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FOREWORD

CYNTHIA J.MILLER

What has the twenty-first century done to poor Jiride was always so
forthright—for a spy—and so predictable. He was @ldCWar hero:
deadly and debonair; global, yet reassuringly Afiggxon. He mastered
fantastic technology in order to save us from theke sought to control it
for their own ends. He was hot, he was cool, andvag in control. He
was, as Raymond Chandler observed, “what every waand like to be
and what every woman would like to have betweensheets.” He was
Bond.

Even in his early days as an agent with M16, Basag larger than life.
The man had style. As Pulitzer Prize-winning writéichael Dirda
observes, Bond had, “what Renaissance courtierayalwaspired to
exemplify: sprezzatura. the ability to perform even the most difficult
task with flair, grace, and nonchalance, withoutigg a wrinkle in your
clothes or working up a sweat” (2008: B20-B22). darnould barrel roll a
car, face armored war machines in a gyrocopter,enfdk escape in a
futuristic jet pack, and make love to countless gigiaus women, all
without missing a beat. He rarely troubled us with inner world—his
anxieties, self-doubts, grief, or loneliness—buewthe did, we cherished
it as intimacy...a fleeting glimpse of vulnerability thrown intoasip relief
by a backdrop of violence and clever dispassion.

Bond'’s “license to kill” allowed him to walk awayith impunity from
the wreckage of a job well done; his irresistibf@ion always guaranteed
he’d have somewhere to go. He was, as Fleming omttehim, an
anonymous, neutral figure, capable of spectacutas af daring and
violence, and yet, that capacity made Bond speletgcas well. At his
best, Bond was the avenging angel of the free watldhis worst, he was
an instrument of state-sponsored terrorism, killimgcommand to insure
the interests of a singular political agenda. Flembiographer Henry
Zeiger suggests that “ours is a violent age areldikpopular heroes Bond
reflected his own time” (1966: 112). But what dolest observation mean
for a figure who began his pop culture life in 19%®d has remained
ageless and timeless for over fifty years? If thgsars have all been
Bond’s “own time,” what are we to make of theirleetion in him?
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The era in which Bond was written into being holdsiking
differences—as well as striking similarities—witlhet present day.
Fleming’s Britain of the early 1950s still bore thears of war, with the
rubble of crumbling buildings only slowly giving wao post-World War
Il redevelopment. Readily-identifiable enemies ation and hearth had
been overcome, but not eradicated, and the Cold &itacarried notions
of new global predators forward in the public cdossness. With a new
young Queen on the throne, the country was undeggai generational
shift, from old guardians of the empire, to new,ilehthe world around
Great Britain remained heavy-laden with suspicion ainrest. British
troops were still involved in the war in Korea, afidsures were
developing in the empire in Malaya, Kenya, and Gaialrhe French were
fighting to maintain control of Vietham, and as tbe Americans, well,
they were in the throes of McCarthy-era paranoia] bad just denied
immigration to beloved British film star Charlie &blin and his family.

The machines of war gave rise to unfathomablesléascience and
technology: DNA was discovered; the De Havillandn@o revitalized
Britain’s commercial aviation (assuming pride ofig# as the world’s first
jet liner); and television delivered new technolagtp the living rooms of
British homes. The early 1950s brought Britain itite Atomic Age along
with the other global powers. Thermonuclear weapessarch and testing
rocked the world, both literally and psychologigallas first the
Americans, then the Soviet Union, and then the édhiKingdom,
successfully detonated hydrogen bombs. Nuclear powecame
inextricably linked with global advancement, andsoal with global
espionage, as physicist Klaus Fuchs was impris@med stripped of his
British citizenship for passing nuclear secretghe Soviet Union, and
soon after, Julius and Ethel Rosenberg were exédntthe United States.
The race to power, and the struggle to maintaiwas firmly implanted in
the public consciousness, and with Fleming’s pepmihCasino Royale
in the popular literature of the day.

Bond reflected and amplified the concerns of theedy years, as well
as serving as an embodiment of the glory, honad, rafinement of pre-
war Britain. Yes, he inherited a few of Flemingadbhabits—he smoked,
drank, and appreciated beautiful women and fin@raabiles—but his
violence was measured, his bravery unfaltering, fdadonor as an agent
and subject of Her Majesty’s Secret Service, unipesble.

Turning our sight to today’'s Bond, and thinkingckato Zeiger's
observation, ours is still a “violent time” and Bbis still a popular hero.
How are we, then, to think about the waysnlosv reflects his own time?
And in an era of Hollywood-dominated global medidnose reflection is
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that? In Daniel Craig’s portrayal of the currenti8pdo we see a nostalgic
homage to a British Cold War hero, or a troubledt{8311 warrior of the
new millennium? To whom does “our” James belong?

Over the past half-century, the Bond ethos haeyexj a significant
impact not only on our entertainment lives, but sacial psychology, as
well, influencing the fantasies, affinities, atdre and gender role
performances and aspirations of several generatifudging from the
longstanding popularity of Bond-themed multimedsargs, from classics
like Nintendo’s GoldenEye 007(1997) and Play Station’§omorrow
Never Dieg(1999), to Play Station’s newest additi@wantum of Solace
(2008), the Bond ethos still has its appeal. Atghme time, though, our
Jameshaschanged in important ways; today’s Bond is notBload your
grandfather knew. From page, to screen, to multimérbn, James has
grown, and perhaps even matured, with the timesnHfleming’s initial
sketches of his literary secret agent—endowed witagy Carmichael’s
good looks tempered by a “cruel mouth”—to the dagtSean Connery;
and from the foppish parodies of Roger Moore to daek broodings of
Daniel Craig, Bond has evolved (in the Darwiniaather than feminist,
sense) into an agent of a different sort—the prodtian era when heroes
are armed with everything but certainty. No lonther “gentleman spy” or
a jet-setting womanizer, 007 is an ambivalent, uted loner. This
continues a turn in character that James Chapmggests began with
Timothy Dalton’s Bond (1987-1994), in which the ematic Bond, like
other heroic archetypes, has been subject to the savisionism as other
late twentieth century hero figures in film, such Wlichael Keaton's
brooding, conflicted Batman (1989). Our once-delroptayboy figure
now wears his blood, vengeance, angst, and desifeitly, but visibly, a
product, no doubt, of the post- 9/11 culture toakhhe has been called
into service.

The national and global cultures that surround lagdclaim to Bond
have changed, as well. Our James has, as Jamem&haptes, “outgrown
his origins... and become nothing less than a cudltptEanomenon
recognized around the world” (1999: 22). No longeproperty of the
British national imagination, Bond belongs to therld—to the universe,
in fact—after the 1983 naming éfsteroid 9007 James Boii his honor.
Bond’s cultural resonance has been felt not ontpsEcnational borders,
but across genres and media, as well, with the Baamthise spawning
visual media, music, material culture, and gamiAgstin Powers, Dr.
Who, and even Sponge Bob Square Pants have borfosvadond, their
intertextuality taking the secret agent businesgriviously unimagined
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universes and... depths... while internet fan fictiontevs spin tales that
extend the narratives of books and films in otheaniicipated ways.

As this volume demonstrates, the intellectualwelsurrounding Bond
has also changed. In order to fully consider tHaucal impact of 007, the
films are, indeed, not enough. While readers mayg fremnants and
echoes of traditional film studies here, the issared questions they raise
will most likely be seen from a different vantageim, or through a
different lens. “Bond. James Bond.” has been rewisi, recast, and re-
examined in his relationship with his literary fath Fleming, with the
actors and directors who have given him life oresor with the women
who reflected his masculinity, with the settingsl @ontexts for his daring
escapades, and with the fans who are appropriagngxing, and reusing
Bond for their own purposes. The burgeoning fieldBond Studies has
turned what was, for many of us, a guilty pleasutieat-corner of thought
one would not dare share with a dissertation sup@r~into a legitimate
area of intellectual practicdames Bond in Popular and World Culture:
The Films are Not Enoughontinues this growing trend, drawing our
attention to a number of new areas of consideratom bringing into
sharper focus not just Bond, but the images, icand,artifacts of popular
culture that surround him.

References

Chapman, Jamekicense to Thrill: A Cultural History of the JamBend
Films. London: |.B. Tauris & Co., Ltd., 1999.

Dirda, Michael. “James Bond as Archetype (and lditlg Cool Dude).”
The Chronicle of Higher Educatiodune 20, 2008. B20-B22.
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INTRODUCTION

ROBERTG. WEINER, JACK BECKER
AND LYNN WHITFIELD

Little did lan Fleming know that his British “junde” spy stories
about James Bond would affect the world and popruéture in a massive
way. Although Fleming saw his character in the Bomeavspaper comic
strips; on a new (at the time) format of televisi@limax Theatre’s
Casino Royale(1954); and at least two Bond feature films befbee
died—Dr. No (1962) andFrom Russia with Lov€1963), he did not see
the wide phenomena James Bond created &tddfinger (1964) and
Thunderball(1965). The novels, however, had been consistdiersand
seemed to grow in popularity with each subsequentelreleased starting
with 1953'sCasino RoyaleBut more than fifty years since the debut of
James Bond in the novelasino Royalethe character is as healthy,
vibrant, and popular as ever. Bond Novels, mojasnes, music, books,
toys, action figures, posters, art etc., are s#lling and show no signs of
slowing down. Sure, James Bond has gone throughleraus changes in
both the post Fleming novels and in the more theenty-four movies
made to date, but the changes have only made the Brtenomena grow.

In the films, Bond has been updated to fit witle times from the
escapades of Sir Sean Connery and Sir Roger Mtmtbe gritty straight
playing of the character by Timothy Dalton and Ra@raig, and “action
hero” antics of Peirce Brosnan. One wonders what REeming would
have made of the hooplas, study, and interestiredaond today?

The volumelames Bond In World and Popular Culture: The Fibns
Not Enoughis a grand testament to the culture of Bond ara whay
Fleming’s spy has changed the landscape of ourdw@ur goal to find
and publish the most diverse and extensive colleadif essays related to
Bond has, in our opinion, been achieved. In thetytmine essays that
follow, we find (and hope you do as well) prooftttize Bond phenomena
has grown well beyond the films. The editors ampssed by the diversity
of the collection as it covers topics not foundother edited collections.
We wanted something scholarly, diverse, and intexgsbeyond anything
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published collectively before. To that end, thet@di feel we have
achieved this.

Rather than discuss each essay in detail in duwduaction, we want
readers to dive right in and experience this deetze of the James Bond
world and mythos: But first, a brief, yet basic day of the book’s
structure. The first section “Experiencing the Vdodf Bond” is just
that—articles that look at James Bond movie poatty video games,
Bond books on audio, Bond related architecture, bod/ Bond has
impacted the world of dance and fashion. The r&tte Sound of Bond”
gives four distinctive perspectives on the film musach of the four
essays present ideas related to Bond music in sandwinique viewpoint.
Of course, no discussion of Bond would be compléthout a discussion
of gender and views of the “Bond girl.” What is rhogeresting about this
section is the disparate perceptions on gender.eSauthors argue that
there is a great deal of anti-feminism in Bond’sridipbut others argue
there are “those” forgotten Bond girls who sometirhave to “put” 007 in
his place. The “World of lan Fleming” (the editonere adamant that
Fleming be given his own section) examines Flermasga character in
other author’s works of fiction as well studiesp&fople Fleming knew in
his career. The fifth section looks at Bond, higiffiness, and his legacy.
These include essays related to the colonialiskivie and Let Die (1973
and Peter Sellers taking on the Bond mantle in8&7 unauthorized film
Casino RoyaleOther articles look at the Bond Jr. comic bookese the
post Fleming novels, and literally the games JaBmd plays. The last
section rounds out the world of Bond with topicsdagerse as Bond and
Christianity, comparisons between Woody Allen andn@ Japanese
James Bond parody films, Geo-politics, and Bonttetogy.

At first glance, it may seem odd that two libragaand one archivist
would (could) work together and co-edit a volumewbthe world of
James Bond. One might be tempted to ask how Jammed &d popular
culture relates to archives and libraries. The anmsis, in every way
possible! Today's information/digital age requitésarians and archivists
to increasingly become conversant in scholarlyvds that go beyond
the library, but represent the library. Librariaasd Archivists have a
professional calling to preserve humanities calectmemory (whether in
print or digital). The volumgames Bond in World and Popular Culture:
The Films are Not Enougtioes just that. Librarians and Archivists are
really scholars in the same sense that most okthesching and doing
research in the academy are. The editors are akso &n helping the rest
of the world understand this. We are collectinggamizing, and putting
together a part of our collective memory, the phet relates to James
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Bond. Although technologies change, the work Litareg and Archivists
do, does not.

Our final goal, in putting together this collectjois to document the
wide perspectives related to the world of JamesdBdb this end we have
put together an academic collection of articlesnfta unique collection of
scholars from a varied set of disciplines and viewts. Despite the
diversity of viewpoints and almost “randomness” thé articles, they
somehow fit together—the unifying factor is, of cee, the James Bond
mythos. We were taken back by how much interestedaBond still
generates, and hope the interest and excitemenBamel phenomena
generates translates into a pleasurable and ititegesead” for Bond
enthusiasts and scholars everywhere.

“Bond reflected that good Americans were fine peoahd that most of
them seemed to come from Texas."
—Ilan Fleming (Casino Royale)






PART I:

EXPERIENCING THE WORLD OF BOND

“Look my friend, I've got to commit a murder tontgiiNot you.
Me. So be a good chap and stuff it, would you?”
—Ilan Fleming (Octopussy/The Living Daylights)



CHAPTERONE

JAMES BOND POSTERS
AN ART PROFESSORS PERSONALVIEW

DIRK FOWLER

The author grew up on his grandparent’s cotton eattle ranch in the
Texas Panhandle during the early seventies; fan ttee nearest town (20
miles), school (12 miles), and even farther from world of James Bond.
Growing up the author did not see a single Jamesl Boovie or a poster
for a Bond film until he was thirteen years old.eTimpression it and a
myriad of other pop culture artifacts made on higlphd to shape his
career as a graphic artist. Here is his story.

How is it that the image of a tall, thin, sharglyessed man with a
Beretta crossed over his chest, a slightly raissb®w and surrounded
by scantily clad women is etched so vividly into ohildhood memories?
It is because | am truly a child of the seventi&gery piece of pop culture
from that decade seems to be recorded in my midchaa shaped me into
the person that | am. Even more, it is a testimtmyhe power of the
poster as an advertising vehicle and ironicallg, James Bond POSTER
that has made a lasting impact.

The movie posters of the seventies were diffesemtiehow. Many of
them are branded into our minds. A few, lil@vsandStar Wars were so
powerful and iconic that it seems as though humémrs at least
Americans) are now born with these images embedifedtheir
subconscious. Perhaps it is, that even though émematched a James
Bond film, | was “prime meat” for the series. | wa8 years old in 1983
whenOctopussypremiered. | most definitely remember seeing dsters
and television advertising. | didn't understand #i®xual innuendo at all
but | remember feeling slightly uncomfortable abdiie title and the
poster’s imagery. Even to this day | haven't sekea film but | can
scribble out a pretty decent facsimile of the postde poster depicted
Maud Adams with eight arms and very little clothirigcould probably
draw a close approximation of the main title tymggry as well. The
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capital letter O with cephalopod-like tentacleseexting from it and
quietly, carefully reaching toward and emphasizimg, not so subtle pun,
contained in the last five letters of the title.€Tthesign is brilliant, to say
the least. It is indeed, the epitome of the “BotyeS’

But what does that mean? What exactly is the “B8iye”? What
makes a “Bond” poster? Agent 007 in the middlegdarin charge and
surrounded by women, explosions, wild animals, jumgpboats and
villains being beaten to a pulp by the legend himgédey are clean and
sophisticated, yet lavish and completely over e One could argue that
though occasionally subtle Art Nouveau and Art Deeferences are
slipped in, the Bond poster is, in its purist fogimply an extension of the
German Sachplakat, or “Object Poster,” createdhm éarly 1900s by
Lucian Bernhard and Ludwig Holwein. The object linstcase is simply
the debonair agent 007 instead of a box of matonemn elephant. The
object posters did not try to disguise the prodtiey sold. There was no
extra ornamentation, no clever sayings and no ecartspokesperson.
There was only a clean, straightforward illustmatif the product being
pushed. When you see a James Bond poster, th&ie dgiestion at all
about who or what the poster is for. It is very @lien It is exactly like
Bond.

The look of the Bond poster was established withvery first poster.
The poster foDr. No introduced the, now iconic, albeit early versioh,
the 007 logo using the numerals and simple silltedeBeretta.From
Russia With Lovegave us the first glimpses of the infamous Bondepo
But one could argue that the advertising imagesidar Fleming’s most
famous character did not reach their true potentidl the 1970s with the
memorable work of illustrators Robert McGinnis arRbb Peak.
McGinnis’ work appeared in five Bond campaigns, ibagng with the
wonderfully sly depiction of Sean Connery wearinget suit top, rather
short swim trunks and holding a harpoon gun whdag flanked by four
bathing beauties. Peak, meanwhile, is widely regrhab the “father of the
modern movie poster.” His realistic, yet loose awatery style gave us
some of the most classic film poster images oflt®é0s, including those
created forStar Trek, Supermaand Apocalypse NowThese posters are
unquestionably among the best of that decade. Pdakt foray in the
Bond realm, 1977'S’The Spy Who Loved Mased geometric, Art Deco
inspired design elements.

So what makes a good poster? What makes an gffgobister? As a
poster designer myself, and one who teaches theofrgraphic
communication, my standard answer to both thesestouns would be,
simple. Simple is good and simple is effective. dod poster functions
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exactly like a good book cover. It should firstatathe viewer’'s eye and
then keep the viewer's eye long enough to convey pfertinent
information. The poster should reveal just enougbua the story to peak
interest, but not too much to give the story away.

A Bond poster however, operates under a slighfferént set of rules
and standards. Generally, in order to be effectiw®jal communication
should not make assumptions, but 007 posters datlgxhat. It assumes
viewer already know quite a bit about James Bondoés not attempt to
reach all audiences. Just like Bond, it knows atgét and goes after it.
The illustrators who gave us these classic Bondy@adad something that
is difficult to find in today’'s world of computerided design and digitally
manipulated illustration. They of course had anredible amount of
artistic talent, but even more important and peshapen less tangible,
they had style, just like James Bond, Sean ConriRoger Moore, and
every other actor to portray the hero.

Concept is almost always paramount in the mind gfaphic designer
when creating a poster. In the case of a Bond fiiister, as perhaps in a
Bond film, the concept seems at least, unimpori@oncept takes a back
seat to action, beautiful people, beautiful scenguys and of course, stuff
blowing up. The same can be said of most Britisht American movie
posters since the 1960s. Compare almost any 19@siéan film poster
with its Polish release counterpart for instancee Tontrast is shocking.
In almost every case, layered, complex, photogapéproductions are
replaced with simple, graphic, yet highly concepinages. An example
of this graphic reduction can be seen in the 1988gdrian poster fofhe
Spy Who Loved Mén which only two feet (one male and one femala
a gun barrel are depicted in an almost juvenilemean

Americans, however, want to see movie stars, @keok at any
magazine rack. Once during my days as an advegtaindirector, | had a
boss who liked to remind us that regular people tik look at beautiful
people. This, one would guess, could be the mdotrd07 posters as
well. No one could be more beautiful than the ladiinted by Robert
McGinnis. And who better to paint Bond ladies? Aftdl, McGinnis had
painted dozens of pulp book covers even beforefitds James Bond
poster. Bond posters were and still are just vargd pulp magazine
covers.

It has been repeated to the point of exhaustiohjtis nonetheless a
fact that sex sells. And Bond posters are pure $brugh the designs
have never been particularly innovative, they haeetainly, at times,
pushed the boundaries of social acceptability. Fsabile sexual references
like those made in Robert Brownjohn’s masterflétitequence for 1964’s
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Goldfinger (imagery from the sequence was used for the Bridad
American posters as well). It depicted scenes fiteenfilm projected onto
the gold painted body of Margaret Nolan, to theadtridiculous phallic
symbols in McGinnis’ exploitation style illustratiofor 1973'sLive and
Let Die. Though oftentimes much more than sly sexual suygestss, the
posters make no apologies. This bold, no holdsedaapproach was
established from the very beginning with the posterDr. No, as Sean
Connery nonchalantly presides over the first fdumany partially clothed
women to come. Even the typography on a Bond pdstdyold and
unapologetic. Heavy gothic, or sans serif, typesad@minate the lettering
on a majority of the posters. Occasionally a desigvice is slipped in as
in the title typography foLive and Let Dieas a knife replaces the letter |
in the word die, but for the most part, you woréesany whimsy or hand
lettering, only a bold blocky type telling us th&ond is Back”.

Poster designers, like myself, often wonder hovdésign something
so well established as a Bond poster. Graphic desigare often very
critical of cliché or the norm. We look at what'sdn done before and
want to do it differently. Often our clients statery clearly that they want
something “different”. My only dealings with a majcelease film poster
went exactly like that. The only direction | got sveo make something
really different from a typical Hollywood movie pes. As it usually goes,
it turns out the client didn’t want something difet at all. My design was
rejected and the finished poster for the release tvie with large glossy
photographs of the starring actors in scenes frben fiim. The film
received poor reviews and little attention, disappey from theaters
rather quickly. My arrogance always attributed khek of success to the
mediocrity of its poster!

This is a ridiculous correlation, but works on tménd of a graphic
designer. In the case of a 007 poster though,nkthi would be almost
impossible to do anything except the tried and Bomd look. Do you
think a film with a title like From Russia with Lovewould attract
thousands of adult male viewers simply by doing ettring artistic with
the title typography? But put a tuxedo wearing S€annery on the poster
with his pistol and his eyebrow raised, flank hinthwa brunette belly
dancer, a red head wearing only a loose nightgawo, girls with
abundant cleavage, on their knees choking eachr @ihe a helicopter
hovering over the Kremlin, and men will come inahgs. Ultimately, a
poster’s job is to get people in seats.

Designing a Bond poster is a time to put away yego and give the
people what they want. That is exactly why illusira like Peak and
McGinnis were so right for the job of designingshdamous advertisements.
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They were the workhorses of the industry. Peakdwett 100 posters and
45 Time Magazine covers to his credit, while McGénhas over 40 film
posters and more than 1200 paperback book covéis.tdames Bond is a
man’s man and these are the illustrator’s illustst

Production is well under way on the ®&nstallment in the Bond
franchise, and while not much is known about th®,frest assured, the
poster will be slick. Daniel Craig, the seventhoadb portray the debonair
secret agent, brings a new and definit& @&ntury appeal to the character.
Photoshop and the more politically correct timegehehanged the Bond
poster as well. Judging from the designs for thet faw posters, one
would question whether the changes have been éobéfter. Traditional
illustration has suffered dramatically in the lasenty, or so years, being
almost totally replaced with photography just @slitional animation has
been all but replaced by digital animation. Thesehbpe though, as
appreciation for illustration seems to be on tise.riAnd while there may
be very little need for a printed film poster ind&y’s world of viral
marketing and instant global fulfilment, as lorgythere is a James Bond,
Agent 007 movie, there will be a poster with a tixeclad, hand gun
wielding, dapper British agent beckoning us to jbim in his latest,
greatest adventure.
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CHAPTERTWO

USEYOURJOYSTICK, 007:
VIDEO GAMES AND THE INTERACTIVE
BOND EXPERIENCE

KEVIN D. IMPELLIZERI

Byelomorye Dam, Arkengelsk, USSR, nine years ago

It's a frigid evening in Arkengelsk, but, then agaivhen isn't it cold this
close to the Arctic Circle? Dramatic music fillethir around the massive
hydroelectric plant. Not far from the dam, armeamis patrol, prepared to
dispatch any intruder with extreme prejudice. Desphe intimidating
show of force, a black-clad intruder awaits jusitgheir line of sight. It is
none other than James Bond, Agent 007, on yet anatfssion for queen,
country and the free world. His objectives are semfwell, simple for
007): neutralize all alarms, plant a covert modemntonitor enemy
activity, intercept confidential information, anacalve undetected by
bungee jumping off the dam. He strikes a confiqerge, brandishing a
smirk along with his trademark Walther PPK (sileshcef course, for this
delicate mission). Just another day at the officcked and loaded, he
takes aim at an oblivious guard on patrol—timedbtg work.

The opening scene @oldenEye 0071997) for the Nintendo 64 is a
microcosm of what all James Bond-centered videoegahave attempted
to accomplish: immerse players in the world of O&/hat does it mean to
be James Bond? Is it the car chases, the gunplaydry vodka martinis
(shaken, not stirred)? How developers have intégdrthis experience has
undergone a complex transformation from Bond'stedeic debut in 1983
to the present. The pages to follow analyze hoveld@ers have sought to
recreate the Bond lifestyle and how the “interaectBond experience” has
changed over time. Rather than focus on every Bgame ever made
(there are many more Bond video games than filths,article will call
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attention to several specific titles and examine tbey have addressed
what it means to be 007.

The interactive Bond experience has been shapenhdng than the
whims of game designers. Other factors are at wbhks experience has
also been shaped by an attempt to capitalize ora®@7pop culture figure.
James Bond is more than just a secret agent; ha fenchise, a
consumable commodity (Bennett and Woolacott, 198/jleo games
represent an effort to expand the Bond brand beymwkls and films.
According to a 2007 report, James Bond was thesiifth best-selling
video game franchise of all time, selling over 3illian units since 1983
(“Counting Up Video Gaming’s Moneymakers,” 2000)oidover, since
video games tend to appeal to a younger audieheg, dre a means of
introducing 007 to a new generation of potentiakfa

The interactive Bond experience has also been shdpe the
technological evolution (and limitations) of the dnem. Memory
capacity, graphical strength of the game systemtia@dype of controller
available all impose restrictions on what actioas be included in a game
experience. Creating a game for the Atari Video @ot@r System (also
known as the Atari 2600) offers different challesgban designing a
game for the Microsoft Xbox 360 (the memory spaseadB60 disc is the
equivalent of over 2 million Atari 2600 cartridgesdfow designers
negotiated the technological capabilities of et@dtr games has significantly
impacted on how 007 has been presented in games.

Video games offer a unique opportunity to activprticipate in the
world of Britain’'s most famous secret agent. Regdthe novels or
watching the films are passive activities. Vieweand readers are
spectators; they bear witness to Bond’s exploitsHawe no control over
the adventure. Video gaming, on the other handiires|active participation
in the viewing experience. It is up to the playgmtake sure that James
Bond defeats the villain, gets the girl, and sathes day. The fate of
Bond’s mission, nay the free world, rests in theypt’s controller-holding
hands. The player becomes the actor in his or éesopal Bond film. As
the back cover of the box f@eoldenEye 0OOteclared, You are Bond.
James Bond.”

Bond by Proxy: James Bond 007 (1983)

Since the very beginning, developers focused omtitien elements of
James Bond films as a frame of reference to coctstine interactive Bond
experience. Due to the memory limitations of eaghme systems and
personal computers, video games tended to center simple task that
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had to be repeated ad infinitum. The first blockbrs such aspace
Invaders and Pac-Man struck the balance between simplicity and
challenge, which kept players pouring time and man® blasting aliens
or chasing ghosts. Design teams behind the Jamed #deo games of
the 1980s and early 1990s faced similar challen§ksy had to decide
which activity from the films would be representatgvitably settling for
the most part on vehicle-based action. In many satbgs meant
significantly borrowing elements from existing gamnend repackaging
them as a Bond game. Aside from expediency, thactime was a
symptom of the video game industry of the 1980s.n\Malifferent
companies ranging from film studios, such a¥ Zentury Fox, to food
producers, such as General Mills and Quaker Oatsred the video game
industry in hopes of capitalizing on a booming nearkdt was in this
context that Parker Brothers released the firstegéonutilize the James
Bond license—3ames Bond 00{1983).

During the late 1970s and early 1980s, the homeovighmes market
was the fastest growing industry in the United &taBetween 1980 and
1982, profits in video games soared from $1.4dpillio $3.5 billion, with
revenue figures rivaling the film industry. (“Chad the Toy Industry,”
1983; Harmetz, 1982). In 1982, video game develdmtivision became
the fastest growing company in U.S. history, suspeg industry leader
Atari (Kent, 2001). As a result, various companiesmed video game
divisions and snatched up game licenses for pedlstievery available
commercial property—movies, comic books, televisishows, even
company mascots—in hopes of striking gold in therbandustry.

Parker Brothers was one such aspirant. In 19&2keP Brothers
established a video games division and acquiredritifés to produce
games for several recognizable franchises, incu@piderman the Star
Wars saga, and J.R.R. Tolkien's fantasy serlé® Lord of the Rings
Some time in 1982, the Minneapolis-based toy compaistained the
rights from EON to produce a game centered on J&@ued. The earliest
design, entittedlames Bond: Agent 0Qhad players control Bond as he
escaped from armed henchmen along the top of aisygegain in a tie-in
to the upcoming filmOctopussy Promotional material for the game first
appeared in Parker Brothers’ 1983 product catalddgh included a brief
description and a screenshot. (Parker Brothers3)198

By the time the game reached store shelves in 1i983d undergone
significant changeslames Bond 00Was available for the Atari VCS, the
Atari 5200, the Atari 80G¢he Commodore 64, and the Coleco Colecovision.
The gameplay and design #dmes Bond 00Borrowed liberally from the
1982 arcade gamiloon Patro| the major difference separating the two
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tittes wasJames Bond 0Oféatured a digital rendition of Monty Norman'’s
classic James Bond theme. The objective of the gaa®eto navigate a
futuristic all-terrain vehicle across the screenlevhvoiding obstacles and
enemies through several levels loosely based araledames Bond films.
The VCS version had three leveBiamonds Are ForeveiThe Spy Who
Loved Me andMoonraker In the level based obiamonds Are Forever
the player navigated across a treacherous, radieatdgsert, jumping over
craters while avoiding laser-equipped satellites laglicopters armed with
searchlights. The object, aside from surviving, washoot at diamonds
that appeared in the sky and land on a convenigtalyed helipad on an
offshore oil rig. The other levels offered slighariations of the same
model with equally superficial connections to thigimal films.

Ultimately, James Bond 00#&vas an unremarkable title, one of
countless licensed games to surface in a marketlyapeaching over
saturation. By the tim@ames Bond OOeached store shelves a deluge of
poor quality titles, many cheap imitations of mavell-known titles had
reached store shelves (Herman, 1997). Partly dtletpoor quality of the
games, at the end of 1982, Warner Communicationsieo of Atari,
experienced a 16 ¥ point plunge in stocks, pasgitylshocking since
Warner executives had predicted a fifty percentdase in profits in 1982
(Cohen, 1984). The once-booming home video gam#&enéad turned
sour. Profits turned into losses for even the nwesit established game
companies, and scores of companies abandoned thketnas quickly as
they had entered it. Parker Brothers unceremonyjocislsed the video
game division and relinquished its licenses in 1984ny games were
ultimately never released. The culminating pointhe video game crash
came on July 2, 1984, when Warner, desperate toupeenillions in
losses, broke apart Atari and sold the home garésiah of the once
mighty video game giant (Sanger, 1984).

After Parker Brothers lost the license, Britishddhscomputer game
company Domark acquired the rights to publish Jaf@esd games.
During the remainder of the 1980s, they releasedhenaus titles;
however, they tended to share the same charauterast their forebear.
The vast majority of the Domark titles had looseitis to contemporary
James Bond films, such @sView to a Kill(1985),The Living Daylights
(1986), andLicence to Kill(1989), or earlier films such dsve and Let
Die (1988) andThe Spy Who Loved M&990). Also, in most cases the
player was only able to play as 007 by prokiie Spy Who Loved Ma
blatant imitation of the 1983 racing gai8py Hunterwas a racing game
where players from a bird’s eye view drove a cangoed with an arsenal
of weapons through city streetsve and Let Dieoriginally designed by



