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ABSTRACT 

 

Nobody Does It Better: History and the James Bond Film Series examines the James Bond 

film series and its viability as a historical document.  This study only looks at the Bond 

films produced by EON Productions.  By examining the structured framework and formula 

of the twenty-three films in the series, one can see how the films have reflected many 

elements of history on film.  The series spans a period of fifty years, so when the films are 

examined all together, they also showcase change over time.  Sixteen of the movies took 

place during the Cold War time period, and utilized many elements of the war as plot 

devices.  The seven post-Cold War films continued to reflect life by using contemporary 

issues to fuel the plot.  The creators of the film series appealed to the popular opinions of 

their Western audiences, which made each movie a reflection of its time. 
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 When Harry Saltzman and Albert R. “Cubby” Broccoli released Dr. No in 1962, they 

thought the film might flop, so they took on other projects to ensure the financial stability of their 

company, EON Productions.  Little did they know that they had created only the first of twenty-

three installments in the James Bond film series.  Bond would go on to span a period of fifty years 

(and counting) and outlive them both.  The series stands alone in its longevity and its success, and 

that success can be attributed to a choice the producers made early on.  Broccoli and Saltzman, who 

hoped that they would be able to make many films out of the James Bond books, decided that they 

wanted to make movies with great entertainment value.  The producers chose to appeal to a mass 

audience, and in turn, each film reflected the popular public opinion of the time.  Every installment 

of the Bond series showcased elements of the popular culture and political sentiments of the 

contemporary time period.  The producers adhered to a strict formula and framework for each film, 

and this decision allowed for the long life of the series.  Each element of this formula—i.e. lead 
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characters, villains, and weapons—contributed to the reflection of contemporary popular culture and 

real-world concerns in each movie.  Since there is such as large sampling of Bond films, the series 

presents a unique opportunity to study feature film as a historic document.   

From the creation of the moving image to present, filmmakers have utilized the medium to 

showcase historic characters and events in both documentary and feature film.  The documentary 

genre is regarded as being reliable and truthful—a purveyor of history and fact.  Even historical 

dramas are sometimes considered a good supplement to a traditional education in history.  Feature 

films of a non-historic nature, on the other hand, have found themselves entrenched as mere works 

of fiction.  These feature films—films not about an historic event or person—can still aid in the 

study of history though.  Movies are useful documents that provide information about the time in 

which they were made.  In the Bond series, for example, one can view how different aspects of the 

world have evolved throughout the fifty year time period that the series covers.  The steady 

framework and formula of the EON produced installments in the Bond catalog provides consistency 

in the characters and events portrayed on screen, allowing the viewer to witness change over time.  

All together, the series spanned a large part of the twentieth century and the beginning of the 

twenty-first century.  The films offer a very visual perspective through which to look at both the 

Cold War and post-Cold War world.   

There have been several iterations of Bond in TV and film since Ian Fleming created the 

secret agent in the 1950s, but this study will only look at the twenty-three EON produced films.  007 

first debuted on the small screen in 1954 as an episode of CBS’s Climax!  This episode, entitled 

Casino Royale, presented audiences with an Americanized version of Fleming’s first novel of the 

same name and changed the lead character in the story from James Bond to Jimmy Bond.  Casino 

Royale reached audiences again—this time on the big screen—in 1967.  Charles Feldman, a 
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producer of films such as The Glass Menagerie (1950) and A Streetcar Named Desire (1951), 

purchased the film rights to Casino Royale shortly after the novel’s publication, but unfortunately 

for Feldman, he sat on the rights too long before turning the novel into a film.  Broccoli and 

Saltzman acquired the rights to the remaining Bond novels in 1961 and had already started releasing 

their Bond films by the time Feldman started working on his production.  With the persona and 

character of Bond set in the world’s mind thanks to the EON films, Feldman opted to create a spoof 

of Casino Royale.  The film did not garner nearly as much success as the EON produced Bond 

films.1   

One other non-EON produced Bond film exists—Never Say Never Again.  The film, based 

on Fleming’s novel Thunderball, debuted in October 1983, just four months after EON’s Octopussy.  

Fleming penned the novel version of Thunderball while creating a screenplay of the same story with 

writer Kevin McClory.  The two entered into a legal battle over rights to the story and finally came 

to a settlement.  Despite the fact that McClory served as a producer on EON’s 1965 release, 

Thunderball, he went on to make his own version of the story in 1983.  Unlike the different 

iterations of Casino Royale, Never Say Never Again starred Sean Connery, the star of Bond in six 

EON produced films.2  These non-EON films follow the plotlines of the Fleming novels that they 

are based on, but they do not provide the same continuity of style that the EON produced films offer.  

Various producers and companies worked on these films unlike the EON films, which were initially 

produced by Broccoli and Saltzman, and have continued to be produced by the Broccoli Family to 

present.  An examination of just the EON films provides a stable framework through which to view 

the changing world and analyze the Bond films. 

There is a wealth of historical information available in each of the twenty-three EON films 

in the James Bond series.  A thorough study of all of the elements of the Bond formula in these 
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films could fill volumes.  It is for that reason alone that this study has a narrower scope, focusing on 

the ways in which the Bond films showcased the world during the Cold War and post-Cold War 

time period.  Chapter 1 provides a history of the EON produced Bond films and a detailed 

breakdown of the framework of the series in order to establish the Bond formula for analysis in the 

following chapters.  This chapter also examines the strategic choices the Bond producers made 

when converting the Bond series to film that kept the films contemporary and popular.  Chapter 2 

looks at the way that the Bond series has reflected advancements in both the film industry and film 

technology.  Whereas the Bond series was a trendsetter when it came to establishing the spy-thriller 

film genre, it tended to be a follower of trends in the industry—with a few exceptions—when it 

came to film technology.  These first two chapters establish the background, formula, framework, 

and external elements of the Bond series in preparation for the discussion of internal elements in 

Chapters 3 and 4. 

Chapter 3 looks at the sixteen Bond films that premiered from 1962 to 1989 during the Cold 

War time period.  This chapter discusses how the films reflected various Cold War topics such as 

espionage, the nuclear arms-build up, and the space race, to name a few.  These Cold War Bond 

films offered on film a visual representation of the popular Western perspective of the Cold War.  

Chapter 4 takes on the seven Bond films that premiered after the Cold War. These films discuss 

how Bond adapted to this post-Cold War world as the threat of nuclear war morphed into concerns 

over natural resources and the danger of new technologies.  By examining the EON films in 

chronological order—1962-1989, then 1995-2012—one can see change over time in the films and 

begin to understand the ample material that the Bond series provides in its very visual reflection of 

the world over a fifty year time period. 
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CHAPTER 1 

UNDERSTANDING THE BOND SERIES: 

HISTORY AND STRUCTURE 

 

 

 

 

 

 

 

 

 

 

 

 

 

THE HISTORY OF THE JAMES BOND FILM SERIES 

Before Sean Connery uttered the famous line, “The name is Bond, James Bond,” Bond as a 

character existed in novels penned by Ian Fleming.  Born in London in 1908, Fleming served as the 

personal assistant to the director of naval intelligence, Admiral John Henry Godfrey, in Great 

Britain throughout World War II.  He based the world he created in his Bond novels off of his 

experiences during the war.  Fleming discussed this inspiration in a 1964 interview with Playboy: 

My job got me right into the inside of everything, including all the most secret 

affairs.  I couldn’t possibly have had a more exciting or interesting War.  Of course, 

it’s my experience in Naval Intelligence, and what I learned about secret operations 

of one sort or another, that finally led me to write about them—in a highly 

bowdlerized way—with James Bond as the central figure.1 

Fleming published fourteen James Bond novels, releasing his first, Casino Royale, in 1953.  The last 

two debuted in 1965 and 1966 after his death in August of 1964.2  His novels became highly 
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popular, and several people attempted to acquire the film and TV rights to Bond.3  Finally, Fleming 

agreed to sell the rights to producer Harry Saltzman, someone whom he believed would succeed at 

bringing the world of Bond to life on the screen.  Saltzman acquired the rights to Bond but lacked 

the financial backing to create the films.  With his option on the Bond series nearing the end, a 

friend introduced Saltzman to Albert R. “Cubby” Broccoli, an American film producer in England.  

Broccoli had prior interest in producing the Bond series and had the financial backing to do so.  He 

and Saltzman teamed up and set out in search of a studio.  The story goes that in a meeting that 

lasted less than one hour, United Artists happily agreed to take on the Bond series.   

Saltzman and Broccoli started preparing the 1950s book series for its transition to the big 

screen in the early 1960s while Fleming penned more and more Bond stories.  Recognizing the 

success of the print series, Broccoli and Saltzman retained the framework and formula of Fleming’s 

books in their filmic translations; the producers did not adhere to the order of the series though.  

Fronting $1 million for the first film, United Artists decided Fleming’s 1958 novel, Doctor No, 

would fit the film budget and be the debut film in the series.  Starting with this first film, Broccoli 

and Saltzman realized the importance of updating the scenarios in each story to match modern times.  

Broccoli believed Doctor No to be appropriate for the early 1960s: 

The novel centered on what seemed like science fiction at the time [1958] but is 

highly feasible today [1962]: an arch villain’s attempt to topple US space weapons 

by the use of sophisticated electronics.4 

Scriptwriters Richard Maibaum and Wolf Mankowitz worked on a treatment of Fleming’s sixth 

novel with the goal of “trying to utilize the real-world tension between East and West after the 

disaster of the Bay of Pigs invasion early in 1961”5 as a major plot device.  The world also felt the 

stirrings of the Cuban Missile Crisis, something that struck a chord with the audiences of Dr. No 

(1962) as well.  The film garnered praise upon its release.  Not only did British filmgoers love 
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James Bond, but American audiences did too.  Broccoli appreciated this fact, and believed that he 

and Saltzman, “had proved something else.  Americans, far from not accepting British actors in 

British pictures, loved everything about Bond.  And they were ready for more.”6  After Dr. No 

proved financially successful, Saltzman, Broccoli, and United Artists knew they had a hit series on 

their hands.  Their initial interpretation of the novels worked, and this idea of updating the political 

climate of each of the novels when converting them to a motion picture continued as film after film 

rolled out. 

 Fleming released his Bond novels every year between 1953 and his death in 1964, and the 

Bond film series followed his speed of production for the first four films, Dr. No (1962), From 

Russia with Love (1963), Goldfinger (1964), and Thunderball (1965).  Broccoli and Saltzman went 

on to produce the next five films together until their falling out after The Man with the Golden Gun 

in 1974.  Financially, Saltzman spread himself thin on projects other than Bond.  When the Union 

Bank of Switzerland requested payment on Saltzman’s loans, he used his fifty percent share in 

Danjaq, the company he and Broccoli created to hold the rights to Bond, as collateral.  Saltzman set 

out to find a buyer for his share, but Broccoli refused to settle for just anyone taking over half of the 

rights to the series; negotiations over Saltzman’s share of the company continued for a long time.  

Michael G. Wilson, Broccoli’s stepson, remembered this not as “an artistic or personality dispute.  It 

was financial.”7  Saltzman’s son Steven remembered this time too, mentioning that “on top of the 

problems with business, [his] mother had breast cancer and she was very sick at that point… that 

also complicated matters, at least for [his] father’s reasoning and thoughts.”8   

Eventually, Saltzman struck a deal with United Artists to buy out his share of Danjaq, and 

Broccoli accepted this new partner.  Several years later, Broccoli negotiated a deal to become sole 

owner of the Bond rights, buying out United Artists.  Broccoli continued the film franchise on his 
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own, recruiting his stepson and his daughter, Barbara Broccoli, to help him produce in the mid-

1980s.  In their introductory note to the 2012 book The James Bond Archives, Barbara Broccoli and 

Michael G. Wilson appropriately described the production of the series, stating that, “making one 

film is an adventure.  Making 23 films over 50 years is the journey of several lifetimes.”9  After 

Broccoli’s death in 1996, his daughter and stepson took over the series and continue to produce it to 

the present.   The Bond series now includes 23 films spanning a period of fifty years, and as Paul 

Duncan says in his introduction to The James Bond Archives, the series “is still considered the gold 

standard by which other film franchises have to be compared.”10  Broccoli and Wilson attribute the 

success of the series to the “legion of fans, without whom Bond would simply be a footnote in the 

history of cinema,”11 and one thing that makes these fans return time after time is the ever-present 

appeal to contemporary events and popular culture in each film.  

 

EXAMINING THE STRUCTURE OF BOND 

 Looking back from the release of the most recent Bond film, Skyfall (2012), to the first film, 

Dr. No (1962), it is not difficult to conclude that the world of Bond has changed quite a bit in fifty 

years, and the world outside of Bond has changed too.  The Cold War and Soviet enemies 

dominated the series for nearly thirty years, but Bond turned to face new enemies as the threats of 

the Cold War era subsided.  Cubby Broccoli believed that “the pictures must never have the flavor 

of tired thinking or recycled scenarios,” 12 so producers, writers, and directors continuously 

reworked the series.  The films explore more than just war however. 

In the fifty years that Bond has been in existence as a film series, a lot has changed in the 

world: man landed on the moon; AIDS appeared and created a worldwide epidemic; the World 

Trade Center fell, and the war on terror began; and advances in technology changed everyday life.  
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The world inside of Bond reflected these events: Bond ventured into space to fight a mad man on a 

space station; sexual responsibility became a factor in the films of the 1990s; terrorists not affiliated 

with any one nation threatened the world; and technology both within the films’ plots and used to 

create the films changed.  Bond, considered as a character, and the series as a whole, provide a 

visual way to showcase the world from a Western perspective.  Fleming described Bond as “a blunt 

instrument wielded by a Government Department…quiet, hard, ruthless, sardonic, fatalistic,”13 and 

it is through him as a character, and the films as a series, that the history of the political and social 

climates of the world appear on the silver screen.  Just as Fleming saw Bond as a government 

“instrument,” filmmakers for fifty years have utilized this character as a device through which to 

portray the world.  The ever-evolving and always updated scenarios of the Bond series enable mass 

appeal to a world audience that can identify with certain elements they see on screen, and these 

things combined have kept the franchise alive for fifty years.   

 During a time of relative recession in the Hollywood film industry in the 1960s, Bond 

surged forward in its financial success installment after installment.  Instead of being disenchanted 

with the Bond series due to its predictability, audiences responded to these formula films by 

attending the release of every new Bond movie in droves.  Each film consisted of the same general 

plot characteristics, character elements, story elements, and external elements such as music and 

sound, but presented in a different setting and scenario.  Film critic Drew Moniot speculated: 

The general knowledge of practically everything that will happen in a Bond film 

serv[ed] to enhance the audience’s participation since they already [had] an 

understanding of the star players, team strategies, handicaps, and ground rules as 

well as the ultimate object of the game.14 

This, coupled with Broccoli and Saltzman’s formula of keeping the films contemporary, made each 

installment even more relatable to audiences.  With this framework in place, the scriptwriters and 
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producers adapted and updated different novels in Fleming’s series for the big screen.  Fleming’s 

original novels account for 17 of the 23 films in the Bond series.  The other six films, Moonraker 

(1979), GoldenEye (1995), Tomorrow Never Dies (1997), The World is Not Enough (1999), Die 

Another Day (2002), and Skyfall (2012) called for entirely new scripts.  In the hopes of continuing 

the success of the franchise, the producers applied the established Bond framework and formula to 

these films, and in turn, they easily fit into the series.   

 

Anatomy of a Bond Film 

Pivotal to understanding the success of the Bond series and its ability to portray the political 

and cultural climates of the time is examining the role of each element of the formula within the 

Bond framework.  The plot and storyline of each Bond film has remained relatively the same with 

only minor tweaks in the last couple of decades or so.  In every film except Dr. No (1962), an 

opening, pre-credit scene establishes either the threat or the villain in the film.15  The credits then 

follow, showcasing scantily clad women or graphics alluding to specific aspects of the film to come.  

The theme song, generally incorporating the title, plays while these title credits roll.  Soon after the 

credits, Bond often will wind up in the office of M, his superior, where he will receive an 

assignment pertaining to the threat or villain the audience encountered in the pre-title sequence.  In 

all but Casino Royale (2006) and Quantum of Solace (2008), Bond will then meet with Major 

Boothroyd, also known as Q, to receive either a bit of technology, a special weapon, or both; this 

weapon will play a crucial role in a chase or fight scene later on in the movie.  At this point, Bond is 

ready to embark on his mission to track down the enemy.  

On his way to save the world, Bond will encounter beautiful women who will help his cause, 

and he will more often than not try to seduce them if they have not seduced him already.  He might 
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even meet with his CIA counterpart, Felix Leiter, who will provide him with beneficial information.  

Bond will track the villain down, generally with the help of a girl familiar with the villain.  After 

falling for one of the villain’s traps, Bond will then defeat the villain and neutralize the threat.  In 

many of the films, Bond uses the girl’s assistance to defeat the villain; before concluding the 

mission, Bond will make sure of the girl’s safety.  At this point, order has been restored in the world, 

a victorious Bond returns to England, and everyone can breathe easier now that the imminent threat 

and villain have been subdued.  A phrase familiar to the Bond audience appears on screen before the 

end credits roll, “James Bond Will Return,” and the series has once again reset itself, preparing the 

audience for the next installment which will arrive a few years down the road.  

 

Characters 

Certain characters help to move the film forward within the framework of the plotline of 

most Bond films, and these characters embody certain aspects of life, whether it be political 

sentiments or social attitudes at the time of filming.  First and foremost, there is James Bond, the 

international super spy himself.  Bond is the driving force behind the series, and it is through him 

that audiences gain access to every other part of the Bond structure in each film.  The producers 

constructed Bond as a timeless vehicle—he always remains the same age and never actually dies in 

any of the film scripts—and this timeless vehicle has always fought for Great Britain, and in turn for 

the Western world as an ally to the United States throughout the Cold War and beyond.16  Bond also 

reflects the ‘good’ of the time period when compared to the ‘evil’ of the villain in each film.  In 

most installments in the series, there is an obvious delineation between the two—good and evil—

leaving no grey area or questions about who is on which side.  Through the character of Bond, the 

audience has access to contemporary politics and their representation through the goods and evils 
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portrayed in each film.  When it comes to the Cold War period in the Bond films, the United States 

and Great Britain represented the ‘good’, and the Soviet Union, or agents representing communist 

ideals, served as the ‘evil’ in each installment.  Slotting these various Cold War powers into these 

roles only served to reinforce the Western perspective prevalent throughout the series.   

After the end of the Cold War, the four Pierce Brosnan films reflected the ongoing struggle 

with communism and remnants of a Cold War world, so the series continued to portray Bond and 

the Western world as ‘good’ and the communist struggle for power as ‘evil.’  The Daniel Craig 

films, however, started to reflect changes in the world in regards to which countries fell under the 

categories of ‘good’ and ‘evil.’  These films addressed the increased real-world desire for 

governments in countries such as the United States and Great Britain to be held accountable for 

their actions when it came to espionage and geopolitics.  Following the formula, Bond represented 

‘the good’ and defended Great Britain—his CIA counterpart, Felix Leiter, did the same for the 

United States—but these films did not hesitate to address any wrongdoing by Western countries 

(something that the Cold War films stayed away from doing).  The line firmly drawn between good 

and evil, and the strong alliances established in the early Bond films, gave way to a grey area in the 

Craig films, reflecting this desire for transparency in government and a paradigm shift in world 

politics. 

The character of James Bond has been played by only six actors throughout all twenty-three 

of the EON produced films [Appendix A].  Sean Connery established the persona of James Bond in 

the first five films, and after George Lazenby failed at his attempt to portray Bond in 1969’s On Her 

Majesty’s Secret Service, the world audience welcomed Connery back to the silver screen.  Roger 

Moore stepped into the role after Connery in 1973, and the viewing public accepted him as a 

suitable choice to play the part.  Timothy Dalton, Pierce Brosnan, and Daniel Craig round out the 



 

 13 

list of other Bond actors in the EON produced Bond films.17  The ability of the producers of the 

series to swap in actor after actor to play James Bond really makes the character a “blunt 

instrument”18 and allows Bond, for the most part, to remain timeless; generally, his age falls 

somewhere in the mid-30s to mid-40s range with the exception of Roger Moore in A View to A Kill 

(1985), which was filmed when he was 57.  Using different actors over the years to play the role of 

Bond has made the film character as immortal as the Bond who appeared in Fleming’s novels, and 

this aids in assuring the longevity of the film series. 

Opposite Bond’s role in the series is the villain du jour and his henchmen or women who, 

from the vantage point of Great Britain and its allies, offer the viewing audience a look at the 

perceived evils of the day.  For a long period of time, Bond faced the threat of the communist 

struggle for power through villains resembling the Soviet Union during the Cold War and 

throughout a majority of the films in the series.  Broccoli and Saltzman did not want to “induce 

pointless controversy”19 in their films, so from the beginning, their criminal organizations took on 

pseudonyms not attaching them to one country or another; allusions to the Soviet Union appeared 

on screen nonetheless.  In the first Bond film, Dr. No (1962), the title villain works for a criminal 

organization named SPECTRE.  The next Bond film, From Russia with Love (1963), brings 

SPECTRE and its criminal mastermind, Ernst Stavro Blofeld, to the forefront.  SPECTRE and 

Blofeld continue to vex Bond in Thunderball (1965), You Only Live Twice (1967), On Her 

Majesty’s Secret Service (1969), and Diamonds are Forever (1971).  SPECTRE is based on the 

real-life Soviet counter-intelligence organization SMERSH.  Fleming used the name SMERSH and 

direct references to the Soviet Union in his novels, but from the beginning, the films used the 

pseudonym SPECTRE to stay in line with Broccoli’s and Saltzman’s goal of steering clear of 

politics and not placing the criminal organization within the control of one specific country.  By the 
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time they began work on Dr. No, Fleming had already changed the enemy in his novels from 

SMERSH to SPECTRE; this change occurred in his ninth novel, Thunderball, published in 1961.  

Fleming explained his reasoning behind this decision: 

I closed down SMERSH, although I was devoted to the good old apparat[us], 

because, first of all, Khrushchev did in fact disband SMERSH himself, although its 

operations [were] still carried out by a subsection of the K.G.B., the Russian secret 

service.  But in that book—I think it was Thunderball that I was writing at the time 

of the proposed summit meeting—I thought, well, it’s no good going on if we’re 

going to make friends with the Russians.20 

This friendship did not come to be at the 1960 East-West summit in Paris, so Fleming, Broccoli, and 

Saltzman continued with their criminal organization SPECTRE so as not to cause any debate or 

controversy over casting the Soviet Union as the ‘bad guy’ in the Bond films.   

Bond defeats SPECTRE in the 1970s and then turns to face other enemies, but each new 

enemy retained the same strong desire for world power that SPECTRE portrayed.  Bond encounters 

other Cold War combatants such as Karl Stromberg, who attempts to capture submarines carrying 

nuclear warheads to create hostilities between East and West in The Spy Who Loved Me (1977), and 

General Orlov who is attempting to set off a nuclear bomb in West Germany to call off détente in 

Octopussy (1983).  After the Cold War ends, Bond combats new antagonists who search for a way 

to control aspects of the world through evil means—usually for monetary gain—villains such as: 

Elliot Carver, a media mogul who wants to provoke a war between the United Kingdom and China 

in Tomorrow Never Dies (1997); Colonel Moon, a Korean military man who wants to gain control 

of a satellite to help North Korea invade South Korea in Die Another Day (2002); and Dominic 

Greene, a faux environmentalist who attempts to take control of and monopolize the natural 

resources in Bolivia in Quantum of Solace (2008). Jeremy Black discusses the politics of the villains 

and their threats in his introduction to The Politics of James Bond: 
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Both novels and films drew on current fears, but did so in offering a form of 

escapism from the politics of the age that reassured the public that their future was 

in good, gentlemanly hands, and that good (us) would always win in the end.21 

Like Black mentions, the Bond films allowed audiences to escape from the reality outside of the 

movie theatre, while at the same time providing audiences with a fictional world on screen that they 

could relate to.  The filmmakers utilized contemporary problems as plot devices in each installment, 

and the creation of each villain in the series played off of the real-life concerns of the time.  These 

things combined play a large part in the success of the series. 

 Bond would not be able to accomplish all that he does to defeat the enemy in every film 

without the guidance and assistance of M, Q, and the various Bond girls he encounters.  As the 

director of MI6, M represents the authority in Bond’s personal life and work life, a kind of parental 

figure.  M is also Bond’s connection to the government of Great Britain and its allies, and the 

actions of the character in this role reflects the political sentiments of these countries.  Of particular 

interest when considering M is the fact that the role has been played by both men and a woman.  

Bernard Lee, Robert Fox, and Dame Judi Dench have all held the role; now Ralph Fiennes will take 

over as M in the forthcoming Bond films.  Having a woman in a position of such power in seven 

films spanning a period of seventeen years reflected not only how the role of women evolved in the 

workplace and in Bond films in particular, but it also reflected a real-life change in power in the 

British Secret Service in the 1990s.  In 1992, Stella Rimington became the first female Director-

General of MI5;22 casting Judi Dench in the fictional role of M in 1995’s GoldenEye adhered to the 

Bond formula and incorporated this change in British leadership.  Historian James Chapman argues 

that this specific casting decision reflected more than just Rimington’s appointment; it served as “a 

deliberate strategy for renegotiating the sexist code which remains essential to the make-up of the 

Bond character.”23  The series garnered negative views about its treatment of women and Bond 
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came across to audiences as a misogynist with the way he bedded and left girls behind in many of 

the films.  With Judi Dench taking on the role of M in 1995, the series showed that its ideals had 

finally adapted to the times, and, like Chapman suggests, that the sexist attitude towards women had 

changed with a woman stepping into a strong and authoritative role.  The return to a male M in the 

forthcoming films does not indicate a backwards progression in regards to this subject, but instead 

further substantiates the series’ reflection of a move towards gender equality in the world outside of 

Bond. 

In addition to M, the other lettered character that aids Bond is Q, an inventor of sorts in the 

armorer division of Her Majesty’s secret service.  Q branch is always providing Bond with helpful 

gadgets such as: the briefcase in From Russia with Love (1963) that holds hidden spare bullets, gold 

sovereigns, and explodes if opened the wrong way; an amphibious gondola in Moonraker (1979); 

the anti-avalanche ski jacket in The World is Not Enough (1999); and an Aston-Martin with a 

cloaking device of invisibility in Die Another Day (2002).  Even though some of the gadgets and 

weapons are real inventions from the time period, for the most part they are devices created for the 

film that serve as useful tools to save Bond at critical moments as well as provide well-timed comic 

relief when the outlook is grim.  Up through the 2002 film Die Another Day, the character of Q 

made it possible to document ideas of future inventions and technology, no matter how ridiculous 

they may have seemed at the time.  Progressively, the gadgets in the films became nearly 

unbelievable, especially in the all-together over the top Die Another Day.  Robert Wade, one of the 

screenwriters for Casino Royale (2006), discussed decisions made after 2002 that affected the role 

of Q: 

There was a general feeling that Die Another Day had pushed the boat a long way out, and 

it was time to rein things in.  What the Bond films normally do is go one bigger than the last, 

and it just seemed ridiculous to contemplate.24 
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The producers wanted to bring Bond back down to earth, so they stripped the series of some of the 

more eccentric characters such as Q.  He reappeared in Skyfall (2012), however, with a very limited 

selection of items—a Walther PPK with handprint recognition and a radio device.  Bond feigned 

disappointment with the selection and, poking fun at the history of the series itself, Q turned to him 

and said: “Were you expecting an exploding pen? We don’t really go in for that anymore.”25  Q has 

different tools in his arsenal in this film; he is a genius with a computer.   

The transformation from a Q who showcased the fanciful ideas of future gadgets, to one 

who utilized more realistic technology, reflected the series’ desire to stay relevant and adhere to 

contemporary trends in the movie industry.  Action-adventure series similar to Bond boomed in the 

1990s and 2000s, and the British spy had real competition in the genre for the first time.  In movies 

such as the first installment of the Jason Bourne series, The Bourne Identity (2002), technology 

played a role, but Bourne’s strength and know-how served as the best weapon in his arsenal.  Bond 

reflected this shift in other films towards a lead character equipped with more realistic weapons by 

eliminating the sometimes far-fetched gadgets from Q branch.  The producers rebooted and 

recreated the branch altogether in Skyfall in order to bring back this trademark Bond element.  

Redesigning the role of Q and his gadgets helped to transition the series from a gadget-laden version 

of a spy thriller, to the action-filled, hard-hitting spy thrillers that feature Daniel Craig as Bond at 

present. 

Besides the characters Bond interacts with at MI6,26 there are also other characters present 

in each film that play an important role, characters such as the Bond girls.  These girls perform dual 

duties as characters whom at times help Bond and at other times harm Bond, and his relationship 

with these women help define his character throughout the series.  One can view the reflection of 

changing gender roles and attitudes toward women throughout the series through these girls.  More 



 

 18 

often than not, Bond’s goal is to woo a girl into bed in the hopes that she will confide in him and 

divulge important information.  Bond utilized many of the women he came into contact with as 

mere tools and a means to an end without being concerned about what the women desired from their 

relationship.  Usually, Bond converted the girl who fraternized with the enemy to his—and 

therefore Great Britain’s—cause.  Bond successfully turned Tatiana Romanova in From Russia with 

Love (1963), Pussy Galore in Goldfinger (1964), Solitaire in Live and Let Die (1973), Octopussy in 

Octopussy (1983), and May Day in A View to a Kill (1985) to name a few.  Black discussed his 

view of the role of women in the films: 

The sexual politics of both books and films have aroused much attention and debate, 

but, in part, this is a problem of the place and placing of a very old-fashioned mode 

of male sexuality, as seducer, now located in a period of greater female sexual 

independence.27  

Whereas Black is correct in stating that the more recent films take place in a world of greater female 

sexual independence, he fails to give any agency to the motivation behind Bond’s seduction of 

various women throughout the series.  Bond uses his relationships with women to gain knowledge 

or help, and when he is after information from women, sex is his weapon of choice.  If people are to 

despise Bond, let them do so for the fact that he wields sex as a weapon, not because man as the 

seducer is outdated and women are more sexually independent.  Whether or not the women are 

sexually independent is not relevant when considering Bond’s motivation and what he hopes to gain 

from them; in fact, a sexually independent Bond girl might make Bond’s task easier.   

In the post-Cold War films in the series, the Bond girls take on a more self-reliant role, 

however, and Bond’s relationship with these women changes.  These Bond girls care for themselves 

and are usually on their own mission to save the world; their need for help is minimal.  The latest 

Bond girls can fend off their enemies for the most part, and they only need outside assistance when 
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all else fails.  Just as Bond turned to Q’s gadgets in times of need, these girls turned to Bond.  In 

Tomorrow Never Dies (1997), Chinese agent Wai Lin showcased one of the strongest female leads 

in the Bond series up to that point.  Both she and Bond worked together to pursue the same villain.  

Wai Lin kept up with Bond both physically and mentally throughout every step of the mission.  

Like previous Bond girls, though, she fell for Bond in the end.   

Almost ten years later, a new Bond girl would bring back memories of Wai Lin.  This 

particular Bond girl, Camille Montes, and Bond’s relationship with her, reflected further changes in 

Bond’s attitude towards women—he finally had a working relationship devoid of romantic feelings 

with a Bond girl.  Camille, the girl in Quantum of Solace (2008), is on a revenge mission just like 

Bond and the two join forces to combat their enemies.  She successfully kills her target but gets 

trapped in the flaming ruins of La Perla de Las Dunas hotel in Bolivia.  Bond comes to her rescue 

and the two escape the inferno without a moment to spare.  Camille is one of the more assertive and 

determined Bond girls in the series, presenting a strong female lead to complement Bond.  Barbara 

Broccoli discussed the decision to create this character: 

With Bond having fallen in love with Vesper [in Casino Royale], we had come up with a 

different kind of female character.  Camille mirrored Bond’s problem; she too was seeking 

revenge.  Theirs is a strong emotional, rather than sexual, relationship.28 

As Broccoli mentions, Camille and Bond do not have a romantic relationship; they have a 

partnership.  This partnership is not riddled with romantic undertones, and in turn, the film—and 

therefore Bond—shows Camille the utmost respect.  Just like the casting of a female M in 1995’s 

GoldenEye, female characters such as Wai Lin and Camille bring a new dynamic to how Bond 

interacts with women in the series, a change echoing a shift toward gender equality in the 

contemporary world. 
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The Threats 

Certain elements such as the threats, weapons, and technology utilized in each film play a 

pivotal role in reflecting the contemporary life of the time period in each installment in addition to 

the various characters.  The science and technology in each of the Bond films advanced alongside 

real developments in these areas in the world outside of Bond.  It is easy to see the influence of the 

Cold War throughout a good part of the series—seventeen films to be exact—when considering the 

weaponry or threats in the movies.  Incorporating these scientific advances such as the development 

and evolution of nuclear weaponry, satellite technology, space exploration, and computer 

technology made each Bond film more realistic and relatable to the viewing audience.  The threat or 

weapon coupled with the villain of the film is one of the best elements to examine when considering 

the Bond films as a historic document and their reflection of contemporary life.  The plot of each 

Bond film revolves around a new threat to the Western world, and just as Bond is the backbone of 

the series, this aspect of the framework is the life force in each film.   

In Thunderball (1965), for example, SPECTRE stole several nuclear warheads from NATO.  

This plot point reflected the very real threat of nuclear war at a time when the contemporary world 

had all of its attention focused on the nuclear arms race.  In the next installment, You Only Live 

Twice (1967), both U.S. and Soviet spacecraft disappeared while in orbit, and each nation accused 

the other of being the source of the disappearances.  Just as the previous film reflected the real-life 

arms race, You Only Live Twice addressed the actual, ongoing space race between the United States 

and the Soviet Union by having the fictional SPECTRE pit the two Cold War powers against each 

other.  These tensions and crises became devices that helped the audience to identify with the plot 

and action happening on screen.  Bond filmmakers continued to use this formulaic element after the 

Cold War ended.  Keeping on track with Cubby Broccoli’s idea of the films never having the 



 

 21 

feeling of “tired thinking,”29 no longer did the Bond films focus on the threat of nuclear disaster and 

mutual assured destruction, but instead they turned to topics relevant to the 1990s and 2000s.  

Utilizing realistic threats contemporary to each time period portrayed on screen struck a chord with 

audiences and provided them with a viable threat that they could not only relate to, but one that they 

found frightening as well.  Fortunately, Bond always came to the rescue. 

 

Visual and Sound Elements 

The Bond films are first and foremost visual documents.  The framework of the Bond series 

does not apply only to characters and their actions, but also to the visual elements of each film such 

as clothing, furniture, architecture, and automobiles, to name a few.  Just as the producers 

purposefully selected viable contemporary threats, crewmembers created the world of Bond on 

screen to reflect current trends in design in the world outside of Bond.  The set and costume 

designers utilized contemporary styles of the time period to inspire the various elements that appear 

in the Bond films.  Although the cars Bond drives might be outfitted with secret compartments and 

gadgets courtesy of Q, they still represent actual models from the time period.  When it comes to 

automobile design for the cars in the series, the heavy steel vehicles prevalent throughout the early 

films give way to the lightweight aluminum alloy designs of the cars featured in the most recent 

installments.  Fashion design changed in the world too, so the fashion of the many characters in the 

films changed as well.  Bond’s suits go from the extremely well fit pant of the Savile Row tailors 

during Sean Connery’s time as Bond in the 1960s, to Roger Moore’s flowing white bell-bottoms in 

The Spy Who Loved Me (1977), to Daniel Craig’s fitted jeans in Skyfall (2012).  Moving to yet 

another visual element, the production designers created backdrops that reflected the modern 

architecture of the contemporary era in each film.  
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Although it seems an obvious statement to make that these visual elements changed with 

time, they still play an equally important role in conveying contemporary popular culture on screen.  

The constant updating of the visual elements in each Bond film aided in making the world of Bond 

more attractive and relatable to its audience. The various elements such as costume and set design 

make each installment of the series not only a product of its time, but also important visual 

documentation of the different contemporary time periods of each film. 

To complement the visuals, the sound or music utilized in each film reflects the various 

time periods represented throughout the series.  The Bond films have always attracted big-name 

musicians, songwriters, and singers since after the release of Dr. No (1962).  This first Bond film 

debuted the trademark Bond theme composed by Monty Norman that graced all twenty-three films.  

In 1963, Broccoli and Saltzman decided they wanted a theme song for their next Bond film, From 

Russia with Love (1963).  They hired Lionel Bart who wrote the successful 1960 musical Oliver! to 

pen the lyrics.  John Barry, who orchestrated the Bond theme for Dr. No, arranged everything for 

the theme song to this second Bond film.  Matt Monro, a popular British singer at the time, 

performed the title song for the film, and a long list of chart topping musicians followed him over 

the next fifty years.  The Bond producers hired leading entertainers such as: Shirley Bassey, who 

sang the title song for Goldfinger (1963), Diamonds are Forever (1971), and Moonraker (1979); 

Nancy Sinatra for You Only Live Twice (1967); Tom Jones for Thunderball (1965); Carly Simon for 

The Spy Who Loved Me (1977); Duran Duran for A View to a Kill (1985); Sheryl Crow for 

Tomorrow Never Dies (1997); Garbage for The World is Not Enough (1999); Madonna for Die 

Another Day (2002); and the popular songstress Adele for the most recent release, Skyfall (2012).   

Many of the songs for the Bond series proved just as successful as the films themselves.  

Thirteen of the twenty-three Bond title songs made it onto the U.S. Billboard Hot 100 hits.  Adele’s 
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song reached #8 on this U.S. list, and it reached the #1 position on the UK Indie Chart.30  For Live 

and Let Die (1973), Director Guy Hamilton did not even have to search for someone to perform the 

theme song.  Instead, Paul McCartney sent him a demo tape, unsolicited.  When Harry Saltzman 

asked Hamilton what they should do with the tape, Hamilton replied, “Well, Harry, I don’t think it 

matters what I think.  It comes from Paul McCartney and we’d be bloody idiots not to say, ‘Thank 

you very much,”31 and use it for the film.  McCartney’s theme for the eighth Bond film reached #2 

on the U. S. Billboard Hot 100.32  The producers appealed to the contemporary audience by 

consistently choosing popular entertainers to perform the theme song for each Bond film.  This 

resulted in the creation of a kind of audio scrapbook of popular music that documented many of the 

chart-topping musicians from 1962 to 2012 and provided samples of how trends in pop music have 

changed over the years. 

 

Elements Combined 

The various elements that make up the framework of the Bond series provide a stable 

structure upon which to showcase the changing world over a period of fifty years.  The many 

elements in the Bond series detailed above—characters, villains, threats, and material items—aid in 

forming the internal narrative of each new installment.  It is through this internal narrative that the 

Bond series excels in reflecting the contemporary time period in each film.  Each element in the 

movies reflects a different aspect of contemporary life from current world threats to gender politics.  

Bond is unique in that it is a series; there is not just one Bond film that reflects life in one year, but 

instead there are twenty-three films that reflect life over a long period of time.  A comparison of the 

twenty-three Bond films to a Western perspective of world history throughout the fifty years of the 
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series would reveal how well the Bond producers adhered to their formula of updating each new 

installment to reflect contemporary happenings, trends, and public opinion.   

The Bond films reflect more than just world politics and visual and sound elements, 

however; they have also documented the evolution of the film industry and film technology over 

this fifty-year time period.  As simplistic as it may seem, it is this film technology that connects 

each new movie with the audience.  Examining these external elements such as advances in 

filmmaking as they pertain to the Bond series is just as important as studying the internal elements 

of each film.  To the film-going audience, this aspect of the Bond framework may go unnoticed—it 

is behind the scenes—but this does not mean that it plays a less important role in showcasing the 

contemporary time period of each film.  James A. Monaco states in his book How to Read a Film 

that “the technology and aesthetics of film are interlocked: where one pulls, the other must follow,” 

so before analyzing the way the internal elements of the Bond films portrayed life from 1962 to 

2012, a quick look at the evolution of the film medium itself during this time period is necessary
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CHAPTER 2 

BEHIND THE SCENES OF BOND: 

TRENDS IN THE FILM INDUSTRY AND FILM TECHNOLOGY 

 

 

 

 

 

 

 

 

 

 

 

 

 

Motion pictures evolved quickly from their simple beginnings as a novelty in the late 

nineteenth century to become prevalent fixtures in the entertainment world in the early twentieth 

century.  The technology employed to create movies, and the film industry as a whole, grew 

exponentially throughout this time period as making films became easier and more affordable.  The 

Bond series reflected these advances in the film industry over a fifty-year period from 1962 to 2012. 

Historian James Chapman rightly stated in his book Licence to Thrill that “the Bond films have 

responded to changes in the film industry, film culture, and society at large, keeping apace of 

changing tastes and popular attitudes.”1  All of the decisions made in regards to the plots and film 

technology used to create the twenty-three installments of the series documented the evolution of 

the medium and reflected contemporary trends; there is much more to the films than just reflecting 

the political state of the world.   
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The series can be studied as a document not only by looking at the internal narrative, but 

also by examining the external elements utilized to create each movie.  While reflecting the 

changing world on screen in Bond, the creators of the series inadvertently documented the evolution 

of the industry and film technology.  The Bond movies reflected developments in the studio system, 

the shift from using film cameras to digital cameras to create movies, the evolution of film 

projection, and the emergence of computer-generated images (CGI) in movies.  The stable 

framework of the series provided uniformity throughout the films, making advancements in the 

industry and film technology visible in each installment.  Bond kept audiences engaged and insured 

the series’ success and longevity by keeping up with all of these changes. 

 The character of James Bond and the Bond spy films debuted in the 1960s, setting the 

standard for the action-adventure genre.  This series from England—considered foreign—gained an 

entrée into American theatres during the Hollywood recession of the sixties.  The American studio 

system declined during this decade as the popularity of television rose, so studios in the United 

States turned to foreign studios to create films.  Pinewood Studios, the studio where James Bond 

made his home, numbered among these foreign studios, and United Artists turned to them to create 

the Bond series.  Foreign films brought something new to American audiences—sex and violence—

things that had been prohibited in films produced in the United States since the adoption of the 

Motion Picture Production Code (MPPC) in 1930.  Coming from Great Britain, the Bond series did 

not have to adhere to the code’s guidelines, and the first film, Dr. No (1962), violated many aspects 

of the MPPC.  The Bond films used firearms, theft, robbery, and safe-cracking in an unrestricted 

manner—things prohibited by the Code.  Bond stood counter to the MPPC view on sexual 

relationships as well.  The Code stated that the “pictures shall not infer that low forms of sex 

relationship are the accepted or common thing,”2 and Bond depicted the opposite with his casual 
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relations with women.  The series showcased seduction, hinted at nudity, and did not treat bedrooms 

‘in good taste.’  The foreign films that did not toe the line of the code—films such as Bond—

garnered much success with the American public and exposed audiences to the potential of film if 

left unregulated.   

Jack Valenti, appointed President of the Motion Picture Producers Association in 1966, saw 

the need for reform and created a new rating system for the United States modeled after the rating 

system in Great Britain.  This system—the MPAA rating system—came into effect in 1968, and is 

still used at present.  After doing away with the Production Code, American films—and those spy 

films similar to Bond—could showcase the trademark casual attitude toward violence and sex that 

had previously set the series apart.  The groundbreaking boldness that Bond demonstrated in regards 

to these issues in the 1960s changed drastically in the 1970s, and Bond went from being a 

trendsetter to a follower of the trends.  

 The 1970s brought about the rise of the blockbuster movie and new trends in cinema as the 

American film industry began to recover from the slump of the sixties.  The Bond series looked to 

these popular American films being released at this time for plot ideas in order to garner more 

success.  Live and Let Die (1973), the second Bond film released in the 1970s, and Roger Moore’s 

debut film as James Bond, departed from the previous Bond installments plot wise.  The film 

focused on drug smuggling instead of combatting criminal organization SPECTRE.  This seventh 

film in the series took place in New Orleans, New York, and a fictional island in the Caribbean 

named San Monique; the film showcased the more urban aspects of life in New Orleans and New 

York.  Bond producers played off of the emergence of Blaxploitation films of the early seventies 

such as Shaft (1971) and Super Fly (1972) in this installment in the series, and black actors played 

most of the villainous roles in the film.  The producers turned to another trend in the industry for 
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their next film, The Man with the Golden Gun in 1974. This film debuted on the heels of Bruce 

Lee’s The Way of the Dragon (1972) and Enter the Dragon (1973), so various fight scenes took 

place in a dojo, alluding to the rise in popularity of martial arts films.  The space movie trend faced 

Bond filmmakers in the late 1970s with the premier of George Lucas’s Star Wars in 1977.  This 

film broke box office records everywhere, so Cubby Broccoli and his stepson, Michael G. Wilson, 

decided to play off of the increased audience interest in films of this type in their next installment.  

They turned to Fleming’s third novel, Moonraker, for a storyline although Fleming did not include 

any elements of outer space in this 1955 work.  The Bond producers worked in a space related 

theme to Fleming’s story.  Financially, Moonraker proved successful, but it did not receive the 

critical praise of earlier Bond films.   

EON Productions released The Spy Who Loved Me (1977) amidst the trendier Bond films of 

the 1970s.  The producers adhered to the traditional spy genre elements used in the Bond films of 

the sixties for this tenth release, and this film garnered the most success out of the five films 

released in the seventies.  American films and filmmaking regained a foothold in the industry during 

this decade, and the Bond producers recognized this.  These Bond films of the 1970s played off of 

the blockbuster movie trend of other films, just as many films and TV shows in the 1960s looked to 

Bond for ideas.  Even though this gamble did not prove as successful as the producers had hoped, 

the Bond films of the seventies provided good documentation of film trends during this decade 

through their utilization of these plot points in Live and Let Die, The Man with the Golden Gun, and 

Moonraker.  The blockbuster movie trend did not slow down and continued on into the 1980s.  

Another new trend emerged in this next decade, however, one that the Bond producers knew a lot 

about—the series and sequel. 
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 James Bond appeared in five films in the 1980s, For Your Eyes Only (1981), Octopussy 

(1983), A View to a Kill (1985), The Living Daylights (1987), and Licence to Kill (1989).  These 

films adhered to the Bond formula of reflecting contemporary issues in the world, but they did not 

piggyback on the themes of their contemporary counterparts like the films of the seventies.  The 

idea of series and sequels gained popularity in the film industry during this decade.  The Bond series 

was nearly twenty years old at the start of the eighties, and it had a head start over all of the new 

series of the decade such as Star Wars, Halloween, Indiana Jones, and Rambo.  These new, 

serialized blockbuster films had larger production budgets than their predecessors and even larger 

box office returns.  The first Bond film of the decade, 1981’s For Your Eye’s Only, marked the 

twelfth film in the Bond catalog.  Bond attempted to compete with these new films, and the first 

four films from this decade ranked #8, #6, #13, and #19 in their respective years, showing a 

downward trend in the series’ popularity.3  Bond producers tried to counter this downturn by once 

again trying to piggyback on contemporary films and TV shows with their last film of the 1980s, 

Licence to Kill (1989).  This installment endeavored to appeal to an already established audience by 

mimicking elements of Miami Vice and Lethal Weapon (1987).  As with their previous attempts to 

copy other moving image products, Licence to Kill (1989) did not garner the critical and financial 

success that the producers hoped for.  The film ranked #36 in 1989, the lowest out of the five 

released that decade.  

Film technology evolved alongside changes in the film industry throughout the Bond series 

as well.  The birth of television in the 1950s drew movie-going audiences away from theatres and 

kept them at home.  Starting in the sixties, the film industry strived to regain the audience that it had 

lost to TV.  Filmmakers and studios wanted to provide audiences at movie theatres with 

opportunities to witness things that they could not see at home on the television such as widescreen 



 

 30 

film formats and color movies.  The Bond filmmakers utilized the industry norm when it came to 

film—35mm—but they also incorporated new technologies such as color film.  Black-and-white 

films started to decline in the mid-1960s as color film technology became more affordable.  In his 

article entitled “Coming to Terms with Color,” published in Film Quarterly in 1966, William 

Johnson wrote that “if theatre managers are to be believed, a majority of moviegoers in America 

today look upon color as a decorative wrapping that adds pleasure to any film.”4  The Bond 

producers utilized color film from the beginning in order to give the series this added appeal to 

audiences, and in turn, the films reflected this industry shift in technology.   

Bond director Terence Young joined in on another burgeoning trend in the film industry for 

the fourth film in the Bond series, Thunderball in 1964—he utilized an anamorphic lens for the first 

time in the series.5  Before Thunderball, the Bond films employed the standard American and 

European widescreen aspect ratios of film projection by using spherical lenses to capture the world 

of Bond.  In his book How to Read a Film, James Monaco explains that, “while filmmakers had 

experimented with widescreen systems for many years, it was the economic threat that television 

posed in the early fifties that finally made widescreen ratios common.”6  This choice to utilize the 

standard widescreen ratio by Bond’s directors further reflected the impact of TV on the film 

industry, and also the popularity of this change in the fifties and sixties.  Filmmakers of the 1960s 

had a desire for a wider, more attractive film projection technique though.  Panavision, a motion 

picture equipment company, found an answer to this desire and marketed a new means of filming—

the Auto Panatar anamorphic camera lens.  Panavision’s anamorphic lens differed from its 

competitors in that it allowed for close-up shots that appeared on screen without any distortion, 

unlike Twentieth Century Fox’s CinemaScope.7  Starting with Thunderball, the Bond series turned 

to this new technology.8  Panavision’s anamorphic lens, which cost more than the normal spherical 
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lens, also allowed for a larger projection of the final film product.  Spherical lenses captured images 

without stretching any part of the image on film, but this resulted in the appearance of black bars 

above the image and below the image during projection; these bars wasted 36 percent of the film 

frame.9  With the new anamorphic lens, filmmakers did away with this wasted space.  The camera 

lens captured an image by stretching it vertically on the film, and a different, complementary lens 

stretched each film frame horizontally during projection.  The resulting image appeared at the right 

size, un-stretched, and larger than those captured with spherical lenses.   

Filmmakers attempted to project even larger film images for a brief period in the 1970s and 

1980s, making ‘blown up’ 70mm copies of their 35mm films.  This trend developed after IMAX 

made a permanent impact on the film industry with the creation of its large-format movie filming 

and projection system in the 1970s.  Lewis Gilbert, the director of Moonraker (1979), chose to 

create a 70mm version of his film to appeal to this craze.  This ‘blown up’ version only slightly 

increased the image quality of the film, but not as much as if the images had originally been 

captured on more expensive 70mm film instead of 35mm.  Director John Glen applied this 

technique to his film Octopussy (1983) four years later.  According to Monaco, in addition to the 

larger image, “the main advantage of releasing in 70mm was the more elaborate stereophonic 

soundtrack that stock allow[ed].”10  When it came to sound in the Bond films, the first nine utilized 

monophonic sound projection, matching the norm for the industry during this time period.  In the 

1970s, however, stereophonic sound grew in popularity, reliability, and affordability, so the Bond 

series made a switch to Dolby stereo sound for the remainder of the films in the series. 

The Bond series stayed at the forefront of trends, and Bond cinematographers even made 

some significant advances themselves when it came to filming techniques.  In On Her Majesty’s 

Secret Service (1969), cinematographer John Jordan and helicopter pilot John Crewdson conceived 
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of a new method of aerial photography.  In a documentary short showcasing this new technology in 

On Her Majesty’s Secret Service (1969), Jordan discusses his reasoning for the new technique: 

I’ve always been interested in suspending cameras instead of shooting from inside a 

plane because normal aerial photography has several limitations.  John Crewdson 

and I have come up with what I suppose must be the ultimate in camera suspension.  

We’ve constructed a ring around the bottom of the plane, and I, with my camera, 

hang 18ft below in a parachute harness.  We can do things from it that you can’t do 

in a normal aerial situation: we can shoot up without getting the plane’s rudder in 

the shot; we can shoot fully vertical or straight down; we can shoot from the stern 

or pan 360 degrees, which you can’t do in any other aircraft because you always get 

the tail section of the cabin in the shot…11 

This new filming technique played a pivotal role in capturing many of the skiing scenes in OHMSS.  

Instead of just reflecting the current advances in film technology, Jordan and Crewdson pioneered 

new technology. 

The Bond series took a six-year break from 1989 to 1995.  Throughout the twenty-seven 

years and sixteen Cold War period Bond films from 1962 to 1989, the Bond films really 

experienced only one major advancement in film technology—the emergence of the anamorphic 

lens.  Advances had been made in digital effects, but not to the extent of those made when the series 

returned in 1995.  The seven Bond films that followed this hiatus marked a return to the trademark 

formula of the more successful films in the series, and they also reflected the massive changes in 

film technology such as the widespread incorporation of computers into filmmaking.  The use of 

computer-generated imagery (CGI) and digital intermediates—the process of digitizing film, then 

using a computer to make visual effects enhancements such as color correction, and then reprinting 

the digital video back onto film—became prolific as these technologies became more affordable.  

Always one to be at the forefront of trends in the industry, the Bond series started to incorporate 

these new advances into their films starting with GoldenEye in 1995. 
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 Producers Barbara Broccoli and Michael G. Wilson decided that new technology needed to 

play a role when it came to the production of GoldenEye, the seventeenth Bond film.  Visual effects 

coordinator Mara Bryan wanted to utilize traditional special effects and new computer generated 

special effects for the film.  She said that the team “employed almost every known technique, old 

and new,”12 in this installment of the series.  Bryan utilized CGI during one of the last scenes of the 

film—the climax of Bond’s mission to stop villain Alec Trevelyan from releasing an EMP that 

would allow him access to the Bank of England.  In the scene, Bond fights Trevelyan on top of a 

satellite dish in Cuba.  In reality, the crews filmed the satellite at the National Astronomy and 

Ionosphere Center, also known as the Arecibo Observatory, in Puerto Rico.  Miniature effects 

supervisor Derek Meddings had to construct a miniature copy of the satellite back at the studio in 

London in order to create all of the scenes that the producers and director wanted to shoot on the 

satellite.  He described his work on the set for this last fight scene in the film: 

The last part of the film actually takes place on this dish and we’ve got to do things that 

you’d never be able to do at the real thing.  For a start, [the dish] has to be flooded and I 

don’t think they’d be too happy if we tried flooding the real one.  It also collapses after 

getting blown to pieces.13 

The final version of this scene combined shots of the actual satellite in Puerto Rico, shots of the 

miniature version of the satellite, and CGI—the first scene of this kind in any Bond film.  Visual 

effects had long been in use in the film industry and the Bond series too, but not to this extent.  The 

Academy of Motion Picture Arts and Sciences gave out the first Academy Award for visual effects 

in 1977 to Star Wars, and Bond did not follow far behind in this department, receiving a nomination 

for best special effects just two years later for 1979’s Moonraker.  The use of special effects grew 

slowly throughout the 1980s, but in the 1990s, even more films turned to the use of effects such as 
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CGI for certain scenes.  In the end, GoldenEye utilized 150 digital-effects shots,14 and producers felt 

that this new addition to the Bond films catapulted the series into the new digital era. 

 The amount of digital effects continued to rise throughout the next three Bond films in the 

series and throughout the industry as a whole in the 1990s and 2000s.  2002’s Die Another Day 

employed around 500 digital shots in the final version of the film, a large amount when compared to 

the 150 shots in GoldenEye just seven years earlier.  Mara Bryan, who served as visual effects 

supervisor on both of these films, discussed that not only did Die Another Day have more digital 

shots than GoldenEye, but these shots also included more complex elements than those in the earlier 

movie, taking even more time to produce.15  Lee Tamahori had reservations about the prolific use of 

these digital shots and entirely digital scenes: 

Bond movies are legendary for real action, real stunts, so it was nerve-wracking for them to 

go into this new digital world.  It was nerve-wracking for me too, because it’s the first time 

it’s been tried, and, should it fail, it’s my head on the block…  But my argument is that 

[CGI] is just another tool and you’ll have to embrace it sooner or later, or you’ll be 

overtaken by other action movies.16 

The years leading up to the release of this Bond installment saw the production of more and more 

action-adventure films similar to the Bond series.  In addition to this competition within Bond’s 

genre, 2002 alone saw the release of Spider-Man, The Lord of the Rings: The Two Towers, Star 

Wars: Episode II – Attack of the Clones, Harry Potter and the Chamber of Secrets, Men in Black II, 

and The Bourne Identity to name just a few of the films that year that employed these new advances 

in digital effects and technology.  Bond not only stayed relevant forty years after its debut by 

keeping abreast of these changes in industry and adapting to the new methods used to create films, 

but it continued to reflect the way the film industry evolved as a whole.   
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 Die Another Day utilized another technology, the relatively new process of the digital 

intermediate (DI).  Employed for the first time in 1999’s Pleasantville, the digital intermediate 

process “mark[ed] an important extension of the digitization of cinema,”17 according to John Belton, 

a professor of English and film at Rutgers University.  The addition of the digital intermediate 

process to the repertoire of digital film technology only furthered what seemed to be the ongoing 

progress towards the complete digitization of film.  This DI process allowed filmmakers, including 

Bond’s filmmakers, to more easily make color corrections, adjust issues with timing, and 

incorporate digital effects into a movie.  In a 2008 article by Belton in Film Quarterly, he joked that, 

“in the old days, filmmakers used to say they would ‘fix it in post-[production].’  Now with DI, they 

tend to say they’ll ‘make it in post-[production].’”18  Director Lee Tamahori would most likely 

agree with this when it came to Die Another Day.  In one particular scene, James Bond kite surfs on 

a wave created by a falling ice cliff destroyed by the Icarus satellite.  In reality, this scene never 

happened.  As Tamahori put it, “it only exist[ed] on the computer.”19  Bryan and her visual effects 

team composed this scene in its entirety with CGI.  They utilized the new digital intermediate 

process to edit it seamlessly into the film.  The next three films in the series, Casino Royale (2006), 

Quantum of Solace (2008), and Skyfall (2012) would continue to use this digital intermediate 

process, but Skyfall used it in quite a different way.   

Until 2012’s Skyfall, the Bond series adhered to the industry standard and captured each 

film in the series on 35mm film.  This latest installment in the series, however, reflected the industry 

shift towards utilizing digital cameras to record movies.  Capturing an entire film on digital video 

did not produce the same quality of picture in comparison to 35mm prints of the final version of a 

film until recently; digital videos had half the resolution of their 35mm counterparts.  According to 

Monaco, “only since 2007 has an affordable so-called 4K cinema camera been available,”20 one 
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with resolution comparable to 35mm film.  This problem of resolution might have been solved in 

2007, but another problem vexed filmmakers who chose to utilize these new cameras—projection.   

Movie theatres the world over had projected 35mm films on 35mm film projectors for 

decades.  The theatres had no way of projecting digital films on their old projectors even though 

filmmakers had the technology to make entirely digital films.  To curtail this issue, filmmakers 

created 35mm versions of their films from the final digital versions utilizing the DI process.  Until 

theatres could be equipped with digital projectors—a costly endeavor— filmmakers would continue 

to do this.  In Monaco’s 2009 book How to Read a Film, he speculated that “with more than 38,000 

screens (and their accompanying projectors) in the U.S. alone the investment to replace film 

projectors makes little economic sense,”21 but the film industry found a way to enact this change.  

By mid-2011, nearly fifty percent of projectors in America and 52 percent in Europe had 

been swapped out for new, digital projectors.22  To help the transition from 35mm to digital 

projection in the 2000s, various film studios began to subsidize the purchase of digital projectors for 

theatres with a Virtual Print Fee agreement.  Belton discussed this advancement in conversion to 

digital projection in a 2012 article in Film History.  He attributed the large growth during this time 

period to the fact that Twentieth Century Fox advised theatres “to convert to digital as soon as 

possible because within two years, it would no longer supply [theatres] with 35mm prints and would 

cease paying Virtual Print Fees.”23  The conversion that Monaco found so expensive and 

overwhelming in 2009 actually came to pass just two years later thanks to this subsidy by studios.  

In this same article, Belton speculated that by 2015, even if a movie is shot on film, it will most 

likely be distributed in a digital format; 35mm projectors at the movie theatre will become 

obsolete.24  Director Sam Mendes captured 2012’s Skyfall entirely on digital cameras, but he 

distributed the film in 35mm, 70mm for IMAX, and also in a digital format.  Examining these 
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external, filmic elements of the Bond series as a reflection of the contemporary time in which they 

were made, the distribution of Skyfall in these various formats reflected this transition period in the 

film industry and film projection technology.  The next installment in the series—Bond 24—is 

slated for release in the fall of 2015, and it will provide more information to add to this ongoing 

story about the digitization of cinema that the first twenty-three films offer.   

The history of the film industry and the evolution of film technology is just the external part 

of the story of Bond, and the series reflects many more advances than those discussed above.  The 

Bond filmmakers adhered to trends in the film industry and film technology, staying on the 

forefront of these advances, which reflected the intent of the series to appeal to the popular audience.  

They did this by incorporating advances such as the utilization of color film, anamorphic lenses, and 

digital special effects.  Even though the series may not have pioneered these new advances, they 

incorporated them quickly into their filmmaking process.  The utilization of the elements discussed 

above reflected the contemporary trends and state of the film industry at various time periods over a 

fifty-year time span.  The information offered on these subjects by the series is multiplied ten fold 

when it comes to the history reflected in the internal elements of the Bond series.  Now that the 

groundwork has been laid for the physical evolution of the series, a study of these internal elements 

is possible. 
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CHAPTER 3 

THE COLD WAR YEARS: 

1962-1989 

 

 

 

 

 

 

 

 

 

 

 

 

 

 Sixteen out of the twenty-three Bond films premiered during the Cold War, reflecting 

nearly thirty years of contemporary history.  The Bond producers utilized the Cold War as not only 

a backdrop to the Bond films, but they also incorporated it into the storyline of each installment 

during this time period.  From the debut of Dr. No in 1962 to Timothy Dalton’s second and final 

appearance as Bond in Licence to Kill (1989), the Cold War played a prominent role in the plot of 

almost every Bond film.  Throughout these years, the series captured on film certain aspects of the 

current, contemporary struggles between the Western world and the Soviet Union from a Western 

perspective.  Although many different villains and world threats graced the screen, they all had one 

thing in common; they showcased a world in turmoil over the struggle for power between 

communism and capitalism.  The Western world knew their enemy when it came to the Cold War, 

and so did Bond.   
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The series reflected issues such as the nuclear arms buildup, mutual assured destruction, the 

space race, détente, and, most obviously, espionage.  The films captured snapshots of not only the 

war, but also contemporary life with every premiere.  The different elements of the framework and 

formula of the films played a pivotal role in showcasing these various aspects of life throughout 

twenty-seven years.  The Bond films offered something unique in their reflection of history too, 

something that Robert A. Rosenstone discusses in his book History on Film/Film on History: 

Film shows history as process.  The world on screen brings together things that, for 

analytical purposes, written history often splits apart.  Economics, politics, race, class, and 

gender come together in the lives of individuals and groups.  This makes history like life 

itself, a process of changing relationships where political and social questions are 

interwoven.1 

In Bond, like Rosenstone mentions, political and social issues are combined on screen to create a 

fluid portrayal of life in different years, and as the years go by in the series, one can examine change 

over time as it relates to these various political and social topics surrounding the Cold War.  

Through James Bond’s interactions with everyone and everything around him, audiences are 

exposed to all that Rosenstone mentions: economics, politics, race, class and gender.  The Bond 

series had a very strong focus during this time on the Cold War and various Cold War issues.  By 

examining these different issues individually as they occur throughout the films, and the way the 

Bond filmmakers interpreted these issues, one can see how the Bond series reflected contemporary 

history during this time period.  Each new installment, in turn, served as new documentation of the 

year in which it was made, adding up to sixteen films created throughout the Cold War time period.   

 

ENTERTAINMENT AND THE COLD WAR 

 Cubby Broccoli and Harry Saltzman created the Bond films with the intention of the series 

being solely entertainment devoid of overt political ideas.  The fact remained, however, that they 
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created the films in Great Britain, a country of Western, capitalistic ideology.  Western politics 

seeped into each of the Bond films despite the producers’ plans, and on reflection, may have set the 

series up for the great success it experienced due to the mass appeal of these ideals to a Western 

audience.  Rosenstone examines this idea of director or filmmaker intent: 

Filmmakers create films, not theories about film, let alone theories about history, which 

means it is to their finished products rather than their stated intentions that we usually must 

go to understand the historical thinking we find on screen.2  

It is these finished products—the Bond series as a whole—that reflect the politics of the time 

through their representation in the various characters, threats, and plot points portrayed on screen.  It 

is these elements that carry the historical information that makes the series an important document.   

The Cold War served as both a backdrop and major plot device in the Bond films during 

this time period.  The war ebbed and flowed through periods of heightened activity and periods of 

idleness, and the plots of the Bond films echoed this pattern.  The relatable scenarios of each film 

drew large audiences who liked what they saw on screen and continued to return for more.  The 

films played off of the general fears of their Western audience as they pertained to the Cold War—

fears of communist ideals infiltrating and affecting everyday life in the West, and the fear of nuclear 

war.  The producers utilized these fears as engaging plot points in each film.  The United States, 

Great Britain, and other like-minded members of the Western world knew their enemy, but knowing 

when or if conflict would arise proved a difficult task.  The Bond films took advantage of this 

uncertainty by creating realistic scenarios in each film that reflected potential issues that could arise 

in the world outside of Bond.  

Unlike previous wars such as World War I and World War II, where direct military 

campaigns and combat between two sides decided the outcome, the Cold War became a series of 

races and proxy wars where, even though one side might have clearly won in these small battles, the 
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overall outcome remained unknown and at times alarming.3  The scope of the theatre of the Cold 

War allowed the Bond series to not only explore many topics, but it also gave the films the ability to 

utilize many film locations in the Cold War installments.  The war served as a very broad base upon 

which to build the Bond stories while at the same time supplying ideas for the storyline in each film; 

the war provided fodder for the sixteen Bond films that debuted during this period. 

The Bond series removed ambiguity about who would be victorious in conflicts, and clearly 

pitted Great Britain and the Western world in the winners ring installment after installment.  Bond 

comforted audiences by making communism slightly less fearsome by assuring Western victory, 

and making the communist enemy in each film seem incompetent when matched against the likes of 

Bond.  A scholar of literature, Allene Phy-Olsen, observed that in Ian Fleming’s novels, “the Bond 

stories were splendid camp, and their exaggerations made many feel that the Soviets were more 

buffoons than threats,”4 and her observation can carry over to the films as well.  The villains in most 

of these films are plagued by a physical deformity or perceived perversion at the time, making them 

both menacing and inhuman at the same time.  This device allowed audiences to dissociate 

themselves from the villains and distance the audience’s reality from the villain’s fictional threat.  

These very visual and detectable imperfections dehumanized the villains while adding to the 

entertainment value of the films. 

This pattern with the villains started in the very first film, Dr. No (1962).  Bond faces Dr. 

Julius No who has a claw for one of his hands in this film, and the audience cannot relate to Dr. No 

because of this visible, monstrous deformity.  The formula continues in the next installment, From 

Russia with Love (1963).  Defected Soviet SMERSH agent Rosa Klebb makes advances at KGB 

agent Tatiana Romanova, alluding to the fact that Klebb was a lesbian.  Klebb’s ‘imperfection,’ 

albeit not a physical deformity, reflected the ongoing debate about homosexuality in the 1960s.  The 
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movement for gay rights started to stir during the first half of this decade, but did not really gain 

momentum until 1969.5  During this time period, the medical community viewed homosexuality as 

an illness,6 and characters with homosexual tendencies generally took on the role of a villain or 

misfit in films, Klebb being a prime example of this.7  Goldfinger (1964) returned to a villain 

marked by a physical oddity—Oddjob, who had superhuman strength but lacked the ability to speak 

full sentences.  Some more examples of this pattern occur in Thunderball (1965) in which villain 

Emilio Largo wears a mysterious eye patch; The Man with the Golden Gun (1974), in which 

Francisco Scaramanga has a third nipple; and The Spy Who Loved Me (1977) and Moonraker (1979), 

which both feature the villain Jaws who has jaws of steel that are able to crush or chew through 

anything.  In each instance, the exaggerated deformities or perverse characteristics of these villains 

provided an entertaining and sometimes-comical outlet for the audience, detracting from real fears 

about the real-life Cold War.   

The actions of the various villains throughout many of the Cold War installments of the 

series propelled the portrayal of the villains as “buffoons” with every defeat they experienced at the 

hands of agent 007.  SPECTRE agents repeatedly attempted to lure Bond into traps to facilitate his 

demise for killing their agent Dr. No, but the organization never succeeded in From Russia with 

Love.  They continued to pursue their mission of getting rid of Bond throughout many of the early 

films, and Bond continued to diminish the integrity of the organization with every failed attempt to 

kill him.  SPECTRE, although not overtly from one specific country, bore an unmistakable 

resemblance to the Soviet Union.  Bond’s defeat of the organization served as reassurance that 

Great Britain and the West would remain victorious in the ongoing struggle against the communist 

world.  The various entertainment choices that the Bond producers made such as inept villains with 

physical deformities only served to enhance the image of the West and diminish the image of the 
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communist East.  The Cold War and Cold War politics snuck into each of these first sixteen Bond 

films in a manner palatable to the viewing audiences by maintaining this strong Western perspective.   

 

ESPIONAGE AND INTELLIGENCE 

The Bond film series revolved around espionage with Bond being one of the world’s 

leading spies.  This opened up both the character of Bond and the stories in each film to a world of 

possibilities when it came to interpreting and reflecting Cold War issues on screen.  All of Bond’s 

victories over Cold War combatants would not be possible without the backing of the British Secret 

Service and without espionage in general—a practice that blossomed during the Cold War.8  The 

backdrop of this Cold War espionage provided a way for the audience to see into the camps of 

Bond’s—and therefore the West’s—enemies, and in turn provided a platform upon which to reflect 

the current state of affairs with regards to the Soviet Union in each film during this time period.  As 

British secret agent 007, licensed to kill, Bond had the freedom to travel the entire globe chasing his 

mission and his enemies, thus exploring how the Cold War touched nearly every continent.  

Fleming’s focus of espionage in his novels became an important part of the framework of the Bond 

series by creating a vehicle through which to view various Cold War powers.  His use of secret 

agents and spying as an important plot device translated seamlessly to the big screen.   

Three three-letter acronyms related to intelligence became well known during the Cold 

War: CIA, MI6, and KGB.  These three intelligence organizations played a central role for the 

United States, Great Britain, and the Soviet Union during this time period in both the world inside 

of Bond and the world outside of Bond.  In the United States, organized intelligence and espionage 

only came about during World War II with the creation of the Office of Strategic Services in 1942; 

this organization became the Central Intelligence Agency (CIA) in 1947.9  England’s intelligence 
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organization had earlier roots, starting with the creation of the Secret Service Bureau in 1909, which 

became MI6 in 1916 during World War I.10  The KGB dated back to the creation of the Department 

of State Police by Tsar Nicholas II in Russia in 1880, and only became known as the KGB in 

1954.11  Although spying has been referred to as “the second-oldest profession,”12 it became 

especially prolific and took on an entirely new appearance during the Cold War.  The Bond series 

utilized all three of these intelligence organizations in the films to reflect the prevalence of 

espionage throughout this time period.  MI6 and the CIA defeated enemies resembling the KGB in 

many of the Bond films during the Cold War, strengthening the Western perspective portrayed in 

the films.   

Certain films in the series such as On Her Majesty’s Secret Service (1969), The Spy Who 

Loved Me (1977), For Your Eyes Only (1981), and The Living Daylights (1987) provide good 

examples of how MI6 operated in the world of Bond throughout the Cold War.  1963’s From Russia 

with Love, however, reflected the most information about espionage during the early period of the 

Cold War.  Bond is after a device called a Lektor decoder in this film.  This decoder would allow 

Great Britain to intercept and decrypt top-secret Soviet transmissions.  SPECTRE, now keeping tabs 

on Bond’s movements, deploys assassin Donald “Red” Grant to track Bond and kill him once Bond 

gets the Lektor decoder from Tatiana Romanova, a KGB corporal who is unknowingly working for 

SPECTRE.  In the opening scene of the film, the audience has the chance to witness Grant training 

to kill Bond.  This scene also allows them to see a whole group of SPECTRE operatives in training; 

these operatives obey their commander’s orders without hesitation.  The SPECTRE agents in this 

film, and throughout all of the early Bond films, have an uncompromising ability to follow orders 

without a second thought; operatives who resemble the KGB in the later films also do the same.   
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The actions of the enemy agents in the Bond films help to set them apart from 007.  Bond is 

a spy who acts on instinct instead of solely on orders.  These opposing mentalities somewhat 

mirrored the difference in ideology between capitalism and communism.  As Paul G. Pierpaoli, Jr. 

described in his “Overview of the Cold War,” “the idea of individual initiative was alien [in 

communistic governments].  Instead, the emphasis was on collective collaboration among the 

population,”13 in countries such as the Soviet Union.  This dichotomy between individual and 

collective thinking may have been intended for political and economic ideology, but these 

mentalities are reflected in the actions of Bond and his enemy agent counterparts.  Bond, more often 

than not, does not heed his orders and he goes on to achieve success on his missions in his own way.  

He does not compromise the integrity of his mission or the integrity of the agency he represents, he 

only means to be successful.  The enemy agents that Bond encounters do not think for themselves, 

and in most instances, have only one main goal when it comes to their mission—follow orders.  

Unfortunately for these agents, this type of thinking never prevailed, and Bond—the representative 

of the Western world and Western thought—is victorious in every film. 

From Russia with Love reflected the emphasis on the use of espionage by both the capitalist 

West and the communist East to ascertain intelligence about the affairs of the opposing side 

throughout the war.  In the film, Kronsteen, a Czechoslovakian chess player and member of 

SPECTRE, remarks to his superior that the British “couldn’t possibly pass up even the slightest 

chance of getting their hands on a Lektor decoder.  They have wanted one for years.”14  The decoder 

would allow Great Britain, and therefore the West, to decipher transmissions containing Soviet plots 

and plans.  This would give the West an advantage over their enemy.  In the world outside of Bond, 

everyone played a constant guessing game in sizing up the abilities of the two sides during the Cold 

War, and spies played a key role in providing information that influenced the decisions of the Soviet 
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Union, Great Britain, and the United States.15  The film also depicts the widespread knowledge that 

either side had of the intelligence operations going on in their counterpart’s camps.   

When Bond is in Istanbul, he meets with Kerim Bey, the head of British intelligence in the 

region.  The relationship between the KGB and MI6 in the film becomes clear to Bond on his way 

to Kerim Bey’s hideout in Turkey.  Kerim Bey later explains it to Bond: 

Bond: I suppose it is customary to have people trailing you in these parts. 

Chauffeur: Oh, yes, sir.  Today it’s Citreon H-3-1-8-4 on duty.  They are Bulgarians 

working for the Russians.  They follow us, we follow them.  It’s a sort of understanding we 

have. 

Bond: That’s very friendly. 

(Later on, Kerim Bey explains this to Bond) 

Kerim Bey: You are in the Balkans now, Mr. Bond. The game with the Russians is played 

a little differently here. In the day-to-day routine matters we don't make it too difficult to 

keep a tab on each other.16 

Just as the KGB and the British secret service kept tabs on each other in the films, the CIA, MI6, 

and KGB did the same in the world outside of Bond by attempting to tap into phone calls and 

intercept transmissions to gain intelligence.17  The Cold War did not consist of open, direct combat 

between the two sides, so mind games such as those Bond plays to gain intelligence filled the 

everyday job tasks of those working for intelligence organizations.18  Bond reflected on the silver 

screen how the East and West wanted to be one step ahead of their enemy in the real world.  He 

continued to play these spy games and battle enemies representing or reflecting certain aspects of 

the KGB in the remaining Cold War installments except 1989’s Licence to Kill.   

Although espionage plays a part in Licence to Kill (1989), Bond’s actions are not sanctioned 

by Great Britain in this film.  This major plot point alluded to the fact that the Cold War had started 

to wind down during this time period, and a KGB presence as strong as those in earlier movies no 

longer existed—Bond did not have a Cold War threat to pursue.  This film is quite an aberration 
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from the rest in that Bond actually loses his 00 status and his affiliation with MI6.  Instead, Bond 

goes on a revenge mission to find those who severely injured his CIA counterpart Felix Leiter and 

murdered Leiter’s new bride after their wedding in Florida.  Bond discovers that Latin American 

drug lords are behind the attack, and he sets out to avenge his friends.  Bond’s role as an 

international super spy in the previous fifteen films falls to the wayside and he becomes a sort of 

vigilante in this installment.  He now resembles the rogue agents he pursued on so many missions 

before.  As the Soviet Union started to lose its grip on Poland, Czechoslovakia, Hungary, Bulgaria, 

Romania, and East Germany throughout the revolutions of 1989, the Bond series appeared to have 

lost its way at the same time with this sixteenth installment that year.  Communist rule appeared to 

be coming to an end, and the covert operations that ruled Bond’s plotline for the first fifteen films 

did not apply anymore.  The Western world no longer feared the imminent threat that the Soviet 

Union posed—a very real threat that they had felt for nearly thirty years—so the Soviet Union 

disappeared altogether in this installment.  The enemy that threatened everyday life in the real world 

and everyday life in Bond’s world waned in power and started to fade into the background.  With 

the Eastern bloc in disarray, and without anyone to spy on, what would Bond do?  Licence to Kill 

attempted to answer that question by sending Bond on a new mission unrelated to the Soviet Union 

and ending the overt Cold War themes that had been prevalent in the Bond series from the 

beginning.   

The central focus of espionage and intelligence allowed the Bond films to reflect more than 

just the operations of MI6, the CIA, and the KGB; this focus gave world audiences an entrée into 

the many theatres of the Cold War.  In the first sixteen films, Bond visits almost thirty unique 

countries and locations including: Afghanistan, the Albanian Coast, Austria, The Bahamas, Brazil, 

Czechoslovakia, Egypt, France, Greece, Gibraltar, Hong Kong, Italy, Jamaica, Japan, Latin America, 
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Lebanon, Macau, Mexico, Morocco, The Netherlands, Norway, Portugal, Russia, Spain, 

Switzerland, Tangier, The United States, and Yugoslavia.19  There are other undisclosed locations of 

secret hideouts that represent parts of the world off limits to the West during the Cold War period in 

these films.  Francisco Scaramanga, for example, lived on an island located off the coast of China in 

Chinese territorial waters in The Man with the Golden Gun (1974)—somewhere the Bond crew 

could not film during this time.  Instead, they chose to use the island of Khao Phing Kan in the 

Phang Nga Bay in Thailand as the fictional Chinese island housing Scaramanga.20  Using this 

location still showed a part of the world similar to what the Chinese island might have looked like, 

but at a safe distance from real China.  Bond crews did not have the same freedom that 007 had to 

enter into countries that did not welcome him such as China and the Soviet Union.  The producers 

attempted to factor in the locations of the many proxy wars going on during this time period into the 

series, but they ran into the obstacle of access to these locations.  They made every effort to film on 

location if possible, but when they could not, they found a comparable part of the world.21  Bond’s 

job as an international super spy required him to travel wherever requested of him, however, so 

whether it be the real location or one meant to double as another country, audiences followed his 

movements from the comfort of their theatre seat. 

 

THE NUCLEAR ARMS BUILD UP, MUTUAL ASSURED DESTRUCTION, AND DÉTENTE 

 A very real military threat loomed over the world throughout the Cold War, and this threat 

influenced the plot of every Bond film throughout this time period.  The nuclear arms buildup, the 

fear of mutual assured destruction, the period of détente and the subsequent end all played a very 

major part in the series, and the films reflected the contemporary state of the world as it pertained to 

these topics.  Life changed permanently after the United States dropped the atomic bomb on 
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Hiroshima and Nagasaki to bring World War II to an end.22  The development of this technology 

and the creation of nuclear weaponry altered every aspect of humanity and “redefined the execution 

of war itself.”23  Governments the world over clamored for the knowledge of how to create nuclear 

weapons.  In the Soviet Union, as Martin V. Melosi discusses in his book Atomic Age America, 

“Stalin wanted his own bomb, not only because it was a powerful weapon, but also because it would 

influence the balance of power and symbolized international status for his country.”24  With the 

successful detonation of a nuclear bomb in the Soviet Union in August of 1949, the race for nuclear 

supremacy between this communist power and the United States began.25   

Nuclear weapons played a large part in defining the Cold War, and in turn, they defined the 

Bond films.26 The United States and the Soviet Union led the pack in nuclear development, but 

found amassing nuclear weapons to be a costly endeavor both financially and politically.27  The two 

world powers attempted to reach agreement after agreement to limit not only the production and 

stockpiling of the weapons, but also to limit their impact should they be used.28  It became evident 

that if one country attacked the other, the damage to both sides would be catastrophic. People feared 

the day that nuclear missiles would destroy the world, and this threat of mutual assured destruction 

persisted until the end of the war.  Periods of peace such as détente did not prevail as the two 

powers continued to disapprove of the others’ actions.29  From the time the Bond series started in 

1962 to the end of the war in 1991, the United States saw seven Presidents pass through the oval 

office, eight Prime Ministers head up the government of the United Kingdom, and three key figures 

lead the communist party in the Soviet Union—Khrushchev, Brezhnev, and Gorbachev.  Conflict, 

issues, discussions, and treaties underlined all of these leaders’ time in office, and the Bond series 

reflected and in turn documented these issues on film.   
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 Starting with the first film, Dr. No in 1962, the Bond villains and their threats throughout 

the sixteen Cold War installments mirrored the contemporary issues regarding the threat of nuclear 

war during this time period.  Many of these films revolved around Bond trying to stop events that 

would put a nuclear attack in motion—events induced by warmongering, megalomaniacal villains.  

In Dr. No (1962), Dr. Julius No, a SPECTRE agent, lives on an island near Jamaica called Crab Key 

where he has built a nuclear reactor.  SPECTRE is a global terrorist organization and organized 

crime ring bent on world domination and bringing around the early demise of those who try to stop 

them in their endeavors; the name SPECTRE stands for Special Executive for Counter-intelligence, 

Terrorism, Revenge and Extortion.  Dr. No and SPECTRE plan on using his island to interfere with 

the Project Mercury mission and the launch of U.S. rockets from Cape Canaveral.  Bond travels to 

Jamaica and works with his American allies to investigate the death John Strangways, his fellow 

agent.  Strangways and the CIA had been working together to track down what seemed to be a radio 

signal coming from Crab Key that blocked previous U.S. launches.  This first film introduces not 

only Bond, but also the character of Felix Leiter, a CIA agent who works with Bond on various 

occasions throughout the series.  Bond’s successful defeat of Dr. No solidified the friendship 

between Leiter and Bond.  This partnership between the CIA and MI6 aligns these two nations in 

their efforts to combat this interference with rocket launches, and it also reflects the real-life alliance 

between the United States and Great Britain throughout the Cold War.   

When it comes to the threat in this first Bond film, Dr. No and SPECTRE have developed 

an atomic-powered radio beam that is able to interfere with rocket launches, and one can infer that 

there is also a fear that the beam could interfere with missile launches too.  The purpose of Dr. No’s 

atomic-powered radio beam is similar to that of the contemporary anti-ballistic missile systems that 

both the Soviet Union and the United States developed during the 1950s and 60s.30  With the 
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stockpile of missiles that both countries possessed, the two powers turned to the development of 

these systems to counter incoming enemy attacks.  Hindering the ability of one’s enemy to have 

effective missile launches, or in the case of Dr. No, to have effective rocket launches into space, 

played off of contemporary ideas about these defense systems in the 1960s.31  SPECTRE’s own 

weapons development becomes their downfall in the film, and Dr. No’s nuclear reactor that powers 

the radio beam is the source of his demise.  The thought that an organization’s own weapon could 

turn out to be its undoing played into the idea of mutual assured destruction that took hold during 

this time period.32  Dr. No, with its focus on an enemy resembling the Soviet Union and its 

contemporary threat, set the tone for all of the films that would follow.  

 By the time the fourth installment in the series, Thunderball, premiered in 1965, the world 

had already experienced the Cuban Missile Crisis, and the United States, Soviet Union, and Great 

Britain started to take steps towards limitations concerning nuclear arms.  In 1963, the three powers 

signed a Partial Test Ban Treaty, preventing the testing of nuclear weapons in the atmosphere, 

underwater, or in outer space, a now viable realm to consider given that both the Soviets and the 

Americans had successfully sent manned missions into space in 1961.33  In Thunderball the nuclear 

threat occurs underwater as SPECTRE threatens NATO with stolen nuclear bombs.  The North 

Atlantic Treaty Organization, or NATO, formed in 1949, brought various countries together in 

alliance to combat the perceived threat of their Soviet enemy.34  SPECTRE’s attack on NATO in the 

film further adds to the criminal organization’s allusions to the Soviet Union.  The film inextricably 

links Great Britain and the United States again, much in the same way Felix Leiter and Bond’s 

partnership is formed in Dr. No.  At a SPECTRE organization meeting, villain Emilio Largo reveals 

his plan to steal two thermonuclear bombs from NATO and then ransom them back for a sum of 

$250 million (£100 million).  SPECTRE’s number 1, Ernst Stavro Blofeld, calls this “the most 
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ambitious [NATO project] SPECTRE has ever undertaken.”35  SPECTRE agents successfully 

abscond with the bombs from a NATO base in England and transport the weapons to Largo in the 

Bahamas.  Largo holds the bombs for ransom and Bond, in conjunction with agents from every 

other NATO member nation, works fast to reacquire the bombs before having to pay the ransom.  

Largo threatens to detonate a bomb on a city if his terms are not met, and his plan is to drop the 

bomb near ship wreckage outside of Miami.  Of course, Bond successfully subdues the enemy and 

the threat, and the world is none the wiser about the near destruction of Miami.   

One can interpret that if the plot in Thunderball would have played out in the world outside 

of Bond, the detonation of a nuclear bomb underwater would have violated the Partial Test Ban 

Treaty between the U.S., U.K., and the Soviet Union (not to mention the fact that NATO weapons 

would be used to harm citizens of one of the member nations).  It is unlikely that NATO would have 

alerted the Soviets of the bombs’ disappearance, so the Soviet Union might see this detonation as a 

a call to arms.  Again, Thunderball does not directly refer to the Soviet Union, but if SPECTRE’s 

plan succeeded, then NATO and the West would appear defiant and careless in the eyes of the 

world—something that would be advantageous to the communist bloc.  Just as in Dr. No, an 

organization’s weapons are again turned against themselves to create the potential threat in 

Thunderball; this time it is the West’s weapons however.  The fear of mutual assured destruction 

again creeps in with this plot point of the near-destruction of Miami being only minutes away from 

happening before Bond and his allies successfully recapture the bomb.  A mishap such as this—

allowing bombs to find their way into enemy hands—appeared as a realistic possible scenario to 

Bond audiences. 

 In the next few films, Bond continued to combat SPECTRE and the organization’s number 

1, Blofeld, but the world outside of Bond started to change in terms of a nuclear threat.  1969 
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marked the beginning of détente, and that year saw a turn away from the overt nuclear threats that 

riddled the world of Bond up to that point.36  In On Her Majesty’s Secret Service (1969), Bond 

faced Blofeld, but this time he combatted a non-nuclear threat.  Director Peter Hunt and 

screenwriter Richard Maibaum eliminated the complex gadgets and weaponry typical of the series 

and instead played solely off of contemporary fears and threats of a non-nuclear nature to explore a 

different kind of technological threat for this installment in the series—biological warfare.  Bond 

infiltrates Blofeld’s alpine research center and discovers that under the guise of conducting allergy 

research, Blofeld has lured twelve unsuspecting women to the Swiss Alps.  Through a combination 

of hypnosis and vaccines, Blofeld has cured each woman of her specific food allergy, but along the 

way, he has gained the ability to control their minds for other purposes.  Blofeld eventually reveals 

his master plan to Bond—the release of his ‘virus omega.’  He will send his ‘angels of death’ home 

once their allergies are cured, and upon his command, they will unknowingly release a virus of 

infertility into the world, producing sterility in all of the plants and animals that come in contact 

with the virus.  At least one of his ‘angels’ lives on a chicken farm, and it is implied that the others 

live near agricultural areas all over the globe, thus putting them in close proximity to the agricultural 

life that Blofeld hopes to destroy.   

In the world outside of Bond in the late 1960s, the United States, among other countries, 

increased their research on chemical and biological agents that could potentially be used as weapons 

such as the one depicted in On Her Majesty’s Secret Service.37  The United States adopted a policy 

that they would not use chemical biological weapons unless an aggressor first used the weapons 

against the United States.38  In 1960 the Pentagon released a statement concerning these weapons, 

stating that “available evidence indicat[ed] that other countries, including Communist regimes, 

[were] actively pursuing programs in this field,”39 and the United States needed to consider further 
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research in the development of chemical biological weapons for defensive purposes.  Also around 

this time, scientists and the environmentally concerned called attention to what they believed to be 

the impending world food shortage that would be caused by exponential population growth in the 

next 30 to 40 years.40  This sixth installment in the Bond series combined these two contemporary 

concerns—chemical biological warfare and a food shortage—to create a realistic threat in On Her 

Majesty’s Secret Service.  This threat departed greatly from the nuclear threats of its predecessors.  

Many of the films in the series followed the lead of On Her Majesty’s Secret Service and 

deviated from a strictly Soviet, nuclear threat to the world throughout this period of détente.  The 

decision for these changes in plot lines depended on the contemporary political relationship between 

the Soviet Union and the United States at any given moment.  As the two worked toward a 

rapprochement, Bond producers respected this and kept the threat more ambiguous and less 

obviously Soviet than usual.  Many treaties marked this time period of détente in the 1970s, and 

they played a major factor by affecting the films’ plots.  On May 26, 1972, President Richard Nixon 

and Soviet Premier Leonid Brezhnev signed the Strategic Arms Limitation Treaty, known as SALT 

I, in addition to an anti-ballistic missile treaty. 41  SALT I restricted the number of offensive 

intercontinental ballistic missiles (ICMBs) and submarine-launched ballistic missiles (SLBMs) that 

both the Soviet Union and the United States could have in their possession.42   These treaties helped 

to open the lines of communication towards a better relationship between the Soviet Union and the 

United States.  The films following On Her Majesty’s Secret Service continued to explore new 

weapons and new enemies to reflect this change in Soviet and U.S. relations, and the more open 

communication between the East and the West. 

 The Soviet Union is completely replaced with the People’s Republic of China as Bond’s, 

and therefore the Western world’s enemy in The Man with the Golden Gun (1974).  China had 
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entered into this role once before in 1967’s You Only Live Twice.  Portraying this country as the 

enemy again in 1974 continued to reflect China’s rise to prominence as a strong communist power 

during the Cold War.43  Relations between China and the Soviet Union deteriorated in the 1960s, 

and the United States decided to reach out to this Communist power—perhaps applying the old 

adage ‘my enemy’s enemy is my friend’—President Nixon visited Mao Zedong in 1972.  Nixon 

was the first U.S. president to visit since the republic’s birth in 1949.44  China still posed a threat to 

the Western world, however, with the spread of communist ideals and the Cultural Revolution 

despite the efforts of the U.S. to form an amicable relationship with the country.   

In The Man with the Golden Gun, assassin Francisco Scaramanga is hired by the Chinese to 

kill Bond while he is on a mission to track down a device called the Solex agitator.  This device 

could harness the sun’s energy and solve the world energy crisis.  As in On Her Majesty’s Secret 

Service, the threat and weapon in The Man with the Golden Gun are contemporary to the time 

period of the film.  The oil embargo leading to the 1973 energy crisis created a need for alternative 

energy, and scientists began research on solar power.45  The Solex agitator device in the film, a 

device developed by a fictional British scientist named Gibson, has the potential to solve the energy 

crisis, but it has fallen into the wrong hands.  Scaramanga, backed by the Chinese, plans to sell the 

device, and he and Bond have an interesting exchange when discussing Scaramanga’s plans: 

Scaramanga: This way the highest bidder can build hundreds of stations and sell franchises 

for hundreds more. He will literally have the sun in his pocket. 

Bond: A monopoly on solar power. The oil sheikhs will pay you just to keep solar energy 

off the market.46 

The owner of this technology would gain power and status in the world.  Great Britain, and their US 

ally, would not want this to fall into anyone else’s hands; they developed the Solex and they plan to 

reap the benefits of the device.  This particular Bond film provided a solution to the energy crisis, 
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one that would greatly benefit the Western world, enhancing the Western perspective in the film.  

This installment continued to reflect the period of détente by straying from the typical soviet enemy.  

What these films during this period do not allude to or do not say about the Soviet Union speaks just 

as loud as the overt comparisons of villains to the Soviet Union in the films prior to détente.   

 1977’s The Spy Who Loved Me had Soviet and British agents actually team up to combat a 

common enemy, villain Karl Stromberg.  Stromberg captured both Soviet and British nuclear 

submarines in order to facilitate a nuclear war.  He intended to eliminate the world population above 

ground with the nuclear warheads he recovered from the submarines in order to create a new world 

under the sea.  Despite this apparently insane desire, the character of Stromberg touches on some 

contemporary issues facing the world in the late 1970s.  Jeremy Black discusses Stromberg’s 

motives in The Politics of James Bond: 

He claimed that modern civilization was corrupt and decadent, that it would inevitably 

destroy itself and that he was merely accelerating the process, remarks echoing aspects of 

anarchism and global terrorism of the period, but also ones that paid tribute to concerns 

about the dangers of nuclear war.47 

To acquire the nuclear submarines and the warheads they carried, he developed a submarine 

tracking system that could pinpoint the location of submerged nuclear submarines by their wake.  A 

tracking system such as this one posed a threat not only to Great Britain and the United States, but 

also to the Soviet Union in the film.  With the help of Soviet agent Anya Amasova, code name XXX 

(triple x), Bond successfully thwarted Stromberg’s plans and avoided a nuclear war.  Stromberg 

sees this relationship between Bond and Amasova and voices what it means, saying “Well, well, a 

British agent in love with a Russian agent—détente indeed.”48   

Even though this film debuted during the period of détente, and the Soviets and the West 

actually worked together, it is easy to see that the threat of mutual assured destruction still loomed 
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large in the world.  More countries that just the United States and the Soviet Union held nuclear 

weapons that could bring on the destruction Stromberg discussed.49  As Black mentioned, 

Stromberg wanted to accelerate what he believed to be the imminent destruction of the world by 

nuclear war, and he planned on destroying New York and Moscow to bring on this nuclear 

holocaust.  Stromberg is the epitome of the warmongering, megalomaniacal villain that shows up in 

many Bond films.  His webbed hand allowed the audience some comic relief and emphasized that 

Stromberg was just a fictional villain, but his threat to the world inside of Bond and its reflection of 

the state of affairs outside of Bond appeared very real.   

Even though the Soviet Union and the United States signed the Strategic Arms Limitation 

Agreement (SALT I) in 1972, both countries desired further negotiation over disarmament and arms 

limitations throughout the 1970s.  Discussions leading to the SALT II treaty in 1979 began right 

after SALT I came into effect in 1972.50  Stromberg’s actions in The Spy Who Loved Me only 

emphasized this desire for nuclear weapons regulation, highlighting what a nuclear holocaust would 

cost the world.  Unfortunately, even though President Jimmy Carter signed the SALT II agreement 

in 1979, Soviet actions concerning the many proxy wars of the Cold War undermined the treaty, and 

the U.S. Congress did not ratify the agreement.51  In turn, the United States boycotted the 1980 

Olympic Games in Moscow.  An alliance such as the one between Bond and Anya Amasova in The 

Spy Who Loved Me would not show up on screen again until after the Cold War ended.  The films 

following this installment depicted the deterioration of the relationship between the East and the 

West.  A battle for power in the world started again thanks to the many proxy wars occurring during 

this time period, and the age of détente came to an end.  A struggle for nuclear supremacy against 

the Soviet Union came back to play a central role in the Bond series until the end of the Cold War.   
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 1983’s Octopussy most obviously dealt with the return to a very volatile Cold War both 

within the Bond series and in the world outside of Bond.  The story line does not allude to the KGB 

or organizations disguised as being the Soviet Union; instead, the Bond producers actually placed a 

rogue Soviet military commander in the villain role.  Bond audiences had seen a Soviet military 

commander as a villain before in the character of defected SMERSH agent Rosa Klebb in From 

Russia with Love (1963).  Octopussy’s villain, however, General Orlov, still played a key role in 

Soviet operations whereas Klebb had left the KGB to join SPECTRE.  Even the locations 

showcased in the storyline of Octopussy went to the heart of the Cold War, with scenes taking place 

inside the Kremlin and in East Berlin. The plot of Octopussy revolves around General Orlov’s 

attempt to detonate a nuclear weapon designed to resemble a weapon from the United States on a 

train from East Germany to West Germany.  Once the train crossed the border into the West and 

reached a U.S. Air Force base, the bomb would go off.  Bond coaxes Orlov’s plan from him in the 

midst of a struggle to stop the bomb’s detonation:  

Orlov: You should be concerned about getting out of here alive. 

Bond: I am more concerned about an atomic bomb exploding on a US Air Force base. You 

surely can't be inviting a full-on nuclear war? 

Orlov: Against whom? 

Bond: My god, of course. Our early warning system will rule out the possibility of that 

bomb being launched from Russia or anywhere else. Everyone will assume, incorrectly, that 

it was an American bomb triggered accidentally. 

Orlov: That would be the most plausible explanation. 

Bond: Europe will insist on unilateral disarmament, leaving every border undefended for 

you to walk across at will. And it doesn't matter a damn to you that thousands of innocent 

people will be killed in that little accident of yours. 

Orlov: Better than a handful of old men in Moscow bargaining away our advantage in 

disarmament talks.52 
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Bond is successful in stopping the ticking nuclear weapon, and General Orlov and his plans are 

gunned down as he crosses the border into West Germany.   

The tensions reflected on screen between the Soviet Union and the capitalist West mirrored 

those in the real world during this very tumultuous year—1983.  Even though the film showcased a 

rogue Soviet villain, the real world threat of the Soviet Union and nuclear destruction seemed 

imminent at this time.  Within his first term, President Ronald Reagan had called the Soviet Union 

the “evil empire,” and started his Strategic Defense Initiative (SDI) in 1983, both actions that did 

not bode well for a bettering of U.S.-Soviet relations.53  Octopussy premiered in June of 1983, but 

the year continued to be a tumultuous one in terms of the Cold War with the shooting down of 

Korean Airlines Flight 007 by the Soviet Union in September, terrorist attacks in both Beirut in 

April and Lebanon in October, the invasion of Grenada by the United States in October, and the 

Soviet Union walking out of intermediate-range nuclear forces reduction talks in November.54  

Octopussy is really the first film in which the KGB and the Soviet Union so obviously play such a 

strong, pivotal role, and it is also the last film that they really have an impact on.  In this time of 

heightened tensions, the Cold War reached its apex in both the film world of Bond and the real 

world.  The war heated up exponentially and occupied the minds of filmgoers the world over; 

creating a Bond film that dealt with the war so directly played to this.   

The next films leading up to the end of the Cold War never matched Octopussy in its candor 

about relations with the Soviet Union.  The Cold War started its descent towards the end after this 

year.  The last three Cold War period Bond films seemed less focused in comparison to the previous 

films.  Two years after Octopussy, Bond turned his sights to saving Silicon Valley from madman 

Max Zorin in A View to a Kill (1985), and the Cold War so prominent in the prior installment 

already seemed like an afterthought.  A rogue U.S. military commander loosely teamed up with a 
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rogue KGB agent in The Living Daylights in 1987.  Even though the Soviet Union returned, this 

film still reflected the downward progress of the war.  Licence to Kill (1989), an aberration from the 

rest, firmly closed the chapter of the Cold War in the Bond films.  The series took a six-year break 

before returning to the big screen.  The lack of a definitive Soviet nuclear threat in the world proved 

a hard thing to get over for the films and their producers.  Remnants of the Cold War appeared in 

some of the first films in the 1990s, but the nuclear threat that plagued Bond for almost thirty years 

had nearly vanished.   

 

 

THE SPACE RACE 

The Bond series approached the space race in much the same way as the nuclear arms 

buildup, showcasing contemporary advances by incorporating them into the films as plot devices.  

Space became a viable location for the plots of Bond films the minute the Soviet Union launched 

Sputnik in October of 1957, and especially when they sent Yuri Gagarin into space in 1961.  The 

race featured on screen in Bond mainly occurred between the United States and the Soviet Union, 

with Great Britain serving as an ally to the U.S.  In the early 1960s, President John F. Kennedy 

called the people of the United States to arms in terms of the space race, and set the goal of putting a 

man on the moon.55  The Soviet Union had beat the U.S. when it came to launching the first satellite 

and man into outer space, so the United States needed to be first in this next endeavor.  Kennedy’s 

desire “symbolized the effort to turn spectacular technological achievement into a tool of both 

domestic and foreign policy.”56  The series incorporated this more political concept of space by 

exploring the idea that the new frontier might become another theatre for the Cold War in You Only 

Live Twice (1967).  Bond’s second space related film, Moonraker (1979), would showcase just how 
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much space technology had advanced in twelve years, and it also reflected the move towards more a 

more amicable working relationship between the United States and the Soviet Union.  

 In the fifth installment of the Bond series, You Only Live Twice (1967), Great Britain, the 

United States, and the Soviet Union found themselves combatting a common enemy, SPECTRE.  

The East and the West do not yet have détente in place to help facilitate a friendly working 

relationship to combat SPECTRE in this film.  The criminal organization plays the U.S. and the 

Soviet Union off of one another in order to bring the world to the brink of nuclear war.  At the 

beginning of the film, audiences see NASA spacecraft Jupiter 16 appear to be eaten by another 

unidentified spacecraft.  The United States blames the Soviet Union for the disappearance.  Days 

later, a Soviet Space craft disappears in the same way, and the Soviets blame the United States for 

this disappearance.  War seems imminent between the two countries as they go on accusing each 

other of interfering in their respective space missions.  Blofeld, SPECTRE’s #1, is behind the 

disappearance of the spacecraft, and this time he receives backing from the Chinese in order to 

facilitate a Soviet-U.S. war.  Portraying China as hostile towards not only the U.S. and Great Britain, 

but also towards the Soviet Union reflected the real-life Sino-Soviet split and the worsening 

relationship between these two powerful communist countries.  Blofeld explains his and China’s 

plans to Bond minutes before sending another ship into space to capture another NASA spacecraft: 

“As you see, I am about to inaugurate a little war. In a matter of hours, when America and Russia 

have annihilated each other, we shall see a new power dominating the world.”57  Bond thwarts 

Blofeld’s plans, successfully destroys Blofeld’s spacecraft, and stops another hijacking that would 

have led to World War III.   

You Only Live Twice reflected very real contemporary issues concerning the space race, 

nuclear warfare, and political relationships.  The film, like reality, showcased the space race 
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occurring amidst ongoing concerns about the nuclear arms buildup and the fear of nuclear war.  The 

Cold War struggle for power extended into space as the United States and the Soviet Union strived 

to be the first to make advances into this new arena.  The plot of this film reflected the realistic idea 

that the competition between the two countries in space could trigger an all-out nuclear war.  The 

film debuted at a very active time in the race as both countries attempted to land man on the moon.  

In January of 1967, the year You Only Live Twice premiered, the world witnessed a tragedy when it 

came to the race—a fire on the Apollo 1 mission killed all three crewmembers on this first U.S. 

lunar mission.58  The space program in the United States continued to move forward despite this 

setback.  The plot of You Only Live Twice appealed to the general public by reflecting these 

concerns, combining a nuclear threat with the space race on the silver screen.  Even though the film 

did not deal specifically with lunar missions, it still pitted the two Cold War powers against one 

another in an outer space setting, and it incorporated a hostile China.  Bond successfully stopped 

what could have become a war triggered by Blofeld’s actions in space.  The Western world’s 

victory over China, not the Soviet Union in this installment, maintained the Western perspective 

adhered to in the Bond formula.  Moonraker (1979), debuting twelve years later, revealed the 

drastic changes in the space race that occurred throughout the seventies.  

Moonraker, the Bond series’ answer to the popular science fiction movies such as Star 

Wars (1977) coming out around this time period, reflected the overwhelming interest in 

contemporary space related activities.  This film brought Great Britain onto a world stage even 

though in reality, the country did not have a space program like those of the United States and the 

Soviet Union.  In the film, the United States loans a NASA Moonraker space shuttle to Great Britain, 

but someone hijacks the shuttle on its piggyback flight to England.  Sir Hugo Drax, the owner of 

Drax Industries, manufactures the different components of the NASA Moonraker shuttles and also 
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turns out to be the villain.  His aim is to poison the world with a biological toxin and create a new, 

ideal population in outer space.  Drax reveals his plan to the members of his new world, and 

inadvertently Bond, when they arrive at his space station: 

First there was a dream, now there is reality.  Here in the untainted cradle of the heavens 

will be created a new super-race, a race of perfect physical specimens.  You have been 

selected as its progenitors, like gods.  Your offspring will return to Earth and shape it in 

their image.  You have all served in humble capacities in my terrestrial empire.  Your seed, 

like yourselves, will pay deference to the ultimate dynasty, which I alone have created.59 

Ultimately, Bond, assisted by U.S. marines in space, gains control of Drax’s space station, kills 

Drax, and prevents the decimation of the world’s population by a deadly poison wielded by another 

megalomaniacal madman.   

Drax’s idea about a perfect human race being formed in space echoes back to the previous 

Bond film in 1977, The Spy Who Loved Me, and villain Karl Stromberg’s desire to create a master 

race under the sea.  In both films, the Western world and the Eastern bloc are still experiencing a 

period of détente, and an enemy unrelated to the Soviet Union taunts Bond.  Although the villain in 

Moonraker appears stale since he is basically a copy of Stromberg in The Spy Who Loved Me, 

where Moonraker excels is in showcasing how greatly ideas about space have changed since the 

series’ first foray into the subject in 1967’s You Only Live Twice.   

Much had been accomplished in just twelve years between the two space themed Bond 

films: the Apollo 11 mission landed man on the moon in 1969; the United States launched Skylab, 

the first space station, in 1973; and the United States and the Soviet Union worked together to create 

the Apollo-Soyuz Test Project in 1975, successfully docking an American spacecraft with a Soviet 

spacecraft.60  Moonraker reflected all of these advances by portraying a more realistic version of 

space in this film (barring the comical laser guns that the marines used).  Bond producers enlisted 
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consultants from NASA to help create the world of Bond in this installment.61  Costume and 

production designers based many of the visual elements of this film off of the real items used by 

NASA such as the space suits and the space shuttle.62  The film showed that the world’s ideas about 

the purpose of space had changed too. Only a madman unaffiliated with any specific country could 

be the one to turn space into a theatre of hostility now.  The space race had ended, and the United 

States and the Soviet Union did not end up fighting each other in space as some feared.  Instead, 

they worked together to conduct research and explore this new frontier.  Just because they had an 

amicable working relationship in this arena did not mean that the Cold War had ended altogether.  

The two powers continued to fight each other through proxy wars in various locations around the 

globe, and several Bond films reflected this. 

 

 

PROXY WARS AND THE LAST YEARS OF THE COLD WAR 

 For a conflict mainly between the Soviet Union and the United States, many different 

countries besides these two played a part in the Cold War.  Both the Soviet Union and the United 

States combatted each other through various proxy countries in order to avoid all-out nuclear war 

and mutual assured destruction between themselves.  The Bond series incorporated different 

locations into the films and integrated these proxy wars into the plots of various Bond stories.  

These wars spread all over the globe, involving countries such as Angola, Cuba, Korea, Vietnam, 

Egypt, many countries in the Middle East, and some in Latin America.63  The Soviet invasion of 

Afghanistan, however, had a major impact on the outcome of the Cold War, and Afghanistan 

appeared in two different Bond films, Octopussy (1983) and The Living Daylights (1987).  In an 

attempt to keep the Afghan communist regime in power during a time of civil war, Soviet Premiere 
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Leonid Brezhnev gave orders to invade Afghanistan in 1979, and began a war that would last for the 

next ten years.64  President Jimmy Carter believed that the Soviet Union’s “gross interference in the 

internal affairs of Afghanistan [was] in blatant violation of accepted international rules of 

behavior,”65 and the beginning of this war in Afghanistan quickly led to the deterioration of U.S.-

Soviet relations and the end of détente.  By January of 1980, 50,000 Soviet troops occupied 

Afghanistan, and the rebel Mujahideen, secretly supplied by the United States, rose to combat these 

troops.  Soviet troops numbered approximately 115,000 by the time the Soviet Union started to pull 

out of Afghanistan in 1988 after realizing that they could not defeat the CIA backed Mujahideen.  

Afghan casualties reached around one million, and Soviet casualties numbered close to 50,000 by 

the end of the war.66   

Since the United States did not play a conspicuous role in the Afghani-Soviet War, the 

Bond films did not deal with US involvement in the war directly; conflict in Afghanistan served as 

more of a backdrop to certain films.  The climax of The Living Daylights takes place in Afghanistan 

after rogue Soviet military commander Georgi Koskov absconds with Bond and Bond girl Kara 

Milovy from Tangier.  Bond and Kara manage to escape from a Soviet prison in Afghanistan and 

find shelter with their fellow inmate Kamran Shah and his group of Mujahideen rebels.  Shah 

regrets to inform Bond that he cannot help in Bond’s mission to stop Koskov’s plot to kill all spies, 

but Shah requests that Bond accompany him to a meeting in the desert the next morning before 

Bond goes his own way.  At this meeting, Bond realizes that Shah is unknowingly conducting a 

drug deal with Koskov.  In return for selling Koskov opium, Shah and the Mujahideen will have 

money to buy weapons to fight the Soviets—the film does not discuss where he will buy these 

weapons.  Koskov used funds he embezzled from the Soviet Union meant to purchase weapons for 

the Soviets from an American illegal arms dealer named Brad Whitaker to buy opium.  He then sells 
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the drug in New York, makes a profit, and is still able to buy the weapons from Whitaker for the 

Soviet Union while making some money for himself.  While Bond tries to infiltrate Koskov’s camp, 

Kara convinces the Mujahideen to ride on horseback to Bond’s rescue and attack the Soviets at their 

airstrip nearby.  Bond, Kara, Shah and his men successfully defeat Koskov, and later Bond travels 

back to Tangier to kill Whitaker.   

The American role in Afghanistan is minimized in The Living Daylights, with no allusion to 

their supplying the Mujahideen.  The U.S. provided aid to Afghanistan covertly, so even if the 

world knew of their involvement, openly discussing it in the film would not bode well for this 

Western ally of Great Britain.  Instead, Bond producers followed the parameters set down in the 

early films and avoided taking a political stance on the war in Afghanistan.  Despite the exclusion of 

U.S. involvement in the film, setting The Living Daylights in Afghanistan did draw attention to the 

very real war occurring in that country from 1979 to 1989.  Afghanistan proved a costly war both 

financially and in terms of casualties.  The Soviet withdrawal from Afghanistan set events in motion 

that led to the eventual downfall of the Soviet Union and the end of the Cold War.67  The Living 

Daylights would be the last film to feature a Soviet enemy.   

Timothy Dalton’s second film, Licence to Kill (1989) strayed from the Cold War themes of 

its predecessors as communist governments in the real world started to topple in the Eastern bloc.68  

With the resignation of Mikhail Gorbachev, President of the Union of Soviet Socialist Republics, on 

December 25, 1991, the Cold War came to an end.  Gorbachev addressed the end of the war in his 

farewell speech: 

We're now living in a new world.  An end has been put to the Cold War and to the arms 

race, as well as to the mad militarization of the country, which has crippled our economy, 

public attitudes and morals.  The threat of nuclear war has been removed.69 
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Just as the Cold War came to an end, the war fought on screen in the Bond series came to an end too.  

For nearly thirty years, the Cold War between the United States and the Soviet Union served as a 

backdrop to the Bond series, and for over forty years it threatened the stability of the real world.  In 

response to Gorbachev’s resignation and the dissolution of the Soviet Union, Bush announced the 

end of the war to the American public during his Christmas address in 1991: 

For over forty years, the United States led the West in the struggle against communism and 

the threat it posed to our most precious values.  This struggle shaped the lives of all 

Americans.  It forced all nations to live under the specter of nuclear destruction.  That 

confrontation is now over.  The nuclear threat—while far from gone—is receding. Eastern 

Europe is free. The Soviet Union itself is no more. This is a victory for democracy and 

freedom.70  

Without a Cold War to fight, the Bond series lost its solid base upon which to build its scripts and 

plots.   

Throughout the sixteen Bond films that took place during the war, Great Britain served as a 

dependable ally to the United States and the Western world, and Bond always came to the rescue 

whenever necessary.  He combatted enemies resembling the Soviet Union, and he put a stop to 

threats reflecting contemporary advances in nuclear weaponry.  The plots of the films revolved 

around the progression of the war over a twenty-seven year time period, and the filmmakers utilized 

various characters to reflect certain aspects of the war.  Even though Cubby Broccoli and Harry 

Saltzman intended to create films devoid of politics, a very political, Cold War riddled world came 

through on screen in the Bond films created during this time.  Bond’s role would change in the 

coming years as the United States and Great Britain no longer needed to align with each other to 

combat a common Soviet enemy.  Following the Bond formula though, the Bond producers only 

needed to look to contemporary issues to find the backdrop and plot for their next film.
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CHAPTER 4 

BOND AFTER THE COLD WAR: 

1995-2012 

 

 

 

 

 

 

 

 

 

 

 

 

 

The seventeenth installment of the then thirty-three year old James Bond film series debuted 

in 1995 and marked the return of British secret agent 007 to the silver screen after a six-year hiatus.  

GoldenEye (1995), Pierce Brosnan’s first appearance as Bond, experienced overwhelming box 

office success, catapulting the series into the 1990s and assuring audiences that James Bond had 

indeed returned as promised.  Brosnan made three more installments—Tomorrow Never Dies 

(1997), The World is Not Enough (1999), and Die Another Day (2002)—before passing the series 

along to British actor Daniel Craig who took on the role of Bond in Casino Royale (2006), Quantum 

of Solace (2008), and Skyfall (2012).  These seven films adhered to the formula and framework of 

their sixteen predecessors, but one new factor affected them all—the Cold War had ended and the 

Soviet Union no longer posed a threat to Great Britain and its Western allies.  Bond now faced new 

threats reflecting current political issues in the world, and technology and natural resources became 

a central theme in the series.   
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Even though these films reflected new, contemporary threats, remnants of the Cold War still 

impacted the series in the same way the aftermath of the war affected the world.  The Bond series 

also recognized its own mark on history by the time GoldenEye debuted, understanding the 

importance of having satisfied three decades of film audiences, and played off of this in the hopes of 

satisfying more.  Many of the films in this post-Cold War period looked back to and incorporated 

elements of previous Bond films to pay homage to the longevity of the series and to highlight its 

impact on the film industry.  In addition to this, the series continued to document the constant 

advances in film technology and the film industry in general throughout this seventeen-year time 

period.  Although a centralized threat such as the Soviet Union no longer existed, the Bond films 

still managed to reflect the current, contemporary state of the world in all of the same aspects as the 

series did throughout the first sixteen films made during the Cold War.  Bond filmmakers continued 

successfully applying the Bond formula and framework to these seven post-Cold War films, 

showing that even though the world had entered a time of relative peace, James Bond still had a job 

to do. 

 

A POST-COLD WAR WORLD FOR A POST-COLD WAR BOND 

 During the six-year hiatus between Licence to Kill and GoldenEye a lot happened both 

within the world of Bond and outside the world of Bond.  U.S. President George H. W. Bush 

announced the end of the Cold War in his Christmas address, which aired on December 25, 1991, 

and the world entered into a post-Cold War era.1  Many events occurred surrounding this date that 

marked the end of the war: the Berlin Wall fell, the Iron Curtain came down, West Germany and 

East Germany reunited, communist regimes fell all over the Eastern bloc, and the Soviet Union 

ceased to exist.  Democratic governments now stood where communist authoritarian ones had been 
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since the mid-twentieth century.2  A world that lived in fear of the Soviet Union’s quest for power 

no longer had this threat looming on the horizon, and life started to change in this time of relative 

peace.  In 1992, President Bush and Boris Yeltsin, President of Russia, agreed to stop targeting 

nuclear weapons at each other.3  With this new peace with Russia, China became the largest 

communist threat to the Western world; the country broke the nuclear test moratorium in 1993.4  

Once the Bond series returned in 1995, it turned its sights to this Asian power for plot material.  The 

familiar connection between Bond, Great Britain, and the United States appeared thinner than 

before the end of the Cold War though.5  NATO maintained a peacetime alliance between its 

members, but the need to work together to combat a common Soviet communist threat vanished, 

and the United States played a much smaller role in many of the Bond installments in this post-Cold 

War period.  Absent from all of this happening in the early 1990s, the James Bond film series dealt 

with struggles of its own.   

 Shortly after the debut of Licence to Kill in 1989, Giancarlo Paretti and French production 

company Pathé acquired MGM/UA, the production studio of the Bond films; Pathé now had access 

to the Bond film catalog. 6  Danjaq, Albert R. “Cubby” Broccoli’s company that owned the rights to 

Bond, entered into a dispute with MGM/UA over distribution rights to seventeen James Bond 

films.7  The legal battle lasted until 1992 when Danjaq and MGM/UA finally reached a settlement.  

By this time, nearly three years had passed since the last Bond film, and a few more years would 

pass before one would be available for audience viewing.  Ready to move forward, however, EON 

productions started to work on Bond 17.  Cubby Broccoli’s health had taken a turn for the worst 

during this six-year break though, so his daughter, Barbara Broccoli, and stepson, Michael G. 

Wilson, officially took over control of EON productions and the production of the Bond series; they 
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enlisted Cubby as a consulting producer on Bond 17.  Cubby Broccoli passed away in July 1996, 

about six months after the release of this new Bond film.   

For Bond 17, GoldenEye (1995), Wilson and Broccoli wanted to create a “Bond for the 

90s,”8 as one press release stated during this time, a Bond who could not only survive in a post-Cold 

War world, but one who could adapt to the changing times.  Audiences proved that Broccoli and 

Wilson succeeded in this effort with the massive box office totals that GoldenEye brought in—more 

than both The Living Daylights (1987) and Licence to Kill (1989) combined.  Broccoli and Wilson 

continued on to make six more Bond films after this successful reboot of the series. 

 When studying the post-Cold War Bond films, they can be broken into two convenient 

categories—the four Pierce Brosnan films and the three Daniel Craig films.  Although it seems 

arbitrary to divide the films by actor, a lot of real world events helped establish a clear delineation 

between the two groups.  For the most part, Brosnan’s films occurred in not only a post-Cold War 

world, but also a pre-9/11 world.  His final film, Die Another Day, premiered in 2002, but the 

filmmakers solidified many pre-production elements before 9/11; the final film did not incorporate 

any references to the event.9  Brosnan’s films also depended more heavily on Cold War elements to 

fuel the plot.  The opening scene of GoldenEye utilized a flashback scenario, showing to audiences 

an event that occurred in 1986, nine years before the start of the film.  In this scene, Bond is with 

agent 006, Alec Trevelyan, in Arkhangelsk at a Soviet chemical weapons facility.  MI6 sent 007 and 

006 on a mission to destroy the facility, but 006 is caught and killed by Soviet Colonel Ourumov (he 

fakes his death).  Bond is upset that he could not save his friend and fellow agent, but adheres to the 

mission, sets the explosives, and barely gets out of the facility in time before it explodes.  From the 

beginning, there is a direct tie to the Cold War in this opening scene, and this suggests that even 

though the war has ended, there are still some issues to be dealt with—a theme that runs through all 
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of the Brosnan films.  M, who is played by Judi Dench in the seven post-Cold War films, actually 

called Bond “a relic of the Cold War”10 to his face in GoldenEye.  She later changed her mind about 

this, but her comment reflected the series’ desire to acknowledge this Cold War time period, move 

past it, and showcase a new world. 

 The Bond films never had the chance to address the end of the Cold War due to the legal 

dispute with MGM/UA.  The direct Cold War storyline in the opening scene of GoldenEye allowed 

the series to create a connection between their last Cold War film in 1989 and this new installment 

in 1995.  Brosnan’s second film, Tomorrow Never Dies (1997), addressed the lingering elements of 

the Cold War in a more indirect manner by including a Chinese secret service agent to assist Bond 

in his mission to prevent Great Britain and China from going to war.  Initially, the Bond producers 

wanted to include elements of the return of Hong Kong from Great Britain to China that year, but 

later thought that it would have been too specific of a topic aimed more at British audiences than a 

world audience.11   

In this eighteenth installment, Bond teams up with Chinese agent Wai Lin to combat media 

mogul Elliot Carver, a third party who attempts to provoke a war between Britain and China in 

order to create fodder for his news company to write about.  In one particular scene, communist Wai 

Lin calls Bond a “decadent agent of a corrupt Western power,”12 directly addressing how their two 

nations have differing opinions when it comes to politics, but despite this, they can still work 

together.  This is not the first time that Bond teamed up with a female agent from a communist 

country—think Anya Amasova in The Spy Who Loved Me.  Wai Lin and Amasova both presented 

Bond with a partner who could have different beliefs and political ideals, but could still be an ally.  

Wai Lin, however, provided Bond with a partner who could maintain more of a working 

relationship with him with fewer romantic undertones.  Actress Michelle Yeoh said of her role as 
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Wai Lin that “[the filmmakers] wanted a woman of the 1990s, who was as tough as Bond and as 

intelligent as him.”13  Placing such a strong female lead from a strong world power opposite Bond 

again reflected changing times in the 1990s in regards to not only the role of women, but also in 

regards to the place of China and communism in the world. 

 Both The World is Not Enough (1999) and Die Another Day (2002) addressed the post-Cold 

War world in much the same way, but with very different plot points.  Major elements of both films 

concerned locations greatly affected by the Cold War—oilfields in Azerbaijan in The World is Not 

Enough, and the ongoing struggle between North and South Korea in Die Another Day.  While on a 

flight to Miami in December of 1997, Barbara Broccoli came across an idea for The World is Not 

Enough while viewing a November episode of Nightline.  In this particular episode, writer Daniel 

Yergin discussed the following: 

[He] opined that the Caspian Sea oil fields, which were underused during the period they 

were under Soviet control, could prove a major economic asset.  Baku had become a 

boomtown, with casinos and luxury hotels.  The big problem was getting the oil out of 

Azerbaijan, since many of its neighboring states were hostile.14 

An oil pipeline in Azerbaijan became the central plot point in The World is Not Enough.  Although 

the Cold War did not serve as the main focus of the film, like in Tomorrow Never Dies, it played a 

role nonetheless by providing a situation unique to the post-Cold War world—underused oil fields 

in Azerbaijan.  For the next installment in the series, Broccoli and Wilson followed the formula 

again and used contemporary history as a backdrop.  They looked to contemporary fears and 

another former Cold War country—Korea—to help determine the direction of the next installment. 

 In 2002’s Die Another Day, Bond tracks African conflict diamonds to British billionaire 

Gustav Graves only to learn that Graves is really a North Korean Colonel named Tan-Sun Moon.  

Graves/Moon is on a quest to reunite North Korea and South Korea by destroying the demilitarized 
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zone with his Icarus satellite; this would allow the north to invade the south.  Colonel Moon had 

gone rogue, and his ideas differed from those of his father, General Moon, and the other North 

Korean leaders in the film.  The series reflected real world issues left over from the Cold War such 

as the still-existent division between North Korea and South Korea after the Korean War in the 

1950s, and the contemporary fears that conflict between the two could flare up at any moment.15  By 

creating such strong ties to this Cold War time in the Brosnan films made after the war, the series 

again adhered to its formula of reflecting contemporary concerns.  After 9/11, however, these 

concerns changed. 

Cold War themes as a whole fell to the wayside in all of the Daniel Craig films.  These 

films reflected the world post-9/11, a world more concerned with secret terrorist cells than with any 

vestiges of the Cold War.  Broccoli and Wilson decided to reboot the series again and take it in a 

more modern direction.  Villains with strong national ties disappeared altogether from the three 

Craig films—Casino Royale (2006), Quantum of Solace (2008), and Skyfall (2012).  Terrorist 

organizations moved to the forefront of Bond’s foes, and these organizations presented a more 

international, not-localized threat.  An organization such as Quantum, which played a part in both 

Casino Royale and Quantum of Solace, might have been reminiscent of SPECTRE in the early 

Bond films except that Quantum did not resemble a group from any one nation—unlike SPECTRE, 

who resembled elements of the Soviet Union.  The threats of megalomaniacal villains hell-bent on 

either destroying Great Britain and the West or creating conflict with these Western powers also 

disappeared as the Bond series moved into this post-9/11 world.   

In Casino Royale, for example, villain Le Chiffre used money meant for investment from 

some of his clients in Africa to place a bet on a sure-win—the debut of a large airliner that he had 

hired a bomber to sabotage.  Bond thwarted Le Chiffre’s attempt to disrupt the plane’s debut, and 



 

 75 

Le Chiffre lost his clients’ money.  Le Chiffre entered into a high-stakes poker game to attempt to 

win the money back, but Bond also entered the game and won.  Bond then realized that Bond girl 

Vesper Lynd, whom he thought worked for the British government, in fact worked for Quantum as 

well—he later finds out the organization coerced her into working for them—and she turned the 

poker winnings over to Quantum.  This particular organization did not set out to topple Great 

Britain or bring ruin to the British Empire, it merely meant to regain the money Le Chiffre lost.  

This does not mean that the members of Quantum are better villains than those before, just that the 

organization had different ambitions.  Audiences learned more about the Quantum organization in 

the next installment in the series. 

The same idea of terrorism by a group or individual carried over from Casino Royale to 

2008’s Quantum of Solace, meant to be a direct sequel to its predecessor.  Criminal organization 

Quantum returned and worked to monopolize an important natural resource in Bolivia for ransom—

water.  Unlike previous organizations or villains in the earlier Bond films, Quantum did not go after 

Great Britain in order to gain world domination.  The organization aimed to make monetary gains 

through their various endeavors.  Quantum members included former politicians, wealthy 

businessmen, and agents from all reaches of the globe; all of these members would take down 

whomever or whichever government got in the way of their goals, but did not set out with the intent 

of purposefully destroying a Western country.  Quantum merely manipulated all governments with 

whom they came in contact with to satisfy their own needs, including the United States.  In return 

for the rights to any oil found in Bolivia, unscrupulous CIA agent Gregg Beam assured eco-terrorist 

Dominic Greene, a member of Quantum, that the United States would look the other way when 

Greene enacted the Bolivian government coup he had been planning.   
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In this post-9/11 world of Bond, no government or country is sacred or untouchable when it 

comes to the plot, reflecting an increased desire for government accountability in this time period.16  

For the first time, Quantum of Solace portrayed Great Britain’s main ally, the United States, in a 

negative light.  To draw this type of negative attention to a Western ally in the Cold War Bond films 

would have been unheard of; without a united front, the West would have appeared weak.  Quantum 

of Solace, however, called attention to the United States’ relationship with Latin America in the film, 

reflecting the country’s economic interests in this part of the world in things such as oil 

production.17  Sardonically, Bond remarks that he likes the fact that US intelligence will lie down 

with anybody if the outcome will be profitable to America, referring to the fact that the country 

would do nothing about a coup in Bolivia in return for oil.18  These comments in Quantum of Solace 

aim to hold the United States accountable for actions fueled by economic interests such as this one 

in the film.  On the other side of the world, the United States’ war in the Middle East that came as a 

result of the 9/11 attacks grew increasingly and increasingly unpopular during this time period as 

information came to light in the media about abuses such as the mistreatment of prisoners by U.S. 

military personnel; this added to the theme of accountability.  These themes continue in the next 

installment of the series, Skyfall.  

To celebrate the 50th anniversary of the series, EON productions released the twenty-third 

Bond film, Skyfall, in 2012.  The film again focused on the idea of terrorism and hidden terrorist 

organizations such as Quantum in Casino Royale and Quantum of Solace.  Skyfall took on a more 

personal tone than previous Bond films, however, reviving the revenge theme from Licence to Kill 

(1989) but applied in a different manner.  In the film, former MI6 agent Raoul Silva went after M, 

his former director, to get back at her for leaving him to die after he had been captured in an 

operation years before.  Silva directly targeted M by using his skills as a cyber-terrorist to blow up 
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M’s MI6 office through her laptop.  He slowly released on the Internet the names of MI6 and 

NATO agents embedded in terrorist organizations around the globe to reflect poorly on M and her 

loss of the hard drive containing this information.  Although Silva’s actions had an impact on Great 

Britain and its allies as a whole, he focused them in a way that would allow him to have direct 

access to his target.  Silva had a vendetta against M, but Bond continually got in the way of his 

revenge plans throughout the film.  In the end, Bond killed Silva, but M suffered injuries from one 

of Silva’s henchman and died.   

Just as Quantum of Solace called into question the United States’ actions, Skyfall did the 

same for Great Britain.  Silva’s dissemination of secret information underlined the plot of the film, 

and called into question MI6’s—and therefore Great Britain’s—accountability in the matter.  Actor 

Ralph Fiennes who played Gareth Mallory, chairman of Britain’s security and intelligence 

committee in Skyfall, discussed this: 

One of the centerpieces of the film is an inquiry into the running of the secret service.  In 

recent years, we’ve seen similar inquiries in both London and Washington.  The theme of 

accountability is pretty central to the film.19 

In the scene Fiennes described, M faced a committee to assess the loss of the hard drive whose 

contents Silva had been releasing on the Internet.  Clair Dowar, a Member of Parliament, questioned 

M about the need for having a sector such as MI6, and M defended her department.  Their dialogue, 

in turn, reflected the current state of terrorism in the world: 

Dowar: It is as if you insist on pretending we still live in a golden age of espionage, where 

human intelligence was the only resource available.  Well, I find this rather old fashioned 

belief demonstrates a reckless disregard…” (M responds after an interruption by Mallory) 

M: Today I have repeatedly heard how irrelevant my department has become.  Why do we 

need agents?  The 00-section?  Isn’t it all rather quaint?  Well, I suppose I see a different 

world than you do, and the truth is that what I see frightens me.  I’m frightened because our 

enemies are no longer known to us—they do not exist on a map, they’re not nations—
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they’re individuals.  But look around you, who do you fear?  Can you see a face?  A 

uniform?  A flag?  No.  Our world is not more transparent now.  It is more opaque.  It’s in 

the shadows.  That’s where we must do battle.  So, before you declare us irrelevant, ask 

yourselves, how safe do you feel?” 

M’s point about enemies no longer existing on a map resonates with not only the series but with the 

world outside of Bond in 2012.  Gone are the days when the United States and Great Britain teamed 

up to fight a German foe in both World War I and World War II, and gone are the days when the 

two Western allies took on the task of defeating communism in the world.  After 9/11, the U.S. and 

Great Britain turned to face al-Qaeda and other terrorist organizations in the Global War on 

Terrorism.  In 2007, Britain did away with using the phrase ‘war on terror.’  International 

Development Secretary Hilary Benn gave reasons sounding somewhat like M’s defense of her 

department in Skyfall five years later, stating that the country now faced a war against an enemy 

with no clear identity, the enemy is now “shifting and disparate groups who have relatively little in 

common apart from their identification with others who share their distorted view of the world.”20  

Terrorism, the focus of the three Craig films in the series, replaced the threat of communism so 

prevalent in both the world inside and outside of Bond throughout the majority of the twentieth 

century.  As the world adapted their ways to take on this new enemy, Bond followed suit and 

reflected this change.   

 

 

A NEW THREAT: TECHNOLOGY AND NATURAL RESOURCES 

 In the seven films that debuted between 1995 and 2012, the Bond series turned to focus on 

the exponential growth in the development of new technology, and also on the growing concern 

over the world’s limitation of natural resources.  Prior to 1995’s GoldenEye, most of the James 

Bond films of the Cold War period focused on deterring a threat of nuclear war, and the various 
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weapons depicted in these films reflected this.  Although nuclear weapons still existed in the world 

after the Cold War ended, the threat of the weapons actually being deployed had decreased 

exponentially.  Technology developed during the Cold War period such as satellites did appear in 

Bond films after Licence to Kill (1989), but the filmmakers used this technology in a new way.   

GoldenEye and Die Another Day (2002) both focused on these advances in and potential of 

technology when it came to the threat in each film. 

In GoldenEye, Trevelyan goes on a mission to avenge his parents’ death by the British 

government, who turned his parents over to Stalin during World War II once the government found 

out they sympathized with Hitler; Stalin executed them.  In the film, Trevelyan stole the control disk 

for Russia’s GoldenEye satellite system from the satellite control center in Severnaya.  He intended 

to use the satellite to create an electromagnetic pulse—EMP—that would allow him unhindered 

access to the Bank of England.  Prior to stealing the GoldenEye control disk, Trevelyan acquired a 

prototype of a helicopter that could withstand an EMP that he could use in his attack against the 

bank.  After stealing all of the money from the Bank of England, he would use the GoldenEye 

satellite to erase all of the Bank’s records.  In the world outside of Bond, satellites had long been in 

use, and electromagnetic pulses came to be a viable threat in the 1960s.  An EMP could wipeout the 

electronic memory of any exposed system that it came in contact with, and as the world became 

more and more dependent on technology and computers, the damage that an EMP could cause grew.  

Edward Teller wrote about the potential damage of an EMP in an engineering journal in 1982: 

Today there is almost universal dependence on electronic computers. They are used by first-

graders as well as by research engineers. Industry, communications, financial records—all 

are at stake here. In the event of heavy EMP radiation, I suspect it would be easier to 

enumerate the apparatus that would continue to function than the apparatus that would 

stop.21 
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Fast forward seventeen years from when Teller wrote this to GoldenEye in 1995, and one can see 

that an EMP would cause more widespread damage at this time than before.  Computer technology 

became more of a fixture in everyday personal life with the advent and widespread use of new 

developments in communication technology such as the cellular phone and the incorporation of 

computers into all aspects of business in the 1990s.  Even though Trevelyan’s threat had Cold War 

roots, it had greater implications and the potential to do more damage on life in 1995.  Like 

Trevelyan, the villain in Die Another Day also utilized a satellite as a threat. 

 The Icarus satellite owned by Gustav Graves—or Colonel Moon, as the audience later finds 

out—in Die Another Day (2002) presented a less realistic threat than Trevelyan’s desire to use the 

GoldenEye satellite to produce an EMP in GoldenEye.  Graves/Moon hoped to utilize this new 

satellite covered with mirrors to burn up the demilitarized zone between North and South Korea.  

He aimed to reunite the country under North Korean rule.  The Icarus satellite contained mirrored 

panels that helped to reflect the sun’s energy, and the satellite could also focus this energy on a very 

small area.  Graves unveiled the satellite under the guise that this energy could be used to provide 

year round sunshine for crop development, but he intended the real purpose of the satellite to be 

much more sinister.  In 2013, a group of physicists actually calculated the ability of a satellite to 

harness the sun’s energy and reflect it back to earth in a devastating manner.  The physicists 

concluded that it would take this theoretical satellite up to six years to absorb enough energy to 

conduct the damage the satellite did in the movie in just one scene where it melted an ice cliff; the 

satellite would not be able to harness solar energy on command.  They joked that if Bond could give 

the villains advanced notice, then maybe the satellite could be used as a weapon.  They concluded 

that: 
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The largest problem however would arise from aiming the beam, taking into account 

atmospheric disturbances and the time delay involved in directing the beam of light, and of 

course, the incredible precision the aiming would require.22   

Although the physicists wrote this article tongue-in-cheek, they arrived at a conclusion founded in 

genuine physics.  Die Another Day reflected more of the future and potential of technology versus 

showcasing a viable threat such as those in previous Bond films.  One could speculate that with 

even further advances, perhaps a satellite such as Icarus might become a reality one day, but at the 

time the film debuted in 2002, the world did not have to be concerned about this particular type of 

weapon.  Die Another Day proved to be one of the most over the top films in the series—even the 

filmmakers thought this—which gave Broccoli and Wilson even more reason to reboot the series 

once again and start anew with the next installment. 

 In addition to new technological threats in the post-Cold War world, the Bond series saw a 

growing focus on utilizing and protecting the world’s natural resources in both The World is Not 

Enough (1999) and Quantum of Solace (2008).  The World is Not Enough focused on an oil pipeline 

coming out of Azerbaijan, and Quantum of Solace focused on a plot to manipulate the water supply 

of Bolivia.  One of the Bond girls in The World is Not Enough, Elektra King—who later turned out 

to be one of the villains—is the heir to the oil pipeline coming out of Azerbaijan when her father is 

murdered.  Elektra, with the help of her boyfriend Renard, a former KGB agent, stole enough 

plutonium from a nuclear research laboratory with the goal of placing the plutonium into a 

submarine in order to detonate a nuclear explosion near Istanbul to disrupt the Russian oil pipeline 

in the Bosphorus.  The destruction of this Russian pipeline would make Elektra’s pipeline all the 

more profitable.  Oil, an important natural resource and commodity in this Bond film, became the 

focal point.   
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In the world outside of Bond, the nineties saw a continual rise in the world’s consumption 

of energy, including oil.  Both Amoco and British Petroleum fought to gain access to the newfound 

oil fields of Azerbaijan in the early 1990s.  In the end, BP, Amoco, Exxon, the Azeri oil company, 

and some smaller foreign investors gained control of the oil in Azerbaijan.  In 1995, the country 

agreed to two oil pipelines, one going through Russia and one leading to the Black Sea in Georgia, 

to accommodate the various oil companies with interests in Azerbaijan now. 23  The World is Not 

Enough reflected this newfound oil business in Azerbaijan, and it reflected the competing interests 

of the two pipelines in the country.  Elektra’s desire to destroy part of the Russian line in order to 

make her own pipeline more profitable presented a very realistic scenario with a realistic potential 

threat in 1999. 

 Oil again plays a part in 2008’s Quantum of Solace, except this time, criminal organization 

Quantum uses the prospect of oil rights as bait to lure the CIA into helping the organization gain the 

rights to the water supply of Bolivia.  Once Quantum owned a majority of the land holding the 

underground water reserves for the country, they planned to extort money from the Bolivian 

government and the people of Bolivia by charging inflated prices for this natural resource.  To keep 

MI6 off of their trail, Quantum furthered the masquerade by killing MI6 agent Fields by covering 

her body in oil and leaving it on Bond’s hotel bed.  Of course, Bond discovers Quantum’s plan, and 

he and Bond girl, Camille Montes, kill both Dominic Greene, Quantum’s representative in Bolivia, 

and General Medrano, the new head of the Bolivian government.   

Like in The World is Not Enough, this threat to natural resources echoed real life 

occurrences.  In 1997, Bolivia had decided to privatize its water system due to pressure from the 

World Bank who would not provide aid without the privatization of this resource. 24  In turn, the 

new company who took over the water system in Bolivia drove up prices in the poorest country in 
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South America.  This company was American, so the effects of their actions reflected poorly upon 

the United States.  In late 1999, early 2000, the citizens of Cochabamba, the third largest city in 

Bolivia, protested this price hike.  Strikers shut down the city for four days, and the protest 

continued and spread to other cities.  The Bolivian government declared martial law, and eventually 

ousted the foreign companies who took control of the water system in order to restore order in their 

country.  Control over water utilities in Cochabamba returned to the city’s municipal government.  

Another water revolt in El Alto, Bolivia occurred five years later in 2005.25  When Quantum of 

Solace debuted in 2008, local government had control of the water system in both of these cities, but 

corruption within the government made the systems inefficient; some places had access to water for 

only a few hours a day.   

Bond reflected a very real, very relevant issue concerning natural resources in the world by 

setting Quantum of Solace in Bolivia and using the Quantum to threaten water and highlight the 

corruption not only within the country but outside it as well.  This new focus in the Bond films on 

technology, terrorism, and threats to natural resources moved the Bond franchise from the 1990s 

into the new millennium.  These four Brosnan and three Craig films showed that the Bond formula 

and framework still had relevance in a post-Cold War world, and that Bond could survive in this era 

with new villains and new threats.  
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CONCLUSION 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 The Bond films never attempted to capture the past; each film merely reflected the present.  

Cubby Broccoli and Harry Saltzman did not set out to make movies about historic subjects or 

people, but the Bond series ended up reflecting fifty years of world history on film anyway.  The 

producers wanted to make movies that entertained, that appealed to popular public interests, and 

that did not include divisive political opinions.  The Bond formula is inherently political, however, 

with its focus on the current world threat or state of political affairs between warring countries, so 

world politics crept into each installment in the series despite the producers intent.  They maintained 

their goal of creating popular entertainment films by reaching out to their Western audiences 

through showcasing popular Western opinion on certain aspects of the Cold War in the movies that 

debuted between 1962 and 1989.  Barbara Broccoli and Michael G. Wilson recognized the success 

of this formula, and continued to apply it to the post-Cold War time period.  What resulted from this 
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formula are twenty-three films that provide snapshots of history viewed from a Western perspective 

over a fifty-year time period, and when viewed all together, showcase change over time.   

From the days of Ian Fleming’s time in the British Navy to present, a lot has happened in 

the world, and the James Bond series reflected these events and changes every step of the way.  The 

films are very valuable when considering how many different elements of history and life have been 

captured on each reel of film or collection of digital files.  The series visually reflected the evolution 

of superficial elements such as changes in fashion, automobile design, interior design, and music 

from decade to decade.  The Bond films excelled in reflecting more substantive changes over time 

as well through their incorporation of contemporary politics and world affairs into the plots and the 

development of certain characters on screen.  By including these contemporary elements in each 

film, the Bond producers made the films more relatable to each viewing audience.  The series 

garnered great success thanks to the Bond formula that allowed for all of these elements on screen.  

With this mass appeal to the popular public interest in Bond, the series ensured its success while 

reflecting this popular history at the same time.  Many dismiss the Bond series as just action and 

entertainment, but the films have provided a wealth of information about the Cold War, post-Cold 

War, and post-9/11 time periods.   

Bond became a popular culture phenomenon unto itself in addition to the series’ role as a 

purveyor of popular culture and history.  Some estimate that nearly half of the world’s population 

has seen a James Bond film,1 and imitations of the series started appearing shortly after the release 

of Dr. No in 1962.  The Bond films of the 1960s became trendsetters, spurring many copycats such 

as The Ipcress File (1965), Our Man Flint (1966), and The Man from U.N.C.L.E. television series 

from 1964 to 1968, but none measured up to the original.  References to the Bond series and 

imitations did not stop in the sixties, instead they continued on throughout the following decades 
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and still appear at present.2  It would be impossible to count the number of times a character in a TV 

show or film refers to having a martini “shaken, not stirred,”3 or states their name in “the name is 

Bond, James Bond,”4 format.  What this constant referral to the series represents is the lasting 

impact that the Bond filmmakers—EON Productions—and Ian Fleming’s character have had on the 

film industry and the world over the past fifty-two years. 

In her essay “Projecting Ancient Rome,” Maria Wyke discusses the relationship between 

the viewing public and those who make films, theorizing, “if filmmakers and their financial 

backers… seek to correspond to the beliefs and values of their audiences, films can be considered as 

reflections of the mentality of a nation.”5  Perhaps it would be safer to be more specific and say that 

films reflect the popular mentality of a nation.  When it comes to Bond, the films reflect more than 

the popular mentality of one nation, however, they reflect the popular mentality of the Western 

world.  Historian Daniel Leab believes that “every example of the moving image is a document 

concerning the people who have made it and the people who have seen it.”6  The Bond series has so 

much more to offer than just the stories presented in the plotlines of the movies.  As can be seen 

through the examination of parts of the Bond formula in the preceding chapters, the series serves as 

a document reflecting the contemporary ideas of the people who created it and the audience who has 

viewed it.  Film has the ability to transport people back in time, and the Bond films have been able 

to do that twenty-three times over. It is precisely because of Bond’s commercial and entertainment 

success with the public that it is a worthwhile subject to examine. 
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APPENDIX A: LIST OF IAN FLEMING BOND NOVELS 

Appendix A provides a list of all six actors who have played Bond and the films they have played in 

in chronological order.  

 

1953—Casino Royale 

1954—Live and Let Die 

1955—Moonraker 

1956—Diamonds are Forever 

1957—From Russia With Love 

1958—Doctor No 

1959—Goldfinger 

1960—For Your Eyes Only (short stories) 

From A View to A Kill 

For Your Eyes Only 

Quantum of Solace 

Risico 

The Hildebrand Rarity 

1961—Thunderball 

1962—The Spy Who Loved Me 

1963—On Her Majesty’s Secret Service 

1964—You Only Live Twice 

1965—The Man with the Golden Gun 

1966—Octopussy and The Living Daylights 

Octopussy 

The Living Daylights 

The Property of Lady 

007 in New York  
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APPENDIX B: LIST OF BOND ACTORS AND FILMS 

Appendix B provides a list of all six actors who have played Bond and the films they have played in 

in chronological order. 

 

SEAN CONNERY 

1. Dr. No (1962) 

2. From Russia With Love (1963) 

3. Goldfinger (1964) 

4. Thunderball (1965) 

5. You Only Live Twice (1967) 

6. Diamonds are Forever (1971) 

 

GEORGE LAZENBY 

1. On Her Majesty’s Secret Service 

(1969) 

 

ROGER MOORE 

1. Live and Let Die (1973) 

2. The Man with the Golden Gun 

(1974) 

3. The Spy Who Loved Me (1977) 

4. Moonraker (1979) 

5. For Your Eyes Only (1981) 

6. Octopussy (1983) 

7. A View to a Kill (1985) 

 

TIMOTHY DALTON 

1. The Living Daylights (1987) 

2. Licence to Kill (1989) 

 

PIERCE BROSNAN  

1. GoldenEye (1995) 

2. Tomorrow Never Dies (1997) 

3. The World is Not Enough (1999) 

4. Die Another Day (2002) 

 

DANIEL CRAIG 

1. Casino Royale (2006) 

2. Quantum of Solace (2008) 

3. Skyfall (2012) 
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1 For further reading on the two versions of Casino Royale in the twentieth century, see 

Paul Duncan, The James Bond Archives (London: Taschen, 2012), 130-145; Jeremy Black, 

The Politics of James Bond: From Fleming’s Novels to the Big Screen (Westport: Praeger, 

2001); and “50 Years of James Bond: On the Run with 007, from Dr. No to Skyfall,” Life 

12, no. 17 (September 2012). 
2 For a thorough discussion of the dispute between Ian Fleming, EON productions, and 

Kevin McClory, see Paul Duncan, The James Bond Archives (London: Taschen, 2012), 

104-129.  
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