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The article is focused on the problem genre peculiarities of A. Christie's detective stories and the innovations
she brought to the development the detective genre. It is proved that Agatha Christie while writing her detective
stories nearly broke all the rules, violated the norm declared by R. Knox All these peculiarities of her detective
writing constitute a particular individual author s style which is worth investigating. The goal of the article is to
carry out a preliminary classification of A. Christie's detectives, taking into account not only the peculiarities of
crime investigation itself but also the status of a detective in this investigation. To fulfill this goal the following
tasks should be done: 1) to point out distinguishing features between a classical detective story and non-
traditional, modernized detective story;, 2) to define key criteria of detective stories in crime literature, 3) to elicit
types of detectives (private detectives or investigating non-professional) in A. Christie’s detective fiction. In the
research the distinctions between a classical detective story and non-traditional, modernized detective stories
of other criminal subgenres by Agatha Christie’s (adventurous investigation, victim investigation and collective
investigation) has been also he worked out. It allowed us to draw the following conclusions: the main character
of a classical detective story is a professional detective, playful, grotesque, with an appearance close to a mask;
without age,; without a detailed biography; more often a man, ascetic type or, in any case, without personal
life; independent of everyday life; investigating out of love for the game. He is investigating an exceptional and
strange, grotesque crime; he is opposed by an exceptional criminal. The criminal is never a maniac, but can

pretend to be him or be perceived as crazy by other characters.
Key words: A. Christie, detective, detective story, genre, typology of characters.

Introduction. The critical role of Agatha Chris-
tie in preserving and updating a classical detective
story is universally recognized. At the same time,
concretizing what she brought to the development
the detective genre is a difficult task, due to a huge
amount of detective stories written by her, and a
large number of special detective fiction such as
a spy novel (works with the Beresford couple;
some works with Race and Battle), a thriller (“The
Mousetrap”, etc.), “serial” and off-series, which
distinguishes her from E. Poe and Conan Doyle.

However, most of her literary works can be
comprised under the umbrella term “detective fic-
tion” which we understand as one of the subgenres
of crime fiction, a narrative, usually written from
the point of view of a detective (professional, ama-
teur or retired) about a definite crime which plot
hinges. It is worth mentioning, that literary term
“detective” is a polysemantic word which means:
1) someone whose job is to discover what has hap-
pened in a crime or other situation and to find the
people involved; some detectives work in the police
force and others work privately; 2) In Britain “detec-
tive” as an adjective is used to modify such words
as “constable” or “sergeant”, and in the U.S. the
word “detective” is used on its own, to indicate that
a police officer is a member of the department con-
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cerned with investigating crimes; 3) (story, novel)
(Br. Eng) a story in which a detective tries to solve
a crime; (Am.Eng) a mystery involving a crime and
the gradual discovery of who committed it, esp.
a highly formalized one in which a detective, often
a private detective, solves a crime, usually a mur-
der, by means of careful observation and logical
reasoning (Collins, 2022)

Before proceeding to the analysis of Agatha
Christie’s detectives, it should be also noted that
there is a well-established approach to a classical
detective story, so here we can talk about a definite
literary tradition.

“A detective story” as a literary genre has been
studied since the beginning of the twentieth century
(G. K. Chesterton's essay “A Defense of Detective
Stories”, 1901; Cecil Chesterton “The Art and the
Detective Story”, 1906).

For our scientific research special consideration
deserves a phenomenon that can be called “authors
of criminal literature about it”, a group of English
writers who at the turn of the 20th century founded
the Detection Club. Among their works, we note first
of all the essay by Austin R. Freeman “The Art of the
Detective Story” (1924); “How to Write a Detective
Story” (1925) Gilbert K. Chesterton; “Introduction
to The Omnibus of Crime” anthology and essay
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“The English Detective Novel” by Dorothy L. Say-
ers; as well as “Ten Commandments of Detective
Fiction”, often called “The Decalogue” (1928,
according to other sources 1929) by Ronald Knox.

In subsequent years the members of the club
wrote that in subsequent years the members of
the club also wrote not only detective stories, but
also critical works and biographies of their pre-
decessors. In the 70s, among the most cited were
the monographs of Julian Symons: “The Detec-
tive Story in Britain” and “Bloody Murder: From
the Detective Story to the Crime Novel: A Hist-
ory” (1972). The tradition was continued by Henry
R. F. Keating who became the editor and author of
such popular books as: “Agatha Christie: The First
Lady of Crime” (1977), “Sherlock Holmes: The
Man and His World” (1979), “Great Crimes”
(1982), “Writing Crime Fiction” (1986) and “Crime
and Mystery: The 100 Best Books” (1987) etc.

The most notable American writers are of
W. H. Wright, Van Dine, who were very close to the
thoughts of the members of the British Detection
Club. It is Wright's preface to “The Great Detective
Stories: a Chronological Anthology” and his “Twenty
Rules for Writing Detective Stories” by Van Dine,
whose similarity to Knox's commandments has
been repeatedly noted in the specialized literature.

In France, among the authors who wrote about
a detective story as a literary genre, the most
outstanding contribution was made by Boileau-
Narcejac. The book “Esthétique du Roman Poli-
cier” deals primarily with French crime fiction.
The authors combined a typological and historical
approach, tracing the stages of French crime liter-
ature, as can be seen from the titles of the chap-
ters (“Prehistory of the Genre. Gaborio”, “French
Detective Story from 1900 to 19397, etc.).

As for the publications of foreign critics and
philologists, primarily in English, already in the
20s of the twentieth century, their number is huge
due to popularity of this literary genre . The most
significant and/or frequently cited works are
“Murder for Pleasure: The Life and Times of the
Detective Story” by Howard Haycraft and “The
Art of Mystery History”, edited by him; “The
Development of the Detective Novel” by Alma
Elizabeth Murch; “The Gentle Art of Murder:
the Detective Fiction of Agatha Christie” by Earl
F. Bargainnier; “A Talent to Deceive: An Appre-
ciation of Agatha Christie” by Robert Barnard;
“The Police Procedural” by George Dove; “The
Cambridge Companion to Crime Fiction”, edited
by Martin Priestman and “20th Century Crime
Fiction” by Lee Horsley; “Detective Fiction” by
Charles J. Rzepka and “A Companion to Crime
Fiction” with Ch.J. Rzepka and Lee Horsley's
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foreword; “Crime Fiction, 1800-2000: Detec-
tion, Death, Diversity” and “Form and Ideology
in Detective Fiction” by Stephen Knight; “Wat-
teau Shepherds: The Detective Novel in Britain
1914-1940” and “An Introduction to the Detec-
tive Story” by Leroy L. Panek; “Crime Litera-
ture” by John Scaggs and others.

As can be seen from the above the term “genre”
used in the titles of the listed books, it is mixed with
other terms. Thus, the well-known authority on
the police novel, George Dove, in the above-men-
tioned and often-cited book “The Police Proced-
ural” calls the latter both a genre and a subgenre,
and a type and “a variation of the classical mystery
fiction genre”. Accordingly, this confusion is sup-
ported by the authors of the works that refer to it:
G. Hausladen, J. Scaggs and others.

In this research a classical detective story will
be viewed as a genre-sample of criminal literature.
We also support the idea that only at the back-
ground of classical, exemplary genres new trad-
itional, modernized sub-genres can be singled out
and described.

Since the conceptual apparatus for the study of
criminal literature was not developed earlier, for
this purpose, it is proposed, firstly, to divide genres
into rational and non-rational. This characteristic
feature is connected, on the one hand, with the fact
whether or not the action of otherworldly forces
is excluded during the investigation. On the other
hand, the presence/ absence of logical reasoning in
the text with conclusions that are of fundamental
importance for the results of the investigation.

Secondly, two notions of play and norm are pro-
posed as major aspects of the study of the charac-
teristics of a classic detective story. It is interesting
to know that in addition to rational, ludic focus on
the poetics of this genre can also be of vital import-
ance. We emphasize that when speaking about a
play, or a game inside the world of a literary work
the behavior of characters is meant: first of all, a
detective and a criminal, as well as witnesses and
a narrator. This understanding has nothing to do
with the “fair play” with the reader, which was
proclaimed by Ronald Knox, Dorothy Sayers and
others, who wrote about a detective story as an
intellectual play between the author of the “mys-
tery” and the reader. According to them, an honest
author must follow certain rules for detective writ-
ing: give the reader a chance to solve the mystery
himself, not mislead him, etc.

Robert Knox, a Catholic priest and a detective
writer wrote “10 Commandments of Detective
Fiction” (1928) like the allusion to “10 Command-
ments” in the Bible. It was basic 10 rules that writ-
ers of detective genre had to adhere to.
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1. The criminal must be someone mentioned in
the early part of the story, but must not be anyone
whosethoughtsthereaderhasbeenallowedtofollow.

2. All supernatural or preternatural agencies
are ruled out as a matter of course.

3. Not more than one secret room or passage is
allowable.

4. No hitherto undiscovered poisons may be
used, nor any appliance which will need a long sci-
entific explanation at the end.

5. No Chinaman must figure in the story.

6. No accident must ever help the detective,
nor must he ever have an unaccountable intuition
which proves to be right.

7. The detective must not himself commit the
crime.

8. The detective must not light on any clues
which are not instantly produced for the inspection
of the reader.

9. The stupid friend of the detective, the Wat-
son, must not conceal any thoughts which pass
through his mind; his intelligence must be slightly,
but very slightly, below that of the average reader.

10. Twin brothers, and doubles generally, must
not appear unless we have been duly prepared for
them. (Detection Club, 2021)

In the course of the study of the analyzed genre
a special role of norm for a classic detective story
and for crime literature in general was established.
The crime acts were treated as a violation of the
norm; genres differ in the possibility or impossi-
bility of restoring it, in compliance or non-compli-
ance with the behavior norm of the characters, etc.

It is worth mentioning that Agatha Christie
while writing her detective stories nearly broke all
the rules, violated the norm declared by R. Knox
and did it most spectacularly in “The Murder of
Roger Ackroyd” that caused her problems with its
publication. All these peculiarities of her detective
writing constitute a particular individual author’s
style which is worth investigating.

As it can be seen from the above, the goal of the
article is to carry out a preliminary classification
of A. Christie's detectives, taking into account not
only the peculiarities of crime investigation itself
but also their status in this investigation. Due to
the impossibility to analyze the entire legacy of the
writer, we will consider her the most famous liter-
ary works and “serials”.

To fulfill this goal the following tasks should
be done: 1) to point out distinguishing features
between classical detective and non-traditional,
modernized detective; 2) to define key criteria of
detective stories in crime literature; 3) to elicit types
of detectives (private detectives or investigating
non-professional) in A. Christie’s detective fiction.
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A classical detective story vs. non-traditional,
modernized detective story: similarities and dis-
tinctions

The idea of classical detective story is inextric-
ably linked with rationality, logic, analysis, com-
mon sense, and intelligence. Defining the notion “a
detective story” (here and below we present differ-
ent opinions that clearly differentiate a non-trad-
itional detective, modernized story and classical
detective story), as a rule, literary critics empha-
size their logical component.

A classical detective story is usually described
with the help of certain characteristic features, such
as: 1) the perception of the mystery of a crime as a
puzzle, riddle, etc; 2) alien to mysticism, where the
disclosure of secrets is rational. On that grounds
such literary work can be classified as classical
detective.

While describing the essential feature of a detec-
tive story let us consider Lotman's point of view on
it that a special place is occupied by those quasi-
works of art which, in fact, represent problems to
be solved. Such are the mysteries in folklore, and
in modern art it is the vast space of the detective.
The detective is a task that pretends to be art.

It is worth adding R. Caillois’ definition of
that literary notion who states that detective stor-
ies try to explain what is usually unexplained.
The reader is coping with nature’s laws, prob-
ability, and common sense. But from the reader’s
point of view the situation looks different than in
normal realistic narration. Thus, in a detective
story an emphasis is put on extraordinary circum-
stances of a crime and indirectly on a problem of
realistic conditions of a story.

There is another important issue that is worth
mentioning: along with the rational component in a
classical detective story and non-traditional there is
a creative, ludic aspect that is one of a considerable
importance . By the method of investigation a clas-
sical detective story is a rational genre and always
completely excludes the anti-rational actions, as
well as the fact that the presence of logical reason-
ing in literary text is mandatory.

The crime at the beginning of a classical detec-
tive story violates the norm, and at the end it is
fully restored. Thus, a classical detective story is
locked in a ring: the norm is the same for detec-
tives, police, narrators and, sometimes, even crim-
inals. All the main secrets are solved in the finale.
The picture of the world can be called harmonious.
This is one of the reasons why the form of the short
story is so important for classical detective story.

As a rule the crime is not only viewed as a “vio-
lation of the norm” (a common definition), but also
as grotesque. Grotesque redundancy emphasizes
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the exceptional nature of the crime in classical
detective story, and the criminal, respectively, can-
not be ordinary, his cruelty is also grotesque.

The investigation in closed space is easy and
fast and ends in complete success — these are the
characteristics of a classical detective story. Kest-
hei emphasizes that “events (in detective story) can
take place only in a space bounded by mystery”:
“closeness and conditionality of the chronotope”
is one of the “constitutive” feature of a detective
story. It is interesting to mention that the image of a
locked room is used for the first time in E.A. Poe’s
“The Murders in the Rue Morgue”.

One more specific feature in a classical detec-
tive story is eavesdropping/ peeping. By the way,
an important characteristic feature of a detective
(a character) is his/her strangeness. Borges pointed
out that “... the first detective in fiction was a for-
eigner, the first French detective described in fiction.
Why? Because the American describes everything
that happened, and he needs an unusual hero. To
make the characters even weirder, he makes them
live differently than usual among normal people”.

While classifying literary works written by
A. Christie it is necessary to exclude from the list of
classical detective stories literary works that in our
research are classified as non-traditional or mod-
ernized detective stories: 1) where there is neither
an investigation plot nor a detective at all. To this
group belong the short stories “The Red Signal”,
“Honeymoon Alix Martin” (Nightingale Cottage);
2) those where the investigation is on the periph-
ery, as in the famous play “The Mousetrap” (and,
accordingly, in the novel “Three Blind Mice”). An
interesting fact is that the three detective novels
written by Agatha Christie that she published under
the pseudonym, Mary Westmacott are classified as
“non-detective novels”.

As for the detective stories based on the plot
investigation, for a proper classification it is neces-
sary to apply the following criteria: 1) a strange
grotesque crime; 2) a grotesque detective; 3) a cre-
ative approach to both the crime and its investiga-
tion; 4) ludic relations between the criminal and
the detective; 5) closed space; 6) fast time.

The important thing for our research is that all
the above mentioned criteria should be present in
one detective story not separately but in a certain
combination.

Taking this into account by whom the investiga-
tion is being carried out we can assume, that such
novels as “Sparkling Cyanide”, “The Crooked
House” and “The Sittaford Mystery” are not clas-
sical detective novels, on condition that the most
important part of the investigation is carried out not
by the police, not by a classical detective, but by a
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person close to the victim, crimes or accusations.
So neither Colonel Race (“Sparkling Cyanide”),
Inspector Battle (“The Sittaford Mystery”), nor
Charles Hayward (“The Crooked House”) have no
signs of classical detective at all, and the mystery
of the crime in the first two novels is solved by a
person close to the victim, and in the novel “The
Crooked House” the truth becomes known from
the killer's diary. It is worth mentioning that the
latest novel contains a consistent polemic with a
classical detective story, manifesting itself in the
dreams of a murderous girl, playing both a cunning
criminal and a detective story.

Typology of Agatha Christie s detectives

The character of a classical detective story is a
detective, playful, grotesque, with an appearance
close to a mask (his attributes a pipe, a mustache,
a violin are more important than his face); with-
out definite age; no detailed biography; more often
a man; of an ascetic type or, in any case, with-
out a private life; not dependent on everyday life
(with the exception of those cases when everyday
life is used to enhance grotesqueness); investigat-
ing for the love of the game. He is investigating
an exceptional and strange, grotesque crime; he
is confronted by an exceptional criminal (but still
not equal to the detective in his abilities; the works
from the Holmes cycle, where the Great Detective
is opposed by Irene Adler and Professor Moriarty,
are not classical detective stories).

Among the non-traditional, modernized detec-
tive stories written by Agatha Christie it is neces-
sary to highlight the following detectives where
the characters Ann Beddingfeld (“The Man in the
Brown Suit”), as well as Anthony Cade (Prince
Nicholas) and Virginia Revel (“The Secret of
Chimneys”) are involved in the investigation not
because (or not so much because) that the crime
has to do with them or their loved ones, but
because they are looking for adventure. We can
define this type of the detective as the adventure
one ("The Man in the Brown Suit” was published
in the “Evening News” under the title “Anne the
Adventurer”). Such a character is characterized by
youth (as a rule); sometimes lack of everyday and
professional experience; love of danger, change of
place, social roles, etc.; signs of play behaviour; a
love storyline is almost always associated with this
character. Thus, it differs, on the one hand, from
a non-adventurous “investigator-victim”, whose
investigation is usually forced, on the other hand,
from a classical detective. So, the features of this
character and the chronotope refer to an adventure
novel. Accordingly, this subgenre can be defined
as adventurous investigation as one of the modern-
ized detective stories by Agatha Christie.
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According to singled out characteristic features
mentioned above, many of the works with Poirot
detective cannot be belonged to classical detective
stories: for example, the controversial novel “The
Chocolate Box”, which tells about the only failure
of the Great Detective; collection “The Labours of
Hercules” and novels “The Big Four”, “Dead Man's
Folly” and “Hallowe’en Party”, in which Poirot
appears as an adventurous detective; the novel
“Curtain”, in which Poirot administers justice him-
self, killing the criminal, and some others. Never-
theless, given the huge corpus of Poirot (33 novels,
54 works of the short genre), one can call him the
most classical of detectives. That is why Poirot
is rightly called “one of the most famous Great
Detectives in the history of the detective genre”.

By the way, Parker Pine also belongs to adven-
ture detectives, and, consequently, most of the
works of the Investigating Parker Pine series are
adventurous investigations. Many short stories
from this cycle are not only not classical detec-
tive stories (all Parker Pine's “Cases” are typical
in their way, and the classical detective story each
time offers a unique crime), but they cannot even
be classified as crime literature, because there is no
crime in them: “The Case of a Middle-aged Wife”,
“The Case of a Discontented Soldier”, etc.

Quite an interesting example of violating the
image of a traditional detective is the adventur-
ous detective story in which the couple detectives
Tommy and Tuppence Beresford, who, of course,
treat their adventures as a game. What is worth
only their imitation of various literary detective
stories in the cycle “The Companions”, each time
different. But works from their participation, espe-
cially those where various kinds of criminal or
espionage organizations appear — “The Stranger”,
“The Hound of Death”, “Ambassador's Boots”,
“The Man Who Was No.16” from the above cycle;
novels “The Mysterious Adversary”, “N or M?”,
“By the Pricking of my Thumbs” are not classical
detective stories. The presence of any criminal
“network™ covering an indefinitely large area is
contraindicated in a classical detective story.

Ariadne Oliver is, of course, a grotesque char-
acter. It is presented in works of various genres: in
classical detective stories — “Cards on the Table”,
“Third Girl”; in an adventurous investigation —
“Dead Man's Folly”, “Hallowe’en Party”; in the
aforementioned non-criminal short story “The
Case of a Discontented Soldier”. In all these works,
except for the last one, she willingly participates
in investigations. However, she is only successful
in “Elephants Can Remember”; in other works,
Oliver can only collect the information, while the
mystery of the crime in classical detective stories

with her participation is solved by Poirot, and in
“The Pale Horse” by Mark Easterbrook. Her point
of view is given, but the narration is never con-
ducted on her behalf, this difference with Hastings
is fundamental.

Miss Lemon, although she is a “serial” character,
there is no reason to consider her a detective at all.
In the short stories “The Flock of Geryon”, “How
does your Garden Grow?” she acts as an assistant
to Poirot, but not an independent detective; in most
works (those in which Poirot, like Pine, has a pri-
vate agency) she is only a secretary.

Another serial detective is Mr Quin. The unusu-
alness of the character is obvious due to the expos-
ure to the technique. This is both the name of the
detective — Arley (in other translations of Har-
ley from Harley Quin) Quin, and his appearance:
“The reflections of the fading flame in the fireplace
made his face look like a mask”, “The light of the
red lamp fell on the guest's checkered coat, but his
face him, which was like a mask, remained in the
shadows”. And also the behaviour: “And Harley
Quin behaved like a puppeteer, pulled the strings,
and the puppets dutifully fulfilled his requirements.
<...> Leaning backin his chair, he (Mr Satterswaite)
watched with interest the drama unfolding before
his eyes. In the meantime, Mr Quin calmly continued
to pull the strings.” Unlike the classical al detec-
tive, Mr Quin can be found anywhere, he travels.

In those novels where a rational explanation
of the nature of Mr Quin, his ability to suddenly
appear and disappear, etc. is completely excluded —
“The Man from the Sea”, “The Harlequin Lane”,
“The Harlequin Tea Set”, — his difference from the
classical detective is even more obvious.

Mpr Satterswaite is the witness of the events in
the stories about Mr Quin, is not always involved
in the action, he is more often called an “observer”,
but always shows an extreme interest in events.
When he meets Mr Quin, he is already looking
forward to the “drama”. Thus, each time the crime
and the investigation are given as a game action
not only for the reader but also for one of the par-
ticipants-spectators.

Accordingly, the detective defeats the criminal
not only through analysis, deduction, but also by
outplaying him. The playful nature of the investi-
gative actions carried out by a classical detective,
in contrast to the official investigation, is obvious.
A classical detective does not fall into the trap.
Eavesdropping / spying are only relevant to crime.
Stairs, trees, etc. cannot be used in eavesdropping /
peeping. A special role in the creation of the ludic
space belongs to the game by characters (actors,
directors, etc.), and various kinds of games (cards,
chess, etc.), comic verses, counters, and so on.
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Finishing the classification of the types of detec-
tives, and, in part, the criminals represented in the
works of Agatha Christie, it is impossible to ignore
her masterpiece — the novel “Ten Little Niggers/
Indians”, traditionally considered one of the best
detective novel in crime literature.

At first glance, this novel does indeed have the
features of a classical detective story: an enclosed
space and a limited number of suspects, correlated
with each other. The time of the novel is extremely
eventful, but, as it should be in a classical detective
story, the murders occur one at a time. At the same
time, the figure of the Great Detective, which is
obligatory for a classical detective story, is absent
here. The investigation is conducted by all the
characters, of which, of course, the main one is
Judge Wargrave. This is a criminal investigator, a
model that, as mentioned above, was developed by
A. Christie in other works.

Also in many other works we encountered sev-
eral investigators. Parallel investigation is often
found in genres such as victim investigation and
adventurous investigation, and almost a must for a
classical detective story. At the same time, in a clas-
sical detective story and adventurous investigation,
a parallel investigation contributes to the grotesque
redundancy of the investigation and enhances the
ludic moment. In this case, however, notonly is there
no redundancy in the investigation, but one cannot
speak of a parallel investigation at all, since all the
investigators are declared victims almost from the
very beginning of the novel. And, accordingly, they
are in the same status (except for Judge Wargrave).
(The police appear already outside the scope).

Turning to the subgenre of “investigation of the
victim”, we see many coincidences with this novel:
the forced nature of the investigation, difficulty (in
this case, impossibility) to leave the dangerous
space; the criminal is precisely the one who is least
suspected of all (here this is ingeniously enhanced
by imaginary death); game (underlined by the title
of the novel, which is often the case in classical
detective stories) is associated only with the crim-
inal; a love line is planned (Vera Claythorne and
Philip Lombard); the helplessness of characters.

However, there are many significant differ-
ences: throughout the main part of the narrative,
when those on the island are endangered, there
are no “offside” characters, be they cops or other
characters; the perpetrator not only “pretends” to
be a victim, but includes himself as one of them.
Because of the latter features, the notion “collect-
ive investigation” 1s most suitable for such a genre.

It cannot be argued that A. Christie was the first
creator of this genre, but her fundamental contri-
bution to its development is undeniable. It was

255

thanks to “Ten Little Niggers/ Indians” (1939)
that it gained such distribution in the world liter-
ature and cinema. Let us name, in particular, such
detectives stories as “Purely English Murder” by
Cyril Hare (1951), “Eight Women” by Robert
Thomas (1961), and the film “Marie-October” by
Julien Duvivier (1959), “The Murder on the Orient
Express” (2017) by Kenneth Branagh, “Crooked
House” (2017) by Gilles Paquet-Brener that were
inspired by the Queen of Crime.

We emphasize that the Great Detective is never
the subject of storytelling. Works where his point
of view is given from the inside (“The Caribbean
Mystery”, “Nemesis”) are rare. In the narrative
model, which is considered the most characteristic
of this genre, the narrator acts as 1) a character, on
the one hand, 2) a person close to the detective, on
the other hand, according to his awareness of the
case occupies one of the most remote efforts, but in
the words of the detective.

The narrator-friend of the detective, unlike the
police, acts as a mobile figure. At the beginning of
the investigation, he was the bearer of the usual,
normal and false point of view, which is often fixed
by the version set out and in newspapers. As the
plot progresses, he moves towards insight, follow-
ing this path with the reader.

Conclusion. Conducting a chronologically
consistent analysis of samples of a classical detec-
tive story, which belong to different stages of the
development of criminal literature, it has been
proved that the ludic aspect for the genre of a
classical detective story is no less important than
rationality, logic and analysis.

The worked out distinction between a clas-
sical detective story and non-traditional, modern-
ized detective stories of other criminal subgenres
by Agatha Christie’s (adventurous investigation,
victim investigation and collective investigation),
allows us to draw the following conclusions: the
main character of a classical detective story is a
professional detective, playful, grotesque, with
an appearance close to a mask; without age;
without a detailed biography; more often a man;
ascetic type or, in any case, without personal life;
independent of everyday life; investigating out of
love for the game. He is investigating an excep-
tional and strange, grotesque crime; he is opposed
by an exceptional criminal. The criminal is never a
maniac, but can pretend to be him or be perceived
as crazy by other characters.

A criminal is not a professional; can be collective
only if they are spouses or relatives. A detective is
strange and funny, on the one hand, and strange and
terrible, on the other. The most important motives of
acting, staging, theater, acting, eavesdropping and
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spying, as well as the special role of disguises and
all kinds of substitutions are highlighted. Within
this complex, a special subspecies of motives
associated with hunting is essential: surveillance,
eavesdropping, spying, and especially traps.
The main character of a non-traditional, mod-
ernized detective stories of by Agatha Christie’s
is characterized by youth, playful behavior, lack
of everyday and professional experience, love of
danger, change of place, social roles, etc.; a love
line in the plot that is connected with them.
Christie established some innovations which
she used to employ for fifty years introducing her
non-traditional, modernized detective story. In
The Murder of Roger Ackroyd (1926) — making
the narrator the murderer. In Murder on the Orient
Express (1934) — suspects turn out to be equally
guilty. In Hercule Poirot's Christmas (1938), it is
the investigating policeman who blurts out a con-
fession in the penultimate chapter. In Death on
the Nile (1937) — the solution of the murder is
impossible to guess not only because the method

of its commission which is very original, but also
because the killers are the two people whom our
previous experience of Christie's writing would
lead us to exclude as possibilities, the prime sus-
pect and a clean-cut English gentleman.

And, of course the image of a detective in her
detective stories who keeps clues to himself, mak-
ing a startling revelation of guilt and innocence in a
final meeting ofall the characters (Wigginton, 1997).

Distinguishing the features of a classical detec-
tive and non-traditional detective allows us to
draw the following important conclusions: a clas-
sical detective in literature cannot be a profes-
sional police officer. On the other hand, a private
or non-professional detective cannot be considered
a classical detective if they do not have the above
qualities. Though, Agatha Christie’s non-trad-
itional detective can be a professional detective as
well as non-professional detective, with or without
traditional detective forming features. He/she can
be a secretary, a criminal, a housekeeper, a servant,
a victim, a group of characters.
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BATATOBUMIPHA TUIOJIOIIS JIETEKTUBIB ATATH KPUCTI:
KPUTEPIi TA OIIUC

®apman /. Pamasan
acnipaum
Kuiscvrkozo nayionanvnoco ynieepcumemy imeni Tapaca [lleguenka
8yn. Bonooumupcora, 60, Kuis, Ykpaina

Y cmammi posensdaromuca npobnemno-sgcanposi ocobnusocmi meopie OemexmusHoz2o wcanpy A. Kpicmi ma
asmopcoii nosayii. Tluwyyu ceoi demexmugni meopu 60HA 80A6ANACS OO NOPYULeHb KAHOHIB MBOPEHHS 0eMeKMUBHO20
arcanpy, npoeonowenux P. Hoxcom. Yci yi ocobrusocmi it demekmugro2o nucoma CK1aoarms 0Coonueutl iHousioyaibHull
asmopcvkutl cmub, AKUll eapmo docrioumu. Memorw cmammi € npogedenuss nonepeonvoi Kaiacugikayii demexmusie
A. Kpicmi 3 ypaxysanusim He auue 0coONUBOCMEN CAMO20 PO3CIIOYBAHHS 3MOYUHIB, A U CIAMycy 0emeKmusd 6 YboMmy
poscridyeanni. Jlna peanizayii nocmaenenoi memu HeoOXIOHO eupiwumu maki 3aedanns: 1) exasamu GiOMiHHOCHI
KAACUYHO20 OemeKkmusy 6i0 HempaouyiiHozo, MOOEpHi308aH020 OemeKkmugy, 2) eusHauumu Kio4osi Kpumepii
O0emexkmugie y KpUMIHATbHIN Jimepamypi, 3) 6UOKpeMumu munu 0emekmusie (npueamHi 0emexmuguy 4u po3ciioyeadi-
Henpogecionanu) y oemexmueHi nposi A. Kpicmi. ¥V docniosgcenni maxooc 6UsHA4eHo BIOMIHHOCTII MidC KIACUYHUM
Oemexmueom i HempaouyiiuHUMU, MOOEPHI308AHUMU OeMeKMUSAMY THUUX KPUMIHATbHUX nioxcaupie Aeamu Kpicmi
(asanmiopre po3cridy8anHs, pPO3CTOY8AHHA JHCEPMBU MA KOTEKMuUgHe po3ciioyeanis). Lle dozgonuno 3pobumu maxi
BUCHOBKIL: 20JI08HUIL 2ePOTl KIACUUHO20 OemeKMUgy — npogheciiinutl 0emexmus, paausuil, ZpomeckHutl, i3 308HIUHICIO,
HAOMUINCEHOI0 00 MACKU; 6e3 KOHKPEmHO20 GiKy, be3 0emabHoi bioepahii; uacmiwe 4ono06ik, ackemuunul mun abo, oe3
0cobucmozo cumms; po3cnioysanhs 3 1000si 00 epu. Bin poscnioye suHAMKOSUL i OUBHUL, 2DOMECKHULL 3N0YUH, oMY
NPOMUCTOIMb UHAMKOBULL 3T0UUHEYb. 3N0UUHEYb HIKOTU He € MAHISIKOM, e MOJice NPUKUOAmUC HUM abo cnpulimMamucs
IHWUMU NEPCOHANCAMU AK OOJICEBINLHUIL.

Kniwouosi cnosa: A. Kpicmi, oemexmug, 0emexmus, Jcanp, munoio2is nepCoHaxiCis.
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