


Timeline
1899 Sudan declared to be an Anglo-Egyptian condominium.

1900 First Cairo to Khartoum Train runs

1904 French confirm that British power is preeminent in Egypt. 
Upsurge in Anti-European feeling.

1908 Gorst tells Egyptians that they are unripe for self-government

1909 Congress of Egyptian Youth demands withdrawal from Egypt

1914 Britain orders all foreign vessels out of Suez canal. Also, declares Egypt a          
protectorate.

1915/17 Turkish and Senussi attacks on Egypt are repelled

1918 Ottomans defeated

1919 More troops are sent to Egypt to deal with nationalist unrest. Riots in November. 
Britain grants constitution to Egypt. Allenby appointed Special High Commissioner

1921 Rioting in Cairo and Alexandria

1922 Egypt declared independent, but with Britain retains responsibility for maintenance of 
communications, defence, protection of European. 
Sultan Fuad becomes King Fuad I. Tutankhamen discovered.

1929 Britain agrees to withdraw some troops from Egypt, but not from suez canal zone.

1935 Anti-British riots. Two dead, 88 hurt.

1936 Farouk becomes King. Anglo-Egyptian treaty signed.

1939 Farouk declared to be the Caliph

1940 Italians bomb Suez Canal and enter Egypt from Libya.

1942 British force King to reappoint a more Pro-British government.

1945 Premier Ahmed Maher Pasha is shot dead

1946 Anti-British riots, bomb explodes in British Services Club in Alexandria.



“The political situation had changed over the 20 years 
between the first and last of these works [Death on the 
Nile, Appointment with Death, Murder in Mesopotamia, 
They Came to Baghdad]: an acceptable tourist 
destination in the 1930s, the Middle East had become 
a place of violent revolution and civil disorder by the 
1950s. Even so, as early as Death on the Nile there is 
a sense of the instability of the area: the mysterious 
Ricchetti is not a murderer but a revolutionary, 
involved in the sending of coded telegrams” 

(York, 136)



“Bolshevism and Islam were both giant secret societies in 
the British official mind” (211)

“working on and in the Middle East was the opportunity to 
steep themselves in extraordinary fictions and romantic 
scenarios, to face in theory, if not in practice, the situations 
faced by spies of lore.” (221)

(Satia, Spies in Arabia, 2009)



“Egypt features here not as a mere landscape but as a self-
conscious ‘Orientalism’ on the part of characters who 
construct identities by consuming the ‘otherness’ of the alien 
culture […] Englishness requires a native other for 
representation, but it mimics rather than appropriates the 
authentically other culture.” 

(Rowland, 73)

“vulgar, neo-Freudian reduction of all human motives to sex 
and ‘blood lust’ is never directed towards the native other, 
but instead provokes a violent climax consummated by her 
own murder. When she announces her eyewitness account 
of Linnet’s maid’s killing as vindicating her theory of 
primordial urges, context and events confirm that she is 
accusing, with some justification, the monstrous other within 
the white suspects. While Mrs Otterbourne’s crude 
simplifications of desire are not endorsed, her role is to bend 
an Orientalising aesthetic back within the consuming 
passions of the Anglo-American party.” 

(Rowland, 73-4)



“‘If there were only any peace in Egypt, I should like it 
better,” said Mrs Allerton. “But you can never be alone 
anywhere – someone is always pestering you for 
money, or offering you donkeys, or beads, or 
expeditions to native villages, or duck shooting’

‘It is the great disadvantage, that is true’, said Poirot”

(Death on the Nile, 95)

The Tourist Gaze



Tourism was about “the idea of ‘escape’ and the crossing 
of boundaries from the familiar and routine to the strange 
and exciting ‘other’. Accordingly the gaze is predicated on 
a binary and culturally constructed opposition between 
the ordinary and the extraordinary. The tourist escapes 
from dull reality to a destination created in the imagination; 
‘a form of imaginative hedonism centred around the 
dreams and desires of alternatives to everyday life’.

Escape is facilitated by the tourist embracing the ‘other’,
crossing over from physical restriction to freedom of 
mobility, from social and sexual constraint to social and 
sexual liberation, from ‘the strict rationing of pleasure 
dictated by the needs of everyday life, to freedom in bodily 
and mental pleasure’. This embrace of the ‘other’ can 
even be characterised as a wish to indulge in deviant 
behaviour. 

(Lyth, 179)



“‘The day after tomorrow we are going up the Nile to 
Luxor and Aswan by steamer, and perhaps on to 
Khartoum. When we went into Cook’s this morning to 
see about our tickets…’”

(Death on the Nile, 37)

“making an excursion of his own to remote spot 

called Semna” 

“Everything had been done to discourage this 

example of individuality, but with no avail” (139)  

“his departure had been arranged in a secret and 

furtive manner in case some of the other tourists 

should take it into their heads to stray from the 

appointed paths of sightseeing” (140)  



“‘Oh, I’d like it.’ Her tone was dry. ‘But Egypt’s expensive, my dear. Not for 
those who have to count the pennies.’

[…]

‘The expense will be my affair. Yes, darling. A little flutter on the Stock 
Exchange’”

(Death on the Nile, 25)

“‘That girl in here just now, signing share transfers and throwing her weight 
about. Hundred and thousands of wretched workers slaving for a mere 
pittance to keep her in silk stockings and useless luxuries.” 

(Death on the Nile, 125)

“It used to be said that Egypt was reserved for the wealthy – a 
reproach that can no longer be levelled at it. The land of the 
pharaohs is today as much a heritage of democracy as are the 
museums and free libraries of European cities ... when half Europe is 
shivering in its chilly mists, Egypt is ablaze with golden light”

The Travellers Gazette, 1929



“Silence fell on all three of them. They looked down to the 
shining black rocks in the Nile. There was something 
fantastic about them in the moonlight. They were like vast 
prehistoric monsters lying half out of the water. 

(Death on the Nile, 59)

The Tourist Gaze



“Hercule Poirot was prattling gently, his expression that of 
beatific good humour. He wore a white silk suit, carefully 
pressed, and a panama hat, and carried a highly ornamental 
fly whisk with a sham amber handle.” (44)

“His eye rested unfavourably on the bow tie and pink shirt” 
(125)

“unmitigated little blounder” (109)

Death on the Nile

“He is a parody of the male myth; his name implies his 
satirical status: he is a shortened Hercule and a poirot—a 
clown” 

(Munt, p. 8). 



“Christie mocks her genre’s conventional need for a manly 
hero who, punishing social and sexual deviants, ensures the 
survival of a mythical standard of masculinity. In so doing, she 
responds selectively to Holmesian tropes, emphasizing the 
stories’ nationalistic and pro-masculine concerns in 
contrast to the collapsing authority of the interwar British 
Empire. Christie created a “quaint dandified little man”, 
enacting stereotypes of foreignness, effeminacy and 
eccentricity, as her detective (Styles, 23), in a period when 
“painted and perfumed travesties of men” were condemned by 
the press as dangerous to national morality.”

(Bernthal, 79)

“his anti-sexualized insight into women and detail is an asset”
(Bernthal, 91)



“He is often described as a little man, and he is socially an 
outsider and ‘the other’, in the sense that he is a foreigner. He 
comes from outside the borders and is a Belgian refugee. 
From a geographical point of view, Belgium is often mistaken 
for a French dominion, […] It is also a country of cultural and 
ethnic hybridity in contrast to the idea of English pure 
national identity. Poirot is frequently believed to be a French 
gentleman. The impossibility to identify Belgium within the map 
of Europe generates a sense of uncanniness among other 
characters”

(Sarnelli, 12) 



“‘You think that I am just amusing myself with side issues? And it 
annoys you? But it is not that. Once I went professionally to an 
archaeological expedition – and I learnt something there. In the 
course of an excavation, when something comes up out of the 
ground, everything is cleared away very carefully all around it. You 
take away the loose earth, and you scrape here and there with a knife 
until finally your object is there, all alone, ready to be drawn and 
photographed with no extraneous matter confusing it. That is what I 
have been seeking to do – clear away the extraneous matter so that 
we can see the truth – the naked shining truth.”

(Death on the Nile, 342)

“Archaeology is both analytic and synthetic or creative: it involves 
distinguishing the essential from the extraneous and then building up 
the identified fragments into a whole, as a specialist can reconstruct 
an animal from a single bone”

“This is why Poirot can claim to be an archaeologist; he makes the 
dead past of the crime live again as justice.” 

(York, 94)

Detection as Archaeology



“in crime fiction death is the start of something, not the end.” (Dunant, 
12)

“Crime fiction, by its very nature, has an intimate relationship with the 
dead body […] what I would argue is that only crime fiction deals with 
death in a routine, even formulaic and ultimately reassuring way.” 

(Dunant, 11)

“Milestones in forensic science include: the microscopic analysis of blood stains 
(1813), work on human saliva (1830s), bullet comparison (1835), the 
identification of poisons in body tissue (1850s), the development of tests for 
blood (1860s), and the analysis of human hair (1870s).” 

(Peach, 56)

“The cadaver is situated in an uneasy relation between the identifiable and the 

unidentifiable and between the comprehensible and incomprehensible. In other 

words, there is an uncomfortably close alliance between the language of the 

text, which both reveals and conceals, and the body in the text. Both take us to 

the border of what is known and what cannot be symbolised.” 

(Peach, 61)



It happens surely that every one who comes into the
darkened room and looks at these things looks up at the
Roman and that he is invested in all eyes with mystery and
awe, as if he were a paralysed dumb witness.

So it shall happen surely, through many years to come,
that ghostly stories shall be told of the stain upon the
floor, so easy to be covered, so hard to be got out, and that
the Roman, pointing from the ceiling shall point, so long
as dust and damp and spiders spare him, with far greater
significance than he ever had in Mr. Tulkinghorn's time,
and with a deadly meaning. For Mr. Tulkinghorn's time is
over for evermore, and the Roman pointed at the
murderous hand uplifted against his life, and pointed
helplessly at him, from night to morning, lying face
downward on the floor, shot through the heart.

Bleak House

Harry Furniss, 1912 edition 
illustration: “The Death of 
Mr Tulkinghorn”



“They crossed the lawn less easily, as a slight mist had begun to rise from the 
river; but under the guidance of the shaken Galloway they found the body sunken 
in deep grass—the body of a very tall and broad-shouldered man. He lay face 
downwards, so they could only see that his big shoulders were clad in black 
cloth, and that his big head was bald, except for a wisp or two of brown hair that 
clung to his skull like wet seaweed. A scarlet serpent of blood crawled from 
under his fallen face.”

(“The Secret Garden”)

“found Leonard Quinton, poet and romancer, with his head hanging downward
off his ottoman and his red curls sweeping the ground. Into his left side was
thrust the queer dagger that they had picked up in the garden, and his limp hand
still rested on the hilt.[…] Father Brown seemed to be studying the paper more
than the corpse”

(“The Wrong Shape”)

“they saw, rolled down almost to the bottom of the bank, the body of an old man 
in a yellow dressing-gown with a very vivid scarlet lining. A scrap of rope 
seemed caught about his leg, entangled presumably in a struggle. There was a 
smear or so of blood, though very little; but the body was bent or broken into a 
posture impossible to any living thing. It was Sir Aaron Armstrong.”

(“Three Tools of Death”)



“Colonel Protheroe was lying sprawled across my writing 
table in a horrible unnatural position. There was a pool 
of some dark fluid on the desk by his head, and it was 
slowly dripping on to the floor with a horrible drip, drip, 
drip.

I pulled myself together and went across to him. His skin 
was cold to the touch. The hand that I raised fell back 
lifeless. The man was dead – shot through the head.” 
(42-3)

[…]

Haydock “bent over the dead man” (43)

[…]

“I repeated my story of discovering the body” (45)

(The Murder at the Vicarage)



“In the location of the corpse, all kinds of discourses and 
ideological narratives criss-cross and intersect including 
the symbolic role that the victim of serious crime has 
traditionally played in the construction of moral and sexual 
norms.” 

(Peach, 73)

“The body, specifically the body involved in a crime, is 
inescapably loaded with meanings attached to social 
codes and the transgression of such codes. Bodies, 
particularly women’s bodies, both dead and alive, 
represent sites of social and sexual deviance that must 
be resolved—buried—at the narrative’s end so that order 
can be restored, however superficially.” 

(Hoffman, 157)



“Death is strange in Agatha Christie. The deaths in detective 
stories are not the deaths of everyday life […] They are not 
even the murders we are all too familiar with from our newspapers 
(and from a different sort of crime novel), deaths of simple 
violence or perverse pleasure, the results of uncontrolled anger, 
brutal desire, revenge or intimidation. They are spectacular, 
exceptional and fantastic: they engage our imagination not only 
as extreme acts, but as conspicuously extreme acts, as products 
of ingenuity and imagination, as challenges to our sense of the 
rational, the explicable and the normal. And so they bring home 
to us the limits of what we may take to be rational or normal 
and they demonstrate that the limits can be exceeded.” 

(York, 9)
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