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Foreword

Bond is Dead. Long Live 007

Marwan M. Kraidy

No Time To Die perplexed me the first time I saw the film. When I watched it again a few weeks later, on a fourteen-hour flight from Doha to Chicago, I was hoping I would come to terms with my ambivalence, to no avail. After Christoph Lindner and I chatted briefly about the film over lunch in London sometime later, I began to understand why the film vexed me: it disconcerted me as a fan yet pleased me as critic. Reading the manuscript for Resisting James Bond helped me figure out the underlying elements contributing to this unique and unexpected sensation.

The editors of this book rightly identify the Daniel Craig era (2006–2021) as a time of social and geopolitical upheaval. Indeed, in 2006 Russia cut gas supplies to the Ukraine for the first time, the Iraq War escalated into a bloody sectarian conflict, the United Nations General Assembly voted the UN Human Rights Council into existence, Germany did not even make it to the final of the World Cup it hosted, Nintendo Wii was released and Israel and Hezbollah fought to an earth-scorching standstill. The ensuing fifteen years have witnessed Occupy Wall Street and the Arab Uprisings, the Gezi protests and Black Lives Matter, #MeToo and Trump, Brexit and Bolsonaro, and the list goes on and on. Change and uncertainty define the present and obscure the future, leading to a nostalgia for the ‘certainties’ of the past while overlooking the role that power, privilege and fear played in defining these ‘simpler’ times.

As I write this foreword, the North Atlantic sphere – James Bond’s geographical, geopolitical and ideological home – is in upheaval: the United Kingdom and the United States are experiencing political instability and turmoil with high stakes. Once the self-proclaimed havens of liberal democracy and neoliberal economics, these two countries (now) have fractured political systems and unstable economies. Torn up by right-wing populism, both countries are in the throes of xenophobia, jingoism, nativism, racism and misogyny, revanchist reactions to the recent movements for justice, equality and dignity mentioned above. The Daniel Craig era ends in bleak times.

No Time To Die is disconcerting, of course, because James Bond dies. In their introduction to this timely and exciting volume, Funnell and Lindner tell us that James Bond is the longest-running franchise in film history. What was for decades a staple and stable source of colonial identity, geopolitical reimagining and cultural escapism has transformed into a national nightmare; the unthinkable has finally happened – James Bond is dead (at least, until the next 007 reboot). But when contextualized as the last instalment in the Daniel Craig era – Casino Royale (2006), Quantum of Solace (2008), Skyfall (2012) and Spectre (2016) – Bond’s hitherto inconceivable demise makes sense. It is as if, in the time of #MeToo and #BlackLivesMatter, after rhetorical contortions of post-racial times under Obama, after 007 was almost emasculated during torture in Casino Royale and flirts with homoeroticism in Skyfall, James Bond’s death on an island in the Bering sea, by ‘friendly’ missiles, is the self-immolation of a white man who has endured status reversal, professional demotion, physical disintegration and, eventually, annihilation by missile – an actual cancellation. The fact that his evil foe is a Russian renegade played by an Arab actor, while the new 007, Nomi, is a black woman, adds further poignancy to his tragic demise.

James Bond is dead. Long live 007.

But is the cinematic disarticulation of James Bond from 007 an effective dismantling of a coupling of power and privilege that extends from the geopolitical to the intimate? Ian Fleming himself was a child of privilege: the son of a merchant banker who became Member of Parliament, he was educated at Eton and Sandhurst. The franchise remained the playground of rich and powerful Western white men, until Judy Dench assumed the character of M. The Daniel Craig era is self-reflexive about the franchise’s troublesome cultural politics. It recognizes problems, but it also reproduces them. Bond is surrounded by a cast that, over the course of the Daniel Craig era, has grown more diverse with black actors playing key figures like Felix Leiter (Jeffrey Wright), Eve Moneypenny (Naomie Harris) and even Agent 007 (Lashana Lynch). The Daniel Craig era confirms that Q is queer. After decades of Bond-girls-as-objects, Craig as Bond seems to forge genuine bonds with women-as-subjects, though they are all white and of European descent. Bond falls in love with two women – Vesper Lynd and Dr Madeleine Swann – and these relationships lead to a consistent focus on the internal struggles of Bond (rather than external geopolitical conflict) thereby reflecting the empire retreating to the boundaries of the nation, until things collapse in No Time To Die.

Nonetheless, as several contributors to this volume demonstrate, ambivalence – towards the environment, the previously colonized, women, people of colour – perfuses the last three James Bond films (ironically in the Jubilee era). Mallory’s Foucauldian moment, in No Time To Die, when he makes the argument that the spy community must defend society against invisible (internal?) foes, echoes Foucault’s ‘Society Must be Defended’, from enemies that may encompass all those groups, represented in recent James Bond casts, clamouring for rights and privileges alongside the sole province of elite white British men. With a bit of reckoning and some co-optation, the Daniel Craig era proceeded, one reticent opening at a time, dangling tantalizing prospects for how James Bond has evolved since 2006. This insightful collection is a fitting guide and offers a deep understanding of how power and privilege define and are defined by the Daniel Craig era.
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Introduction

Resisting James Bond in the Daniel Craig Era

Lisa Funnell and Christoph Lindner

Released between 2006 and 2021, the Daniel Craig era of James Bond films coincides with a time of increasing social and political unrest. This period is marked by the rise of various social justice movements challenging deeply entrenched systems of inequality and oppression. There have been local, regional and global movements targeting sexism, racism, immigration, religious oppression, pay and wealth inequality, corporate capitalism, reproductive justice, environmental justice and climate change, among others. Growing awareness of, and activism around, these issues has been matched within the academy by an increasing number of scholars producing thoughtful and engaging research exploring systems of oppression, their intersections and permutations, and their disproportionate and negative impact on marginal/minority groups.

While focus is often placed on individual actions and institutional policies and practices, it is important to recognize the role that culture plays within these systems. Mainstream blockbuster film, for example, is not simply ‘mindless’ entertainment but a key part of a global cultural industry that naturalizes and normalizes privilege. A comprehensive understanding of social injustice requires a detailed consideration of how culture shapes, maintains and rationalizes various forms of oppression (e.g. ‘isms’ such as racism and ableism) and produces fear (e.g. ‘phobias’ such as homophobia and xenophobia) in service of maintaining existing power structures.

It is against this backdrop that the #MeToo movement spread across digital platforms in 2017 and enabled sustained conversations about sexual violence in the workplace. The Hollywood film industry served as a microcosm for these broader discussions as women (although not exclusively) began speaking out about their experiences of sexual harassment, coercion and assault. Attention was drawn to the ways that the entertainment system has traditionally safeguarded predators – filmmakers, screenwriters, producers, actors – at the expense of survivors (Funnell and Beliveau 2022: 2). While the conduct of Harvey Weinstein was an ‘open secret’ in Hollywood (Garber 2017), actors who resisted and/or spoke out against him were often blacklisted in the industry (Saad 2018) prior to his public outing and criminal prosecution in 2020 (Andrews-Dryer 2022). While the conduct of predatory filmmakers continues to be highlighted, greater attention is also being placed on the depiction of sexual violence on screen – including in the James Bond films.

James Bond is the longest-running film franchise in history and over the years the series has been described by many critics and viewers as problematic in terms of its cultural politics and values. According to Bond scholar James Chapman, the films not only present ‘sexist, heterosexist, jingoistic, xenophobic and racist’ attitudes (2007: 12) but at times even celebrate these values and views. He notes that ‘despite their political incorrectness – or perhaps even because of it – the Bond films have been enormously popular with cinema goers around the world’, suggesting that some audiences pay less attention to these messages or that the pleasures garnered from watching a Bond film outweigh – or are sometimes even linked to – the discriminatory content (Chapman 2007: 12).

In the wake of the #MeToo movement, the Bond franchise has received renewed critical attention with a particular focus on the depiction of sexual violence in the 1960s. Similar to other films of the decade, sexual violence was problematically mobilized for a variety of narrative purposes, from justifying the violent and retaliatory actions of women (Honey Ryder in Dr. No [Young 1962]), to emphasizing feminine vulnerability and depicting threats against women (Tatiana Romanova in From Russia With Love [Young 1963]), to undermining and even attacking lesbian identity (Pussy Galore in Goldfinger [Hamilton 1964]). However, when Bond engages in violent and predatory conduct, it is often played off in the films as flirtatious (Patricia Fearing in Thunderball [Young 1965]) or even a necessary field tactic (woman in golden bikini in Diamonds Are Forever [Hamilton 1971]; see Funnell 2022). This conduct and its cinematic coding have not aged well and many viewers today struggle with watching these scenes, especially given the increasing importance of affirmative consent in social discourse and public consciousness in recent years.

An example of this dynamic occurred at the time of writing this introduction, when actor George Lazenby, who played James Bond in only one film, On Her Majesty’s Secret Service (Hunt 1969), issued a public apology for making sexist and homophobic comments during an onstage interview for the Australian tour of ‘The Music of James Bond’ show. According to one source,

It was absolutely unbelievable … At one point he named an Australian cricketer whose daughter he was chasing, and he said he dragged the daughter out of a pub and put her in a car in London, which again is, of course, horrific … It wasn’t even charming, it wasn’t even funny. It was creepy, it was offensive … He was disgusting, there’s no two ways about it.

(qtd. in Romualdi 2022)

Whether this was an admission, exaggeration or fictitious tale, this bolstering of ‘sexual prowess’ and cavalier attitude towards sexual violence was considered inappropriate by the audience and Lazenby was jeered off stage. He has since been removed from the tour.

In addition to the actions of the assigned-male-at-birth (AMAB) characters featured on screen in the 1960s, the conduct of Bond filmmakers behind the scenes is now being questioned. In 2022, actor Marguerite LeWars stated that she was sexually assaulted by director Terence Young on her way to the wrap party for the inaugural Dr. No (1962). In her account, when she resisted his physical advances, he threatened to cut her out of the film exclaiming ‘do you know who I am?!’ (Binley 2022). While some fans have criticized LeWars for waiting sixty years before speaking out, what her account draws attention to is the way that power dynamics and intersectional privilege have historically operated by safeguarding and even bolstering white (cis-)men within the US and British film industries for decades. Moreover, LeWars’ account opens up questions about the conduct of Young off-screen and how this may have influenced the depiction of sexual violence on screen, given his direction of the aforementioned Dr. No, From Russia With Love and Thunderball.

With the release of each
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