurderers choose to commit their
murders in enclosed settings, like WargravBlameor the murderers i@rient Express

What this separation with the outside world (angsttcivilisation and laws) also induces is
the growing of tensions within the enclosed comryurindeed, when a community remains
secluded, problems arise. It is relevant that tbmraunity is always isolated and kept
separate from the rest of the wodden before the murder is committedile enclosure at
the time of the murder makes certain that the nrerdean only be found inside, troubles
actually predate the murder and even lead to stebd of protecting the group from danger,
isolation actually contributes to create a dangetuation where murder can and will occur,
and it creates a proximity with crime that is as unddde as it is dangerous (see 3.2.1.).
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Davidoff et al. noticed this major flaw of isolation: there is ‘amgly, exploitative underside”
(ibid., 45) in theBeau Idédk secluded, hierarchical community — and by extensn all
communities that are similar. As Davidaodt al. explained, the conservative structure of
society places gives one person absolute powerallvre others. This power is uncontested
(because it is seen as normal and even desirabke @onservative, ideal society) and
unchecked, for the group’s isolation means thabutside authority with higher powers can
ever witness the ongoing abuse of power. Privamy fpublic scrutiny allows heads of family
(or whoever has power in Christie’s settings) te tieeir family and servants as they see fit.
Wives, children, and servants are completely subatedd and “this subordination did not
matter when set beside the domestic and rural’ididid., 45) — whatever abuse they may
suffer from (be it physical, sexual, verbal or elmodl) is overlooked, ignored, and denied in
order to prevent the perfect utopia from fallingpipieces. In general, however, the abuse is
unnoticed: isolation prevents people from witnegsihe abuse, and it also prevents the
victims from reaching out for help or from escapifidhe most extreme example of this
problem is the Boynton family iAppointmentit is explicitly stated that Mrs Boynton lives a
secluded life in order to completely control heilddien, far from the interferences of the
outside world.

In all of Christie’s closed circle novels, the dissfaction (at best) and abuse (at worst)
generated by the all-powerful local authority cestnsion long before the story even starts.
In Styles the Cavendish-Inglethorp’s problems predate theder: the two sons, John and
Lawrence, are resentful of their step-mother’s w@nbver their money and that upon her
death this money might go to Mrs Inglethorp’s n@epd-for-nothing husband instead of
them. Similarly, inChristmas every character is resentful of Simeon Lee’s abu$e it his
tyrannical behaviour, his avarice, his manipulation his licentious ways. InNile,
Jacqueline’s fiancé Simon marries Linnet insteadladfqueline because Linnet has all the
money he desires. [@ards the head of the house, Shaitana, knows abountinders four of
his guests committed. In all these novels, thesblpms are domestic and/or stemming from
the abuse of a person in power whose actions ackegked and unquestioned; these
problems lead first to tension within the enclosetnmunity, and eventually to murd@r.
Similarly, the simple fact of spending too muchdienclosed together without seeing anyone
else leads to “cliques and rivalries and jealotisasChristie writes itMesopotamigChristie
2001b, 27): “If people are too much cooped up togeit's got a way of getting on their

% | will analyse the enclosed community and its i@ms in more detail in Chapter Three of thiémoire
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nerves. [...] Yes, one tends to get petty in clos®munities [...].” {bid., 27-8). In Christie’s
novels, this pettiness always leads to murder.

The isolated, enclosed inside is thus not as sadeidyllic as one thought. In fact, their
very enclosure seems to make them even more vbleefehe homelike space (or, at the very
least, the temporary substitute for a home) thusstdirom an imagined Heaven into a
nightmarish, but very real, Hell:

In fact, of course, the household could be not amyearthly paradise’ but its opposite, a
‘hell on earth,” a prison. [...] The fact that no etlexternal relationships were sanctioned
for its inmates, at least below the rank of masteyld make men tyrants over their
wives, mothers over their daughters and both dveir tyounger children and servants.
The home could be not only a walled garden but alstifing menagerie of evil forces
unchecked by interference from any higher authofidavidoffet al. 195, 58)

In the closed circle mysteries, the “dialectic afision” that separates the outside sphere
from the inside, private sphere is thus reversed subverted. The safe inside that was
supposed to free the characters from the presancedangers of the outside world becomes a
prison, “a net ensnaring the characters” (Mado@1f62 55) from which they cannot escape.

This is best exemplified ilChristmaswith the character of Lydia Lee. Lydia’'s hobby is

building dioramas in the Gorston Hall's garden:

One represented a desert scene with smooth yelod, & little clump of green palm
trees in coloured tin, and a procession of caméls ene or two little Arab figures. Some
primitive mud houses had been constructed of piasti There was an lItalian garden
with terraces and formal beds with flowers in cotmlisealing-wax. There was an Arctic
one, too, with clumps of green glass for icebeags] a little cluster of penguins. Next
came a Japanese garden with a couple of beautifel $tunted trees, looking-glass
arranged for water, and bridges modelled out dStime. (Christie 2001a, 30)

Lydia Lee is trapped in her father-in-law’s houske is stuck there with her husband under
the thumb of Simeon whom she cannot leave. Headias are visions of the life she cannot
have: they represent free, boundless deserts afitt igardens in exotic locations — ltaly,

Arabia, Japan — strikingly opposed to the Englishntryside. These colourful, Eden-like

representations reveal that she does not find dreedr happiness in her supposedly idyllic
rural life. These dioramas remain but an unachievdleam made out of plastic: in the end,
Lydia cannot physically escape Gorston Hall. Theideois described in terms strikingly

opposite to Lydia’s dioramas: her dioramas are agah plain whereas the house is closed,
oppressive and heavily ornamented. The windows skebéras do not serve to open up on the
outside world: they are used by Simeon Lee to whtstfamily’s comings and goings, as a
jail guard would observe his prisoners (see 2f2r2the detailed analysis of Gorston Hall and

its description). The imagery of Gorston Hall, gpased to Lydia’s dioramas, makes it clear
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that the house is not the escapist fantasy thaBéael Idéalis supposed to represent — it is,
instead, a prison. This feeling of incarceratiomvpdes all of Christie’s closed circles: in
Curtain, Hastings says that the Cavendish family “felelgrisoners” (Christie 2002a, 7); in
None the characters are called “the prisoners” (Cier2011, 243).

This prison, in fact, is eventually even more uasidfan the outside: “evil forces” reign
upon them and their power is unstoppable. In thsegcthe evil force is first the abuser, of
whom the characters (theoretically) cannot getthédn it becomes the murderer, who grants
him- or herself the supreme power of deciding f&f &#nd death. The fact that the murderer’s
identity remains unknown has a double effect: firasneans that he or she is still present
among them and has not been cast out, and secaighities that the murderer is one of
them, but they cannot know who. The inside/outsiddectic is then completely reversed.
Indeed, “Outside and inside are both intimate -y thee always ready to be reversed, to
exchange their hostility. If there exists a bortiee- surface between such an inside and
outside, this surface is painful on both sides” qlisdard 1994, 217-8). The inside then
becomes a dangerous world where a monster loonikg thle outside becomes synonymous
with freedom — freedom from the abuser’s threat $eér freedom from the endless
questioning about the murderer’s identity. Thisersal is made explicit by comparing Lydia
Lee’s dioramas to the description of Gorston Héalé house that is supposed to embody the
Beau Idéaldream of safety becomes a nightmare. Insteadio§ ltbe conservative ideal of a
just and noblegater familias the bourgeois head of family is a libidinous travho flaunts
his money in the most tasteless manner and usg®Wsr to oppress his family. On the other
hand, the supposedly dangerous outside becomesrthediment of freedom for Lydia. Her
dearest dream is not only to cross the boundatykteps her entrapped in her father-in-law’s
house, but to live in places that have no bounddngtsoever.

The boundary separating inside from outside thusisgan ambiguous status: while
enclosure may protect, it can also harm. This pataslillustrated irfNone “They exchanged
good-nights on the upper landing. Each of them wimiot his or her own room, and each of
them automatically, almost without conscious thdudcked the door...” (Christie 2011,
79). The characters are split between two diffenestincts: on the one hand, staying together
means that the murderer theoretically cannot haemt but on the other, locking themselves
down (which is the very thing that enabled the reved to kill them and to deprive them of
assistance) puts a physical barrier between thelenerr and his victims. Does the boundary
represent safety or danger, in this case? This ssiple dilemma, directly inherited from

Gaston Leroux (see 1.3.), constantly pervades s losed circles.
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The effect created is one of unhomeliness. HomibBhadefines the unhomely as “the
shock of recognition of the world-in-the home, theme-in-the-world” (Bhabha 1992, 141).
Christie’s closed circles are unhomely becausechfaacters find in their own house or in a
homely place what is supposed to be a defining taithe outside world exclusively:
criminality, violence, evil. When the relationstptween inside and outside is reversed, “the
private and the public become part of each otloecjrig upon us a vision that is as divided as
it is disorienting” (bid.): it becomes difficult to differentiate betweerhat is intimate and
safe, and what is public and unsafe, all the moras the murderer remains an unknown
figure hiding behind a familiar face. Each charaatgght either embody order and safety or,
on the contrary, disorder and violence. As expldimel.3.2., the murder cannot be attributed
to an intruder: the violation was necessarily cottedi by an insider, or so the enclosed
community thinks. It was an insider who enteredwicéim’s room, this intimate sanctuary no
one is allowed to penetrate; it is an insider whay mommit another murder soon.

The transformation of an inside, enclosed spaa® anprison in which a “force of evil”
lives that thrives on transgression and violat®mneiminding us of another genre: the Gothic,
and more precisely the female Gothic. According<ade Ferguson Ellis iMhe Contested
Castle the female Gothic is a home that “has lost itslgpsarian purity and is in need of
rectification” (Ferguson Ellis 1989, ix). The fermaGothic similarly relies on an idealised
conception of home, a private sphere, an encloagidspace that inevitably becomes unsafe
and hauntedilfid., x), a prison for the heroingb{d., xii). It is a genre that addresses in a
metaphorical way the domestic dangers that womdinvietims to. Christie similarly
perceives the dangers of idealised, hierarchicafe®splaces that enclose and isolate a
community. She explores “the darkness, brutalityd &vil to be found much ‘closer to
home™ (Yiannitsaros 2016, 8) and turns the detectjenre into “a literature of incarceration”
(ibid., 16); she constantly explores the problems ofsab@xceptionalism, and violence
within supposedly well-ordered communities. In @pso, she transforms settings that seem
traditional and proper into places of crisis, déwia and rupture and she presents the
paradoxical situation of a home that is not a hagiteer because it is too corrupted to ever be
one, or because it is mistakenly assumed to be lya@wen when it can never be a true home.
Christie thus creates settings that are fundamgniahomely — or, to use Sigmund Freud’s
term, uncanny. The uncanny designates somethingidarand homely that turns into or
reveals itself to be the very opposite. The encassting, then, becomes a psychologically

disturbing place, a Gothic place where the moriiald be anyone at all.

121



Conclusion to Chapter Two

This chapter showed that spatial enclosure is assacy component of the closed circle
formula, for it is only by sealing the setting hetially that Christie can provide a finite
number of suspects and solutions. This completdirmment is typically achieved by
establishing a physical boundary cutting off thiiisg from the outside world at the moment
of the murder. In order to establish a solid boupd@hristie often accumulates various types
of enclosureand chooses settings that stand apart and are inreufam the rest of society.
These choices, however, highlight the innate ardlfity of the closed circle ploy. To make
this artificiality less shocking to the reader, iStie chooses to dramatise the most contrived
aspects of her plotting, opting to create a surfagel of truth to life rather than aiming for
actual realism. Treating her enclosed settings dikedage serves Christie well as far as the
game with the reader is concerned: descriptionsnaaps are used like clues that make the
reader actively interact with the story. The enetbsetting thus becomes more than a mere
component of the plot, being instead an absolwgl;centained world that the reader can
explore and where every detail matters. This firess is guaranteed by the complete isolation
of the setting from reality: the setting is alwaysographically secluded, even before the
murder. This isolation, which facilitates enclosunas an ambiguous role: the boundary thus
established makes the enclosed characters feelgpedtfrom the dangers of the outside, but it
also makes them feel entitled to favour their owterests above others’. This entitlement
leads to murder, which in turn transforms enclosanel isolation into a threat to the
characters’ lives and comfort.

In Christie’s closed circle mysteries, spatial esdre is thus the causal factor that ensures
social enclosure: it is only by using physicallesare that Christie can ensure the fairness of
the game, i.e. delineate a group of suspects dodlemportance; it is also by confining the
suspects that Christie creates the conditionsl¢laals to social and psychological unease and
murder, highlights the criminal act as a sociallation, and emphasises the psychological
terror that destroys the group throughout the ndBetause spatial and social enclosure are
interrelated, it is now time to study the socigbexd of enclosure: the third and final chapter

of this mémoirewill thus analyse the consequences of spatialosnck on the enclosed

group.
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Chapter Three: The circle of suspiciof®: the inner workings of the enclosed
group

After studying the dynamics of spatial enclosubhe, tharacteristics of Christie’s settings,
and how their enclosure led to crime, and in otddvetter understand how the tensions in the
community lead to crime and suspicion and how tb&éh{® atmosphere impacts the novels, it
is now time to turn to the analysis of the isolagedup. The final chapter of thisémoirewill
thus focus on a social and psychoanalytical appmsbe of the enclosed space: what are the
characteristics of the enclosed group? In what wines it suffer from its isolation? How
does enclosure participate in the climate of suspit What are the psychological and social
consequences of enclosure and isolation in Chasi@vels?

A first part of this chapter will be dedicated tetclosed group itself. The purpose of this
part will be to determine the composition and dyitanf the group; as such, the interpersonal
relationships between the characters will be uea@mination. This study of the underlying
tensions within the group will go hand in hand wath analysis of the uncanny atmosphere
that pervades the group throughout the novel. atig this analysis, a second part of this
chapter will focus on the issue of guilt being ligchinside the group: the fact that the
murderer is “one of us” has consequences on thecteas, turning the enclosed setting into a
claustrophobic prison. This part will analyse thermmer in which Christie tackles the
characters’ certainty that the murderer is amoremthAs this part will demonstrate, the
characters all suffer from a repressed desire ltaHe victim; the certainty that this desire
must have been shared by the others is at thenasigihe characters’ distrust towards each
other. However, this generalised paranoia posescalsissue in Christie’s novels. The
purpose of the closed circle, we remember, is tkemeach character look equally guilty; but
as a result, the entire closed circle, as welhassbciety it stands for, appears to be guilty in
some way. This third and final part will questitre fpossibility of a return to order when guilt

seems universal.

% Expression borrowed to Annie Combes: “L’'espacecdme, chez Agatha Christie, est clos par un cetele
suspicion et non, comme on l'imagine souvent, @arrdurs et des verrous” (Combes 1989, 86).
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3.1. The circle and its tensions

3.1.1. Structures of the closed circle of suspects

In order to understand the dynamics of the groupuspects, it is necessary to study the
very structure of the group: how is it organisedBaiVtype of characters does it contain?
What are the group dynamics like, and how do tHégcathe mystery? What tensions exist
before the murder, and why?

A first (and only) common point between all thesfedent groups is their social class.
Christie’s characters are most often middle- toenggass. The working class is barely
depicted: one can mention Evelyn 8tyles Mr and Mrs Rogers ilNone Jane Grey in
Clouds There is in fact only one novel in which the watk class occupies an important
place:Orient Expressin which six out of the thirteen suspects beltmghe working class.
This is highly unusual in a Christie novel — so sumal that this mix of social classes is
actually a clue for Poirot that the passengers@fitain are all part of a conspiracy against the
victim. This constitutes, in fact, a sign of thecisdly prejudiced perspective that is Poirot’s,
who indeed admits to himself that “The epithet lyeais was, he admitted, well applied to
him. His outlook on life was essentially bourgeasd always had been” (Christie 2000,
158). Poirot’'s perception of class echoes the nrammevhich social classes are depicted
throughout the novels. Most working-class characégher do not belong to the closed circle
(like Dorcas and the unnamed servantSiyle$ or — if they were in the enclosed setting at
the moment of the murder — are given almost noideration (like Tressillian irfChristmas
his role is that of a witness, not that of a sugpddis lack of attention given to the working
class is a characteristic of both the Golden Agentda (see Annex B, rule 11) and of the
Beau Idéalliterary tradition, which consider servants ane tlke as negligible while the
focus should be on the “traditional elite membdi3avidoff et al 1995, 50), deemed more
interesting and representative of an ideal, enamgustocial world. Another reason is that it
allows Christie to depict a “leisure class” (Baohdr980, 26) that never works and is thus
always completely available for the detective’seastigation; it also enables her to write
stories in which money and wills are prominent (B&r1997, 183-4). Above all, this class
bias is a way for Christie to avoid writing abous@cial world she knows nothing about. She

once declared that “I could never manage mineksnilin pubs, because | don’t know what
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miners talk about in pubs” (quoted in Bargainni®a, 30)*" In consequence, the social
structure she represents is the one she persdaadlys, and the working class are usually
relegated to the margins of her stories and wr#isording to the conventions of the genre as
they appear in Annexes B and C.

Class unity is one of the rare traits that the menslof Christie’s closed groups share. Her
fictional groups are characterised by the varidtiheir characters: each one possesses one or
two distinctive characteristics. @hristmas for instance, there is the loyal son (Alfred)e th
son who holds a lifelong grudge against his fa{bevid), the indebted politician (George),
the prodigal son (Harry), the foolish wife (Magdad¢ and the wife who wants independence
(Lydia), the mysterious stranger (Stephen) and rnithless granddaughter milking her
grandfather for money (Pilar). Some of these charagpes are recurring from one novel to
another. The never-do-well son or nephew appeaseweral novelsGhristmas, Ackroyd,
Hickory, A Pocket Full of Ryare only a few examples) and so do the indebtetiguah, the
empty-headed wife, the wife in dire need of indejmte, and the suspicious stranger. Other
recurring characters include the frighteningly cetet secretary, the angry leftist youth, the
boring retired military man, the dramatic, hystatiwoman... The characters may or may not
conform to the stereotype assigned to them: fdame, inOrient ExpressMrs Hubbard is
the embodiment of the dramatic woman, but it isseded that it is but a role she plays; the
never-do-well Ralph Patton iAckroydis actually looking for a stable life, etc. Theeusf
stock characters reveals that appearances carcbiidg: the guiltiest-looking person can be
an innocent who draws the reader’'s sympathy, amdezsely. Even though Christie plays
with stereotypes to mislead the reader, these cteargypes also make the reader identify the
conflicts that pervade the group immediately: festance irChristmasthe well-to-do son and
the never-do-well son naturally grate on each &hserves, and so do the politician and the
rebellious son, or the loyal and the resentful €thristie only needs a few pages to establish
that interpersonal conflicts are rife within the@gp.

Indeed, Christie’s groups are characterised by theahg a “relatively tight world” (Bartell
1997, 184) in which everybody knows one anothema@ersonallevel — meaning that the
characters directly interact with one another, eéhey are not intimate. In fact, Christie’s
groups constitute what is called in sociology anany group. A primary group is

The simplest, the first, the most universal offatims of association [...] that in which a
small number of persons meet “face to face” for gamonship, mutual aid [etc.]. The

3'Christie actually has the same approach towardsoaracy: Princess Dragomiroff and Count and Camte
Andrenyi in Orient Expressare almost the only aristocrats in her works, Whparadoxically means that the
working-class is actually depicted more often.
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face-to-face group is the nucleus of all organtat|...]. In primary group life our
relations with the others are always, to some éxparsonal Here wefeel sympathy or
antipathy, we often love or hate. In any event agefour fellows as total human beings
and with them walirectly co-operate and directly conflict. (Maciver and 4959, 218-
221)

By depicting primary groups, what Christie presests groups broken down to their bare
essentials, reduced to their most critical and &mental characteristic& The focus can thus
be on the interpersonal relationships between ltheacters. That the group exists even before
the murder is committed makes the loves and hasgselist between characters significant
and become psychological clues. In the casgéhsfstmas for instance, Poirot posits that the
apparent hatred between Alfred and Harry Lee maghaally hide their complicity in their
father’'s murder; irStyles the fact that Lawrence Cavendish is in love v@mthia Murdoch
enables Poirot to understand that Lawrence liec eery important information to protect
her; inOrient Expressthe familiarity between Mary Debenham and Colokdduthnot clues
Poirot in to the fact that the passengers all keash other.

Primary groups are defined by their “limited size membership,” “personal contact
between members,” “degree of formal recognitiond éype of interest pursuedibid., 215).
In Christie’s stories, the “personal contact betmveeembers” is actually ensured by the
setting itself — its cramped conditions mean thatdharacters have no choice but to interact —
and by the “limited size of membership.” Indeedyi€lie’s closed circles are usually small,
typically counting between eight and twelve chagectvith a marked preference for a circle
of ten characters (minus the victinbive Little Pigshas five,Dumb Witnessix, After the
Funeral seven Styleseight, The HollowandCloudsnine,Christmas Nine, AppointmentEvil
and Crooked Houséen, Tragedyand Ackroydeleven,Announcedand Mesopotamiawelve,
Nile and Orient Expressthirteen. (Although the number may be hard to meit@e: in
Christmas Sugden does not appear as a suspect at firsteginér do Shepherd #ckroydor
ten-year-old Josephine i@rooked House Christie’s smallest group is i€@ards — four
suspects — and her biggest idHickory — sixteen suspects, although not all of them areng
equal attention, which shows that smaller groupseasier to handle.

The “degree of formal recognition” as well as thgpe of interest pursued” show even

more variety in Christie’s closed circles. Whilé @fl Christie’s closed circles are recognised

% This also means that the groups she depicts &rallorepresentations of society itself — or atskeof the way
she perceives the English society. Maciver and Pealke the primary group “the nucleus of all social
organization” and “the unit cell of the social stture” (Maciver and Page 1958, 218-9), meaning thase
groups are microcosms standing for society at latgethis light, stock characters appear notlitesary
stereotypes, but as real-life archetypes. Theiefficsecretary, the old military bore, etc., arsilgadentifiable
characters for the reader who thus gets a feefifignailiarity and universality from these charaster
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as units of their own, united mostly because theyemclosed together, they all constitute
vastly different types of units: there are housdbpltravellers on the same means of
transportation, people gathered at a party... Asrs@guence, the groups’ interests — i.e. the
reason why these people are gathered in the fissep- vary too. Indeed, “[sJome groups
[...] are inclusive territorial units having no spaded interests; others [...] are organized in
order to fulfil specific interests of their membe(sbid., 214): for instance, families live
together without trying to achieve any specific ammile the travellers of th@rient Express

a priori aim to go home and are gathered together by cstamoe only. In spite of this
apparent chaos, all these different types of gmarpbe classified into three main categories
that | will analyse below.

The first type of group is the family, who eitherd together or are gathered for a special
occasion. This family constitutes the victim’s raged circle of relatives, which means that
their being gathered and enclosed together whemthder is committed is plausible. This is
the most recurrent out of Christie’s closed circkasd the most classical: it appearStyles
Christmas Ackroyd Crooked HouseTowards Zerp Ordeal by InnocengeDumb Witness
Five Little Pigs The Hollow After the Funeral They Do It with Mirrors A Pocket Full of
Rye 4:50 from Paddingtopand a number of short stories such as “Dead Mdimi®r.” In all
these stories, the suspects are the victims’ fagjiland occasionally very close family
friends. Christie’s families, however, present salestriking characteristics. First of all,
Christie never depicts traditional nuclear families. the parents and children only — except
in Ordeal in which the children are all adopted. Insteakli€lie represents blended families,
I.e. families with step-parents or step-childremStylesfor instance Emily Inglethorp is the
step-mother of Lawrence and John Cavendish an@d\i& her second husband. Christie also
depicts extended families, i.e. families that igewgrandchildren, sons- and daughters-in-law,
and occasionally aunts, uncles and cousins. Thithéscase inChristmas but also in
numerous other novels: Dumb Witnesshe suspects are the victim’s nephews and nigtes,
Crooked Housedhree generations live under the same roof, Hmel Hollowand Towards
Zeroare concerned with cousins, wards, current wigrsyives and even mistresses. Christie
likes to portray complicated families: ifhey Do It with Mirrors the suspects are Carrie-
Louise Serrocold’s new husband and the childreanduchildren and step-children she
gained through various marriages. These compliciedly trees result not only in more
characters, but also in more conflict, notably athe victim’s will: in almost all of these
novels the question of inheritance is essential @osokes conflict between the members of

the family. InChristmasfor instance, Simeon Lee threatens to cut somectes’ allowance
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or to cut them out of his will, which begs the qums which character needed money so
direly that he or she killed Simeon before he cogddthrough with these changes? The
characters’ conflicts are most notably revealedupgh a very telling dispute over Simeon’s
will:

There was a moment’'s pause while everyone drewtlbi@ad in another moment the
battle was in full swing.

Harry said:

‘You've always been a damned skinflint, George.’

George retorted:

‘At any rate, I've not been a sponge and a rotter!

‘You've been just as much of a sponge as | haval"o battened on Father all these
years.’

‘You seem to forget that | hold a responsible amthaus position which —'

Harry said:

‘Responsible and arduous my foot! You're only aftaited gasbag!

Magdalene screamed: ‘How dare you?’

[...] David said with sudden violence:

‘Must we have all this disgraceful fuss owveoney (Christie 2001a, 272-3)

This conversation is the tangible proof of what basn repeated throughout the novel, i.e.
that the household has always been “well-ordered’hiever “happy” or “harmoniousiid.,
182): the family members hold little to no respiecteach other and the family’s interactions
are tainted with resentment, jealousy, hatred, aadpicion. The description of this
interaction as a “battle” makes the group look kicg a family but like enemies. The Lee
family is rather representative of Christie’s fartal families as a whole, meaning that
families in her works are deeply dysfunctional. iflkénship, instead of making them closer,
actively works against them as a poison: “It issh@family affair. It is a poison that works in
the blood — it is intimate — it is deep-seated. réhs here, | thinkhate andknowledge..”
(ibid., 211). The characters’ knowledge of each othetigigates to a never-ending hatred
that only worsens their relationships.

That the suspects are typically the victim’s fanalyd that conflict revolves around the
victim’s will highlight that the victim occupies ¢hcentral position of these circles — true to
Poirot’'s adage that “The character of the victing hbways something to do with his or her
murder” (Christie 2001a, 152). Most often the headamily, he or she is usually a tyrant
who controls their dependents’ lives. Because & f@imilial hierarchy that places this
character on top, all the characters’ lives revalk@und this one character. At best, the tyrant
is an authoritative personality who is neverthelgsserous, like Emily Inglethorp iBtyles
she is described early on as “an energetic, autogearsonality” to the point that that her first
husband has always been “under his wife’s ascentid@hristie 2007, 10). While she is
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“most generous”ibid., 10, 11: the fact bears repeating as if the t@arrasied to convince
himself...), this is but a role she assumes: it istnaed that she has a liking for “playing the
Lady Bountiful” (ibid., 10), the verb “to play” revealing that this istla role, a mask she puts
on. In truth, she “was a lady who liked to make ten plans, and expected other people to
fall in with them, and in this case she certairdgyl lihe whip hand, namely: the purse strings”
(ibid., 11). The slave driver imagery as well as thmmgtimagery (which irresistibly reminds
one of a puppeteer pulling the characters’ stringsiised again irfChristmasto describe
Simeon Lee:

“Your father is — inclined to be — tyrannical-’

‘He’s old.’

‘And will grow older. And consequently more tyracai. Where will it end? Already he
dictates our lives to us completely. We can't makplan of our own! If we do, it is
always liable to be upset. [...] You are his slavireAl. If we have planned to go away
and Father suddenly wishes us not to go, you caymal arrangements and remain
without a murmur! If the whim takes him to sendawgy, we go... We have no lives of
our own — no independence.’ (Christie 2001a, 22-3)

In Christie’s stories, the head of family is thusast always a dictatorial monster that
manipulates his or her family and deprives thentheir freedom. This freedom can be a
freedom of movement and opinion, as with Simeon; lbegas with Emily Inglethorp, it can
be financial independence, in which case the strihg master manipulator pulls are those of
the purse. In short, in these groupserybodyis discontented and has a reason to want the
victim dead — to get revenge, to be free, or toehaore money. This structure debunks the
ideal of family unity by bringing up the questiohinterest.

The second type of group that is to be found inisTiets closed circle mysteries is what
Alison Light calls a “society of strangers” (Ligg001, 61-2). This is a group of people who
do not know each other and only spent minimal twith each other before the murder was
committed. They are “heterogeneous societies tteathee product (more or less) of chance
and are far from being communities” (York 2007, L TThey are most often travellers — as in
Orient ExpressNile, andClouds— and occasionally on a vacation together atanhseshotel —
as inEvil or most notably ifNone in which each character was led to the islandeunide
pretence of spending a vacation or having a joketiHeven more rarely, they are gathered at
the same party because they happen to know the d®st the case i@ardsand Tragedy
These groups are remarkable for their various, same clashing, backgrounds, and the fact

that they nevertheless have to cohabit with onéhemnp

‘[...] All around us are people, of all ctes, of all nationalities, of all ages. For
three days these people, these strangers to otieeanare brought together. They sleep
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and eat under one roof, they cannot get away fraom @ther. At the end of three
days they part, they go their several wagser perhaps to see each other again.’
(Christie 2001c, 38)

Several factors make these communities uniquet #iall, they are temporary groups, meant
to exist only for a very short amount of time (avfleours, or a few days); secondly, they have
absolutely nothing in common (they are “heterogeséindeed), meaning that their sense of
community is rather loose as it based on the siffgalethat they find themselves grouped and
enclosed together; and thirdly, all the charactees (technically) strangers to one another,
with the exception of a few people who already kreach other (ifNone the Rogers are
married, for instance). This peculiar situationates ambiguous feelings: while the characters
are polite to one another, there is no actual @iskip. INnNone for instance, “There was as
yet no fraternizing among the party. It was as gfoaach member of it was puzzled by the
other members” (Christie 2011, 26): although eveeyas polite, there is no sense of
community and the characters are separated bylsbaaiers” (Christie 2001c, 56). The
murder can sometimes create a sense of unity,@aent Expressin which “all were united
by a common misfortune’ifid.), or they can further divide the characters,rallone “we
are all strangers to one another and [...], in thomsRIMstances, nobody can be exonerated
without the fullest proof’ (Christie 2011, 154).®ee three factors also mean that the
relationships formed within this group are to dag keast fleeting and superficial — mirroring
the avowed artificiality of the group’s meetingtime same place. The role of the detective,
then, is to discover whdid have a relationship with the victim. The victimoe again, is
usually at the centre of the circle even in thesabse of hierarchy: it is a character one cannot
but notice, usually for sinister reasons. @mient Express Ratchett is remarkable for the
“strange malevolence, [the] unnatural tensity ia ghance” ibid., 28) that makes him look
“evil” and like “a wild animal” {bid., 29). Linnet Ridgeway iNile and Shaitana iGardsare
similarly remarkable: the former because she isideearing, the second because he is a
Mephistopheles figure who enjoys mentally torturimg guests.

The third and final type of grodpsituates itself in-between the family and the stycof
strangers. Simply put, it is a group of people vapend great amounts of time together
(usually because they live together) and who knasheother well, but not as intimately as

%9 One novel remains impossible to classiypointmentpresents a hybrid group, composed of the Boynton
family, people who know the Boynton family whiletrmeing intimate with them, and complete strangére
novel focuses on the family’s dynamics (Mrs Boyni®mne of Christie’s most monstrous victims, seconly

to Ratchett) but a stranger is the murderer. Thisshparadoxically belongs to all three categoatthe same
time — a reflection, perhaps, of the fact that NBgynton was so monstrous that she was wanted dead
universally, by family and strangers alike.
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one would know one’s family. This category compsisgroups that share living
accommodations (a guesthouseGartain, a boarding school itdickory) and groups of
friends Sparkling Cyanidg neighbours Announceyl and colleaguesMesopotamia These
groups do not have a hierarchy as families doloey are no strangers to one another; they
“are not a collection of strangers who have arriiece independently” (Christie 2002a, 60):
they are a composite group of wildly different pleoffall sorts and nationalities,” Christie
2001b, 26) who have a history, “its cliques analrmes and jealousiesihid., 27). It is this
history that the detective must pay attention ®oohshe must unravel the intricate network of
love stories, friendships and rivalries that do@xast in a family or a group of strangers:

‘[...] Here we have [...] people herded together, ofyuag temperaments, of different
sexes. A loves B, but B loves C, and D and E ardagigers drawn because of A
perhaps. It is all that that | need to know. Th&rplay of human emotions. The
quarrels, the jealousies, the friendships, the gaaind all uncharitableness."” (Christie
1956, 23-4)

These perpetual “quarrels,” “jealousies” and “melicis particularly depicted in
Mesopotamia, in which the group is riddled withodisl and various rivalries, for instance
between Mrs Mercado and Louise Leidner:

| understood then that Mrs Leidner was the sortwofman who could easily make
enemies. There was a cool rudeness in her tonetlfabtl blamed her for it) which
brought a ush to Mrs Mercado’s rather sallow chee®he stammered out something,
but Mrs Leidner had risen and had joined her hughbanthe other end of the roof.
(Christie 2001b, 58)

This bad blood is usually attributed to Louise lred once again true to the adage that the
victim is usually at the centre of the circle asd‘'the clue to the mysteryilid., 192). The
group is described to have been “the happiesiegbllot imaginable”ibid., 194) but, with
Louise’s arrival, the group is now “jumpy” and thigytare at each other like enemiedid.):

we find, once again, a tense group that is divided characterised by enmity rather than
united.

“The interplay of human emotions,” indeed, is Cteis focus in her closed circle
mysteries. She is interested in “the preliminaregscrime,” i.e. “the deep smouldering
resentments and dissatisfactions that do not alveayse to the surface but which may
suddenly explode into violence” (Christie 2012,-x&). For this reason, most of Christie’s
closed circles are usually acquainted before thmecis committed, if only superficially
(unless the motivation for their being gatheredetbgr is part of the criminal plot, as in

Nong: they form a small, isolated group in which c@tf emerge that the detective must
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unravel. As she writes ifiowards Zerpwhile the murder is the start of the novel, ttorysof
the murder itself begins long before it is comnaitte

‘Human beings. All kinds and sorts and sizes arapseh of 'em. Some with brains and a
good many more without. [...]l like a good detectstery [...] [b]ut, you know, they
begin in the wrong place! They begin with the murdgut the murder is the end. The
story begins long before that — years before, somest— with all the causes and events
that bring certain people to a certain place aedam time on a certain day. [...] All
converging towards a given spot... And then, whentime comes — over the top! Zero
Hour. Yes, all of them converging towards zer¢Christie 1991, 3-4)

Christie echoes Todorov’s opinion in “Typology oétective Fiction” that the detective story
comprises two stories: the story of the murder wieat happened at the fatal hour but also all
the events that preceded the murder and led tnd,the story of the investigation, which
relates the detective’s efforts to retrace theystdrthe murder. The Zero Hour is the moment
when the two stories meet, the breaking point wthen tensions accumulated within the
group culminate into a murder that must be inveséid’® In the closed circle mystery, the
story of the murder is the story of the group ftsel the tensions and rivalries that divide it,
that pit the characters against the victim but algainst each other. The enclosed setting, in
short, is a point of convergence (“Different peophéth different aims, and representing
different interests — all converge [here],” Ches?i014, 221) where common entrapment leads
to ever-growing tension until a murderer emergeshan group’s midst. From the point of
view of generic evolution, this is where Christiéfatentiates herself from her predecessors
Poe and Doyle (and, to some extent, Leroux): thespective sleuths, Dupin and Holmes,
were “armchair detectives”: the novel or short ytetarted in their respective apartment
where their clients explain either the case orrtkaspicionsf. The focus, in this classical
conception of the genre, was thus on the storp@firivestigation and the detective’s solving
of the case (see 1.2.1.). Christie’s choice, orother hand, testifies to her integration within
the general history of the genre and of the digtasite took from her models. Christie’s
novels never open with the murder itself; instetha, first few chapters are dedicated to
showing the interpersonal relationships of the abi@rs within the closed circle. In
Christmas for instance, the first hundred pages descrikedtys that precede the murder of
Simeon Lee. This first part of the novel emphasteesmental torment Simeon inflicts on his
children, while the numerous references to Simewaalth, to his children’s resentment, and
to their lack of independence immediately allow teader to assign potential motives to all

the characters. Similarly, iNesopotamiathe narrator Amy Leatheran spends the first few

“9 Interestingly enough, a recent translation ofrtbeel in French has changed the expression “Zerwr’Hand
thus the title) intd_e point de rupturavhich translates into “the breaking point.”
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chapters giving a detailed account of the house&gm, of the rivalries within the group, of
Louise Leidner’s personality and paranoia, as vasllof the atmosphere of tension that
pervades the group. All these elements, given eamlyin the narrative, make the reader
suspicious from the very start but they also ptana verysocial approach of the genre on
Christie’s part: what matters most, in those myssgrare the group’s conflicts.

What appears, then, is that the enclosed groupit-ebamily group, a group of strangers,
or a group of friends, colleagues and housematssakwvays a fractured one, a unit that is no
longer united. Maciver and Page posit that in anpriy group, “[tthe members of all groups,
of course, are in some degree conscious of théigative interests”; there is a “participant
co-operative spirit” that underlies the group’senpersonal relationships, for “the central
interest of the group as such must be dominartieir minds. The common interest must be
strong enough to control the inevitable self-asgeiitnpulses which are exhibited in all face-
to-face association” (Maciver and Page, 214, 2@¥}ead, what Christie depicts in her closed
circle mysteries are groups that have stopped wgrkogether long before the murder. In
each and every case, the idyllic English idealoaia order is broken because it is plagued by
the evils of individualism. This is the story, ihast, of groups in which each character seems
to impede the others’ interests. Families are mdatpd by a despotic figure; as a result, they
wish to escape the group and are actively workiggirest one another in their quest for
money and independence. Groups of friends, colesgand housemates only share a
superficial entente and are divided by their riesrand jealousies; by the time the murder is
committed, their alienation is such that “You’'d kasaid it was a party of strangers — not
people who had known each other — some of thenr guide a number of years” (Christie
2001b, 50). Finally, temporary societies of stramgeave no relationship, their sense of
community is shallow, and those who do have aicgiahip keep it concealed because there
is something shameful about it. The initial isaatiof all these groups participates in creating
tensions that go more and more inescapable (see); 2tBe group’s eventual
enclosure/entrapment, simultaneous with the munldy, creates more strain. The murder is
the climax of an ever-growing cleavage, the firalthat breaks the group apart and reveals a
state of deep disorder stemming framthin. Not only does it mean that one member is
actively working against the group’s best interestsy killing another member and trying to
pin the blame on everyone else or on a specificaci@r — but it also creates suspicion. When
the setting encloses the characters, the groupntesxa circle of suspects, a unit that is
isolated and forced together by circumstances hmttis actually so divided that it does not

work as a community should: “Tant que le coupablestnpas désigné I'ensemble des
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personnages fonctionne comme une entité indisdeailre sont les limites de I'espace ou le
crime a été commis qui le constitue comme tel ensérrant dans sa cléture” (Mijolla-Mellor
2006, 154). In the end, it is thus spatial encleghat defines the group as a single, closed
unit; but while it delineates them as a group, d@kes them a group of enemies.

It is this fracture in the group dynamic that thé@d part of thismémoireaims to study:
where does the tension, palpable before the mustim from? How does the Zero Hour, the
murder itself, change this tension? What are tmseguences of enclosure in such a context?
How do these tensions fuel the characters’ anddghaéers’ suspicion? What does this fracture
reveal about society itself — since the groupsesgmted are supposed to stand as microcosms
for the British civilization itself?

3.1.2. The uncanny atmosphere: “there is a devil amongstgi**

It would be wrong to assume that this fractureh@ ¢roup goes unnoticed until the Zero
Hour. In fact, the characters are very much awateonly of their dissensions and lack of
unity, but also of the fact that there is somethiomiling under the surface. In Christie’s
closed circle stories, this tension is systemicakywealed through a tense, unnatural
atmosphere that reveals unease even before themsmbmmitted.

The word Christie likes to use to describe thiscphere is “queer,” meaning that there is
something strange, unusual, and abnormal abouatthesphere. Interestingly, this peculiar
atmosphere is to be found in all three types otigrthat Christie depicts. INone the oddity
comes from the members of the group of strangeys) their unnatural association, and from
the mysterious circumstances of their gatheringetgthing — somehow — was a little queer.
The absence of the Owens, the pale ghostlike MigeRo And the guests! Yes, the guests
were queer, too. An oddly assorted party” (Chrigd 1, 33). The family irChristmasis
similarly affected: “And the others were talkingptdout only, as it were, in spasms. There
was something a little — queer about them” (Cheig001a, 93). This atmosphere inspires
misery, to the point that the valet, Tressilliahad a feeling of depression. Christmas Eve,
and all this strain and tension . . . He didn’elik!” (ibid., 95). There is a clash between the
atmosphere one is expecting — the joy of a Christfamily reunion — and the tension felt by
all the members of the family. This clashing mosdimilarly observed iMesopotamigin

which the word “queer” recurs fourty-seven timesjoag the group of colleagues:

“L“There is, as | have said, a devil amongst ustigdie 2011, 151).
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‘[...] Yes, individually they are all pleasant pé@pBut somehow or other, | may have
been fanciful, but the last time | went to see tHegnt a queer impression of something
being wrong. | don’t know what it was exactly... Nalyoseemed quite natural. There
was a queer atmosphere of tension. | can explatvideat | mean by saying that they all
passed the butter to each other too politely.’ {€ier2001b, 27)

Whatever conflicts exist between the characterscarefully hidden and disguised under a
varnish of politeness that cannot quite pass agaatHowever, the characters are at a loss to
point out where exactly the feeling of awkwardnessnes from. Only one thing can be
ascertained: the unease does not come from thedodis themselves, but from the group as
a whole and it pervades the entire setting (“Ani@lt all along that there was something
wrong. In the atmosphere — in the house,” Chrigl62g, 16). This atmosphere is an early
clue, “signs and indications” of a deeper-runningbtem (Christie 2001b, 79). This
atmosphere recurs in all of Christie’s closed e&¢| regardless of the type of group that is
portrayed, meaning that whatever pervades thesggyrdhe problem is always one and the
same... and the outcome is always murder.

But what can this problem be? The answer is, cuigply, evil. The strange atmosphere is
associated several times to evil: ‘No! Evil is woly in one’s mind. Evil exists! You seem to
have no consciousness of the evil in the worlcaveh | can feel it. I've always felt it — here in
this house—"" Lydia Lee asserts quite forcefulljh(Stie 2001a, 26). As it will turn out, she is
right. Evil is recognized as such even by Poirdivil does walk the earth and can be
recognized as such” he declareginl (Christie 2001e, 21).

At first, this evil palpable in Christie’s closedrales seems to come from one character,
usually the victim/abuser. I€hristmas this character is Simeon Lee. The manipulatiocth an
mental torture inflicted on his family cause thembehave strangely:

Mr Alfred, for instance, he looked downright ill. sAthough he had had a shock or
something. Quite dazed he looked and just turnireg the food on his plate without eating
it. [...] Kept looking down the table towards him etmoticeably, of course, just quietly. Mr

George was very red in the face — gobbling his fémdwas, without tasting it. He'd get a
stroke one day if he wasn’'t careful. Mrs Georgenitasating. Slimming, as likely as not.

[...] Mr David? Tressilian felt worried about Mr DalkiJust like his mother, he was, to look
at. And remarkably young-looking still. But nervihere, he'd knocked over his glass.

2 Except inOrient Expressin which nothing seems out of the ordinary uRatchett is found dead. This
normality — most abnormal in a Christie closedleire is a clue that every character is in on thespoacy and

is actively trying to look normal. This strivingrfmormalcy should result in some queer feeling rofatificial
situation too — but as it is, this excessive, @iif normalcy is hidden behind other uncanny elets¢hat occur

in the course of the novel: the victim's screamagbny piercing into the night, the ubiquitous preseof a
murderer who seems to be both male and femalefotigitous immobilization of the train, Mrs Hubbd&sd
assertion that someone has penetrated into hen bemight, and the case itself, described as dftidally
impossible” (bid., 339). In this novel, everything relating to tteese appears so artificial or so extraordinary that
the sheer artificiality of the grouping goes unoceti.
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[...] Mr David hardly seemed to notice what he hadealqust sat staring in front of him with
a white face.” (Christie 2001a, 93)

The Lee family is described as though they werentet they are “dazed,” they have “a
white face,” they are too quiet and all seem asighothey have received a mental shock.
They look ill, and do not deign touch their foodieth during a festive family dinner, strikes
one as odd and reveals their disharmony. It is nadesr that a character later on refers to
Simeon’s house as being a “mausoleumid(, 60): the group is haunted by a Gothic-like
monster, Simeon, that the character see as “a’b@gyinhuman monster”ilpid., 39).

The evil pervading the group undoubtedly comes ftbenvictim whose presence creates
tension, and from the conflicts that divide therelesgers. However, it also has another source:
the murderer him- or herself. This is most strikjrgcknowledged iMesopotamia

‘[...] In my opinion, the state of mind of a commupniis always directly due to the
influence of the man at the top. Dr Leidner, quieiugh he was, was a man of great
personality. It was due to his tact, to his judgmém his sympathetic manipulation of
human beings that the atmosphere had always bebraswappy one.
‘If there was a change, therefore, the change imistue to the man at the top — in other
words, to Dr Leidner. It was Dr Leidner, not Mrsideer [the victim], who was
responsible for the tension and uneasiness. No evaile staff felt the change without
understanding it. The kindly, genial Dr Leidnertwardly the same, was only playing
the part of himself. The real man was an obsesaadtit plotting to kill." (Christie
2001c, 344-5)

The murderer is responsible for a change in atnergptihe other characters are perceptive

enough to feel his or her dark plans in motion. Monportantly, this excerpt highlights two
essential characteristics of Christie’s closedlescthe reversal of a homely setting into an
unhomely one (a reversal that reveals the fakeitguatl the quiet that seems to characterise
these settings), provoked by the presence of aledabed figure among the group.

The effect produced is uncanny, as it was define@®igmund Freud in his 1919 essay
“The Uncanny.” The Uncanny, according to Freudy subject pertaining to aesthetics; it is a
feeling of dread that is indefinable, so much s thost languages do not have a word for it
and translate it into extremely different wordsh€TEnglish language suggests “haunted” as a
possible translation, while other languages progdemonic” and “sinister,” translations that
all echo Christie’s writing of the closed circlehd most striking translation is the Latin one,
locus suspectyshe “suspect place” ...) Freud traces the origim$ @volution of the German
word, unheimlich(*unhomely”) and its positive forrheimlich (*homely”), to notice that the
word heimlichthat initially designated something homely, safiéimate, eventually came to
mean its exact opposite: something that is hiddencealed. (One can see there the very
problem mentioned in 2.3.2. of thisémoire the isolation of the private sphere leads to an
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excess of privacy, where shameful secrets are &epy from the public eye and thus never
punished.) This leads Freud to posit that “evenghis unheimlich that ought to have
remained secret and hidden but has come to lighdud 1955, 225). The Uncanny is thus
not simply something that is unfamiliar, but sonregh(or someone) familiar that turns into
something unfamiliar — or, conversely, somethingammiliar that suddenly adopts a familiar
appearance, as with the effectdg#ja vu The concept of the Uncanny has nevertheless more
nuance than this simple definition: the Uncannyghsracterized by the coming to light of
something repressed, a secret that should havenedneoncealed: “this uncanny is in reality
nothing new or alien, but something which is faariland old-established in the mind and
which has become alienated from it only throughptaxess of repressionib(d., 241). This
something that should have been repressed comdistesidues of animistic [i.e. found in
primitive societies] mental activity'il§id.).

The excerpt above, which illustrates exactly wkagaing on Christie’s closed circles, is a
proof that those closed circles are stories remgharound the Uncanny. In each case, the
homely setting turns unhomely, first because this domain of a monster that preys on the
characters and feeds off their distress (Simeon Eseily Inglethorp, Aristide Leonides,
Carol Boynton, Shaitana whose name literally médesil” in Arabic...), and then because
of the murder. The perfect utopia that these gtiare supposed to embody (a fact made
even more striking because they Beau Idéahomes or heterotopias, special places meant to
conform to an ideal of safety and glamour) turrte ia dystopia, either because of systemic
flaws that no one bothers to rectify (the isolatibat allows for abuse to go unchecked)
and/or because of an individual who decides td&irrtivide the already fragile group.

Christie sometimes foreshadows the Uncanny earin twer stories by way of her settings.
The most remarkable example is the houdddne

She had pictured it differently, close to shorewared with a beautiful white house. But
there was no house visible, only the boldly silltderock with its faint resemblance to a
giant head. There was something sinister abo@he shivered faintly. (Christie 2011,
24)

The boat churned its way round the rock. Now at ths house came into view. The
south side of the island was quite different. klsbd gently down to the sea. The house
was there facing south — low and square and mddeking with rounded windows
letting in all the light. ipid., 29)

If this had been an old house, with creaking woadd dark shadows, and heavily
panelled walls, there might have been an eeriénfpeBut this house was the essence of
modernity. There were no dark corners — no possiidéeng panels — it was flooded with
electric light — everything was new and bright ahthing. (bid., 79)
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The house on Soldier Island embodies the themeuafitd that is characteristic of the
Uncanny. There is a complete difference betweereitternal appearance of the island and
the house it contains. From the first, the islaodkt frightening, “sinister” and it elicits
shivers. It even presents an uncanny featureoksdike a head, meaning that in an unhomely
place (a rock lost in the sea, far from the coas® can recognise familiar, unexpected
elements such as a head. In spite of this tergfyrst sight, the house that appears next is
welcoming: it is modern, well-lit,and it looks “geel’ instead of abrupt. In fact, it almost
looks too good (which, as Freud observes, is a characteridtithe Uncanny too). The
contrast between the two sides of the island ringirthe cohabitation between a frightening
island and a heavenly house is as odd as it isaliegeof a problem. This indeterminate
nature, in-between homely and unhomely, is typycaticanny. In addition to that, even the
appearance of the house is misleading. Murder etasdrribly in such an immaculate house
(once again, perhapgso immaculate to be true). Murder would have fit ina@yrinthine
house full of secret passages, as Vera, the naridiserves in the third except; but because
murder is located in a well-to-do place, it is dking and jarring, which the very reason why
such a setting is chosen in the first place:

[...] it should be the Great Good Place; for the en&den-like it is, the greater the
contradiction of murder. [...] The corpse must shack only because it is a corpse but
also because, even for a corpse, it is shockinglybplace, as when a dog makes a mess
on a drawing room carpet. (Auden 1974, 402)

For this reason, Christie always chooses settmggiich murder and violence wouddpriori
would create a shock. Murder, indeed, is

[sjuch an ugly violent word — coming in from thetside world like an ill-mannered
storm wind. Murder — a word associated [...] onlyhadielinquent boys with flick knives,
or evil-minded doctors poisoning their wives. Buunder here — [...]. Incredible.
(Christie 2014, 180)

Murder is out of place in the ideal of social hampsupposedly embodied by the setting:
murder is supposed to belong in the outside spimerttein the protective inside sphere. The
tense atmosphere is denied as best as the charaater hidden beneath an appearance of
harmony. In fact, this excessive harmony itselfsatidthe uneasy feeling that pervades these
places. Murder is the final moment when the setisngndeniably revealed for what it truly
is: an enclosed space that fails to be homely. Bhizest exemplified i©rient Expressin
which Poirot wakes up at the exact moment whentéttés murdered. He observes that the
train is silent and “he missed the motion of thairtr If it was a station outside, it was
curiously quiet. By contrast the noises on thentsemed unusually loud” (Christie 2001c,

53). The atmosphere is eerie and disquieting bectngsroles of the poles inside/outside are
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reversed: the train, a symbol of movement, haspstpnoving, i.e. it has stopped fulfilling
its function, while the inside that is supposedeoquiet and peaceful is noisy, metaphorically
representing agitation and disorder. The rolefieftivo spheres are reversed: the inside stops
fulfilling its protective function. In fact, thahé absence of movement is what betrays that
there is something wrong also reveals that the thais failed in trying to be a home away
from home: a home is supposed to be stable, steadyoving. In Christie’s novels, there are
thus homes that fail in their homely function, ameterotopias that never manage to be a
home. These two settings are revealed to be diffdrem the representation of a perfect
shelter they try to fulfil.

The easy reversibility of homeliness and unhomebnis best depicted i&tyles In this

novel, Hastings assigns the tense atmosphere pegvidte Cavendish-Inglethorp household
to two different characters. The first one is Adfringlethorp, in whose presence “a sense of
constraint and veiled hostility seemed to settlw@apon the company” (Christie 2007, 17).
Inglethorp is an unpleasant fellow, considered withpicion because he is a newcomer in the
family and aparvenu Later on, Hastings associates unhomeliness wiighdeparture of
Evelyn Howard: “something indefinable had gone frtme atmosphere. Her presence had
spelt security. Now that security was removed —taedair seemed rife with suspicionbid.,
27). The irony of the story is that Alfred and Buelre working together — they are cousins,
lovers, and partners in crime. The character wihpyesence inspires unhomeliness (mainly
because Evelyn pretends to hate him) and the olsevpresence inspires homeliness work
hand in hand, meaning that homeliness and unhoessliare two sides of the same coin,
easily reversible, easily confused, always pitteghiast each other but nevertheless
complementary and inseparable.

It is this contradiction that Christie aims forher closed circle mysteries and that creates
the Uncanny. The house Nonecould stand as a symbol of the themes of her dloseles:
in her mysteries, appearances are deceitful. Cteaigaand settings are characterised by their
doubled-faced quality. The dynamics of a group dbaorrespond to the conventional ideal
associated with the setting the group inhabits. espances of civilisation, harmony and
decency are but a guise: appearances and realityptdmatch. As in a Gothic tale, Christie
plays “across the boundaries (internal/externdf/atler), alien yet oddly familiar” which
creates “spaces of doubling and fracture” (Collamsl Jervis 2008, 4). What ensues is “an
experience of disorientation, where the world inickhwe live suddenly seems strange,

alienating or threatening,hid., 1).
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The epitome of this literature of “doubling anddiare” marked by deceit and double-
facedness is the culprit him- or herself. As margob above, the presence of the murderer
within the group is what creates an uncanny feetind finalises the social fracture of the
group. But who can that murderer be? The answterible: the characters have no idea. The
very aim of the closed circle — that everyone aaklequally guilty, thus creating suspense
and mystery for the reader — is a torture for tharacters who live in complete uncertainty: it
is “both unsettling, even potentially terrifyingetyalso intriguing, fascinatingiiid., 4). For
the reader, it is indeed a reason to read the nawelfind entertainment in mystery and
ambiguity, but for the characters, it is a sourcanxiety and terror:

The uncanny involves feelings of uncertainty, imtipalar regarding the reality of who
one is and what is being experienced. [...] The ungas a crisis of the proper: it entails
a critical disturbance of what is proper [...] Itascrisis of the natural, touching upon
everything that one might have thought was ‘parhafure’: one’s own nature, human
nature, the nature of reality and the world. (R&063,1)

This uncertainty and this uncanny atmosphere arsechby one character, the murderer. It
is a character that wears a mask, whose appeadaesenot match its true self. It is, in other
words, a character that is double. Just like thedewureveals the double quality of the
situation that existed from the start (the preteoicaormalcyversusthe reality of evil, thus
making the murder the logical outcome of the ihitiension), the murderer has two
personalities: its public persona, and its trué $eplays a role for the duration of the story,
and even before that — it is interesting to notlta each and every of Christie’s murderers
assumes an alias or a disguise at some point irsttrees: the murderers impersonate an
outsider inOrient Express Wargrave invites the guests on the island un@eous false
identities... Just as the settings are familiar, Hgmaaces that sudden reveal their
unhomeliness, the murderer is someone who is knfammiliar, and most likely trusted by the
other characters; yet, the characters know notbfnigis or her true self. The murderer is a
paradox: it a known person whose true self remaimighnown; a mysterious entity that is
faceless yet possesses the face of someone thactgrarknow (butvhich face?); a virtual
entity whose identity is unknown but who can onfy dne of a small group of characters.
How are the characters to distinguish betweentyeatid illusion in such circumstances? This
impossibility creates, as Royle mentions, a ciisighich everything that used to be held for
certain and reliable must be doubted. “I'm frighedrof things that aren’t the real thing. You
don’t know, you see, what’s behind them. It's like+it's like amask” a character declares
in The Hollow (Christie 2002d, 346). Indeed, in Christie’s bamfywork, duplicity is most
often referred to by using the metaphor of the mé&skhe novelDumb WitnessHastings
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identifies Poirot’s role as consisting of liftinget murderer’'s mask: at the end of the novel, the
detective shall “strip the mask from one face ahdwsit for what it was -the face of a
killer!” (Christie 2002b, 378). The vocabulary used tocdbs the murderer is theatrical,
underlining that the murderer is nothing if a canswate actor: inMesopotamia Poirot
describes the murderer, Dr Leidner, as “only plgytime part of himself” and split between an
“outward” facade and “the real man” (Christie 200385). In other words, the murderer is an
imposter, a dual figure that possesses two facesthat hides behind a persona (it is
interesting to notice thatersonais the Latin word used to designate theatricalksias

The presence of this double-faced character tldslsimilar to the group but is actually
Other creates instability and terror. The groupsthecomes unhomely and uncanny, because
it comprises an individual that is both alien ansider, and there is no escaping this character
in the small enclosed setting. This, as Hogle erplas the sign of a true Gothic tale:

[...] a Gothic tale usually takes place (at least savh the time) in an antiquated or
seemingly antiqguated space — be it a castle, &foralace, [...] a primeval frontier or
island, a large old house or theatre, [...] [a] publuilding [etc.]. Within this space [...]
are hidden some secrets from the past (sometimesrdtent past) that haunt the
characters, psychologically, physically, or othessvat the main time of the story.

These hauntings can take many forms, but they érettjuassume the features of ghosts,
specters, or monsters [...] that rise from within #rgiquated space, [...] to manifest
unresolved crimes or conflicts that can no longersibiccessfully buried from view.
(Hogle 2002, 2)

Christie’s closed circles create a sense of tdabfeast among the characters) precisely for
these reasons: the settings are enclosed, medmihdghie monster in them is inescapable;
there are secrets that haunt the characters hetilare unveiled; and the murderer arises from
within, both as creator of tension and as symptom ofsthees that pervade the group. One
can observe here the legacy of Edgar Allan Poeén &ve’s tales, enclosed spaces become
metaphorically haunted places of danger and tds®e 1.1.2. — although, as mentioned in
3.1.1., Christie added a social dimension to thisepn.

These notions of murdarising from withinandbeing a symptom of other issuyssch as
the duplicity pervading the group from the stamg also reminiscent of another important
property of the Uncanny that was mentioned abdvat of repression. The Uncanny, Freud
argues, occurs when something that was familiamagt repressed resurfaces when it should
remain hidden. What does the circle repress, tig®?answer is given in an excerpt from
Mesopotamiaabove, when Poirot mentions that beneath the mmfaljovial, loving man Dr

Leidner is really“an obsessed fanatic plotting to kill” (Christie 280 345). The true

identities of Christie’s murderers, hidden beneathvilised mask, are primitive, animalistic,
as she comments Appointment
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There are such strange things buried down in tleenscious. A lust for power — a lust
for cruelty — a savage desire to tear and rend +hal inheritance of our past racial
memories... They are all there, [...] all the cruelhydaavagery and lust... We shut the
door on them and deny them conscious life, but sioms they are too strong. (Christie
1992, 54)

What is hidden under the mask is the savagery sspceinto the unconscious — a savagery
that takes on many shapes and pursues differerst, am@aning that evil is motivated and is
not an undefined will to murder (except in the sasé Wargrave and Norton, who are
sadists). Christie’s murderers, in sum, are charadhat have not managed to repress their
violent drives correctly; instead, they are domagiaby it, and commit murder in the selfish
hope of getting what they want (money, revengetgatmn, pleasure...), even if it breaks the
group they are supposed to look out for. They lagdfinal fracture in the not-so-idyllic setting
and group: characters that directly go againstcttramon interest by only looking out for
their own.

The effect is disquieting for the group, not onlgchuse violence and transgression are
located within a safe place, but because the welghat society has so carefully repressed
resurfaces in the most shocking way possible —auade frighteningly, it is impossible to pin
the blame on someone and regain peace by excltldergy. Peace, indeed, is at stake, and
most notably peace of mind; because what was regdesvas not simply the human
proneness to violence, biltte very desire to kill the victinThe victim, we remember, was a
monster too — a monster who tortured the charastersuch that they can but be relieved that
he or she is dead. The murder is thus not merbtyr@fying act, it is a horrifying act that was
wished for consciously or not. The characters are thusrootdd with the uncanny
fulfilment of their own secret and shameful wiskg$-reud 1955, 245-6), a situation in which
“the distinction between imagination and realityeféaced” (Freud 1955, 244) — something
that even leads a characteiEmil to believe that she is responsible for the mubgeause she
bought voodoo dolls and actively wished to kill thietim. The only way to exorcise this
latent guilt would be to find and remove the actudprit from the group. Then comes a very
uneasy revelation: if have wished for the victim’s death, then the athaust have wished it
too. How to identify the murderer, then, when itoisvious that absolutelgveryonehad a

desire and a reason to kill the victim?
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3.2. “Psychological claustrophobia™®: the enclosed setting as a psychological

prison

3.2.1. The monster within: the enclosed setting and the hman psyche

As it was established in part 3.1. of tm#moire the murder committed in Agatha
Christie’s closed circle mysteries is actualisingact. More than a simple breaking point due
to continued strain in the enclosed group, it asaesponds to the resurfacing of violence
that the group has tried (and failed) to represkraject. In other words, the murder actualises
a duplicity that exists from the start in the groEpr this reason, | would like to argue that the
murderer is not simply a double figure, but theyvembodiment of duality and duplicity: the
murderer, in Christie’s works, is@oppelgédngera personification of the group’s repressed
desire to kill the monstrous victim.

The Doppelgangeis a figure that is recurrent in fantastic, supéunal and Gothic tales: it
is a mirror image of a character, but a sinistez,@n “uncanny harbinger of death” (Freud
1955, 235). Freud identifies tl#oppelgéngeras the epitome of the “doubling, dividing and
interchanging of the self” that characterises thacanny ibid., 234). Indeed, the
Doppelgangeis a figure that is at the same time familiar anéamiliar. It is simultaneously
Same and Other: on the one hand, it looks exak#ythe protagonist of the story, but on the
other hand, it is undeniably something strange fordign: not only does it possess a
consciousness different from that of the protagpmibo cannot know nor share its thoughts
in spite of their resemblance, but it also usudigplays a personality opposite to that of the
protagonist. TheDoppelganger like a closed circle murderer, is an actor, arpaster
performing a role, as Andrew J. Webber points autis studyThe Doppelganger: Double
Visions in German Literaturé'the Doppelgangetis an inveterate performer of identity [...]
The performances of theoppelgéngemwill be seen as so many rehearsals of a doubég rol
(Webber 2003, 3); as such, it is always “dividedwsen person and personabid., 8).
Murderer andDoppelgéngerare each “both a triumph of mimesis and a mongtbid., 7):
they are alter egos, Same and Other at the samee ltka the murderer that seems to belong

to the tight-knit group but is actually actively king against its best interests.

“3 Panek, LeRoy Lad. 198An Introduction to the Detective Stofowling Green, Ohio: Bowling Green State
University Popular Press), p. 135.

143



It is this relationship to the enclosed group tinaly makes the murderer@oppelganger
Indeed, in Christie’s novels, the division thateg\wirth to theddoppelgédngerdoesnot occur
in the murderer’'s psyche: the murderer is never pradnconscious of his or her actions.
Even Lawrence Wargrave, who is admittedly splitasetn his desire for justice and his desire
to kill and can never truly reconcile his inner flimh of values and reach complete
psychological unity (as emphasized by his rathddisih choice to let an old nursery rhyme
dictate hismodus operandas well as his sadism), is nevertheless completgignal — he is
clever enough to carry out his plans unsuspectadiha chose his victims with the outmost
care and research. Instead, the original divisiomesfrom the group itself Indeed, the
Doppelgangeis fundamentally

a slippery double-agent, carrying out the dialetticansactions of the divided self. [...]
The Doppelgangeris characteristically at once permissive and oitikie, both a
vicarious agent and a frustrating usurper of tHgesi’'s pleasures. At the same time its
performative character undoes expectations of twvkbility of identity. Pleasure and
unpleasure, desire and terror, co-operate ibDthgpelgangemasqueradeilfd., 8)

The Doppelgangerin other words, is a sinister figure that getedomit the actions that the
human character is unwilling or incapable to en#cis this intense contradiction between
what the human charactarsustdo and what thegesirethat creates the division of the self
into two beings, one that is able to cater to tharacter's desires and another that obeys to
the rules of civilization. For this reason, theitspften occurs in a dysfunctional setting where
the characters are under extreme strain:

The Doppelgéangeis typically the product of a broken home. It gents dysfunction in
the family romance of structured well-being, expgsihe home as the original site of the
‘unheimlich’. (ibid., 5)

These conditions for the creation of tBeppelgangerare strikingly similar to the ones
leading to the emergence of a murderer in Chrst#dsed circles. As explained in 3.1., the
murderer emerges as a result of the group’s fradhat he/she brings to light. @hristmas
Christie gia Poirot) explicitly likens the creation of a murdete an explosion of sorts. The
murderer is split between the social pressure tttlo thing to do,” i.e. display “a spirit of
goodwill” (Christie 2001a, 103), and less moraltsaents such as hatred and resentment:

‘[...] under these conditions — mental strain, phgbmalaise— it is highly probable that
dislikes that were before merely mild and disagrestis that were trivial might suddenly
assume a more serious character. The result aérulieig to be a more amiable, a more
forgiving, a more high-minded person than one yeall has sooner or later the effect of
causing one to behave as a more disagreeable, & nithtess and an altogether more
unpleasant person than is actually the case! Ifdem the stream of natural behaviour,
mon amj sooner or later the dam bursts and a cataclysors€ (ibid., 103-4)
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This incredible amount of strain and pressure @ndfaracters goes hand in hand with the
“queer” atmosphere underlined in 3.1.2. Here agamoutcome of such pressure — murder —
is foreseen by several characters from the stdite “the feeling there is before a
thunderstorm”; “Very soon, something will snap” (@tie 2001b, 30, 60). The imagery, in
the metaphor of the dam, of the thunderstorm anth@fsnapping is always evocative of a
crack This crack is the breaking point the characteesh (see 3.1.2.), but evokes also the
idea of a crack within one’s psyche, or of a cratlone’s mirrof* it suggests the deep
division within one’s self that creates the sinifd@ppelganger

In Poirot’s observations just as in Webber’s analythis breaking is the product of a deep-
seated duality of the self — in this case, of trmug. In Freudian terms, this duality could be
expressed in terms of a rivalry between the Id '®udeives, desires and instincts) and the
Super Ego (one’s pressure to be moral and obeYathe Christie expresses this duality in
similar terms. One’s natural feelings are deemedtural” (see excerpt above), and are
compared to a “cataclysm” and a “thunderstorm,” natural catastrophes. Indeed, storms
often occur in novels that represent a completaomc of this desire over societal
conventions: inNone it is a storm that entraps the characters onigteaxd and enable
Wargrave to carry out his sadistic project, andOinent Expressthe train is caught in a
snowdrift and stops at the very moment when Rattéeanurdered in revenge. Isolation, in
these conditions, corresponds to a complete cuttfhgf the characters from the ‘civilised,’
constraining society of the outside. “Mental stramd physical malaise,” on the other hand,
are exclusively related to society. Neverthelesslation from society at large doest mean
that this strain is inexistent in the enclosed grofis seen in 2.3., isolation frees from the
constraints of the outside world, but it also ceea dangerous tendency to individualism; this
also means that the cramped conditions of the sedlgroup re-create a social situation that
leads to strain and pressure, as is observédesopotamia“lf people are too much cooped
up together it's got a way of getting on their res/ (Christie 2001b, 27). Enclosing and
isolating the setting are thus a way for Christiecteate a circle that is subject to intense
social pressure, but that feels free enough froeetye of the law to be open to the idea of
murder as a solution; enclosure and isolation thaan impunity here (at least partially), like

Doyle posited (see 1.2.2.). It is this paradox teaised inNone Wargrave’s choice of an

“ Significantly, Christie uses this image in thelppiamedThe Mirror Crack'd from Side to Sidén which the
metaphor refers to the very moment when Marina Grigcovers who the person who allegedly ruinedifer
is and she decides, in that split second, to emaenge and kill this person. The image of the l@dcmirror
thus corresponds in Christie’s stories to the breplpoint that means murder — a relevant image rgibmat
psycheis the Greek word for mirror, thus drawing an &iplink between the crack and one’s consciousness
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island cuts him off from society and legality téoal him to carry out his project, but it also
serves as a means of torture for the enclosed gesulpwill develop later in this part.

This duality is thus expressly connected to enckasin fact, the enclosed settings
represent this split between conscious social otapdity and a repressed desire for
aggression and murder, as | have already hinteith & 1.2. Indeed, Christie’s enclosed
settings always embody two irreconcilable extremtethe same time. This opposition can be
topographical: inStylesand Mesopotamia for instance, characters live on two different,
opposite sides of the house, which betrays alsptiveen them. In addition, Mesopotamia
the awkward cohabitation of rooms dedicated to @eaklife and rooms dedicated to work
reveals a polarity: the house is trying to limeh a place for work and a home, creating an
imbalance that the characters never manage to tsdee2.2.2.). More largelivlesopotamia
is extremely concerned with this pattern of dualityis a novel where everything is dual —
even the murderer, who assumes two identitiestfandictim, seen either as a monster or as
a loving person. The novel is marked by the isdugptics: on several occasions, the narrator
Amy Leatheran observes that things can look veffemrint when observed by two different
people, or at two separate occasions, or even fraomdifferent angles. This is for instance
the case of Hassanieh, the small town near theshous

It took us about four hours to get to Hassanieh¢lyhio my surprise, was quite a big place.
Very pretty it looked, too, before we got therenfrthe other side of the river — standing up
quite white and fairy-like with minarets. It wadbi different, though, when one had crossed
the bridge and come right into it. Such a smell enerything ramshackle and tumble-down,
and mud and mess everywhere. (Christie 2001b, 33)

The setting, depending on the angle it is seen fiemeither fairy-tale-like or dirty-looking,
meaning that the duality is also located betweenntiain stage of the plot (the setting) and
the surroundings (the frame, see 2.1.2.): thengetsi thus characterised by its ambiguity that
is metaphorised through space. This identity (ok lthereof) of the setting, marked by an
intense polarity, is also to be found @rient Express This novel presents the reader with
several paradoxes: a homely setting that is loshénmiddle of nowhere; the ability to map
the small space as opposed to the inability totéotiae position of the train; a train — an
object of movement — that is immobile. It is théstl paradox that is most interesting. The
train’s mobility enables it to go home, to go baokcivilisation where it is supposed to go;
but instead, it remains stuck in the middle of nevel) frozen in a tempest in a country that an
Englishman from Christie’s time would call ‘uncigkd’. The small confined space seems
controlled by two different forces, one that stavi® regain civilisation and another that

allows the murder to be committed far from the prignt and gaze of society. In this novel,
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it is the desire to kill Ratchett that wins out,easemplified by the fact that the train stops at
the very moment when Ratchett is stabbed.

Because those settings represent two extremescat amd can never quite solve this
polarisation and instability, they become what Wéyt Shylee May calls “interstitial places”
in her article “The Influence of Place on IdentityPoe’s “Morella” and “William Wilson™
(May 2017, 223). Such settings become “transitmeefs] between [...] binariestl(d., 228)
which is characteristic of Foucault’s heterotopias:heterotopia is by definition an in-
between, “a place without a place” (Foucault 1967 xetting that is paradoxically able to
juxtapose different spaces in one loclssd(). This interstitial quality of Christie’s settiads
what makes them, according to May, an ideal placegHe emergence of Roppelgénger
“the precise locus of such profound horror lieshaentre-deuxspace between unreconciled
subject and object” (May 2017, 230). This lack t#ac-cut boundary between the various
functions of the setting also echoes the upset deynbetween self and other, but also
between conscious and unconscious, that is at ¢laet lof theDoppelgangerstory. This
permanent hesitation gives the setting an undefii@nsion (in spite of the setting’s clearly
delineated boundaries), which participates in theanny effect: the setting was initially
assigned a clear role (to be a refuge againstutede world and a warrant of social unity),
but just as this role is upset, the setting’s nel® cannot be defined. This evasiveness creates
cognitive dissonance: first between the cohabiatibthe setting’s assigned role (a cognitive
one, see 2.3.1.) and reality, and secondly, betweztwo psychological extremes the setting
embodies at once.

We have already seen that settings may represemhtiracters’ personalities, the group’s
problems, or echo the psychological atmosphere Zské., 2.2.2., 3.1.2.). However, in this
light, it is possible to see the settings as befirgt and foremost, a metaphorical mental
landscape that corresponds to the characters’ bptiveen conscious and unconscious,
between the need to go back and conform to ciuitisaand the desire to remain far away
from its restrictions, between the fairy-tale ame tsavagery’ (as embodied by Oriental
settings; see 2.1.2.)). In fact, Christie explicilikens the “natural behaviour” to the
unconscious ippointment

There are such strange things buried down in tleenscious. A lust for power — a lust
for cruelty — a savage desire to tear and rend +hal inheritance of our past racial
memories... They are all there, [...] all the cruelhydaavagery and lust... We shut the
door on them and deny them conscious life, but somes they are too strong. (Christie
1992, 54)
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The metaphor of “shutting the door” to the uncoassiis particularly remarkable here, for it
is the process of enclosure itself that Christiscdbes in so many word3.The act of
denying unconscious feelings and repressing sgcialbcceptable drives thus consists in
compartmentalising these feelings and in hidingnfavay from the world — but enclosure is
what leads directly to tension and murder. Thisapleor allows for a direct comparison
between the enclosed setting and the troubled hypssohe. Janet Carsten and Stephen
Hugh-Jones indeed theorise that there exists @romal relationship between setting and
psyche: “House, body and mind are in continuougradtion, the physical structure,
furnishing, social conventions and mental imageshefhouse at once enabling, moulding,
informing and constraining the activities and idedsch unfold within its bounds” (Carsten
and Hugh-Jones 1995, 2). This reciprocity is peshapst explicitly drawn irfChristmas At
the moment when Simeon Lee is (allegedly) murdetbe, family’'s house becomes
labyrinthine:

They raced up the stairs and round the bend, pestess with statues gleaming white
and eerie, and along the straight passage to Sitmesie door. Mr Farr was there already
and Mrs David. She was leaning back against thd amdl he was twisting at the
doorhandle.

‘The door’s locked,” he was saying. ‘The door’'sked!” (Christie 2001a, 96)

The house that is described here is full of twisisys, and dead ends, and reminds one of a
maze. It is a tricky place where people can get dasily. Relevantly, the suspects are not
able to say which family member was where at thasnent. The fact that the novel provides
no map adds to this disorientation (although theratters are not able to say who was where
even in novels where there is a map, meaning baseétting/psyche remains fundamentally
unknowable and unmappable). The Gothic-like elementhe eerie white statues, among
which Pilar was hidden as we learn later itnd(, 295), the locked room motif, the “horrible
high wailing scream” of the victimkid., 95), and the blood of the victim, “too much kigo
reminding one of “sacrificial blood'il§id., 121) — finalise this transformation of the erseld
setting into a haunted, terrifying mindscape inakhtihe characters’ most terrible fantasies of
violence come true. The enclosed setting can theissden as a representation of the
characters’ unconscious, as Poirot himself musé®id Edgware Dies“each one of us is a
dark mystery, a maze of conflicting passions argirde and aptitudes” (Christie 2003b, 16).

“>In the same novel, Christie also observes thatyt{ans] are filled with human beings who were ueatal
face being mediocre, insignificant, ineffective amto therefore created for themselves ways of esfapn
reality so as to be shut off from life itself fom¥ (Christie 1992, 59). The enclosure describeg: lesembles
the characters’ initial isolation as the causeheirtproblems (see 2.2). The double edge of thel asylum’ —
which refers both to a mental institution and toefuge — indicates once again the easy revergihifitan
enclosed shelter into a damaged psyche.
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Mark Edmundson notices iNightmare on Main Street: Angels, Sadomasochisrd, taa
Culture of the Gothithat the Gothic haunted house (a role that Chisssiettings take on) is
the physical version of the psyche as it is analyseFreud:

For Freud, the psyche, however else he may destrigecentrally the haunted house of
terror Gothic. Freud’'s remarkable achievement isawee taken the props and passions of
terror Gothic — hero-villain, heroine, terrible péa haunting — and to have relocated them
inside the self. What haunts the psyche? Its tréigrpast [...]. (Edmundson 1999, 32)

In Christie, the “traumatic past” is the murderraided in mystery, unseen by the
characters and untold in the narrative, it is artratic event that has been rejected, erased
from conscious memory. The closed domestic settingbsolute, self-focused and self-
sufficient — where the characters are suppose@dbffee to be themselves and where the
requirements of outside society are rejected ig#réect locale to explore the horrors of the
inside — inside of the setting and group, but alsside of themselves. The boundary
separating the physical inside from the outsides tbecomes a symbol of the boundary
between the conscious (or social consciousnessjhendnconscious. As such, the setting’s
physical boundaries are finally demonstrated tthieereverse of what they should be: they do
not protect the characters from the monstrousnetisemutside; they entrap them with their
own, insidious monstrousness. The characters amped physically and mentally (and
socially, as | will demonstrate in 3.2.2.), in asH&n inspired by Poe’s Gothic tales (see
1.1.2)). If no rational force from the outside cante correctly interpret the clues hidden in
the setting/psyche, exorcise the characters’ gaitrestore order, then the murderer wins and
the characters are lost — asNobne The detective, in this light, is thus not onl trational
force paradoxically coming from outside — i.e. aga of supposed danger — but also a
psychoanalyst of sorts whose role is to unveil wirad hidden and reconstitute the truth from
the puzzle he is given. This gist of the deteciveand most notably Poirot’s, who is after all
the detective who is most often confronted to alosiecles and the one whose method relies
on psychology — is mentioned iMesopotamia “You would have made a good
archaeologist, M. Poirot. You have the gift of reating the past™ (Christie 2001b, 348).
The comparison is interesting, for Freud thoughtsyfchoanalysis as a form of archaeology:

Just as the archaeologist builds up the walls ftbenfoundations that have remained
standing, determines the number and position ofctiiamns from depressions in the
floor and reconstructs the mural decorations arntipgs from the remains found in the
debris, so does the analyst proceed when he driswsflrences from the fragments of
memories, from the associations and from the bebawf the subject of analysis (Freud
1953, 360).
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The process also resembles the detective’s technwguo relies on the characters’ behaviour,
memories, and lies, and on scattered physical goosblve the murder. Susan Rowland thus
mentions that the detective’s own methods of qaestg, his ‘talking cure’ for crime”, his
idea that “talking to suspects” is the “key” to fiading the truth by way of analysing
“inconsistencies and slips of the tongue” (as vemllan occasional use of psychoanalytic
language) make the detective (and especially Barotinalyst of sorts (Rowland 2001, 93).
If the setting is a metaphor for the charactergchs, then Poirot’s ability to understand the
meaning of physical and architectural clues anetoeate the characters’ actual comings and
goings in the setting also accounts for Poirotle es an analyst.

It is truly noteworthy that this relation betweesyphe and setting is most visible in
Christmas a novel in which the characters’ unconsciousrddsi kill is represented the most
vividly. In this novel, Magdalene Lee inquires ab&imeon Lee’s testamentary dispositions
and comes to see his passing away as the solatibertfinancial problems (Christie 2001a,
42), and her husband George considers the evesitridon’s possible death rather coldly, in
monetary termsilgid., 44): their wish to see Simeon dead is rathearcl€he characters of
Lydia and David display even more evidently an umsoious desire tkill Simeon. As | have
explained in 2.2.2., Lydia builds dioramas of theapendent, Eden-like life she aspires to but
cannot have. Next to these wishful representatighsg, built another diorama, a sinister
representation of the Dead Sea that is describédral and willingly unattractive ipid.,
31). This morbid diorama — significantly createdenfa fight with her husband about
Simeon’s tyrannical ways — is not escapist, bue lits counterparts, it expresses one of
Lydia’s wishes: for Simeon to die. David’s wishsimilarly hinted at. His wife Hilda believes
that he sees his father Simeon as a monster, aobgortsipid., 39): indeed, David resents
Simeon for having abused his wife and led her topnemature death. It is significant, then,
that the thing David first remembers when he ithim house again is his mother reading him
the tale of Jack the Giant Killer: it is impliedathDavid sees himself as a giant killer as well,
the David that could take the monstrous Goliathirggthat his father embodies. This wish to
kill is further underlined by his playing the Delfthrch on the piano seconds only before his
father is discovered dead: the valet Tressillidesathis event as the sign that “things were
very wrong” (bid., 95) and Hilda herself acknowledges that in th@ment, “[tlhe wish to
kill was in his heart”ipid., 222).

Lydia and David are extreme examples of this uncions desire to kill, but all characters
in Christmasand, by extension, all of Christie’s novels, assuamed to have felt, at some

point, this desire to kill the victim. This opiniaa stated in many of Christie’s novels (one
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may mentionAppointment “Not only was Mrs Boynton killed in cold blood but every
member of her family was aware of the fact! Colleglyy they reacted as guilty parties”
Christie 1992, 273), but most plainly @urtain. In this novel, where the murderer possesses
the ability to tempt normal people into committimgirder, Poirot writes to Hastings:

Everyone is a potential murderer. In everyone tlagiges from time to time th&ishto

kill — though not thewill to kill. How often have you not felt or heard atheay: "She
made me so furious | felt | could have killed héi'tould have killed B. for saying so-
and-so!" "l was so angry | could have murdered hihd all those statements are
literally true. Your mind at such moments is quitear. You would like to kill so-and-so.
But you do not do ityour will has to assent to your desire. In youhddren, the brake is
as yet acting imperfectly. | have known a childneyed by its kitten, say: "Keep still or
I'll hit you on the head and kill you" and actually so — to be stunned and horrified a
moment later when it realizes that the kitten's iifill not return — because, you see,
really the child loves that kitten dearly. (Chis#002a, 260-1; italics in the original)

In this excerpt, Christie draws a clear differetim#ween thewish and thewill to kill. If
murder is an actualising act, the murderer is tht@yethat crosses the bridge that the other
characters, held back by their moral maturity, caneross; the “brake” of morality that
restrains most characters does not work for thederar, and his/her desires and drives win
out. In doing so, the murderer enacts the entoegs latent wish.

It is this enactment of an unconscious, well-repedsdesire that truly makes the murderer
a Doppelganger Freud notices that the double is “a creationngatback to a very early
mental stage, long since surmounted” (Freud 19386):2Christie similarly compares the
murderer to a child, a morally immature being ta$ not assimilated the rules of society and
repressed its desires into its unconscious. Fer#ason, the murderer is the agent that gets to
act on the group’s drives and desit®#nd indeed, most characters are satisfied with the
victim's death — or, when the murder occurs in @ity of strangers, remain mostly
indifferent to it. InChristmas for instance, both David and Lydia are conterthvimeon’s
death: upon discovering his body, David quotes tfidte mills of God grind slowly”
(Christie 2001a, 97) and Lydia quotes Lady Maclfatttho would have thought the old man
to have had so much blood in him?.ibid.). David sees this death as a just retributiod, an
Lydia sees her ambitions of independence fulfilth this murder. In fact, most characters
win something with his death — revenge, money, pedelence. The sentiment is not limited

to Christmasit is also observed in many other novels, sucBtges

“®|n fact, several of Christie’s murderers explicigact a childhood dream. SugdeiCiistmasenacts a rather
Oedipal wish of killing his father, Wargrave Mone has dreamt of killing people since childhood, and
Curtain Poirot traces Norton's sadistic tendencies direbi#¢k to his childhoodCrooked Housds also a
striking case, for the murderer is actually tenryald Josephine: she murders her tyrannical grahefa(a
Simeon Lee figure) for the childish reason thatdfesed to let her have dance lessons.
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Was the family prostrated by grief? Was the sorabwirs. Inglethorp’s death so great? |
realized that there was an emotional lack in theoaphere. The dead woman had not the
gift of commanding love. Her death was a shock ardistress, but she would not be
passionately regretted. (Christie 2007, 59)

We find in this extract the ambiguity that is clraegistic of theDoppelgangerAs mentioned
above, Webber determines that tBbeppelganges main characteristic is its duality in
relation with the subject: it is at once “permigsand prohibitive,” “a vicarious agent and a
frustrating usurper of the subject’s pleasuredyemg that creates “pleasure and unpleasure,
desire and terror” (see above). This duality isregped in this extract froltyles On the one
hand, the characters do indeed desgmepleasure from the victim’s death: the victim ig no
mourned and in fact the characters benefit fronhbrsdeath. The murderer was permissive in
that he acted out the group’s most shameful desgehe allowed violence to explode once
and for all and gave them the opportunity to gaihatvthey wanted without being
compromised. Yet, at the same time, the presentt@sotinidentified murderer causes “shock
and distress”; indeed, it creates terror and umispleimess in the group, for reasons that are
best summarised by Poirot himselfN\fesopotamia

‘It is clear, therefore, that you do not understéinel A B C of the position. There are
unpleasantnesses! Yes, there are a lot of unpleessmes. To begin with, there is
suspicion [...] Suspicion! Let us not make the bones aboau are all under suspicion

here in this housé(Christie 2001b, 127-8)

The murderer enacts the group’s secret desiresatbwhat price? These desires are deeply
wrong — which is why they had to remain safely esetl away in the characters’ unconscious
— and their being acted out demands punishmenttheutnurderers an elusive being that,

while it is Other in nature, cannot be distingughHeom the innocent. The unpleasantness
comes from the suspicion that will characterisedharacters for the remainder of the novel,

as they will wonder endlesslgne of us — but which one?
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3.2.2.  “Whenis a friend not a friend?"*": the terror of duplicity

The problem posed by the murderer is that, whilshesis fundamentally different from
the rest of the group in terms of moral conscioasnbe/she, in truBoppelgangerfashion, is
a perfect lookalike: he/she seems to belong tgtbep, and does not look any different. This
paradox is acknowledged for exampledrooked Housewhile murderers “are set apart, they
are ‘different’ — murder is wrong — but not for theand virtually set aside by a “mark of
Cain” of sorts (which the character speaking idesgtias a complete lack of remorse), they
are also identified as “nice ordinary chaps” (Cieisl986, 110). As we have seen before,
appearances are deceptive, and the murderer igNyrtindistinguishable from the other,
innocent characters. This quality of the murdererisiost striking irChristmas in this novel,
the character that enacts the family’s general wasBugden, a police superintendent who is
also Simeon Lee’s illegitimate son. As a resulttloik kinship, Sugden shares physical
characteristics with Simeon Lee, Harry Lee, bub 8tephen Farr, another illegitimate son of
Simeon’s visiting Gorston Hall: “the same buildethame gestures [...], the same habit of
laughing with the head thrown back, the same distia high-bridged nose” (Christie 2001a,
221). This leads to an effect @éja-vuand doubling, an optic trick to which the shogkged
butler Tressillian is particularly sensitive:

‘It seems sometimes, sir, as though the past ithe'tpast! [...] There’s a feeling comes
over you — as though you'd done everything befljeist seems to me as though the bell
rings and | go to answer it and there’s Mr Harrgven if it should be Mr Farr or some
other person — I'm just saying to myselbut I've done this before’ (Christie 2001a,
183)

This strange feeling — that is later describedh&isgs being “altered, unrealibfd., 288) —
corresponds exactly to what Freud described asactaistic of the Uncanny: an unsettling
mix of familiarity and foreignness that creates emainty. Freud also identifies the motif of
repetition as an uncanny one (Freud 1955, 236jhencase ofChristmas this insistence of
the motif of the double creates an almost fantdsgting that is inherent to ti2oppelganger
experience. The murderer is thus a litddappelgadngersimilar to the rest of the group (one
will notice the repetition of the word “same” in @len’s description above), yet alien to it
(one will also notice that the experience of meagthre murderer is considered “altering,” thus
associating the murderer with otherness). Murdeiar<Christie’s novels, look profoundly

ordinary and metaphorically look like the others, which judes their identification. While

Quote taken frondickory Dickory Death(Christie 1956, 105).
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this absence of individuality in a human beingl&avhat makes representation uncdfiny
also means thaverybodymust be suspected, without exception.

A clue to help identify the murderer could be tleial mask that he/she is wearing, the
very symbol of his/her duplicity. The problem, haweg is that the murderer is not the only
character wearing a mask. Dumb Witnesswhile Hastings acknowledges that it is Poirot’s
role to lift the murderer’'s mask, he also considket every single suspect wears one:

In the course of my association with Poirot | hadisted at many such a scene. A little
company of people, all outwardly composed with se#dd masks for faces. And | had
seen Poirot strip the mask from one face and shéw what it was -the face of a killer!
Yes, there was no doubt of @ne of these people was a murdeiut which? Even now

| was notsure (Christie 2002b, 387-8, italics in the original)

What is acknowledged in this extract is that evdrgracter wears a mask of sorts. This mask
is a social one, “well-bred” and “composed” so asconceal the shameful desires and the
secrets the characters do not want others to kibis.is once again commented uporSed
Cypress “The human face is, after all, nothing more ressl than a mask. [...] Underneath is
the primitive man or woman” (Christie 2001e, 6%)other words, each character’s face is but
an appearance hiding the unconscious desires adalys my previous section. The
murderer’'s mask is no different, and the murdemrd wear anyone’s face; similarly, no
character is immune to the temptation to kill, #imere is no tell-tale sign (no ‘mark of Cain’)
to indicate which one did cross the bridge betwasronscious wish and conscious action.

In this light, it is not simply the murderer that guilty of duplicity, but each and every
character. This is what Amy Leatheran, the narratdilesopotamianotices as well when all
the suspects are assembled in front of Poirot @riuation similar to Hastings’ just above):
“now, somehow they seemelifferent— like a piece of fusty old stuff you take intethght
and suddenly see the rich colours of an old embrgid(Christie 2001b, 302). As Amy
points out, the problem at the heart of Christeised circles is an issue @ftics Just as any
object may have a double signification — it seenmocuous, but is actually a clue, or a red
herring —, each character can be seen differeefedding on the angle he or she is looked at.

This duality, which we have already observed inig€ll@'s settings and in the murderer, is

“8In “The Uncanny,” Freud posits that the uncanrspalertains to the eerie inability to tell lifedilobjects such

as automatons and dolls from actual living peopled 1955, 226). I€hristmasfor instance, Sugden uses an
ingenious mechanism to mimic Simeon’s drying screamaking this sound as confusing as it is frightgni
some characters identify this sound as coming ffamsoul in hell,” others as the scream of a soslle®ature,
and others as an inhuman or animal scream (Ch@éida, 323). This confusion is redolent of PodRué
Morgue,” in which several witnesses attest thatrthederer spoke in various languages when in fagt heard
an orang-utan scream. This impossibility of tellithg human and the inhuman apart culminates ins@é's
Nonein Wargrave's fake death scene. The murdererliyatn prevent identification (be it his/her, théctim’s,

or the identification of the moment of death, ortbé significance of a clue) is not only what poi¢ethe
murderer, but also what creates and complicatemitstery.
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thus to be found even among the innocent, and doates the process of identification of the
murderer. This revelation is deeply unsettling &l ,vor the homelike inside is supposed to
be the place where the characters, free from thgeda of the outside, can let go of the mask
and be themselves, which the constrained societii@enclosed setting makes impossible.
Instead, the fact that the enclosed space is dydeegal place prevents it from being homely
and intimate, making it unhomely.

This realisation of the characters’ inherent dugyligives Christie’s closed circle mysteries
a particular atmosphere. In theory, the reductibthe number of suspects to a small group
comprised within the enclosed settsigpuldbe reassuring in that it delineates a finite numbe
of solutions, which prevents the detective anddharacters from being confronted with a
virtually endless list of suspects. However, ini€te’s novels, this finite number of solutions
generates discomfort and terror among the chardf¢hat is at stake, here, is the unity of
the group: enclosure reveals that someone witleratlegedly cohesive group is Other. This
realisation is traumatic for the characters witthiat group. A small extract froif8parkling
Cyanide— in which the victim, Rosemary Barton, is murderturing a dinner between
friends and family — exposes this trauma:

‘But I've got to know I've got to find out. You've got to help me, Iri¥ou’ve got to
think You've got to remember. That’s itrememberGo back over that night again and
again. Because you do see, don't you, that if sheekilled, itmust have been someone
who was at the table that nighvdu do see that, don’t you?’

Yes, she had seen that. There was no pushing tiedemembrance of that scene any
longer. She must remember it all. The music, tHieafodrums, the lowered lights, the
cabaret and the lights going up again and Rosesaawled forward on the table, her
face blue and convulsed.

Iris shivered. She was frightened now — horribigtitened...

She must think — go back — remember. [...] There Wwabe no oblivion.” (Christie
2002c, 45-6; emphases in the original)

In this extract, the evidence that the murderertrbas'one of us” — a fact that the italicisation
heavily emphasises — is directly connected tordugnta of seeing the victim die. The manner
in which the flashback is depicted is a clear reimgeof shock and anguish: the rapid
succession of unconnected sensory reminiscencespgging the fun of the cabaret and the
dead body gives a disjointed, almost stroboscojsiow of the murder. This trauma is also
linked to the uncanny feeling of seeing a previpadive person turned into a lifeless corpse:
in “The Uncanny,” Freud explains that the blurriofthe dividing line between inanimate
objects and humans is terrifying, creating eerirsgbsrevulsion (Freud 1955, 226). It is clear
that this is a memory best forgotten: it sendswiteesses spiralling. Yet, as stated in the

excerpt, oblivion is impossible. Two types of memasrare connected here: the distressing
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memory of the death, unwillingly recalled, and asmous effort to remember the events of
the dinner in order to understand a death that mékée sense. Recalling the former is
invariably pondering on the latter. This questibng appears as traumatic as the death itself,
and hints that there can be no closure until thetemy is lifted. Iris’ traumatic spiralling thus
turns into fright at the implied (but unvoiced) gtien: ‘which one of us did it?’

The traumatism of the murder is thus indistingum@ao the traumatism of the presence of
an unidentified murderer amidst the group. That #eey thought of this presence is
terrorising is revealed through the charactersttiea to this revelation: their first impulse is
usually to completely deny this truth and to trydapin the blame on an outsider. In
Christmas for instance, Lydia Lee — who in this case echeesy character of Christie’'s —
exclaims in distress, “Oh! If only it could be aastger — not a member of the family”
(Christie 2001a, 248). Lydia herself admits to lgeanhypocrite: not only does she think that
it is “quite natural that one of his family shouttbrder [Simeon],” but Poirot is also of the
opinion that Lydia has an idea who the murderéibisl., 226, 248). But instead of admitting
this fact — to Poirot, but also to herself — Lydiéirst impulse is to reject any idea of duplicity
within her family and to hold on to an ideal of filrunity that does not exist. Lydia finds the
idea of the murderer being one of theirs “awfubid., 226) and thinks the existence of this
murderer is reflective of the group as a whole: shgs that “To bring that person to justice
will mean bringing shame and disgrace on us all.ibid(, 247) — an admission, implicit
perhaps, that the murder is to some extent sedreasish of all characters. The idea of guilt
coming from inside is seen as not only appalling, &iso scandalous. Even characters that
unlike Lydia do not have any inkling regarding tnerderer’s identity are greatly disturbed
by the presence of a murderer. Harry Lee (who isveoy keen on family loyalty) thus
declares: “then someone here in the house killed.hiBut who the devil could have done it?
[...] there’s only the family. And for the life of mlecan’t see one of us doing it. [...] So who
did? Blessed if | know. But it's damned disturbin@’id., 142). For such characters, that any
member of the group committed murder is unimag®alihd to be confronted with the
factual truth creates yet another cognitive dissoadetween two irreconcilable extremes.

For this reason, many characters refer to the shgmssibility of the murderer being “one
of us.” They regularly call the situation unreal:

‘It's like a nightmare — so fantastic — | can't iesfe it'sreal!” (Christie 2001a, 225)

[...] we realized that the thing was not a bad dreaum a tangible reality. We had read of
such things — now we ourselves were actors in thma. (Christie 2007, 160)
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| was caught up once more by the fantastic notfat one of these people was a
dangerous and cold-blooded murderer. Somehow,iséautiful still sunny morning it
seemed impossible. (Christie 2001b, 229)

The reference to the world of drama is ratherrtgllione tends to see this event as a fictional
one, something that mrtual — it happens to othersutside and may be witnessed from a
distance by reading the press, but it has no yedhbr the characters, finding themselves
actorsin this unbelievable situation is nightmarish; tiee of the term “actors” suggests that
they are not eveagentswithin this narrative, but trapped in a pantomime.

In this light, the murderer easily appears as ahiéanonster of sorts. As we have seen
before, he/she dwells best in interstitial situagie- always located in-between Self and Other,
unconscious desire and conscious action, but ald@tween nightmare and reality. He/she
embodies the uncomfortable liminality that is cleéeastic of the monsters that haunt Gothic
settings — which Christie’s settings are. The cttara systematically try to make him/her a
complete Other by calling him/her a “devil”:

‘Why shouldn’t this man — this devil — have got @arlier and concealed himself
somewhere?’ (Christie 2001b, 118)

“l agree that one of us is possessed by a de@htiétie 2011, 151)

“There is, as | have said, a devil amongst ubitl(, 154)
The intent behind this term is to dehumanise thedemer: insisting on his/her inhumanity is a
means of rejecting the murderer’s belonging togiteip — not unlike the ancient Greeks who
called ‘barbarians’ everyone who was not Greek.aBse the murderer ismaoral monster,
not a real supernatural entity, denying this charabumanity is an affirmation that the
character never belonged to the group to begin. Wikis rejection of the criminal is also a
resistance to the uncomfortable revelation of tloan desire to harm the victim which the
investigation reveals. Nevertheless, by closinigadif the thresholds that could enable the
slightest communication with the outside world, iSte eliminates the comfortable
possibility that an outsider committed the crimeorbbver, the embedding of enclosure in the
setting (see 2.1.1.) is precisely meant to undedirat the transgressi@wayscomes from
inside: Sophie de Mijolla-Mellor associates therelaters’ frantic struggle with the victim’s
locked door as a violation, a rape-connoted schhel(a-Mellor 2006, 147-8). For instance
in Styles

We strained and heaved together. The frameworkefdbor was solid, and for a long
time it resisted our efforts, but at last we felgive beneath our weight, and finally, with
a resounding crash, it was burst open. (Christ¥ 206)

157



As Mijolla-Mellor observes, the closed door of th&tim’'s bedroom is the symbol of
intimacy (Mijolla-Mellor 2006, 149). The characterforceful breaking of that door
(underlined by means of a vocabulary emphasisiriy e solidity of the door and the
violence of the characters’ entry) is perceive@dsutal penetration of the victim’s privacy.
What is troubling is that this penetration feieady occurred: the victim is dying (or, in the
case ofOrient Expressand Mesopotamia is already dead) and only someone from the
victim’s closed social circle (social circle delated by the physical boundaries of the setting
S0 as to ensure unity) could have entered thisreabprivacy. Because the locked room (be it
a locked berth as i@rient Expressor a bedroom istyles Christmas andMesopotamiaor,
figuratively, one’s exclusive seat as@oudsor Cardg is the epitome of privacy within an
already private and exclusive setting (especiatigesthe victim’s personal room can be seen
as the centre of the victim’'s power), the murderestatus as an inside transgressor is
reinforced, similarly to Larsan in Leroux’s novdlee 1.3.2.), and so is the horror of the
characters’ wish fulfilment. This horror is onlyiméorced by the various unexplainable
mysteries surrounding the murder: the first of ¢hagysteries is of course to know how the
murderer could have entered a locked room (a®irent Express Mesopotamia and
Christmag, but the mysterious circumstances of the crimdtenaalso (for instance the
appearance of a face behind Mrs Leidner’s windodvtae presence of an intruder at night in
the antika-room irMesopotamiathe theft of the diamonds @hristmas etc.). By breaking
into the monstrous victim’s refuge and turningntoi a scene of unexplainable horror, the
murderer becomes more powerful than the victim.

The problem, of course, is that the detective’sstigation reveals that all the characters
had easy access to the victim's refuge (see 2anhd. 3.3.1.), or reasons, means and
opportunities to do so (see 3.3.1.). The enclossting thus turns into a nightmare of
duplicity in which not only is everybody double-&at; but the murderer him- or herself has
no face and no identity. The murderer cannot havieentity because having an identity is, at
core, being recognised as an individual. And howeognise an individual that remains

hidden?® Most worryingly, how to recognise the murderer whae desire to kill is not

9 This principle is redolent of Uri Eisenzweig's thig of the criminal’s non-identity: in a locked mmo
paradigm, the criminal is paradoxically absentdgino one could have entered) and yet preseng(smtieone
did commit the murder) in the locked room. Eisenzwedgits that this extraordinary quality of the muetés is
best exemplified in Poe’s “Murders in the Rue Magun which the murderer is initially seen as infan: the
narrator suspects that only a madman could havenitbed such a murder — the madman being a good @ram
of non-identity. In the end, the murderer is reedalo be an orang-utan, i.e. an inhuman entity pleatectly
embodies the principle of non-identity (Eisenzwé®@86, 66-8). In Christie’s novels, the designatainthe
criminal as a fiendish monster works similarlyisithe very lack of identity that makes the murdenenstrous
and frightening.
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unique to this character, but shared by the egtivep? In this light, the murderer becomes a
polymorphic figure, whom it is impossible to definend yet capable of assuming every
character’s face. Manuel Aguirre believes this abtaristic to be the essence of the Gothic
monster:

Our inability to grasp the Other makes it disoraimg, hence terrifying; and not least
among the terrors of the [Gothic] is the fact thet cannot quite tell it from our own
world: it is part of and yet profoundly alien teethuman realm. Inherently ambiguous, its
position vis-a-vis us is best viewed as liminalttive cannot determine its boundaries is
congruent with the fact that the Gothic Other gaasaof the nature of boundaries: it is a
threshold area or a threshold quality. (Aguirre,r2yl

Even though the murderer is unidentifiable, itssprece is perceived: felt that the murderer
was in the room. Sitting with us — listeni@ne of us..” (Christie 2001b, 139). As posited
by Aguirre, this presence is liminal: this predstpresence is at the same time completely
alien yet well integrated within the group, ungrsle yet within hand’s reach, omnipresent
but virtually invisible. This makes him/her “a dgokwer which is transcendental in the eyes
of the characters; [...] the haunter [...] behind tlo®rd (Aguirre 1990, 2006): it is human,
but possesses the same powers as a monster wHasaar is felt by the whole group. This
elusiveness and liminality (paradoxical in a closetting) is noticed i@rient Express

‘The matter begins to clear itself up wonderfullijhe murderer was a man of great
strength, he was feeble, it was a woman, it wagl#-handed person, it was a left-
handed person Ah! c’est rigolo, tout ¢ad!(Christie 2001c, 84)

While in Orient Expresshis is a clue that everybody in the wagon is @ttla murderer this
indication is not at first perceived by the readsrindicative that one should look for several
murderers — because, until the murderer is idegtifiie or she is metaphoricaiyeryone®

This uncertainty is odious for the innocent chages;tfor several reasons. John Cavendish
summarises them i@tyles

‘[...] Screaming headlines in every paper in the ¢our damn all journalists, | say! Do
you know there was a whole crowd staring in atltduge gates this morning? Sort of
Madame Tussaud’'s chamber of horrors business #ratbe seen for nothing. Pretty
thick, isn’'t it? [...] It can last long enough fos mever to be able to hold up our heads
again. [...] Enough to make a man morbid, to be stally beastly journalists and stared

0 On a biographical note, this quality of the muettr might be explained by a recurring nightmareistie
had in her childhood. She often dreamt of ‘the Ganm“It was his mere presence that was frightenihige
dream would be quite ordinary [...] Then suddenlyeelifig of uneasiness would come. There was someone
someonenho ought not to be therea horrid feeling of fear: and then | would séa k- sitting at the tea table,
walking along the beach, joining in the game. [. ohfetimes, as we sat round a tea table, | would fmo&ss at

a friend, or a member of the family, and | wouldidenly realize that it wasot Dorothy or Phyllis or Monty, or
my mother or whoever it might be. The pale blueseiyethe familiar face met mine — under the familia
appearancelt was really the Gunmdn(Christie 1977, 25). The Gunman hiding behind dage during an
ordinary, festive opportunity is strikingly similtw Christie’s murderers...
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at by gaping moon-faced idiots, wherever he goes'tBere’s worse than that. [...] Have
you ever thought, Hastings — it's a nightmare to-maho did it? | can’t help feeling
sometimes it must have been an accident. Becabseause — who could have done it?
Now Inglethorp’s out of the way, there’s no oneselso one, | mean, except — one of us.’
(Christie 2007, 199-200-1)

The first reason Cavendish lists is a social ohe: unsolved case causes a problem of
publicity — we see here Leroux’s influence. As nnamt¢d already, outing the murderer brings
shame on the family, but the reverse situatioruss s torturous: the murder brings public
interest on the enclosed group, meaning that wttlet is left of the privacy and safety of the
enclosed setting is ripped to shreds. Hastings iom@ntthat “the house was constantly
besieged by reportersib{d., 178). The vocabulary of violence suggests irarasihe public
sphere mixes itself with the private one, defimtwinfringing upon the characters’ privacy.
This interest is morbid, as evidenced by the maiapkening the closed setting to “Madame
Tussaud’s chamber of horrors.” This reference terésting, for this chamber of horrors
historically refers to the famous exhibition of tiheannequins of known murderers and
criminals>* Because the murderer is not identified, the Caishied araall seen as monsters
and criminals by the public eye — it is, once agaiproblem of optics: the public eye tends to
see the whole closed circle as guilty of duplicg a result, the members of the circle are
rejected from society, a problem that is partidylaleveloped inClouds because they are
distrusted by the public, two characters find theareers and their finances plummeting.
Indeed, “until one person is proved guilty bego any possible doubt, everyone else
who is associated with the crime is liable to suifievarying degrees” (Christie 2015, 158).

As acknowledged in this quote, the fact that evedytdooks guilty createdoubt— a doubt
implicitly expressed by John Cavendish himself. Bhsence of a guilty person (or an ideal
scapegoat, such as Inglethorp) means first thatyeslearactemwithin the circle itselthas to
re-evaluate what they know about the others. Isogiéty of strangers’ this does not cause
much problem — unless, as None the characters’ individual survival depends orrexdly
identifying the guilty party — but in a family or group of friends or colleagues, doubt is
deeply corrosive to the group unity and to eachrattar’s interpersonal relationships. This
problem is explicitly raised ifsparkling Cyanide“You didn't think about your mother or
your father or your sister or your aunt. They jesisted, unquestioned, in those relationships.
You didn't think about them gseople You didn't ask yourself, even, what they wbke”
(Christie 2002c, 8). The character subject to shidden realisation calls it a “shockbifl.):

*L It is interesting to notice that this Chamber afridrs historically showcased French famous figukthe
French Revolution: Cavendish’s observation gives ribader a sense that the closed circle troubkesdhial
order itself.See 3.3.2.
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