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A version of ‘James Bond: International Man of Gastronomy’ was pub-
lished in the Journal of European Popular Culture (4.2) in 2014. It appears 
here by kind permission of the publishers, Intellect.
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1© The Author(s) 2018
J. Strong (ed.), James Bond Uncovered, Palgrave Studies in Adaptation 
and Visual Culture, https://doi.org/10.1007/978-3-319-76123-7_1

Everybody knows James Bond. Within the Bond stories, and especially the 
films, his is a familiar name and face to colleagues and enemies alike, as 
well as to bartenders around the world. The unlikeliness of such promi-
nence attaching to an active ‘secret’ agent comprises a part of the narra-
tives’ showy allure, and contrasts with more downbeat, realistic accounts 
of espionage as developed by writers such as Somerset Maugham and John 
le Carré. Considered as a multimedia phenomenon, only the Star Wars 
and Harry Potter franchises might be regarded as serious rivals in terms of 
income and reach, though 007 has a clear lead on both in respect of lon-
gevity. Yet the seeming ubiquity and sustained presence of James Bond as 
part of our ‘cultural landscape’ (McKay 2008, xi) elides a complex history 
spanning appearances in many forms, involving stewardship and contesta-
tion of Bond-as-brand and periods of uncertainty. While successive Bond 
narratives have cued us to know that, however dire the predicament, he 
will survive,1 succeed, and above all ‘return’, the overarching and ongoing 
story of James Bond has no such sense of the inevitable. One of the prin-
cipal themes of this book is how Bond has been adapted, both in the sense 

J. Strong (*) 
University of West London, London, UK
e-mail: jeremy.strong@uwl.ac.uk
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of transitioning across media and of evolving to suit changing tastes and 
times, and it is notable that the adaptive journeys, both of particular Bond 
texts and of the entire agglomeration, have sometimes been fraught.

The Many Casinos Royale

Analysis of a single title exemplifies the multiform nature of the apparatus 
and meanings that cluster around even a fragment of Bond. Take Casino 
Royale. These words will, in all probability, suggest a James Bond story to 
most people. Even at the loosest level of signification we know that casino 
and gambling scenes occur in almost all Bond films, facilitating in turn 
another signature element that dominates 007 iconography and promo-
tional materials: Bond in a dinner jacket. ‘Royale’ connotes prestige, lux-
ury and expense, elements prominent in Bond’s high-end lifestyle, as 
charted on both page and screen, of brands, places and experiences. It may 
also be taken to signify not only his pleasures, but also his duty to crown 
and country. More specifically, several different stories or versions are 
denoted by Casino Royale. It might, for many, mean the original Bond 
novel by Ian Fleming, first published in 1953 and remarkable, inter alia, 
for being the text that set in train the many sequels, adaptations and con-
tinuation stories that persist into the present day. Scarcely anyone would 
associate the title with a 1954 US television version of that book, a loose 
adaptation starring Barry Nelson as American agent ‘Jimmy’ Bond. 
Broadcast live and subsequently rediscovered in the 1980s, it is considered 
at length in this volume by Jonathan Bignell. Rather better known, though 
as much for its failings as its merits, is the 1967 film Casino Royale, which 
borrows even less from the literary source. I.Q.  Hunter’s chapter here 
addresses both the production history and the viewing experience of this 
film which, confusingly, may be described as the first film adaptation of the 
first Bond novel but not, of course, the first Bond film, a distinction which 
belongs to the 1962 adaptation of Dr. No, Fleming’s sixth Bond novel.

Casino Royale was also adapted into a comic strip for the Daily Express, 
running from July to December 1958. Unlike the films, which were not 
adapted in the same sequence as the Fleming novels had been published, 
the Express comic strips did begin with Casino Royale. It was not, however, 
the newspaper’s first association with Bond; a serialisation of From Russia, 
with Love (Fleming’s fifth novel) had appeared there in 1957 and other 
serialised versions followed. Tony Bennett and Janet Woollacott argue for 
this year and Bond’s appearance in the Express as the key first phase in his 
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transformation into a ‘household name’ (1987, 24). Since the 2006 
release of the successful franchise reboot starring Daniel Craig as 007, 
Casino Royale will signify that film for many moviegoers. As Chris Cornell’s 
theme song for the film reminds viewers, ‘You know my name’; a refrain 
which served to introduce a new actor into the role while promising audi-
ences that the movie would combine familiar elements with a degree of 
innovation. For gamers, Casino Royale could feasibly mean an eponymous 
game-that-never-was, announced by Electronic Arts in 2006 and subse-
quently cancelled when it became apparent that it would not be ready to 
coincide with the film’s November release date. Material derived from the 
2006 film would have to wait for a new licence-holder, Activision, and the 
release of a second Craig Bond film, for a game that merged elements of 
both movies’ narratives—007: Quantum of Solace—in 2008. In this vol-
ume, Florian Stephens offers a wide-ranging survey of Bond computer 
games and their relationship to antecedent texts, most significantly the 
films.

The Rise of the Films

The ascendancy of the Bond films over other iterations of the stories has 
been observed by many commentators. Jeremy Black notes that ‘the mod-
ern world knows James Bond through the films, not the novels’ (Black 
2005, 91). Bennett makes a similar point when he contends that, despite 
the significance of Fleming’s novels as authentic sources, ‘in the construc-
tion and circulation of the figure of Bond, however, the films are clearly 
privileged’ (Bennett 1982, 11). Equally, the success of the films has had a 
crucial influence on the scale, sales and uses of Bond across other media. 
Producer Harry Saltzman stated, for example, that following the release of 
the film of Dr. No, which had sold modestly as a novel up to that point, 
the publishers Pan sold an additional 1.5 million copies in a mere seven 
months (quoted in Lindner 2009, 20). By the time of Fleming’s death in 
1964 three Bond films had been made: Dr. No, From Russia with Love 
(1963) and Goldfinger (1964). Lindner observes that the films ‘were 
instantly and have remained quite spectacularly successful’ (2009, 20). Of 
particular relevance here is that Fleming’s early death did not immediately 
deprive the filmmakers of potential source material for what had, by that 
juncture, clearly emerged as a popular and lucrative series with scope for 
ongoing profit. Rather, there existed several published James Bond novels 
and short stories, as well as some unfinished work, which could be adapted 

  INTRODUCTION 
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to the screen. What the most optimistic forecaster could not have antici-
pated, however, even with a full awareness of the swelling popularity of 
Bond and a growing vogue for spy stories through the 1960s, was that the 
succeeding decades would see Fleming’s oeuvre mined to exhaustion, 
with even the smallest Fleming/Bond fragments serving as springboards 
for new movies.2 This, in turn, required the commissioning of new Bond 
stories and set in train an interrelationship between Bond films and Bond 
novels that has involved both overlap and bifurcation.3 More than fifty 
years after Fleming’s death a search for James Bond books will reveal not 
only a core ‘canon’ of thirteen of his works but also a significantly greater 
number of movie tie-ins and original continuation novels by several differ-
ent authors.4 Where films and tie-in novels coincide, as, for example, the 
four stories that map on to Pierce Brosnan’s 007 tenure—GoldenEye 
(1995), Tomorrow Never Dies (1997), The World Is Not Enough (1999) 
and Die Another Day (2002)—images from the films dominate the cover 
art. While this is not the case for continuation novels with no specific film 
correlative, it seems unarguable that the films and their enduring popular-
ity have played a major role in sustaining the market for a literary Bond. 
Relatedly, the extent to which Bond computer games mirror many aspects 
of the movies, including, as Stephens charts here, a substantial degree of 
co-development, attests to the films’ pre-eminence in establishing and 
developing motifs, recognition and value that may be parlayed into and 
mutually reinforced across other media.

It is principally with respect to the films that a Bond or ‘Bondian’ 
formula may be discussed most fruitfully, though such analysis also 
necessitates the acknowledgment of those recurring aspects that owe 
their presence to Fleming, and of the extent to which film formula ele-
ments, in turn, inform other media. The identification and critique of 
repeated elements and patterns over a corpus of works is, of course, a 
staple academic method across a spread of disciplines. Attributed vari-
ously to prevailing industrial/artistic conditions of production, to the 
social and economic milieu from which works arise, to the shared politi-
cal and cultural preoccupations of participants, to even deeper psychical 
structures, and to the preferences of consumers, such sets of commonali-
ties may be regarded as owing to the deliberate ordering of those who 
create, to the unconscious desires of producers and consumers, and to 
the critical ingenuity of scholarship that identifies features, devises 
groupings, and interprets their significance. Of particular note with 
respect to a Bond formula is the extent to which, far from being a critical 
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gathering requiring any particular theoretical perspective or immersion 
in a recherché critical tradition and its terminology, the concept seems to 
enjoy an essentially analogous coexistence across producers, consumers 
and critics. Sinclair McKay offers the following tongue-in-cheek sum-
mary of what audiences expect: ‘tuxedos, implausible gadgets, glamor-
ous girls with silly names, slightly naff exotic locations, naffer casinos, 
weird henchmen, strikingly brassy incidental music, and perhaps even – 
if we are very good – a monorail system’ (2008, ix). This is not to claim 
that the formula has not evolved or is without nuance, that it is not 
simultaneously subject to and influential upon a set of historical vari-
ables, and that its constituent elements cannot be the topic of heated and 
serious dispute; the figure of the ‘Bond girl’ and the sexual politics of the 
works generally would be an example of the latter. Rather, it is to 
acknowledge that just as we all know James Bond, we all seem to be 
familiar with a Bond formula.

A ‘Bondian’ Formula

In her analysis of the production of the film The Spy Who Loved Me (1977), 
Woollacott identifies how the phrase ‘Bondian’ was used repeatedly by 
producer Albert ‘Cubby’ Broccoli to characterise the values associated 
with a Bond picture and, in particular, to inculcate the appropriate spirit 
into those crew members working on their first Bond film (Woollacott 
1983). This observation makes a useful starting point for our consideration 
of the many continuities that comprise the Bond formula. Perhaps the 
most important dimension to acknowledge is its deliberate nature, a struc-
turing ethos emanating from the individual with, at that time, overall 
responsibility for Bond-on-film—co-producer and former partner Harry 
Saltzman had ceased working with Broccoli after The Man with the Golden 
Gun (1974), the ninth film in the series made by their company Eon 
Productions. Fifteen years after the first Bond film, the series was on its 
third leading actor—indeed, The Spy Who Loved Me was Roger Moore’s 
third Bond film5—but many other elements and personnel had become 
associated firmly either with the series as a whole or with a particular run/
subset of the pictures, a pattern that has continued through to the most 
recent releases. An individual picture may well involve a new element, 
most significantly a new actor as 007, but that change is always embedded 
in and mitigated by a pattern of continuities, including individuals, on and 
off screen, as well as a range of narrative and stylistic components.

  INTRODUCTION 
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Our impression of the Bond films as familiar, indeed familial, is linked 
in particular to their enduring association with the Broccolis. All the Eon 
Bond films have been produced by family members, Cubby having handed 
over control to his daughter Barbara and her half-brother Michael 
G. Wilson in 1995. Beyond this literal sense of family, individual Bond 
shoots have been characterised by numerous participants as family gather-
ings to which members would return, frequently for several films in a row, 
spread among their other projects. Relatedly, Pinewood Studios is com-
monly posited as a ‘family home’ for the Eon franchise. In terms of recep-
tion, most of the films are broadly for family viewing and, particularly in 
Britain, our sense of Bond as a family experience has been abetted by their 
transmission on broadcast television. This has been both as heavily trailed 
single events for newer releases (especially before the video era, and at 
dates often associated with family get-togethers such as Christmas and 
Easter holidays) and as part of frequent daytime broadcasts of the series as 
a whole.

A sense of family may also be felt to resonate in terms of a tight constel-
lation of characters and, in respect of the films, associated actors, who 
recur across many Bond stories. The figure of Bond’s boss M, examined at 
length in Lucinda Hobbs’ chapter here, is a principal family member 
within the Bond story-world, dispatching Bond on missions and fre-
quently administering gruff reproofs that conceal a mixture of affection 
and respect. M is easily read as a father-figure, though as John Pearson 
observes in his biography of the author, ‘M’ was also how Fleming referred 
to his mother (Pearson 1966). The casting in 1995 of a female M, Judi 
Dench, both echoed the real-life situation of Stella Rimington’s 1992 
appointment as Director General of MI5 and allowed the development of 
a ‘maternal’ dimension to the Bond/M relationship across several films. 
While M is not generally present in the main ‘on assignment’ sections of 
the stories it is notable that the character has also figured more centrally in 
certain Bond stories as someone who must be rescued or protected by 
007. The 1968 continuation novel Colonel Sun, written by Kingsley Amis 
and published under the pseudonym Robert Markham, has M being kid-
napped, while the 2012 film Skyfall involves M being targeted by a former 
protégé. On screen, the two actors most associated with the role have 
been Bernard Lee (11 Bond films, 1962–1979) and Dench (8 Bond films, 
1995–2015). Other principal recurring members of Bond’s film family are 
Miss Moneypenny, Q, CIA agent Felix Leiter, and Bill Tanner—M’s Chief 
of Staff. With the same actors frequently used for a long run of films, their 

  J. STRONG
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reappearances have helped to cement an impression of continuity across 
the pictures and to ease the transition of successive 007s.

In Never Say Never Again (1983)—produced by an independent pro-
duction company, not Eon, and considered in this volume by Wieland 
Schwanebeck—a disconcerting effect is produced by the return of Sean 
Connery as 007, twelve years since he had last played Bond, but in a film 
recognisably shorn of the recurring supporting actors. Instead, Robert 
Brown as M, Desmond Llewelyn as Q, and Lois Maxwell as Moneypenny 
all appeared in A View to a Kill, the Eon Bond production of that year, 
with Moore as 007. These and other roles may be considered in terms of 
the character functions identified by Russian folklorist Vladimir 
Propp (1968), sometimes yielding very specific matches and on other occa-
sions suggesting a broader analogy. Q, for example, may easily be identified 
as the ‘donor’ whose magical objects assist the hero/Bond on his quest, 
‘M’ as the dispatcher, and Leiter as the ‘helper’. Beyond Bond’s family, the 
figure of the Bond girl maps on to the ‘princess’, both rescued by and con-
stituting the prize for the hero’s victory, but is a new character played by a 
new actor in each film. Likewise, villains have tended to be memorable 
one-offs in different Bond stories, with the exception of recurring super-
villain Ernst Stavro Blofeld, who is referenced or appears in three Fleming 
novels and many of the Eon films, played by several different actors.

In addition to readily recognisable performers, the Bond films have also 
developed a range of textual characteristics associated with the contribu-
tion of key personnel, and often continued and/or adapted by others after 
those individuals ceased working on Bond productions. Chapman points 
to the importance of a ‘core production team’ (2007, 19) in the first six-
teen films of the Eon franchise from Dr. No to License to Kill in 1989, the 
year that began the longest screen-Bond hiatus before the series resumed 
with Brosnan in 1995. More noteworthy than the fact that several direc-
tors worked on multiple Bond pictures is the extent, ‘unprecedented in 
popular cinema’ (ibid., 19), to which other contributors worked on more, 
or even most of, those films. Striking title sequences of silhouetted figures, 
often nude or semi-nude women, were inaugurated by Maurice Binder, 
who created fourteen such Bond titles starting with Dr. No and whose 
distinctive style was continued by Daniel Kleinman from the 1990s. 
Composer John Barry worked on twelve of the first Bond films. While 
there is some dispute over the extent of his involvement in the signature 
‘James Bond Theme’ credited to Monty Norman, which Barry (at the 
very least) orchestrated, his centrality to the music of Bond films was 
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firmly established by Goldfinger, where he had full authority over the score 
and music, continuing over more than two decades to The Living Daylights 
(1987). As Jeff Smith argues, Barry’s Bond music was a ‘vital promotional 
tool… and … a remarkably adaptable component of the Bond formula’ (in 
Lindner, ed., 2009, 149). In this collection, Jonathan Stockdale’s essay 
uses an interview with Norman Wanstall, winner of the 1964 Oscar for 
Best Special Effects/Sound on Goldfinger, to examine another of the 
acoustic dimensions of the early Bond films—the work of the Sound 
Department—in which recurring personnel, especially Gordon McCallum 
and Wanstall, created a signature style.

The work of screenwriter Richard Maibaum spans thirteen of the earlier 
Bond films and may be characterised broadly as adaptation, in that he 
worked from Fleming’s original writings, though the extent to which the 
films contain and transpose that material is highly variable. While most of 
the 1960s Connery-era films map recognisably on to their source novels, 
later adaptations were looser, and The Spy Who Loved Me used only its title. 
Bob Simmons worked as stunt co-ordinator on ten of the first Bond films, 
and with both Connery and Moore on contemporaneous non-Bond proj-
ects. In formula terms, stunts came to occupy an increasingly important 
place in Bond productions and audience expectations, especially as a pre-
credits sequence, of which perhaps the most celebrated is from The Spy 
Who Loved Me, in which 007 skis off a cliff face to escape his pursuers 
before deploying a Union Jack parachute. Simmons’ title for his autobiog-
raphy Nobody Does It Better borrows that film’s theme song and highlights 
the extent to which, for almost all participants, the Bond association is the 
most memorable and marketable aspect of their professional identity.6 It 
may also be noted that the Eon Bond films had the same editor, Peter 
Hunt,7 for the first five pictures and the same cinematographer, Ted 
Moore, for the first four. As the franchise cemented its popularity in the 
early-to-mid-1960s with yearly releases, the pictures would be remarkable 
for the extent to which those creative roles which determine their look, 
texture, pace and mood would be undertaken by many of the same 
people.

Finally, production design may well have the greatest claim to being the 
most consistently recognisable aspect of the Bond film formula. McKay 
describes as ‘a Bond trademark – Ken Adam’s vast, expressionist operatic 
sets, against which henchmen and good guys alike would be dwarfed’ 
(2008, 13). Adam was production designer on seven Bond films, while his 
successor Peter Lamont designed nine and had earlier worked, usually 
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with Adam—as draughtsman, set decorator and art director—on nine 
more; a working relationship which evidently served the stylistic continu-
ity of the Eon Bond films. Chapman observes of GoldenEye, for example, 
that ‘Peter Lamont’s production design recalls the heyday of Ken Adam’ 
(2007, 221). This repeated theme of key Bond participants both continu-
ing, to lesser or greater degrees, in the style of their predecessors and/or 
advancing through production roles across multiple Bond pictures, may 
also be seen in the career of the director who has helmed the most Bond 
films, John Glen, who edited three Bond films (1969–1979) before direct-
ing a further five (1981–1989).

Equally, an awareness of the many continuities that comprise the for-
mula should not lead us to either ignore the extent to which innovation 
and change may be charted across Bond texts or to presume that, as the 
formula emerged, its lineaments were somehow inevitable. A short 
consideration of the second Eon film, From Russia with Love, demon-
strates the extent to which many elements had not yet solidified. A year 
earlier, Dr. No had offered audiences several components that, seen in 
retrospect, align comfortably with the formula-in-the-making: a villain of 
monstrous ambition, a hi-tech villain’s lair in an exotic location, the global 
criminal organisation SPECTRE, the interception of spacecraft, a count-
down to potential catastrophe, Britain—in the shape of Bond—rescuing 
the USA, and—embodying this fictional reversal of real-world power rela-
tions after Suez—Central Intelligence Agency (CIA) man Felix Leiter per-
forming a function scarcely greater than the local representative of a travel 
company. In contrast, From Russia with Love has decidedly fewer Bondian 
elements: 007 faces a threat of more quotidian proportions, and the atmo-
sphere seems to align with earlier Istanbul-set spy narratives such as John 
Buchan’s Greenmantle (1916) and Eric Ambler’s The Mask of Dimitrios 
(1939). Chapman points specifically to the film’s use of the Orient Express 
luxury train as another feature that affords it an old-fashioned quality sug-
gestive of 1930s fiction, and argues that the differences between Dr. No 
and From Russia with Love demonstrate that ‘at this early stage of the 
series the Bond formula was not yet absolutely fixed’ (2007, 74).

From Russia with Love also reveals some of the adaptive challenges 
posed by the changed geopolitical climate even in the short period between 
the 1957 novel and the 1963 film ‘as the Cold War emerged from a deep-
freeze and edged towards an atmosphere of détente’ (Lindner 2009, 81). 
In the novel it is the Soviets, and in particular their agency SMERSH, who 
lure Bond to Istanbul, whereas on screen it is the fictional non-aligned 
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criminal organisation SPECTRE (not invented by Fleming until the 1961 
novel Thunderball) that targets 007. Jeremy Black observes that ‘the 
Fleming corpus on film is annexed to the struggle between SPECTRE and 
the Secret Service’ (2005, 114) with evil masterminds seeking to precipi-
tate and profit from conflict between East and West, as opposed to Bond 
merely taking on Cold War adversaries, becoming a recurring Bond film 
trope. While Fleming responded to global change in the later novels by 
creating an apolitical entity to supplant SMERSH, albeit one populated 
generously with former Nazis and ex-KGB operatives, from the outset the 
filmmakers—operating with the double difficulty of adapting the novels 
out of sequence, and of seeking a political tone different from that with 
which Fleming had begun writing Bond in the mid-1950s—would on 
several occasions have to realign both villains and plots. In his essay for this 
volume, which addresses, inter alia, such examples of adaptive changes and 
the political and cultural climate that occasioned them, James Chapman 
focuses in particular on the relationship of the Bond novels and films to 
the ‘end of Empire’.

The From Russia with Love train sequence, and in particular the sleeper 
carriage fight between Bond and Red Grant, described by Black as ‘one of 
the most gripping fights in the film series’ (2005, 115) may also be con-
sidered in terms of another aspect of the formula, namely that while some 
components figure in every, or almost every, Bond film, others are better 
understood as elements that make a periodic return. Sometimes absent for 
several films, their reappearance cues for audience members the memory 
of equivalent antecedents from the Bond canon and, at the level of pro-
duction, will doubtless have been included self-consciously as sequences 
or motifs not deployed for a certain duration, the execution of which must 
match or ideally ‘top’ their predecessors. This resting and intermittent 
returning of certain formula elements clearly facilitates the keeping fresh 
of individual Bond film iterations. It allows a balance between novelty and 
familiarity that none the less plays to the series’ core strength of exploiting 
audience memories and expectations. Hence, Roger Moore’s train car-
riage fight with the steel-armed Tee Hee in Live and Let Die (1973) aligns 
with the series’ intermittent use of trains as a glamorous mode of travel 
and venue for romantic interludes with Bond girls, and specifically has the 
new Bond re-enact a cherished scene. Novelty is introduced in the height-
ened threat posed by Tee Hee’s lethal prosthesis and by the increased 
prominence of the comic quip, an element nascent in Connery’s perfor-
mances but significantly enlarged through Moore’s tenure. Relatedly, the 
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bravura opening sequence of Skyfall, in which Bond chases the assassin 
Patrice through Istanbul and on to a moving train, culminating in a fight 
on its roof that Bond ultimately loses, is a veritable anthology of formula 
elements. Klaus Dodds’ contribution to this volume focuses on Skyfall in 
terms of what he characterises as its ‘nostalgic geopolitics’, in which an 
ageing, damaged Bond and a compromised Security Service must take on 
an altered, contemporary, threat.

The inclusion of an obligatory chase, in Skyfall involving cars and 
motorcycles, which in other films from the series have also featured 
speedboats, helicopters, submersibles, dune buggies, rickshaws, skidoos 
and skiers, grew from a comparatively modest sequence in Dr. No, filmed 
using back-projection, with Connery in a Sunbeam Alpine. Culminating 
in a crash and fireball that kills his pursuers, the sequence is also signifi-
cant for inaugurating the Bondian throwaway line at a villain’s demise, 
motivated by his driving a hearse: ‘I think they were on their way to a 
funeral.’ Tom Gunning’s 1986 article ‘The Cinema of Attractions’, 
identifies a strand of filmmaking in which narrative does not always exer-
cise its predominance over cinema’s potential for ‘exhibitionist’ and sen-
sory effects, often associated with technology and movement. It is 
evident that Bond film chases, while notionally motivated by plot events, 
are principally a textual pleasure of this order—and, of course, one facili-
tated by page-to-screen adaptation—in which kinetic possibilities assert 
their authority over a temporarily suspended storytelling function. 
Indeed, so anticipated has such a sequence become as a vital formula ele-
ment that the relative flimsiness of the motivating factors ostensibly 
prompting the chase, especially through the Moore years, could be rel-
ished as a pleasure in its own right. Bond’s use of the digger in the 
Skyfall train sequence to take on the better-armed Patrice also re-works 
the motif of 007 as an improviser capable of making use of unlikely 
vehicles, itself a facet of his seemingly limitless competence. While he is 
invariably associated with specialist gadgetry, and a scene in which Q 
issues such materials is a deeply familiar Bondian element, his making use 
of what is at hand, sometimes to comic effect, is also a repeated device of 
the series. Using an elderly double-decker bus to escape, and shedding 
its roof under a low bridge, in Live and Let Die, and having no recourse 
but to an under-powered Citroën 2CV in For Your Eyes Only (1981) are 
examples of the filmmakers’ self-awareness and in particular formula-
awareness. Understanding that fast, expensive cars, as well as chases, are 
expected elements, they have on occasion both delivered and played 
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with that expectation by including the desirable car elsewhere in the film 
but varying or burlesquing the chase.

Skyfall’s chase also recycles one of the less palatable elements of the 
formula, the deployment of the ‘foreign’ street or market as the setting for 
the chase or contest between Bond and his opponents. Upturned market 
stalls, scattered goods and jeopardised locals are insistently, sometimes 
even comically, figured as the insignificant collateral damage of the encoun-
ter between First-World adversaries. Tim Waterman’s chapter here attends 
closely to the flavour and politics of such scenes, and to the movies’ han-
dling of place generally. The use of an iconic ‘signature’ location, in the 
case of Skyfall, Istanbul’s Grand Bazaar, is part of the globetrotting that 
defines Bond films, and which, in turn, has required increasing efforts 
from filmmakers to deliver novelty for audiences having a greater experi-
ence of travel than at the series’ commencement in the early 1960s. 
Describing his approach to directing The World Is Not Enough, Michael 
Apted considered location to be a key component of the formula: ‘You 
have to deliver icons. Girls, gadgets, action and exotic locations. Hence 
Bilbao and the Guggenheim building. When the Bond films started, exotic 
meant palms and beaches, which aren’t exotic anymore’ (quoted in McKay 
2008, 321). Joyce Goggin’s chapter on the adaptation of Live and Let Die 
focuses in particular on the texts’ construction of the exotic, of ‘otherness’ 
and racial difference, in terms of the representation of the Tarot, the char-
acter of Solitaire, and the commingling of sexuality and exoticism.

Typing Bond

The categorisation of the James Bond stories, especially the films, is an 
exercise that hindsight has rendered wholly different from the task faced 
by early readers, viewers and reviewers. The term ‘Bond’, or ‘Bond film’ is 
now commonly deployed as a classificatory device or comparator with 
which to situate many other stories involving espionage, adventure or 
action. So influential has the character and series been that it can be diffi-
cult either to imagine a time when Bond was not pre-eminent—the pro-
genitor of countless imitators and variants—or to recognise the extent to 
which Bond drew, and has continued to draw on, other genres, modes and 
cycles. In a 1953 letter to his publisher, Jonathan Cape, Fleming wrote 
bullishly of his hopes for increased sales with subsequent Bond novels, and 
twice refers to his ambition to progress ‘into the Cheyney class’ (quoted in 
Fergus Fleming, ed., 2016, 34–35). Any modern-day reader would be 
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forgiven for not being familiar with the work of crime writer Reginald 
Evelyn Peter Southouse Cheyney, a popular author of the 1940s. For the 
intervening years have not only served to illustrate the transitory nature of 
Cheyney’s fame but also to show quite how far Fleming’s ambitions were 
outstripped: first, by the growing popularity of his novels; and ultimately 
by the enormous and enduring cultural significance of the character he 
created and the series of films in which the character appears.

For McKay, Fleming’s Bond novels may be understood as an ‘invigorat-
ing, sophisticated form of popular fiction’ (2008, 1) well-timed to cap-
ture, and to shape, contemporary tastes. This accords with Fleming’s own 
characterisation of his work as ‘thrillers designed to be read as literature’ 
(quoted in Lindner 2009, 13) and leads to the question of how, and by 
whom, they were read. In a much-quoted 1957 letter to US broadcaster 
CBS, then considering adapting Bond for television, Fleming states:

In hard covers my books and readership are written for and appeal princi-
pally to an ‘A’ readership, but they have all been reprinted in paperbacks, 
both in England and in America and it appears that the ‘B’ and ‘C’ classes 
find them equally readable, although one might have thought that the 
sophistication of the background and detail would be outside their experi-
ence and in part incomprehensible. (quoted in Black 2005, 156)

In this volume, Graham Holderness recalls his experience as a teenage 
reader of the newly-published paperbacks, coming from a socio-economic 
background that Fleming imagined would render aspects of the texts inac-
cessible. He contrasts this with his later re-readings informed by, though 
not always in easy accord with, relevant critical and theoretical discourses. 
The transition from hardback to paperback may also fruitfully be under-
stood as a key early phase in the adaptation of Bond, one of the many re-
versionings that have altered and expanded the forms in which he may be 
encountered. If Fleming initially approached Casino Royale as a story that 
might appeal to a limited ‘knowing’ readership, equipped with certain 
cultural competences, he certainly came to understand and craft the Bond 
novels as popular fiction for a mass market. By 1963 he described the 
Bond novels as books ‘written for warm-blooded heterosexuals in railway 
trains, airplanes or beds’ (quoted by Chapman 2007, 1). The foreground-
ing of sexuality in his characterisation of his readership, and by implication 
sexual matters more generally, chimes with the significance afforded to 
sexual content by critics, from whom the stories’ combination of sex and 
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violence drew varied responses. Reviewing Dr. No in the New Statesman 
in 1958, Paul Johnson described it as ‘the nastiest book I have ever read’ 
(1958, 431). Conversely, in her review of the film adaptation four years 
later, the Daily Mail’s Margaret Hinxman stated that despite ‘deploring its 
sadism, its ethics and its amorality, I admit I enjoyed every depraved and 
dazzling moment of it’ (quoted in McKay 2008, 30). Focusing on certain 
of the same aspects of the works that troubled and galvanised early critics, 
Imelda Whelehan’s contribution to this volume is a feminist re-reading of 
Fleming’s Bond novels. As she acknowledges, it is the response of a ‘resist-
ing reader’ who nonetheless identifies the extent to which the novels, 
rather than merely being a nostalgic celebration of masculine ascendency, 
invariably jeopardise Bond’s masculinity and render it unstable.

Chapman usefully adduces the description of a newly-released Dr. No 
by film journalist Josh Billings as ‘a bizarre comedy melodrama’ as evi-
dence of how experienced reviewers and critics struggled to locate the 
first Bond film in terms of the ‘existing generic profile of popular cinema’ 
(2007, 54). One critic who found the Bond films particularly ideologi-
cally harmful was the Daily Worker’s Nina Hibbin. Of From Russia with 
Love she opined that ‘although the film appears to be sending up the 
cloak-and-dagger tradition, in reality (along with its predecessor Dr. No) 
it is building up a tradition that is far more vicious’ (1963). While it is 
unsurprising that the paper representing the Communist Party of Great 
Britain should find Bond reactionary and problematic, of particular inter-
est here is the extent to which the review participates in the interpretive 
quandary that has engaged many other viewers; namely, whether the 
films are intended to be taken altogether seriously. Although Hibbin’s 
assessment that the film only masquerades as a ‘send up’ so that its con-
tent may seem more innocuous is a more complex, if politically preor-
dained, reading, the question of whether Bond films are best understood 
as spoofs, borrowings-from, or parodies of other types of texts arose early 
and has endured. Looking back at a substantial body of films that now 
span more than half a century it seems relatively easy to discern a waxing 
and waning of the extent to which a particular movie or subset has lighter 
or more comic elements, engages in parody, or invites a reading as 
tongue-in-cheek. Hence the Moore years have been interpreted in terms 
of a turn towards light comedy, the two Dalton pictures as an attempt at 
gritty realism, the Brosnan series as a compromise, albeit inflected by his 
prior casting as a parody Bond figure in the TV series Remington Steele. 
While in the early 1960s there was inevitably less potential to either cre-
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ate or discern comedy through self-referentiality, there still existed con-
siderable exegetical possibilities, and difficulties, based on the relationship 
of those first Bond films to a range of potential antecedent genres, subject 
matter and styles.

For Lindner it is the combination of elements assembled by Fleming in 
the 1950s that ‘created a genre – and even a culture – of its own’ with a 
new brand of secret agent fiction that ‘first hijacked the popular imagina-
tion’ (2009, 77). Though he also affords significant influence to Len 
Deighton and John le Carré, Lindner particularly credits Fleming with 
the development of ‘a variation on the popular genre of detective writing 
that registered and responded to post-war concerns about crime, con-
spiracy and human agency’ (ibid., 77). In other words, rather than devel-
oping a variant on existing writing about spies and espionage, Fleming 
was principally adapting an existing genre of crime writing by vastly 
expanding the scale and significance of the crimes to be investigated and/
or forestalled. The films, in turn, would further magnify and monumen-
talise through their visualisation—and in the case of set-construction, the 
physical realisation—of spaces consonant with the terrible ambitions of 
criminals operating on a global scale. Combining this radical repurposing 
of an existing generic framework with a seductive rendering of Bond’s 
consumption and material pleasures, Fleming’s formula was especially 
attractive to post-war readers emerging from a period of austerity. In this 
volume, Strong’s chapter examines in detail the rendering of food and 
drink in the Bond novels, focusing in particular on the recurring theme 
of 007 as an astute discriminator.

Chapman also identifies the precise historical juncture in the film 
industry when Bond was adapted as being vitally significant to the look 
and feel of the films: ‘The demise of the B-movie …combined with the 
trend towards fewer films, helped to bring about the circumstances in 
which Bond could flourish as A-feature material’ (2007, 45). While Dr. 
No was not expensive by the standards of subsequent Bond films, it was 
nonetheless made to a standard that significantly outstripped the resources 
that would have been likely to have been afforded to a secret agent thriller 
or crime picture just a few years earlier. Given the paramount importance 
afforded to high production values on Bond pictures following Goldfinger, 
indeed of their centrality to a Bondian formula, it is difficult to conceive 
of how, and particularly if, the franchise might have unfolded had its first 
film outing been a lower-budget affair. That Fleming vigorously pursued 
the possibility of screen adaptations of Bond from the earliest opportunity 
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