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ABSTRACT

Tutkielmani aiheena ovat James Bondin maskuliirdemu representaatiot, jotka
muodostavat hyvin tunnetun kuvan hanesta kovangerhenisena sankarihahmona.
Aineistona kaytan viitta James Bond -elokuvaa enpbsikymmenilta: Goldfinger
(1964),The Man with the Golden Gua974),The Living Daylight1987), Tomorrow
Never Dies(1997) jaCasino Royalg2006). Tutkielman tarkoituksena on tarkastella
miten Bondin maskuliinisuuden representaatiot omatuttuneet vuosien saatossa.
Hypoteesini on ettd James Bondin maskuliinisuusnomttunut sosiaalisten muutosten
vaikutuksesta: Bond kulttuurisena ilmiond on tstWii yhteydessa maailmaamme ja
yhteiskunnassa tapahtuviin muutoksiin, jotka puakes heijastuvat Bondin hahmoon.

Tutkimuksen pohjana kaytan Pat Kirkhamin ja Jandturiinin elokuvallisen
maskuliinisuuden esittamisen kategorioita. Teoigat |ahtokohtina ovat myos Laura
Mulveyn teoria elokuvan miehisesta katseesta sekiith] Butlerin idea sukupuolen
rakentumisesta tekojen kautta. Analyysin kohtewa dames Bond erotisoivan katseen
haltijana sek& kohteena, néayttelijoiden fyysinerkonbkd, Bondin vakivaltainen
kayttaytyminen ja kestavyys, kanssakayminen miesfgnnaisten kanssa seka
suhtautuminen instituutioihin ja tunteiden nayttaem.

Tutkimustulokset osoittavat ettd Bondin maskuliinis on muuttunut yhteiskunnallisten
muutosten vaikutuksesta, esimerkiksi naisten oigmukparaneminen ja kylman sodan
paattyminen ovat vaikuttaneet ratkaisevasti Bonld@thmoon. Jos Bond on jollain
alueella menettdnyt hegemonisen asemansa, on tmighisia piirteitd korostettu

enemman. Myos itse hegemonisen maskuliinisuudeitygdsn muuttunut vuosien

saatossa.

KEYWORDS: James Bond, representation, hegemonic masculiihityc masculinity,
gaze






1 INTRODUCTION

It has been estimated that between a quarter dradf af the world’s population has
seen a James Bond film, either in the cinema otet@vision (Chapman 2000: 14). |
myself grew up watching James Bond films on telewi@nd still find them irresistibly
captivating and entertaining. Everyone knows laentthg’'s James Bond and the kind
of life this agent 007 of the British Secret Seevieads: driving fast cars, gambling for
huge sums of money, sleeping with beautiful girlving the world from
megalomaniac villains, travelling all around therldaand always overcoming the most
threatening dangers. The films and novels themsetaturally fascinate people because
of their adventures, action and exotic locations, & great deal of the attraction lies
within the character of James Bond; a name which lbecome to signify stylish
masculinity and urban self-confidence (Cork & St@208: 23). It is precisely his
manliness that exists at the very core of his chemthappeals to both men and women.

During the last 25 years representations of megemeral have attracted more and more
academic attention. James Bond, in particular, tians as a representative of the
normative human being, the middle-aged, white Arggacon. The aim of this thesis is
to study how Bond is represented in five Bond filthat cover a period of 42 years:
Goldfinger(1964),The Man with the Golden GUt974),The Living Daylight§1987),
Tomorrow Never Die§1997) andCasino Royalé2006). | will concentrate on studying
how his masculinity is constructed i.e. how Bonaasistructed as the hard and heroic
man that the audiences recognise and admire. | wgd Pat Kirkham and Janet
Thumin’s (1993: 11) categorisation of the four sité filmic masculinity as a basis for
the study, so the areas analysed include the lkaatign, the external world and the

internal world.

It can be expected that the character of James Basdot remained the same for the
past 42 years because reality has an effect aorfictharacters and narratives. When
values and practices in society change, populareseptations are bound to reflect
those changes. Moreover, since representatioranarenerent part of society, they, too,

have an impact on social values and ways of thjmkBocial change must have caused
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James Bond to change as well, but in what ways lsame aspects changed more
noticeably than others and what could explain thssPe still “a sexist, misogynist
dinosaur, a relic of the Cold War” as M (Judi Dencalls him inGoldenEyepr has he

adapted to the changing values and practices déogorary society?

1.1 Material

Since this study focuses on how representationBooid’s masculinity have changed
over time, | have selected one representative filom each decade. The material
extends over a period of 42 years. The materiasistsofGoldfinger(1964),The Man
with the Golden Gun(1974), The Living Daylights(1987), Tomorrow Never Dies
(1997) andCasino Royal€2006). These feature five of the six actors wheehplayed
Bond: Sean Connery, Roger Moore, Timothy Daltoeyd¢d Brosnan and Daniel Craig.
It is important that the films have different acttrecause an individual actor’s presence
and interpretation of Bond provide something newthie character, and thus, his

masculinity gains different nuances in differehns.

The five James Bond films that are analysed in shisly have been made between the
years 1964 and 2006. @®oldfinger(1964), which is the third film of the whole sevje
Bond (Sean Connery) is sent to investigate a goliidbb dealer called Auric Goldfinger
(Gert Frobe), who is suspected of stockpiling gopaintities of gold. Bond befriends
the villain and uncovers his plan to obliterate Warld economy by contaminating the
bullions held at Fort Knox with nuclear radiati®ond has to face, among other things,
a giant laser threatening to cut him in two andrietal-rimmed hat-throwing Oddjob
(Harold Sakata) before he manages to ruin Goldfiag#dan with the help of his own

private pilot Pussy Galore (Honor Blackman).

In The Man with the Golden Gufi974), 007, played by Roger Moore, receives a
message that he is the next target of the asskeasintisco Scaramanga (Christopher
Lee), who charges one million dollars for a killdanses a golden gun with golden

bullets. In addition, Bond must find a solar callled Solex, which is a device that can
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convert the sun’s radiation into electricity. By kimg together with the lovesick fellow
agent Mary Goodnight (Britt Ekland) and Scaramasguaistress Andrea Anders (Maud

Adams), Bond eventually wins the game of cat-andiseo

In The Living Daylight§1987), Bond (Timothy Dalton) helps General KosKdgroen
Krabbé) to defect from the Soviet Union to the Weghere he is abducted from his
hideout only a few hours later. Soon Bond discotleas Koskov staged the attempted
assassination on his life by convincing his beautikllist girlfriend Kara (Maryam
d’Abo) to shoot blanks at him. Bond travels withr&@rom country to country tracking
him down with the police and Koskov’'s henchman beirt trail. In the end, the real
traitors are revealed and punished. This was thteBand film made during the Cold
War.

In Tomorrow Never Die§1997), Bond (Pierce Brosnan) works together w&itbhinese

secret agent Wai Lin (Michelle Yeoh) in an attentgoprevent the media mogul Elliot
Carver (Jonathan Pryce) from instigating a war lketwChina and Britain. The mission
becomes personal when Carver discovers that his Rairis (Teri Hatcher) is Bond’s
former lover and assassinates her. Bond, howewts, lys revenge eventually when

Carver’s invisible stealth boat is sunk by the iBhf taking him down with it.

Casino Royalg2006) is based on Fleming’s first novel in whidbnd (Daniel Craig)
has to prevent a villain called Le Chiffre (Madskiklsen) from winning millions in a
poker game, so that when penniless and chasedshyrdditors, he would be forced to
turn to the Service for protection. Along on thesigesment with 007 is the British
Government’'s smart and beautiful accountant Vegyed (Eva Green), with whom
Bond falls in love so deeply that he resigns framjbb. However, in the end he learns

his lesson never to trust anyone after being betrdy Vesper.



1.2 The Bond Genre

lan Fleming’s creation, James Bond of the Britigltr8t Service, appeared for the first
time in 1953 in the novel title@asino RoyaleThe agent was named after an American
ornithologist with the same name, because it sadipéien and dull enough to Fleming.
The reason for this was that the hero had to reraaireutral figure also by name
because the things that happened to him were sacedinary. (Chancellor 2005: 112)
The question regarding who was the model for Booti@gracter has existed ever since
the first novel appeared, and throughout the yessgeral actual spies have claimed to
have been Fleming’s inspiration. Some have alsotediout that his brother Peter, who
was a famous travel writer, had many similaritiehvond. However, Fleming himself
served in the Naval Intelligence Department durthg Second World War, an
experience which is strongly echoed in his novdks became accustomed to the world
of spies through his work, but shared also the sartezests with the character he
created, namely girls, good food, golf and gamblifigough he was not a secret agent
himself but a personal assistant to the Directddaial Intelligence, 007 still resembles
him to a great extent. To further reinforce theraution between Fleming and Bond,
photos of the author posing with a gun in his hianfilm-noir style lighting were used
to promote his novels. (Chancellor 2005: 21, 26, 87, 54) AfterCasino Royale

Fleming wrote eleven Bond novels and two shortystoilections.

Fleming’s creation was proved unique, and alreagyi®64, the year when Fleming
died, over 40 million copies of Bond novels hadrbseld worldwide (Chancellor 2005:
6). Bond’s adventures on paper did not, howevenecto an end with Fleming’s death.
Other writers, such as John Gardner and Christoptoerd, have contributed to keeping
Bond alive by either writing their own stories or &dapting films that are not based on
Fleming’s original works into novels. Also Kingsléymis, who is well-known for his
literary study of the Bond novels call@the James Bond Dossi€r965), has written a
Bond story under the pseudonym Robert Markham. riB&r& Woollacott 1987: 49) In
addition to Bond films, which have become one efittost successful movie franchises
making over billion dollars a film (Chancellor 200, there are video games and other

merchandise related to the films, magazines andli#rs dedicated to 007, as well as
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interviews with the film-makers and advertiseme#i.these various texts contribute
to the popularity of James Bond and construct higracter outside the novels and

films.

Bond has become a part of culture in many waysdBims are aired on television in
Finland every two or three years and in Britain Ghristmas Day (Bennett &
Woollacott 1987: 38), which has led to James Boeadoming a house-hold name by
having a role in our everyday lives and traditiofisere are numerous parody films, and
as early as in 1967, a parodical versionCafsino Royalevas made with renowned
actors such as David Niven, Peter Sellers and Orgeltes. Other successful parodies
include Spy Hard (1996) with Leslie NielsenJohnny English(2003) with Rowan
Atkinson and Mike MyersAustin Powers: International Man of Mystgd©97) which
was followed by two sequeléustin Powers: The Spy Who Shagged (W#&99) and
Austin Powers in GoldmembdgR002). These films exaggerate and mock the style
established in Bond films in humorous ways andhatsame time support the formulaic
nature of the original franchise. The films and Bohimself can function as an
intertextual source for other texts of popular aurdt which further reinforces his status

as a prominent cultural figure.

As Tony Bennett and Janet Woollacott (1987: 13)npaut, Bond is a cultural
phenomenon of a certain kind. His existence iscoafined to merely being a character
in the novels and films. People know the valuesBstands for without being familiar
with the original works because of the informatitrey get through other texts.
(Bennett & Woollacott 1987: 14) Bond is a charaabérgreat resonance not only
culturally but also socially and politically. Thénfis and novels often refer to topical
issues, and Bond’s character has always been §troad to cultural and ideological
concerns by functioning as a representative of olesty as well as for the West and
capitalism during the Cold War (Bennett & Wollaco®&87: 1, 18). The technology and
various gadgets used in the films have often beeadof their time as well.

The Cold War had a significant effect on the cwratf Bond and the whole spy genre,
which differs from other genres through its poéticontent (Chapman 2000: 25). When
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Fleming began to writ€asino Royalen 1952, the tension between the capitalist West
and the communist East was at its peak. Attitude®wold, and the world was divided
in two: the Soviet Union, Eastern Europe, China &ddrth Vietnam clashed
ideologically with the United States and most of Sféen Europe. The US and the
Soviet Union, in particular, participated in a reanl arms race, attempting to create
more and more powerful weapons. The need to findhmienemy’s plans and progress
prompted the use of espionage. The war was cotdbssause it was fought by spies in
secrecy and not by thousands of soldiers on thdefiald. Fleming was strongly
influenced by the atmosphere of the time and by dpes he met because of his
profession. (Chancellor 2005: 206-208) Fleming waswever, not the only one
affected by the circumstances, and the Cold Wauded the birth of the spy genre in
the 1950s which boomed on film later in the 1968py novels and films were
extremely popular and portrayed spies as heroicstenpus and even romantic
characters. James Bond, who fills all these detsonig, was a part of the emergence of

the spy genre.

According to John G. Cawelti (1997, original 1969), all cultural products consist of
a mixture of conventions and inventions. Formulagrks of art are conventional, since
they follow certain codes known to both the audéeand the creator(s). Because we are
familiar with these conventional rules, we knowttHar instance, in a detective novel,
the detective will solve the crime and reveal thipat, and that in a spy story, the agent
will complete his mission successfully (Cawelti 79974). People in general want
stability and security in their lives, which is whye value the repetitive nature of
formulaic structures in popular narratives. Howewee also have an innate desire for
variation, hence the popularity of serial works,ietthprovide different plots within the
same structure (Berger 1992: 46), as Bond filmsremetls do.

The texts of a genre are separated from thoseathangenre by certain aspects such as
time, location, heroes, heroines, villains, seconpaaaracters, plots, themes, costume,
locomotion and weaponry. For instance spy stoa&e place in the present and have
the whole world as location. The characters aragent, a female spy, fellow agents, a

villain and henchmen. The agent wears suits, tealsgl cars and planes among other
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things, uses a pistol, often with a silencer, aasl & mission, usually to save the world.
(Berger 1992: 31-33) Though these aspects areadlitiefor example, in a Western and
a science fiction story, they are still alike iratlihey both follow a somewhat similar

structure.

In his study on Russian folktales from 1928, Vladifropp discovered similarities
between the structures of different folktales ahe toles of the characters in them.
Classic folktales have heroes and heroines, villaind villainesses. The heroes have
helpers, which can be people, animals or magic paves does the villain. There is a
conflict between the hero and the villain, whichinglirectly also a conflict between
good and evil. They are the opposites of each atherany ways. The courageous hero
is young and social, whereas the villain is oldedl asually unloved and alienated. The
villain seeks power and wants to dominate otheus thee hero often collaborates with
other characters and needs their help to defeafiltha. In addition, the hero’s love for
the heroine is romantic, whereas the villain féets and women want him only for his
wealth. (Berger 1992: 20-22)

Propp’s study revealed also the structural natfireaoratives. At the beginning of a
traditional fairy tale, the hero is given a tastditionally to save the heroine from the
villain. On this quest, the hero faces various alsl@nd obstacles but overcomes them
with the help of other characters and sometimesianagwvers. In the end, he reaches
his destination, confronts the evil villain and wegs his whole empire. The heroine is
rescued by the hero, who then marries her. Thigtstre of a classic fairy tale is the
model for all narratives of modern popular genfiesn science fiction to adventure and
spy stories etc. Some parts can also easily be rmisdd to correspond the narratives
today, for example, instead of the hero marryirgtibroine, the hero sleeps with her at
the end. (Berger 1992: 14, 20-22) Bond storiegpdrticular, follow this traditional
formula of a fairy tale quite closely, and accogdito Umberto Eco, there are nine

moves in a Bond plot:

1. M gives Bond a task.
2. The villain appears to Bond.
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3. Bond gives a “check” to the villain or the gilh to Bond.

4. “The girl” appears.

5. Bond possesses the girl or starts the prodessdaction.

6. The villain captures Bond and, either simultarsdy or before or after,
the girl.

. The villain tortures Bond and, in some cades girl.

. Bond vanquishes the villain, killing him and Inepresentatives.

. Bond makes love to the girl but he loses hee:leaves him or is killed.

(Berger 1992: 120-121)

O 00 ~

Most of these actions clearly correspond to thecsire of a classic fairy tale. Bond’s
helpers include other agents and gadgets, and ke deteat several henchmen before
facing the main villain. The order of these actianay vary, as can the characters,
locations and plots, but Bond novels are alwayscsirally similar. The formula
applies also to the films because spy films aralgadapted from novels (Chapman
2000: 24).

According to James Chapman (2000: 20-22), Bondsfiban be seen to belong to
different genres, which are the spy thriller, thaventure serial and the Hollywood
action movie. Being a combination of various getnaglitions alone makes the series
one of a kind, but Bond films can also be regarded genre of their own. They are
unique when it comes to their production ideologyd there is no other similar series
that has been as long-lasting or has the chardatees Bond. (Chapman 2000: 22) The
films balance between conventions and inventiorellasorks of popular narrative, but
the formulaic nature of Bond films has been furtleenphasised for practical and
financial reasons. At the early stages of the tes®; the production company
deliberately focused on investing more on otheasia the films, such as locations,
gadgets and female stars, in order to avoid matkiagilms dependent on one specific
actor (Bennett & Woollacott 1987: 198). Becausehid, certain recurring features, so

called trademarks, became a part of every filmséh®ondian effects”, include:

the gadgets, the foreign locations, the threatenimgacter of the villain,
who must incorporate both a physical threat andntailectual threat to
the hero, Bond’s relationship with ‘the girl’, thekes and the form of the
crucial pre-credits sequence (Bennett & Woollatég&7: 180).
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These are the general guidelines to be followed,the audience knows what to expect
when they go see the latest film. These trademdifksrentiate the films from other
works within the spy genre, thus supporting theaidé the Bond genre. In addition,

there are other, more specific details that maRerad film a Bond film.

At the beginning of a Bond film, there is usuallg@ne where Bond, seen through the
barrel of a gun, walks into the frame, turns andlogh at the camera thus causing blood
to run down the screen while the James Bond thdays @t the background. The title
sequence during which the Bond song is performed @ credits are shown,
traditionally, has images of scarcely dressed wartrethe film itself, there are certain
characters who appear regularly, such as Bond'srgupM, his flirtatious secretary
Miss Moneypenny and Q, who provides all the gadgetsnxd has some well-known
recurring lines, and without doubt the most famaune is the way he introduces
himself, “Bond, James Bond”. Another unforgettabie is heard when he orders a
vodka martini, “shaken, not stirred”, which was @aetually used in the early films but
was established later. Furthermore, Bond is ndytalown for his humorous one-
liners which he often delivers right after somebas died at the end of a fight. In these
cases the purpose of the one-line joke is to alloery members of the audience to
distance themselves from the violence (Spicer 2@6): These characteristics make the

Bond genre unique and instantly recognisable.

Although the latest films with Daniel Craig as Botwhtain some drastic changes, as to
having left out some trademarks typical for a Bdihd, they still remain loyal to the
formula of a Bond adventure. As James Chapmansstétee generic formula of the
Bond films is not permanently fixed, but adapts amatlifies itself according to various
industrial, political and cultural determinants”’O: 200). In addition to being a
symbol for the West and capitalism, Bond also gjlypstood for masculinity during the
late 1960s and early 1970s and became greatlgiseti by the feminist movement that
was growing at that time. However, during the fast decades the world has changed,;
the Cold War was ended, so now, instead of comrsyré®nd fights against terrorists.
Similarly, as a result of the criticism by the femst movement, the “Bond girls” have

become more independent and resourceful than beéforea Bond film to attract new
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audiences year after year, it has to be changedder to be topical and interesting to
viewers. This principle of adaptability also appli® Bond’s masculinity which cannot

have remained the same, considering that the fremeixtends over almost 50 years.

1.3 The Cinematic Bond

lan Fleming himself always wanted to see the Boovels made into films. In fact, the
stories of two of his novel$/oonraker(1955) andrhunderball(1961), were originally
film ideas which he eventually developed into nevéfter the publication o€asino
Royalein 1953, many producers approached him, and algt=t the first Bond novel
was adapted into a one-hour teleplay but with warialterations. For instance Bond
was Americanised and called “Jimmy” instead of Janhe the following years, other
adaptations surfaced, and in 1958 Fleming was cagsianed by CBS (Columbia
Broadcasting System) to write a thirteen-part ftelem series starring Bond.
Unexpectedly, Fleming pulled out of the projectdaie series was never made.
(Chancellor 2005: 224-226) Despite the variousvigilen adaptations, 007 did not
succeed in making a breakthrough, and Fleming'€lsadid not attract more readers.

It was not until 1961 that a Canadian producer H&altzman along with his friend
Albert R. Broccoli bought the filming rights to @lond novels excepfasino Royale
Fleming himself did not take part in writing theipts for the films. For the role of 007
he suggested a good friend of his, David Niven, @and second choice the young Roger
Moore. However, Saltzman had already found his dawourite, the relatively
unknown Shakespearean actor Sean Connery. Flemasgnet particularly satisfied
with his choice at first but changed his mind aftegeting Connery in person. It was
decided that the first film was to be based on kigma sixth novelDr. No because it
was the most visual of his work so far. (Chancel005: 227) However, some aspects

of the novel had to be altered for an adaptatiorersaitable for the cinema.

Fleming himself had stated years earlier, how Band his world should be portrayed

on film: “[ijn real life, the secret service is auigh, modern organization very far
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removed from the cheery, tea-drinking myth usuattgched to Scotland Yard” (gtd in
Chancellor 2005: 226) and that the audience shdidlike Bond “until they get to
know him and then they will appreciate that henertidea of an efficient agent” (qtd in
Chancellor 2005: 226). He wanted the James Bortdeohovels to be transferred into
film just as he was: tough, fatalistic and ratharmlourless. Nevertheless, the
scriptwriters of Dr. No took another approach and modified Bond by crgatime
tradition of humorous one-liners which have beeesent in every Bond film ever
since. They lightened the mood and convinced cengopass the films despite their
abundant use of sex and violence, but at the semgethis decision was a step further
from Fleming's Bond. There is no irony in the nayednd compared with the Bond on
film, the Bond on paper in general kills fewer plegsleeps with fewer women and is
more vulnerable and serious. (Chancellor 2005:688,75, 80, 228) Even though the
film-makers did not follow the original text faithify, they knew exactly what they
were doing, and the film found its audience.

Dr. No was a success, and soon Bond was known all ogexdnld. An icon was born,
much thanks to Sean Connery. To begin with, heditthe description of Bond’s
appearance perfectly, but the character and tlor cted together on other levels as
well. According to Bennett and Woollacott (1987),4&n actor’s real life can “become
fictionalised and blended with screen images taltes the construction of a mythic
figure poised midway between the two”. This is tiase with Connery and Bond. Since
he played Bond in the first film of the franchisad in the next four as well), his acting
and looks strongly defined the character, even riwae all the other actors who have
played Bond. Connery’s own demeanour, confidencesaxual magnetism became the
characteristics of Bond (Cork & Stutz 2008: 24)d aven today many regard him as
the “real” James Bond, because he gave the agenbgnisable face and set the overall
tone on how to portray 007. Despite this strong between Bond and Connery, every
actor has brought something new and different éoctimracter compared with previous
actors. Their physical looks, talent and ways oftqaging masculinity are naturally
merged with the characteristics of Bond, who alwayanges a little with the changing

actors.
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Connery presented Bond to the audiences as debbnaading and ironical. He kept
his cool in every situation and was a hero who néaided. He defeated the villains,
saved the world and got the girl at the end — dtehat the middle — of the film. After
Dr. No, Connery did four other Bond film&rom Russia with LovEL963),Goldfinger
(1964), Thunderball(1965) andYou OnlyLive Twice(1967). He returned to the role in
1971 forDiamonds Are Foreveand again in 1983 for the unofficial Bond filRever
Say Never Again The films Connery made were rather light, anddadpan humour
used in them was full of self-irony. This was nesktle bring some reason to the world
of the film with its exotic settings and unbelielalsituations by indicating that Bond
himself realised some things that happened to harewather absurd, not just to the
people watching the film (Ambjornsson 2001: 16)s ikémarks connect Bond’s world

to reality and prevent it from becoming too fantéikg.

Before Connery returned to the role in the 197@sAastralian model George Lazenby
starred in one film calle®n Her Majesty’s Secret Servi¢#969). By choosing a man

with good looks but no prior experience in actiBgJtzman and Broccoli took a great
risk. In addition to the new lead actor, the filevehted from previous films by focusing

more on the story and characterisation and by dghmimg the number of various

gadgets (Chapman 2000: 137). Peculiar and unnegessi@rences were made to
Connery in order to indicate that the actor hadnged, but Bond also examined old
gadgets from previous films to create a link betwte new actor and the past films. In
addition, the fact that in this film Bond did sofmieg extremely unorthodox and got
married might have estranged some critics and mesydfeghe audience. Nevertheless,
Lazenby managed to make Bond look like himself awnoid imitating his predecessor
too much, but the film still made less profit thdre previous films, and he did not

return to the role.

The eighth film,Live and Let Dig(1973), introduced Roger Moore, the forngaint
Simon Templar, as the new Bond. After a good respdrom the audience, it is no
surprise that in the next decade or so Moore didnsore films: The Man with the

! Never Say Never Agaimas not produced by the company of Saltzman anddgfi, thus it is often
excluded from the franchise.
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Golden Gun(1974),The Spy Who Loved M&977),Moonraker(1979),For Your Eyes
Only (1981),0ctopussy(1983) andA View to a Kill(1985). Moore’s version of Bond
was posh and less cruel than Connery’s. He was rhomorous and rather self-
parodying. In the 1970s, especially, the scripgvstplayed with intertextual references
to other films, such as having a character caléedsite a shark ifthe Spy Who Loved
Me (Bennett & Woollacott 1987: 16, 38). The filmsgeneral had a much lighter tone
which suited the audiences of the 1970s and 198k their desire for escapist
entertainment (Cork & Stutz 2008: 28). The Cold Was coming to its end, and the
world was changing rapidly. People wanted to escapbty and turned to fantasy for
comfort, of which another good example is th&ar Warstrilogy, released between
1977 and 1983.

When Moore became older, Timothy Dalton took over itole of Bond in the next two
films: The Living Daylight§1987) and.icence to Kill(1989). While Moore’s films did
not focus much on the agent's characterisation,toba darker version offered
something else. His own intention was to portrayjdas Fleming had intended and to
accentuate his bitter and ruthless characteribtitsalso to reveal his human side. The
scripts as well were created paying more attertbaiie dramatic dimensions of Bond.
(Cork & Stutz 2008: 30, 298) Particularlycence to Kill (1989) focused on Bond’s
character through his personal vendetta to revéingemutilation of his friend, Felix
Leiter, and the murder of his newlywed wife. Thougalton’s first film was a great
success, this new approach to Bond in the secoadvas too different from what the
audiences were used to. After two films and a brdadix years in the making of Bond

films, Dalton refused to return to the role anymore

Pierce Brosnan was well-known for his performant®&emington Steelas a former
thief turned private investigator, and he was deuotrchoice for Bond according to
many polls held in the media (Cork & Stutz 2008).34ccording to Andrew Spicer
(2001: 186), Brosnan’s Bond was not modern bubrednd his sophistication fitted
perfectly “the world of postmodern consumerism”.olther words, after the somewhat
“darker” period of Dalton, Bond was again hedosisti his own traditional way and

was consuming cars, alcohol, women and clothes grotimers. After Brosnan'’s first
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film GoldenEye(1995) three more successful films followéicbomorrow Never Dies
(1997), The World Is Not Enougll999) andDie Another Day(2002). Although in
GoldenEyehis friend, a fellow agent, deceives him thus mgkBond’s mission quite
personal, the four films concentrate in generalh@naction and on being as entertaining
as possible. The technique of going back to thecbagemed to work, and despite the

critics’ negative opinions, every film still reced millions of viewers.

After four films Brosnan quit, and the search faneww Bond began with much interest
from the media. Several suggestions were made aitgl leld, but in the end, naming
Daniel Craig as the next 007 was a surprise to BHand. The new Bond had lighter
hair and blue eyes and was quite a contrast to Seanery, who was still, for many,
the cinematic personification of Bond. Despitetia#t doubt surrounding Craig, his first
film Casino Royal€2006) became a hit and was praised by both fadscatics. His
interpretation re-defined Bond and brought realisrthe films by showing how behind
his cruel and professional mask, there was a dagnag®an being (Cork & Stutz 2008:
34-35). This was Dalton’s approach too, but theiengds of the 1980s were not yet
ready to see weakness and faults in their herowfligothe real person behind the
superhero is, as a matter of fact, a current trand,Bonds without doubt a superhero
with his almost superhuman abilities, such as maysistamina. For instance,
Christopher Nolan’sBatman Beging2005) draws a very different picture of Bruce
Wayne as compared to Joel Schumacher’s preceding, Batman Foreve(1995) and
Batman & Robin(1997). Now Wayne struggles with combining his leidddentity with
his public image while being forced to hide therseérom his friends and loved ones.
This is quite different compared with the earli@rsion of him as a rich and famous
playboy who occasionally saves Gotham City withantidentity crisis. In October
2007, Craig signed to make four more films (IMDahd the second onQuantum of
Solace was released in 2008 making it thé“ficial Bond film.
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2 PERFORMING MASCULINITY

Teresa de Lauretis (1987: 3, 18) states that gemsleconstructed through its
representation in various social technologies, sashcinema, and in institutional
discourses, such as theory. Film, as one technabggnder, produces, promotes and
establishes different representations of gendercal®e these representations are
grounded in cultural conceptions of gender and iar@n incessant dialogue with
culture, they are varied, constantly changing aegulated by generic conventions.
James Bond’s hegemonic masculinity, which cultyralbminates other types of
masculinities, is created through various repreg@ms in the films. These
representations of Bond’s masculinity and how thaye changed are studied in this
thesis by using Pat Kirkham and Janet Thumin’s gmatsation of the four sites of

filmic masculinity as a basis.

2.1 Filmic Representation

According to film critic Richard Dyer (1993: 3),algy is seen only through various
representations of reality. This means that reptesens, such as images and texts, can
only refer to reality since it is so vast and has its owndalglimitations when it comes
to creating meanings to things (Dyer 1993: 2—3)epresentation is not real as such,
but can be seen as some kind of “distorted refiactf a certain aspect of reality”
(Costera Meijer & van Zoonen 2002: 327). It is somess, an individual’s or a group’s,
interpretation of a member of a certain group thmght be partly true, but also
misleading and occasionally even offending. A repngation is not an exact depiction
of one single real person but rather a combinatibattributes connected to people
similar to this person. In films the characters ants are not real but fiction,
representations. For example, the characteristi@ond’s masculinity do not coincide
with those of the men in the audience watching fim. Bond is a collection of
masculinity traits that are seen as ideal for aoachero by the author and/or the
scriptwriter. In general, the mediated world id foil representations that are presented

as the truth but in reality can, in fact, provéo®very different from it.
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We all play significant roles in the process ofatieg representations. To begin with,
objects, events and people do not usually haveeal fimeaning (Hall 1997: 3). It is us,

people, who give them a meaning, as Stuart Halitpaut:

we give things meaning by how wepresentthem — the words we use
about them, the stories we tell about them, thegeraf them we produce,
the emotions we associate with them, the ways wassidly and
conceptualize them, the values we place on the®7(13).

It is the interaction, the dialogue, between repméstions and audiences that makes
them meaningful. Audience members have various waysading and interpreting the
representations they see, so their meanings va@ostéra Meijer & van Zoonen 2002:
329-330) Because individuals have diverse backgi®and knowledge levels, the one
and same thing can hold different meanings to whffeobservers.

Time is another important factor when it comesreating representations. Because of
historical specificity some representations arergjly tied to the era in question, which
leads to different readings of the same things ifferént times. This means that
representations change; some can be read in ano@dmernow as they were, for
example, a hundred years ago. We as members oératiff cultures react to
representations in varied ways also because oflifferent cultural codes available to
us (Dyer 1993: 2). Our ways of reading represematiare defined by the cultural
practices and values we have learned to follow. &l@k we are able to read
representations across cultures if we are awateeotodes of the other culture and are

therefore capable of applying them instead of aum oodes.

In addition to audiences being involved in creatieagresentations, the media and films
have great power over whétnds of representations are actually provided. Once a
specific representation is created, the media gehdr reinforce the beliefs attached to
it, whether true or not, by presenting it repeatedid thus making it a common fact in
the eyes of audiences without them even noticin¢Heélsby 2005: 6—7) Though it is

much easier to reinforce representations, the ojgpasmn happen as well: new
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representations that challenge the existing onasewantually with time change old

expectations and representations.

Among magazines, billboards and television sholectnema is one powerful medium
to produce representations. Richard Dyer (1993pdhts out that representations
function by following the codes and conventionstloht particular cultural form in

question, and these include various restrictioas diefine the ways in which reality can

be represented, i.e. the medium affects represemsaiAs Teresa De Lauretis mentions:

the impression of reality imputed to cinema by gaeheonsensus is not
the physical imprint of objects and shapes ontofithe the capturing of

actual reality in the image, but rather the resilicinema’s ability to

reproduce in film our own perception, to reconfioar expectations,
hypotheses, and knowledge of reality (1984: 63).

Reality cannot actually be represented in film ibidan seem real to us. For example,
the world in which Bond lives might seem genuineawsse it corresponds partly to
what we observe in our world every day. Howevemdas a character and the ways in
which he is represented are not completely comigatiith what has been established
in our world, but still they function perfectly vain the world of the film. This fictional

world is constructed so that Bond’s character dassstand out as odd, which it most
likely would do if he were living amongst us. Heisgtg and acts on the terms of the
“reality” established within the narrative. The liag of reality can be further

intensified when some characters in films appeabdorather ordinary. This makes
identifying with them easier, since viewers recagnisomething similar between
themselves and the fictional character. Films adncourse, offer also positive role

models, but some representations are not worthisttegaor cannot be imitated as such.

Representations have a significant role in how aregive ourselves and others. We all
belong to some social grouping, and how that paercgrouping is represented, for
instance in the media, affects the way we see maseMoreover, how we see the
members of other groups is largely determined Ipyasentations offered in different
cultural forms which usually present only a limiteéew of that group. These kinds of
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representations have repercussions in the realdwmetause they might affect how
some groups are treated and the possibilities astligtions they have in life (Dyer
1993: 1, 3). Representations not only influenceppes opinions of others but also the
way they form their own identities because one&nidy is constructed by combining

elements of various representations.

When growing up, we learn about the differencesvbeh masculinity and femininity

through representations that offer models for genmdentification (Adams & Savran

2002: 153). According to Teresa de Lauretis (1837gender is, in fact, representation,
and the representation and expression of gend&y monstruct it. When a woman
crosses her legs while sitting, she unconsciousigresses her gender by doing
something women typically do and at the same tirsabdishes this act as being
feminine. Thus, as it is nowadays assumed, ongidagas constructed through “doing”

acts which are regarded either feminine or maseulin

2.2 Doing Gender

In her well-known bookender Troubl€1990), Judith Butler challenged the generally
established idea of biological sex and culturaldgenas separate, although mutually
interdependent. According to her, gender is not daesal result of biological sex,
which is determined by anatomy (1999: 9-10). Hawnbinary system of two sexes
does not mean that there are only two genders.aSex category cannot be seen as
natural, because biology is culturally genderednaale” and “female” to begin with.
This means that a person whose body has the cbassics of female anatomy is not
automatically defined as being feminine and offémeale gender or of male anatomy as
being masculine and of the male gender. (Store¥:1921) By separating gender from
sex, it “becomes a free-floating artifice, with tbensequence thabtan andmasculine
might just as easily signify a female body as aenale, andvomanandfemininea
male body as easily as a female one” (Butler 1993. Without any restrictions set by

biological sex, gender can be expressed in marsatikr ways.
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Butler (1999: 43—-44) also introduced the concemjesfder performance; that gender is
constructed through “doing” rather than “being”.ibgis the reiteration of single acts
of gender, called gender performatives, over timgairaand again. The repetition of
these instances of doing gender, which seems like a state of being. Bughaspoints
out: “[tlhere is no gender identity behind the eegmions of gender; that identity is
performatively constituted by the very ‘expressiotismt are said to be its results”
(Butler 1999: 33). So, it is not theubjectwho “does” butwhat the subject actually
“does” that creates gender identity. Things we @ogendered according to the binary
division of sex into opposite male and female, sodgr performatives guide us towards
either masculinity or femininity. General cultumabrms also control our behaviour
because they define what is acceptable and expéaedus. Bond's masculinity as
well is constructed through gender performance. Wna character does, for example
how he dresses, fights, drinks martinis, flirts hwitvomen or drives a car are
performatives reiterated in the film. It is throutte reiteration of these instances of

already gendered performatives that his masculisitpnstructed.

2.3 Defining Masculinity

There are certain sets of norms in society thahdefhat is regarded as masculine and
what feminine. These norms are “necessary congingtthat we need “to operate in
the world, to locate ourselves in relation to oshand to organize a sense of who we
are” (Nixon 1997: 301). They guide our lives inttlizey function as examples for us to
follow and goals to strive for, but they also affexss through normalisation, i.e., by
providing traditional and coercive models on hownarmal” man or woman behaves
(Butler 2004: 206). Men are expected and encouragéddllow certain norms so that
they would fill the requirements set for masculpiand women those set for
femininity. Norms and rules are not concrete butate expectations in people’s minds
that are reinforced by our actions in everyday difiel also by representations. Even the
slightest deviance from the norms might cause g&por in some cases anger, because
we do not want anything to disturb the safe, faamjliroutine-like world of ours.
(Gauntlett 2002: 94-95)
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Masculinity is usually defined as being constructed relation to the opposite
characteristics of the “other”, which is femininig8keggs 1993: 17). Since women are
expected to be emotional and nurturing, men ar@ tfaional, unemotional and
practical (Beynon 2002: 56) because anything th&minine does not belong to being
a man. However, there is actually no unified défni of masculinity (Dyer 1993: 42).
It has been widely understood that masculinityoisstructed socially and culturally, not
biologically. When it comes to biology, it is aclyad'maleness” that is a quality found
in all men instead of masculinity. (Beynon 2002:72,Masculinity is not a concrete
product which can be grasped, and “any sense ofuhiagy’'s embeddedment in men’s
‘inner selves’ comes only from fictional and sup@d accounts of what a ‘man’ is”
(Whitehead 2002: 34). The outer world has a gnefiience on what we perceive as

being masculine.

Various mass media, such as television, films ride advertising, literature and pop
music create accounts of being a man and constrastulinity through representations.
The representations function as accessible roleetapdnd cinematic masculinity in
particular provides carefully created visual andaltsed images of men. According to
Beynon (2002: 64), the men on the silver screen ldaty have a much greater
influence on young boys than the men in real bifegause they might seem much more
exciting. This might be true in that boys turn tonantic films and pornographic films
for examples on how to be romantic or a good lobet,it is usually the father at home
who provides the role model for how to be a fathed a husband. People generally
tend to adopt qualities they find worth-while inrieaus role models and combine them.
However, the idealised images do not actually usliwhat men are really like. They
give ideas of what meshould belike, presentdeals of men or then at leasty to
present what men are in reality. (Dyer 1989: 432 Pkople behind these ideas are the
film-makers and their interpretations of masculindre presented in the film. The
action-adventure genre in particular characterses in relation to authority, having
power over others, aggressive behaviour and teoggdHanke 1992: 191) which all
are characteristics fitting for Bond’s masculinity.
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Masculinity is strongly connected with social andteral matters, and there are many
factors, such as sexuality, class, age and etiinighiich separate men from each other
(Whitehead 2002: 34). Therefore, masculinity isnst® comprise of “masculinities”,
since one can express gender, i.e. be masculimarious ways (Beynon 2002: 1).
There can be several different types of mascudigiitwhite and black, middle class and
working class, homosexual and heterosexual, hamdichard, and hegemonic (Connell
1995: 76, 78). Masculinities are created througmmarison with others, for example,
white masculinity is often constructed not onlyralation to white women but also
black men (Connell 1995: 75). In the west, heroid enythic masculinities, on the other
hand, are “deeply ingrained in the national psyct@gynon 2002: 6) and have been
idealised for centuries. But when dealing with gas masculinities, one might be
inclined to oversimplify things. For instance, thezannot actually ba single black
masculinity because there are black men who am@ raisldle class or gay or both
(Connell 1995: 76). One characteristic is, howevammon to all masculinities,
namely having power over femininity which has to bkearly separated from
masculinity (Dyer 1993: 42). The ability to overpavand control others, whether it is a
question of women, other men, their own bodiesfaetings or machines, is generally

linked to masculinity (Segal 1990: 123), and hegeimmasculinity in particular.

According to R.W. Connell (1995: 37), there aretaer “relations of alliance,
dominance and subordination” that exist between colasties. Hegemonic
masculinity, which defines the ideal ways of bemgnhan, is always in a domineering
and praised position in relation to other masctiiai The concept of “hegemony”,
which originally derives from Antonio Gramsci's dysis of classes, refers to a
situation where one social group attains and retaieading position within society.
(Connell 1995: 77) Hegemonic masculinity, thenaigertain type of masculinity to
which women and other masculinities — young, effeaté and homosexual men — are
subordinate (Carrigaet al 2002: 110). In order to maintain and secure d@sitdeering
position in society, representations of hegemoniasculinity are continuously
presented and praised in various cultural formghabthey become generally accepted
by the public. At the same time, representationalteinative masculinities are ignored,

disparaged and in some cases incorporated intarteege masculinity. (Beynon 2002:
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16-17) James Bond’s hegemonic masculinity is ptegeas being above others, such
as villains, homosexuals and black men. Also bghgsically deformed or merely

older makes the villain inferior to Bond who, as tdpha male, is strong and perfect.

As Connell (1995: 76) points out, hegemonic masdyliis not “a fixed character
type”. Successful ways of being a man at a cepilEine and time construct hegemonic
masculinity. The hegemonic position is not thenaalsvconnected to the same patterns
of behaviour; societies and the opinions of pecpkenge, and new groupings challenge
the ideals of the hegemonic masculinity in powet areate new alternatives. (Connell
1995: 76-77) Masculinities have to be reconstruatedstantly in order to fit the
definition of masculinity of that particular era mstory (Dyer 1989: 42). Men differ
from each other in different parts of the world atifierent times in history, as do their
ideas and experiences about being a man (Beynatt 200The model for being a good
father, husband, son or man in general changes frameration to generation which
naturally influences fictional characters as w€kharacteristics that are considered ideal

for a man now in the 2century are not the same as in, for example, #4504

Even though ideal masculinity or hegemonic forms mosculinity are seen as
something that men must conform to, it is not alsvpgssible (Beynon 2002: 65). The
ideals provided on how to be a man are often quitdtainable and failing to meet them
might cause anxiety in men (Skeggs 1993: 27). Whecomes to hegemonic

masculinity, the number of men who actually praciisis very small (Connell 1995:

79). The models for this type of masculinity areoatather scarce in real life. Although
some film actors and athletes can function as sgmtatives for hegemonic masculinity,
often the most visible ones are fictional charac{@onnell 1995: 77). An imaginary
male character like James Bond can easily be dyrdmegemonic without seeming
ridiculously macho because he lives in a fictiomadrld in which his behaviour is

acceptable.
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2.4 The Four Sites of Filmic Masculinity

In their article “You Tarzan” Pat Kirkham and Jaidéumin (1993: 11) state that there
are four sites where representations of differeasculinities are constructed within the
cinema. Masculinity can be created through theataristics of the male character or
explicit themes questioning and challenging theaidé what being a man really is.
Kirkham and Thumin (1993: 11) name these four ditesbody action, the external
world andthe internal world In addition to the visual representation of thalerbody
and the clothes which the character wears, theaditthe body includes the actor’s
presence and the man being displayed as a speckaitlen focuses on how male
strength is expressed through physical violencenpstition, aggression, skill and
endurance. The external world refers to how theerohbracters interact with each other
and with the institutions that govern their behaviolrhe last site, the internal world,
concentrates on portraying the inside of the mhbracters’ minds and their anxieties
about being a man. (Kirkham & Thumin 1993: 11-12)

By using this categorisation as a basis, variopsesentations of Bond’s masculinity
are analysed. The site of the body is studied titrduaura Mulvey’s (1993, original

1973: 116) theory on the gaze in narrative cineimBond’s body is displayed openly

in an eroticised way, who is looking at him, a féeneharacter or the audience or both?
The gaze is applied also to typical masculine biglavn that the holder of the gaze is
usually a man, in this case Bond. The actors’ laysappearance is studied as well
because it gives an idea of what is regarded asutias. The site called action deals
with how male strength is represented. Bond’s dgehgsical violence against men and

women is discussed, as is his endurance.

In patriarchal society power has become almost ymous with masculinity, and
films contribute to this notion strongly by conniagt masculinity with matters of
hierarchy, knowledge, status and success. The desiee to control people, emotions
and events becomes blatantly evident within theroism Filmic representations of male
interaction and attitudes further reinforce oueatty existing awareness of male power
and control. (Kirkham & Thumin 1993: 12, 18-19) Theestion of power in James
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Bond films is studied in this thesis through Bonutigeraction with not only men but
also women. The internal world refers to “the exg®re and articulation of being” and
how fictional male characters manifest their anggetbout their masculinity (Kirkham
& Thumin 1993: 12, 23). The thoughts and feelinfa character can only be revealed
by interpreting what is seen and heard. In thiglystBond’s inner world is dealt with
through showing emotions which can be regardedeasgbweak, i.e. not masculine.
Does Bond ever cry, and if so, why? Does he exgmsspain or anger and in what

kind of situations?
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3 REPRESENTATIONS OF JAMES BOND’S MASCULINITY

By using Pat Kirkham and Janet Thumin's categdosabf the four sites of filmic
masculinity as the analytical framework, differegpresentations of Bond’s masculinity
are discussed in this section. How Hoelyis looked at is studied with the help of Laura
Mulvey’s theory of the gaze and by concentratingtloa actors’ physical appearance.
The second sitection, deals with Bond’s violent behaviour and endurangghin the
site of theexternal world Bond’s interaction with men and women and higtreh to
institutions, like M are analysed because how opieeple react to Bond reveals a great
deal about his manliness. Finally, the issue wheBand ever shows his feelings is
discussed within the site of theternal world By concentrating on these areas in the
five Bond films, Goldfinger, The Man with the Golden Guihe Living Daylights
Tomorrow Never DieandCasino Royalgethe aim is to find out how representations of
Bond’s masculinity have changed.

3.1 The Body

One way to portray filmic masculinity is the visuapresentation of the male body, in
this case Bond’s body. Focus is placed on Bond#s the holder and the object of the
eroticising gaze and how these aspects contribmteohstructing his masculinity.

Chapter 3.1.2, on the other hand, concentrateseadtor behind the character and how

his physical appearance has an influence on Band&culinity.

3.1.1 The Gaze

In her much debated article “Visual Pleasure anddti®e Cinema”, published in 1973,
Laura Mulvey (1993: 123) states that “cinematic epdreate a gaze, a world and an
object, thereby producing an illusion cut to theaswee of desire”. According to her,
this gaze is male, because the pleasure of loaiagother person as an erotic object is
divided between active and passive, in other wardke and female. The woman in the

narrative is usually looked at and placed in theitpmn of a spectacle, whereas the man
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is always the spectator and bearer of the gazélns, the woman is displayed as an
erotic object not only to the characters within gtery but also to the spectator in the
auditorium. The power of looking which the male tagonist has over the events and
other characters is transferred onto the spectatben they identify with the hero.
Therefore, the audience also objectifies and oweep® the woman along with the male
character. (Mulvey 1993: 116)

Because the male protagonist, in this case Bondeslthe narration forward with his
active role, the camera concentrates on him antughis point of view. There are
many examples of this iGoldfinger (1964). When Bond (Sean Connery) opens the
door onto the veranda in Goldfinger’s hotel suii#,Masterson (Shirley Eaton) is seen
for the first time, and the point of view is BondWearing a black bikini, she is lying
face down on a deck chair looking downward througlounted binoculars at
Goldfinger’'s card game by the pool and giving hidviae through a microphone. There
are three gazes within the cinema; that of the cantbe character in the narrative and
the spectator in the audience (Mulvey 1993: 123, lzere the camera’s gaze is merged
with Bond’s eroticising gaze making him in contoflwhat the audience sees. Bond’s
eroticising gaze is crucial when it comes to carding his hegemonic masculinity,
because the gaze of a man has power, somethingthdndmale gaze does not have
(Kaplan 1983: 31). Being capable of objectifyingntde characters in the film is to
have power and control which is strongly connetteloeing masculine.

In another scene, after being shot with a trarzgrilgun, Bond passes out, and soon
there is a close-up of him waking up. From his pahview, Pussy Galore (Honor
Blackman), a name that already reduces the fenhaacter into a body part, is seen in
the next close-up, first out-of-focus but then cegninto focus with Bond'’s clearing
eyesight. Bond’s masculinity is represented inti@hato the power linked to his
eroticising gaze with Jill and Pussy as the objebtsaddition, when the camera
becomes one with Bond’s gaze, he briefly gains labs@ontrol of the narrative, thus

reinforcing his masculinity.
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Another example where the camera merges with Bogalze occurs later in the film,
when Bond goes to get some chilled champagne frtanfridge but is knocked out.
When he wakes up and turns the lights on in thedoed, viewers see Jill from his
point of view, lying face down on the bed naked aodted in gold paint with a pillow
of a chair closer to Bond covering her behind. €hir a reaction shotof Bond
followed by another shot of Jill again, and his @& established through consecutive
shots of Bond and what he is looking at. He sitet h@ her and takes a better look at
her, which is indicated with a close-up of her le§eme camera angles, close-ups in
particular, enforce women’s lack of power. Erofingsthe woman by fragmenting her
body into shots of certain parts, e.g. legs or, Iipakes her the object of desire and at
the same time weakens the chances for her chatacter equal with the man in the
narrative (Mulvey 1993: 117). Not only is Bond'szgaopenly established by merging it
with the camera’s gaze but the close-up furthertersges the woman being objectified
and Bond holding the male position of power. Thierne also has quite shocking
nuances, because the object of the eroticised igaaetually dead, and for a while,
desire is combined with necrophilia. This demorisgdow a woman can be objectified

even after her death, as if there were no boursltmisexualising the female body.

Since there are women who look, there is also aliyua female gaze (MacKinnon
1997: 19), but the gaze of the female characterghen narrative might not be
acknowledged at all. The first shot of Bond befloeewakes up in the scene with Pussy
Galore is, in fact, seen through Pussy’s eyes. Kewder point of view is not made as
explicit as Bond’s gaze, which the camera literafiytates. In another scene when
Bond is on the phone, Jill teases him with a strainker hair until he pushes her back
on the bed with his free hand. After finishing ttal, he looks at Jill, whom we see in a
close-up merging with Bond’s gaze lying on her baokhe bed looking very seductive
with open hair and parted lips. Bond, on the ottard, is not shown from Jill's point of
view but he is sideways to the camera looking atdmethe bed. These examples show

how a part of constructing Bond’s hegemonic masdaylis to ignore the female gaze

2 A reaction shot is a quick shot recording somesneaction to an event or action seen on-screém (Fi
Terms Glossary Dictionary: http://www.filmsite.ofigghterms15.html).
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completely or to diminish its existence by accenhgathe male gaze, thus making the

woman less powerful.

A similar example occurs at the veranda, when Bsitglon the chair next to Jill and
leans over to see through the binoculars. Durirgylibginning of their conversation
there are a few close-upsf both of them. Jill is resting her head on tlzekbof the
chair with a sensual shot of her face filling ngaHe whole frame. She looks almost
straight at the camera which strongly invites traieising gaze, whereas the close-ups
of Bond’s face are shown more from the side. Bamok$ at her or at Goldfinger
through the binoculars, which makes JilI's gaze-agistent and his viewpoint more
obvious. A close-up of her is used even though Benabt looking at her in the next
shot, in which case she is objectified by the casegaze and not Bond’s. The gaze of
the camera might be considered rather neutral a@hnteal terms but it can,
nevertheless, be “male” if the director is a mamgln 1983: 30), because his
eroticising gaze can be transferred onto the canBaad’s masculinity might seem to
be weakened, since he is not the one who holdgahe here, but in relation to women,
he is still more powerful because she is the one istobjectified by the camera and
through the audience.

The male body is not treated in a similar way a&sfémale body when it comes to the
objectifying gaze. Masculinity is strongly defineas tough and active, whereas
femininity, while regarded as its opposite, is saemweak and passive. If the male body
is the object of the gaze and desire, it becomminfae and loses its masculine power.
(van Zoonen 1994: 98) Showing weakness in any wales a man less powerful and
hence less of a man. Though there are a few clpsestiBond, the situations where
they occur are different in that they involve dists or trouble often on Bond'’s part, and
they are not sensual as the close-ups of womemneSaghere close-ups of him are used
also often ignore the other character’s gaze camlyleBond is shown without his shirt
on in a few scenes iBoldfinger, such as in bed with Jill or at the pool talkingRelix
Leiter. Naturally, audience members have differematys of enjoying the film and

%In a close-up a person’s head is seen in the ffeonethe shoulders or neck up (Film Terms Glossary
Dictionary: http://www.filmsite.org/filmterms6.htl
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relating to the characters. They pay attentioniti@reént things, and thus scenes with
Bond without his shirt or a close-up of his facen d@e sexual to some viewers.
However, in this case the camera does not disptaydBas a spectacle in the ways it
does with the women in the narrative. FurthermBmnd is not placed in the position of
the object of any character’s eroticising gaze.nBy being subjected to the gaze Bond

retains his hegemonic masculinity which equals pdtveugh holding the gaze.

Bond’s gaze works in another way Tine Man with the Golden Gui@974), in which
Bond (Roger Moore) sneaks into the hotel room, enentually the bathroom, of a
woman, Andrea (Maud Adams), who is delivering thecsally manufactured golden
bullets to Scaramanga, the main villain of the filafter discovering that she is not
alone in the bathroom, Andrea slides the shower dpen revealing a gun pointed at
Bond and asking him to hand her the robe. He brintgsher and takes a good look at
her body before she covers herself. The audienes dot see what Bond sees, because
in the shot Andrea is still standing inside thevgbostall almost completely covered by
the rippled door. She tells Bond to turn around ateps outside the stall with Bond
walking in front of her. The camera moves fromaselup from the chest up of both of
them into Bond, whose expression shows that heamg something pleasurable. The
following shot is of a small round mirror in whidkndrea is seen finishing putting on
her robe implying that Bond has seen her the wkiole through that mirror. Here,
Bond’s gaze is not constructed by combining it itk camera’s gaze but by clearly
distinguishing these two from each other. Bond'scodinity is linked in general with
the power of seeing, and he has more power thavielaers and the camera because he

can see the woman and others do not.

Earlier in the same scene, when Bond goes intdatieroom, there is a medium shot
of Andrea from the knees up in the shower seerutirdhe rippled glass shower door.
In the following shot, Bond walks into the room amotices her, after which there is
another medium shot of Andrea, indicating the nmeggof Bond’'s gaze with the

camera’s view point. Bond is enjoying the situativemendously, which becomes

* In a medium shot a person is shot from the waiknees up (Film Terms Glossary Dictionary: http://
www.filmsite.org/filmterms12.html).
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apparent in the next shot where he is smirking. ddmera goes back to Andrea but this
time we see a close-up of her from the back — amatkample of the fragmented female
body — inside the shower stall where Bond cannetasé¢his point. Here, Bond’s gaze is
separated from that of the camera again, but istiegdy, in contrast to the previous
example the audience is shown something he doeseeotNow Bond has less power
than the audience and the camera, but even thoaigdh ot in control of the narration

or of the gaze, the woman is still eroticised tigiothe camera’s gaze.

A scene where Bond’s gaze is clearly establishettha female gaze ignored ihe
Man with the Golden Guonccurs when Bond breaks into the estate of aivittalled
Hai Fat (Richard Loo) by climbing over a wall. Halks in the garden but suddenly
stops when his attention is caught by somethingrasting. After a close-up from the
chest up of Bond, we see a naked girl swimming ipoel, raising her head in the
middle of a stroke when Bond talks to her. The gancets back to Bond and then back
to the girl showing her figure underneath the wateface. The next three shots of her
are close-ups but a little farther away, becausg #iill reveal her naked upper body
which is blurred by the water. During their conaisn, Bond is seen in medium shots
from the knees and waist up as well as in close-lips shots of Bond can be seen as
the camera taking the girl’'s point of view thus rmgkhim the object, but her gaze is
still weakened by the fact that she is naked arehlyperoticised and therefore weaker

in relation to Bond.

In the same scene, Bond takes off his shirt in rotdereveal Hai Fat his fake third
nipple for which Scaramanga is known. The camea=oin from a close-up of his
face to his chest taking Hai Fat’s point of viewt there is nothing sexual in this gaze.
According to Steve Neale (1993: 17), men in filnas e subjected to the voyeuristic
gaze of the spectator and other male charactedsthas position is most evident in
scenes of fighting where “male struggle becomeg ppectacle”. A good example of
this kind of male spectacle is the shoot-outs irsi&ims with their repetitive close-ups
that freeze the narration for a moment just likesetups of the faces of beautiful
actresses. Though the purpose of these spectagpeara to be the same, the gaze is

still different. Spectators do not look at the miatelies displayed directly but through
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the other characters’ eyes. Because of this, the gamarked by what the character is
feeling, such as fear or hatred, and not by desirthe spectator’s part. Thus, the man is
not being eroticised and feminised. (Neale 1993:Hdé¥e, Hai Fat’'s gaze is marked by
surprise and shock, so Bond is not directly subpkdb the eroticising gaze and his
masculinity is not threatened. Bond being nakedhftbe chest up is also crucial to the
storyline and does not freeze the narration af#genented body of a woman would do

and as it, in fact, does earlier in the scene thighgirl in the pool.

A clear change in Bond’s eroticising gaze has aeclimn The Living Daylightg1987).
The approach is less biased as compared with #haogois two films, and the gaze is
mostly held by the camera which remains ratherraeuthere are considerably fewer
instances where the camera merges with Bond’'s gHze.clearest example of the
camera taking Bond'’s point of view and showing radée character as the object of his
eroticising gaze occurs when he sees Kara (Maryshodl playing the cello at a
concert through his binoculars. The camera mimiasd3s (Timothy Dalton) eyes as it
first moves past the stage with Kara seen amongttier players and then goes back to
her as Bond notices her. As typically happens whthfemale body, the scene freezes
the narration for a moment, since Bond pays atianit the girl and comments on her
beauty. However, the scene is not meant to metghctfy the woman but is actually
relevant for the plot because it introduces thgnisicant character to the audience,
though quite briefly. In general, over-the-shouldaots or medium shots with both
Bond and Kara in the frame are mainly used in fihis, and no character's gaze is
adopted in general. There are no sensual closerupberwise abundant objectification
of the female characters. Bond’s masculinity is emtstructed as strongly through the
eroticising gaze as before. This might make hirs leswerful as a man but he still is
not objectified himself.

There is only one clear example where the womanjisctified in this same film. This
occurs when Bond rips off the nightgown of Pushkimistress (Virginia Hey) in order
to distract one of Pushkin’s henchmen about toreheeroom. The henchman opens the

® In an over-the-shoulder shot the camera filmstthie other character’s shoulder and/or head (Film
Terms Glossary Dictionary: http://www.filmsite.ofighterms14.html).
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door and is surprised to see the woman toplesernmmhderpants. After a medium shot
of him, there is a close-up of the woman shot aldmebreasts from the henchman’s
point of view as the camera briefly merges with g@ge. Though Bond is involved in

the scene, it is not actually he who holds the da#eanother minor character. This
shows another noticeable change regarding powtairBond does not always hold the
gaze but another character can take this positigitead of Bond, the male protagonist,
the camera is also more often the holder of thee.gBond can be seen to be less

masculine, because he is not solely in controhefrtarrative or the eroticising gaze.

The unbiased approach to the eroticising gaze msireged inTomorrow Never Dies
(1997), and most of the time, the camera captunesetvents without taking any
character’s point of view and usually with a tw@$hIn one scene, however, Bond's
gaze is established in a way reminiscenthe Man with the Golden GuRaris Carver
(Teri Hatcher) comes to meet Bond (Pierce Brosimah)s hotel room, and eventually
they kiss. This is followed by an over-the-shouldbot where Paris is seen from the
chest up facing the camera sideways with Bondtssiebulder and cheek visible. The
camera zooms slightly in on Paris so that the anegiedoes not see her breasts when
Bond removes the top of her dress. His gaze israggzhfrom that of the camera, so that
the audience does not see what Bond sees, thusignakn have more power. But it

must be noted that this happens only in one scene.

Allowing the audience to see something Bond dog¢sonours more often in this film.
Bond and Paris are standing next to the bed enmtyagich other in a full-showith
Paris’s back to the camera and Bond behind herereves the rest of her dress, which
falls on the ground revealing her underpants andkstgs. A similar situation takes
place when Bond is seen in a full-shot lying in lv@ith a Danish professor (Cecilie
Thomsen). She is closer to the camera with her back, and Bond is positioned
behind her. The woman starts kissing him and ewadigt@almost lies on top of Bond

with the sheet covering her behind leaving her,ldgghs and back visible, whereas his

® A two-shot is a shot with two people in it (Filnefins Glossary Dictionary: http://www.filmsite.org/
filmterms20.html).

" A full-shot includes the person’s entire body frbead to feet (Film Terms Glossary Dictionary:
http://www.filmsite.org/filmterms12.html).
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upper body is seen. In both these scenes, theismg gaze is not held by Bond but by
the camera, which also shows the woman to the aceli?om an angle Bond himself
cannot see, thus weakening his position of maseyower. But yet again the woman’s
body is more explicitly fragmented, and thereforakes her weaker in relation to the

camera, audience and even Bond.

In contrast to the previous films analysed, Bonduie openly the object of the gaze in
this film. After he and Wai Lin (Michelle Yeoh) mage to escape from Carver’s men,
they clean up under a water shower on a streedigo8. Wai Lin is wearing a white t-
shirt, and Bond has no shirt at all. In a full-stiety are seen standing facing each other
with the water running down on them. The camergeia on them by slowly zooming
in and eventually changes into a few close-upsheirtfaces. As Wai Lin handcuffs
Bond on to a water pipe, he is directly under th@ngering water seen in a medium shot
from the waist up. In addition to Wai Lin, also Bbis being subjected to the eroticising
gaze of the camera and through it the audiencee, e situation is similar to the scene
with the professor; there is no other charactesgmewhose feelings would mark the
camera’s gaze and thus prevent the man from béertdied directly (Neale 1993:
18). Bond becomes feminised and less powerful bgoiméng the object of the
eroticised gaze. However, the fact that the gazeeld by the camera and not by a
female or male character makes Bond still have pawver other characters in the
narrative. Also, since there is a woman who is ¢paroticised in the shot instead of
Bond alone, his masculinity is somewhat redeemeduse they both are looked at by

the audience.

In Casino Royal€2006) Bond’s gaze is established in ways sinmathe other films

analysed. There are many instances where the camerges with Bond’s point of

view. Vesper (Eva Green), wearing a revealing drissseen walking into the game
room through Bond’s (Daniel Craig) eyes and thet séot reveals his reaction. A little
later, she walks away from him and the card tabla full-shot, and the following shot
shows Bond looking at her direction. In anothemnsgeshot from the waist up Bond is in
bed with Vesper who gets up holding the sheet t@icber breasts until she walks out

of the frame. The camera stays on Bond lookingespér who is out of the frame and
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beyond the gaze of the camera. The following shpbsitioned on the other side of the
bed with Bond lying on it and Vesper standing rtext. She has her back to the camera
and is finishing buttoning her long red dress ie front indicating that Bond has
watched her put in on. The same technique is appli@he Man with the Golden Gun
and Tomorrow Never DiesBond’s gaze is not merged directly with the caanby
showing what he sees but is constructed by showimglooking at a woman hidden
from both the audience and the camera. This atsogly demonstrates his masculine

power.

Bond is subjected to the eroticising gaze in shdisre there is a woman present in
Casino Royalas well. When kissing Solange (Caterina Murinoyjliain’s girlfriend,

on the floor of his hotel room, Bond’s shirt is apgnd in bed with Vesper, he is bare-
chested. However, a drastic change occurs when Bomdelf actually takes the
position of the spectacle. At one point,Gasino RoyaldBond is swimming in the sea
in the Bahamas and emerges from the water nedretheh in swimming trunks. First,
there is a close-up of his face when he surfaceswden he fully stands up the camera
stays close to the surface of the water brieflywapg his bare muscular chest and abs.
This is followed by a medium shot from the waistafhim walking towards the beach
and stopping when noticing something. The camedatamough it the audience hold the
eroticising gaze because no other characters aodvad in the scene at that moment.
There is no female character in the shot to beddak, and there is really no reason to
focus on his body for that long plot-wise. Thesetshof Bond freeze the narration
briefly exactly like the body of a woman often dpss the typical techniques usually
applied to women are now used with Bond. He thetolmes less masculine and his

power is lost when he is subjected to the desgeme of the audience.

Bond is also looked at by a female character whahnot occurred this openly before.
Bond has put on the tuxedo Vesper had tailoredhfor and is admiring it in the
bathroom mirror visibly impressed with how wellsiits him. He is seen adjusting his
bow-tie through Vesper’'s eyes when she is secstfigding in the doorway looking at
him. Vesper is the holder of the gaze in anothensat the beach as well. In a medium

shot from the knees up Bond walks towards the camegaring swimming trunks.
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When the camera moves down, we see Vesper sittingeoground with her back to the
audience and Bond walking to her and sitting dowrtrio her. Here, the eroticised
gaze of the camera is merged with Vesper’'s gazeedins that Bond can be objectified
openly through the eyes of a female character lmmiigh her the audience thus making
him less powerful. However, in this case the cand®mas not stay on Bond’s body
particularly long, and it seems that Vesper idaitt, the only female character who can
hold the eroticising gaze. So even though a cleange has occurred with Bond being

the object of the gaze, certain restrictions exist.

Bond’s character has gone through a gradual chawngethe years regarding the gaze.
Eroticising women through the male gaze is stromglgemonic, as is the power linked
to controlling the narrative by merging the protaigtis gaze with that of the camera. In
the 1960s, Bond’'s hegemony was strongly establithesligh these techniques; in
Goldfinger, women are objectified and the female gaze isrgghaompletely which

reinforces Bond’s masculine dominance.Tlhhe Man with the Golden Gumade in

1974, his hegemonic position is somewhat weakerteshwhe viewers are occasionally

able to see more than him, but still it is only i@men who are eroticised.

In the 1980s and 1990s, Bond moved further awayn ftbe type of hegemonic
masculinity established iGoldfinger In The Living Daylights(1987), the gaze is
noticeably less biased as the audience is the holdthe gaze more frequently than
Bond and female characters are not eroticised atariily. Women became more and
more equal in society in the 1980s which is reflddn the camera’s neutral treatment
of both women and men, since Bond is not the olgétihe gaze either. Because Bond
is not in control of the camera’s gaze, the audtelmas more power than him which
causes a fracture in Bond’s hegemonic masculifiitylomorrow Never Die$1997),
Bond is the object of the desiring gaze of the amcik but only if there is a woman
present in the same shot. Bond being in the posiioa spectacle, although within
certain limitations, is quite the opposite of witategarded characteristic for hegemonic

masculinity.
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It was not until 2006 that Bond himself was erad in ways typically used to

objectify women, i.e. not only by the camera areldhdience but also by a character in
the film, in this case a woman. Even though Borgiige is established in traditional
ways in Casino Royaleby being the object of the eroticising gaze heobges the

passive party and thus less powerful, which does coorespond to the values of
hegemonic masculinity. One reason for this dragtiange is that Bond films are not
targeted primarily at men anymore, and in orderetch the women who have become

a significant part of the audience, the female deeto be acknowledged.

3.1.2 The Actors

The actor playing Bond has great importance on kwsvrepresentation of Bond is
constructed because he illustrates the mascutigityds and thus the ideal male body of
the time. The choice of the actors in Bond filmsgas from a “normal” to a muscular
action hero. The actors have in general always Bien quite tall and relatively good
looking because of credibility and pleasure of ioagk A clear change in the body ideal
from slender towards muscular in the new films besurred. The ideal male body has

become more muscular which emphasises hardnessgttrand male prowess.

Sean Connery was the actor who set the model fadBmce he was the first actor to
portray the character in the series. Connery haskbhair, brown eyes and suntanned
skin causing him to look strikingly dark and thustg dangerous. He is quite tall with
189 cm (IMDb) and particularly well-known for higiny chest and legs which strongly
signify masculinity. Physically, Connery is learther than muscular, and he actually
took part in Mr. Universe competition in 1953 (Ca8kStutz 2008: 24). Obviously,
bodybuilding back then was not taken quite to taemes proportions as today but this
background can be seen on Connery’s trim physi§ugce Bond’s body reflects the
masculinity trends of the time, it can be conclufiesn Connery’s appearance that in

the 1960s the favoured male body was hairy, taanedoticeably trim.

Roger Moore has brown hair and blue eyes, thus hetias dark as Connery. However,

he is also tanned and quite tall with 185 cm (IMDHjs body type is not as lean as
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Connery’s, and instead of being muscular or slernterather resembles the man in the
street. Moore, in general, is not very agile buttiays Bond as more of a gentleman
spy. He has no chest hair or any other similarceatile physical feature which would
function as visible proof of his manliness. JuddgoygMoore’s looks, Bond’s body has
changed: the favoured male body in the 1970s wHstastned as in the 1960s but

physically more “normal” rather than trim and nairly.

Timothy Dalton is 188 cm tall (IMDb) and has danown hair and green eyes. He is
not that muscular or trim and has much paler slommgared to both Moore and
Connery. Bond’s body build remains the same a$énl970s, even though the 1980s
introduced a different kind of ideal male body typew action film heroes, such as
Sylvester Stallone and Arnold Schwarzenegger, sgmted masculinity through
barbaric violence and bulging muscles. Although @a an action hero as well, his
role is completely different and changing his appeee would have not coincided with
the image of a sophisticated spy. In the 1980s dBims favoured a more “ordinary”
male body type which was also fair skinned andhwty. Pierce Brosnan resembles
Dalton in many ways; he is tall and physically ddterent from everyman. He is not
tanned either but Brosnan has, however, a hairgtclathough not as obvious as
Connery’s. There is no great change in the bodsglidmce Bond’s body in the 1990s
does not differ dramatically from that of the 1980s

Compared to previous Bonds, Daniel Craig is aeligthorter than all the other actors
with 178 cm (IMDb). He is not tanned or hairy eitlheit the most noticeable difference
to the others is his body type. Craig has a vergaular build with big upper arms and
neck muscles and looks, in fact, like a bodybuilaled more like the typical action hero
of the 1980s. The hyper-muscular male body alresdguch symbolises power (Brown
1999: 103), but Bond becoming smooth and more maisda connected to him

becoming the object of the desiring female gaze miscular male body that has little
fat appears hard, and the skin surface functionsra®ur preventing any leakages
between the inner and outer worlds (Easthope 188R:The fear of the real body, that
shows weakness by being the object of the gazeleda® Bond becoming physically

harder, almost like a machine, a concept oftenciatsal with the disciplined male body
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(Easthope 1992: 52). In addition to looking harayn&s skin is visibly a smooth

surface without any fractures, which would signifyinerability and weakness. Bond’s
muscular body seems to compensate for being lestulvde on other areas, for
instance the gaze, but it also enables him to tiederoticising gaze without fractures.
The favoured male body in the 2000s is relativaly, hot tanned, hairless and very

muscular.

Since the 1980s, being tanned has not been a faveucharacteristic of Bond. He has
become a little shorter quite recently, and hisihass can be seen to derive from the
actor rather than from the era in question. Foryrdetades, Bond’s physique remained
relatively similar even though some trends wereengmpular in the media and society.
In the 1960s, a little more slender body type wagreciated, but for the next three
decades, Bond was physically like any “normal” manthe audience. Only in the

2000s, he became more of a bodybuilder with a leard smooth surface, which

allowed him to become the object of the desiringdke gaze.

3.2 Action

Aggressive behaviour and the violence that ususfiyues are considered to be more
innate to men than women. Men use violence agaiosten in order to maintain their

dominant position within the patriarchal societydamgainst men to establish certain
boundaries. (Connell 1995: 45, 83) Violence is sseatial part of the Bond genre, as it
is of all action adventure films. Furthermore, thieary relationship between the good
hero and the evil antagonist(s) legitimises viokemtich becomes a sign of decency
when one fights for the right cause. Violent bebaviis then justified and seen as an

acceptable, and even desirable, way to be a man.

Bond, in all the films of the series, fights withmerous henchmen, so his hegemony is
strongly constructed through violence and the pawméed to it. The villain’s helpers
are usually defeated with one punch or kick, bundBalso kills his antagonists.

Homicides in real life occur more often between ri@annell 1995: 83), hence Kkilling
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someone can be regarded as a masculine act. AthBogd kills men, a certain
distance remains between him and the actual aatlioig. Often, humorous one-liners
are used to lighten the aftermath of the violergngg but sometimes Bond kills the
antagonist so that he does not directly becomeigddiys involved in the death of the
person. InGoldfinger, at one point during a fight, a thug falls intdbathtub full of
water in Bond’s suite. As he tries to reach for &sngun in its holster on a chair
nearby, Bond tosses a fan into the bathtub eladiragg him. InTomorrow Never Dies

a man, after a fight, falls into a printing pressdas crushed to death making the
machine spit out blood-stained newspapers. Théhddahe antagonist occurs often at
the end of a struggle in which Bond has to fighttie life. The ability to survive and

improvise during a fight is a hegemonic quality.

When shooting someone, Bond still maintains a destdo the killing because he does
it through an object. The final battle between Bamdl Scaramanga ihhe Man with
the Golden Gurbecomes a game of cat-and-mouse when the villdiof @ sudden
disappears in the middle of a duel. The servank Wack (Herve Villechaize) leads
Bond into the villain’s training area where theme anannequins and mirrors set to
confuse the opponent. In the end, Bond surprisag8anga by taking the position of a
mannequin modelled after him and kills the villawvth one shot, demonstrating
resourcefulness. After murdering Paris Carvelfamorrow Never Diesthe assassin,
Dr. Kaufman (Vincent Schiavelli) holds Bond at gpaint. Bond tricks Kaufman to
stun and paralyse himself with his mobile phone thieth forcefully turns the assassin’s
gun towards him. Kaufman tries to reason with Beaging “I'm just a professional
doing a job” to which Bond replies “Me too”, andosits him. Being a pro who does
what he has to do is another aspect of his hegenkawyfman’s profession and the fact
that Bond is avenging the death of Paris makekiliag somewhat more justified. A
certain sense of righteousness and readiness toigxe®igilante law are characteristics

of a hegemonic masculine man.

Bond rarely kills antagonists with his bare handsthis does happen {Dasino Royale
Two thugs passing by notice a transmitter in Boredis and begin shooting at him and

Vesper. After a brutal fight, one of the thugsdalito his death in a staircase and the
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other is strangled by hand by Bond. His masculingyconstructed through his
capability to defend not only himself but the womaresper, as well, which is
consistent with the notion of hegemony. The viogeirc this film, in general, is much
more realistic compared with the previous filmsisitoloody and messy, and Bond is
physically more involved in the fights. Violent acind deaths do not merely happen,
but they are always committed by someone. Bond stemts two men although they
are unarmed and one man in the back. The line leetivee good guy and the bad guy is
somewhat blurred when Bond acts in a way we expedtain to do. This makes Bond
a more complex and realistic character, but, yedilpgalso demonstrates his
professionalism when in order to complete his misshe is prepared to do anything.
His motive to defeat the evil villain remains treree, but his methods are more drastic

than before.

There is a certain degree of inequality in pathatcsociety; women are at a
disadvantage when it comes to income for instardoeorder to maintain their
dominance, men use violence and intimidation, bpliysical and verbal, against
women. (Connell 1995: 82-83) Bond uses violenceaamoman inThe Man with the
Golden Gunpwhen Scaramanga’s mistress Andrea holds a gamatBond unarms her
and then twists her arm behind her back until glveals to whom she is delivering the
golden bullets. When he asks her where Scaramangae says she does not know, at
which point Bond slaps her face with an open hamdl grabs her by the front of her
robe. This is the most brutal example of Bond usiioience against women in the five
films analysed. Men who are violent to women do metessarily see anything wrong
with their behaviour but consider it as their rigig the superior male sex (Connell
1995: 83). Slapping a woman, which proves the nsamore powerful because he is
physically stronger, was considered a more acceptahy of being a hegemonic man
in the 1970s than it is today. The violence Bondsuagainst Andrea is still quite
moderate because even though she is on the lgide, she does not present a real
threat to Bond. Action heroines in 1974 were ndtgganmon in film, and unlike men,

women were regarded as unworthy antagonists.
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The violence Bond uses against women is not sindldrow he fights with men, thus
women are not antagonists in the same way as me@oldfinger, Bond uses some
Judo moves on Pussy Galore who then retaliates siithlar tosses but the scene
functions as a prelude to Bond seducing her se ot really an actual fight. Some
violent acts are also moderate and committed witlioel intention of actually hurting
the woman. InThe Living Daylights Bond holds Kara’s arm and rips her sleeve to
reveal the shot wound she has, not to hurt he€asino Royalghe vents his anger on
Vesper after losing all of his money in the pokamg and grabs her arm when she is
about to leave. Dominating women through violersceat seen as a positive quality for
a hegemonic man nowadays, although it might haea Ineore tolerated in the 1970s.
Bond is decent and a gentleman because he doést nadmen at all or at least not in
the same way as he hits men. He does not kill ampen in these five films either, but
it is usually the villain who does it or gives theder. This accentuates the villain’s
evilness and separates him from Bond’s charactegnwire has no scruples about

hurting the less powerful, i.e. killing women.

In addition to violence, Bond’s physical strengthexpressed through endurance. A
hero in Western culture is a relentless warrior wbes not break down or give up but
keeps on pushing no matter how tired he is or hiffrcdt things get (Robinson gtd in
Kleiber & Hutchinson 1999: 138). This notion applaso to Bond who is a hard action
hero. At the beginning ofomorrow Never DiesBond steals a fighter plane with
nuclear missiles. Once up in the air, he is attdckg a henchman sitting in the
backseat. As he is being strangled with a steet,vlond manoeuvres the plane by
moving the stick with his legs and swerves awaynfroissiles shot at him. I@asino
Royale Le Chiffre wants Bond to be eliminated from thak@r game by any means, so
his girlfriend slips poison into Bond’s drink. Whd8ond realises that something is
wrong, he leaves the table taking a salt shaken hitn from a nearby table. In the
bathroom, he tries to vomit the poison out by dngksalted water, but eventually, he
has to scramble to his car and contact the Se@etice. He follows the doctor’s
instructions, although he is on the verge of callag and manages to attach the leads of

the defibrillator onto his chest and inject himselfthe neck with a shot of lidocaine.
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Bond is a man who does not give up in situationglwvbther men would find difficult

or even impossible to overcome.

In Casino Royalein particular, Bond’s physical stamina is accated more compared
with the other films. There are long on-foot chasasd during one of them, Bond
climbs up a crane and runs through a wall amongratiings. When jumping off the
crane, he lands heavily onto a hard roof and careéfrio the roof of a lift shaft. This is
clearly painful, but Bond, lying on the ground, &lsrshakes his head, gets up and
continues the chase by kicking in a door next m.MVhen he finally has the chance to
stop for a minute at the back of a van going theesaay as the bomber he is chasing,
he does not seem out of breath at all. Howeveteaasof presenting Bond as a man
with superhuman stamina, the film gives the impogsshat he is capable of doing
these things because he is in good shape anddrmnthe job. He gets cuts and bruises
just like any other person and is, in fact, hodigea at one point. There is still
something more to Bond that distinguishes him frotiner men and establishes his

hegemonic position which he deserves because odingghness.

Within the site of action, Bond’'s masculinity is nstructed through various

characteristics that correspond to the notion gfeh®ny. In addition to being able to
defend oneself, protect others and improvise ihtfiga sense of morality, being a
professional and having physical endurance ard gledities of a man who represents
hegemonic masculinity. The nature of Bond’s violbahaviour is different depending
on the sex and motive of the antagonist. Where#tseiri970s slapping a woman might
have been considered acceptable male behaviousuppbrts his hegemony, this is no
longer the case, and has not been for the lask tdexades. Bond can still be
hegemonic, even though he does not dominate wohrengh violence because the

definition of hegemony in this case has changed.

The violence in Bond films is more realistic in B@00s because films, in general, have
become much more violent and the computer techyg@wogilable sets no boundaries to
“colouring” fight scenes. The character of Bond basome more real as well and thus
more fascinating. During the Cold War (1945-198®&)en the three first films studied
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were made, it was important to choose one’s sideddferentiate the villains from the
heroes. Now the situation has changed: Bond isoon Side” but behaves occasionally
like a bad guy making him a more complex charadieday’s audience is capable of
accepting the changed Bond because the world isdivaded in two so radically
anymore, and it is, in fact, a contemporary treadconstruct a more complicated

representations of heroes in popular culture.

3.3 The External World

A character’s interaction with the fictional worlthd other characters reveals a great
deal about the character himself/herself. Therefwithin the external world, | analyse
Bond’s interaction with both men and women andrhklation to institutions, e.g. M.
(Bond’s interaction with the female M is studiedcimapter 3.3.3.) It is also essential to

take into consideration how other characters raadtrelate to Bond and his behaviour

3.3.1 Interaction with Friends

Overpowering the villains by angering or outwittiigem is essential to Bond’s
character but he must maintain certain superiaitgn in relation to his male fellow
agents and team members in order to retain hisnm@age position. One of them is
Major Boothroyd, also known as Q, who appears tiogather 18 Bond filnfs He and
the scientists working at the Q division invent dndld the gadgets which the agents
use on their missions. The scenes with Bond an@ri3ist of sarcastic chit-chat with
Bond intentionally trying to vex the inventor — eft successfully. In these situations,
Bond’s character is created in contrast to an alen who has a special role within the
Secret Service, a role that is completely differieoin that of Bond. Other colleagues
that Bond works with contribute to constructing B&n masculinity for example

through showing incompetence and lack of knowledge.

® The character of Q does not appedriire and Let Dig1973),Casino Royalé2006) andQuantum of
Solace(2008).
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The way in which Bond teases Q and Q’s reactiom ¢égtablish the difference in their
personalities. IrGoldfinger, when Q (Desmond Llewelyn) shows Bond the tracker
the dashboard of his Aston Martin, Bond commentshow it allows him to have a
quick drink while following someone. To this Q respls rather upset: “It has not been
perfected after years of patient research and toméhat purpose, 007.” lithe Living
Daylights Q shows him a key-ring finder that has an exploan it and that also omits
stun gas when whistling a certain tune. After a destration of the gas, Bond attaches
the finder onto Q’s gas mask hanging on his nedkei\he is about to whistle the tune
as if to test the explosive, Q shouts him to stegrried that Bond might actually carry
on. InTomorrow Never DieQQ, posing as a car rental service worker, meetgiiat an
airport. As he lists out various choices for insuw&such as collision and fire coverage,
Bond says yes to all of them. Hearing this, Q’sdlaexpressions indicate that he is not
pleased with Bond’s answers. Bond’s boyishnesspagful attitude are accentuated
because Q is more serious and does not care fa'8oemarks and teasing behaviour.
Bond is somewhat hedonistic and care-free but tstkes things seriously when the

situation calls for it.

Bond’s behaviour when interacting with Q brings tiiorthe different roles these
characters have within the Service; Bond is thev@@gent whereas Q stays mainly in
London and does not participate in actual missiom&oldfinger, Q tells that it should
take about an hour for him to introduce all the m@aslgets to Bond. When hearing this,
Bond looks very bored signifying that he is notemetsted in the tedious details but
wants to start his mission as soon as possibléh&nMan with the Golden Gu@ and
another scientist examine the bullet that killedlauble-0 agent. They discuss the
workmanship commenting on the material to eachratine mention the name Lazar.
After listening to their conversation for a whiladanot hearing anything useful that he
could investigate, Bond impatiently asks “Well, withe hell is Lazar?” to which Q
answers sighing that he obviously is the man whdartae bullet. Bond behaves in a
quite childish manner by being so impatient, andettmes Q in response treats him as
one. As well as accentuating Bond’s role as thwattegemonic man, Bond’s younger

age becomes quite obvious in their relationship.
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Although Q is the intelligent inventor and scieftBond can still dominate him in his
area of expertise. [lMomorrow Never DiesQ takes Bond to his new car, a BMW that
one can steer remotely with a cell phone. He toedemonstrate this and drives the car
with the phone, but it moves in a jerky manner. Witds Bond'’s turn, the car moves
smoothly around the hangar as if someone were an#fi@ car driving it. Bond
overpowers Q because he is skilled by nature aed dot require any practice in order
to control new gadgets. Technology is an impor&e of identity construction for
men. It is encoded as male, as Judy Wajcman (199T) points out: “the very
definition of technology has a male bias”. Beinghdiya with machines and technical
devices is also a crucial aspect of Bond’'s hegem@wgrall, Bond’s relationship with
Q follows the same pattern throughout the seriad, Bond visiting the Q branch is

actually a crucial element of the formula of thenBdilm.

The agents Bond works with and their actions emphasome of Bond’s hegemonic
qualities and especially his individuality. Bondtkaracter is strongly constructed in
relation to his male helpers who often complicaiegs and leave Bond to deal with the
situation alone. Some helpers are incompetentitikéoldfinger, where Bond is held
captive at the villain’s rancbut manages to escape. However, he is soon canght a
escorted back to Goldfinger. At the same time,x-eéiter (Cec Linder) and another
agent are spying on the ranch from further awaydfdwer sees them and realises they
might be there because of Bond. Therefore, wherdBobrought back, he treats him as
a guest so that Leiter and the other agent wouldoowinced Bond has everything in
control. His plan succeeds because Leiter, aftemgeBond walk into a barn with
Pussy, decides that he does not need any helghapdetave. He and the other agent fail
to understand what is really going on, thus showimgr incompetence and leaving
Bond to take care of everything by himself. He asunally capable of doing that which

demonstrates his skills and individuality.

A similar example of a helper’s lack of skill ocsuat the beginning dfasino Royalge
when Bond and another agent, Carter (Joseph Mjllswa keeping an eye on a bomber
who is watching an organised fight between a camd a mongoose amidst a huge

crowd of people. When the bomber receives a texssage, he leaves pushing himself
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through the crowd in Carter’s direction. He inforBsnd through a transmitter that the
target is moving and touches his earpiece to headB response better. Bond tells him
not to touch his ear so visibly but, at the sammetithe bomber notices Carter and starts
to run. Carter follows him drawing his gun whichri8bangrily tells to put away. When
Carter jumps into the pool where the fight takexcp] he trips and accidentally fires his
gun into the air causing panic among the peoplewdBihen goes after the bomber
himself and eventually catches him obtaining crumiformation from him. Bond is
more competent and experienced compared with sdm@soco-workers, and his
capability to cope by himself becomes accentudtedfits the image of a hard, heroic
man as the “lone ranger” or “lonely wolf’ who daast need anyone’s help.

When other agents follow rules faithfully, Bond esfttrusts his own instincts which
further emphasises his individuality. hhe Living Daylights a colleague called
Saunders (Thomas Wheatley) tells Bond to shoot wheyn see a sniper trying to Kkill
General Koskov who is going to defect to the Wé&$ie sniper is, in fact, the cellist
they saw playing earlier. Bond shoots at the guibei&ately missing the girl though
M’s orders are to kill the sniper. Saunders is grgvout this and brings it up later
threatening to inform M. Bond is not worried abdibbecause, as he tells Saunders, he
only kills professionals and the girl obviously wagt a real sniper. Moreover, since
Bond is the good hero and a decent man, he dodslihebmen. If it had not been for
Bond, an innocent girl would have been killed. Eegpbking his capability of making
independent decisions constructs him further asgammonic character.

Some characters’ behaviour draws attention to Bondelf-confidence and
courageousness. [fhe Man with the Golden GuBond wants to meet a millionaire
called Hai Fat because he is suspected of hirimga8tanga to kill an important solar-
energy expert. Bond is in liaison with Lieutenanp k/ho tells that Hai Fat’'s house is
heavily guarded and meeting him is impossible. idigtill convinced of this when they
arrive there and tells Bond to take a look himdd#. climbs on Hip’s shoulders to see
over the wall surrounding Hai Fat’'s house and cw@s climbing over it much to Hip’s
surprise. Whereas Hip is hesitant to take actioand boldly leaps in. Bond is

represented as confident and capable of doing shimat other agents would not do or
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even dare to try. Bond’'s strength and his manlinesspared with other agents

emphasise his extraordinariness and his hegemositign.

The ignorance of his colleague can illustrate Bendompetence on areas such as
technology and cultural issues. Tine LivingDaylights when Saunders and Bond are
waiting on the balcony of the opposite building fthe Russian sniper to appear,
Saunders puts on night vision binoculars but do¢see anything through them. Bond,
sitting next to him, reaches out and turns themGmanother occasion, Bond mentions
that Koskov has bought a cello called the Lady Ros&ara. Saunders is surprised that
a cello would have a name to which Bond replieg #iha Stradivarius cellos have
names. By being technologically more skilled anditigamore cultural knowledge than

the other agent construct Bond’s hegemonic mastulin

Bond’s masculinity is strongly created in companisath other men. Certain qualities
found in Bond, such as being boyish, technologycslilled, self-confident, courageous
and individualistic become emphasised through mteraction with other male
characters and are all in line with the idea ofdmegny. The way in which Bond
dominates and outperforms other men in the nagatiusually in more than one way —

has not changed over the years.

3.3.2 Interaction with Villains

Bond’s masculinity is constructed in his relatioipstvith the villain in three different
areas: physical combat, smartness and sex. Bonelatdethe villain in physical
confrontation by usually killing him in the end. Hzften outwits the villain by
intentionally provoking him until he loses his teanpr by being smarter and fooling
him somehow. Sleeping with the villain’s wife, mesds or employee is another typical
way for Bond to disempower the antagonist. Furtlmeenthe villains in Bond films are
often physically deformed or have otherwise pecw@@earance and/or behaviour. This
is a familiar concept from old traditional fairyleéa; visible physical deformation is a

sign of an evil character whereas the hero is Gspatfect.



52

The ultimate way for Bond to disempower the villaimd establish his own superiority
is to kill him at the end of the film. IThe Living Daylights Bond is faced with an
American arms dealer Brad Whitaker (Joe Don Bakd®) has a machine gun with a
bullet proof glass to protect the shooter. Bondoghat him and runs out of ammo, but
eventually kills Whitaker by causing a column t8 &n him with an explosive key-ring
finder. In Goldfinger, Bond encounters Goldfinger in the plane whiclsupposed to
take him to Washington. After a struggle for thengGoldfinger accidently shoots at
the window and is sucked through it. Bond is a hveno by killing his main antagonist
makes sure that the villain does not hurt anyongmame in the future. Warriors are
selfless (Beynon 2002: 67), and Bond, if anyonetk&/aelentlessly to protect Britain

and the whole world without much worrying about dwven fate.

Bond is not always the one who kills the villain. The Living Daylightsthe death of
General Koskov is not shown at all but is stronglyted at when his superior Pushkin
promises to fly him back to Moscow in a diplomatigg, in other words, a body bag.
Bond does, however, kill the other villain, the armiealer Whitaker who had been
working with Koskov, so defeating the villain byllkig him is a part of his hegemony.
In Casino Royalgeafter being tortured by Le Chiffre, Bond struggte stay conscious
lying on the floor, and just before he passes bat,sees Le Chiffre being shot by
someone. Although Bond can be seen to indirecihgedis death by winning the game
and making him penniless, this, nevertheless, diffgeatly from the familiar formula
of a Bond story and creates a fracture in Bondgeh®nic masculinity.

Not showing emotions is an important part of masdyl Women are emotional, men
act rationally. An emotional man loses his credipis an antagonist because emotions
are a wound in the hard surface of masculinity. WiB®nd provokes the villain
somehow so that he loses control over his emotibassucceeds in making him less
manly. In Goldfinger, after finding the girl who tells Goldfinger higpponent’s cards
through an earpiece, Bond turns the microphoné/lffen he turns it back on, he taps it
a few times making Goldfinger quake from the noBend tells him to lose 15 000
dollars or he will go to the police. Goldfinger giseand after losing the hand, he snaps

a pencil in two in anger. Similarly, inomorrow Never Dieghe villain Elliot Carver is
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suspected of being involved with the sinking of atigh warship and framing the
Chinese for it. At a party celebrating Carver'sefidgé network, Bond cuts off the
broadcast in the middle of Carver’'s speech making yell angrily at his employees.
Another example of irritating the villain occurs @asino Royalewhen after losing a
hand to Le Chiffre in the poker game, Bond ordedsyamartini and gives the barman
exact instructions on how to make it. This wakes ¢hriosity of three other players
who order the same drink. Annoyed by the delayhin game, Le Chiffre impatiently
asks if anyone is interested in playing poker. Bsats out to annoy him, in which he
succeeds. Bond is stronger in relation to the imill@ho is incapable of controlling his

emotions.

Outsmarting the villain by fooling or surprisinginiis another way to establish Bond’s
hegemony. InThe Man with the Golden GuiBond goes to a boxing match to meet
Scaramanga’s mistress who has stolen a solar akididcSolex from her lover. After
finding her dead with a bullet hole in her chest,thkes her bag looking for the item,
when suddenly Scaramanga sits next to him. Borteerly taken by surprise but still
participates in light conversation while Scaramasgarvant Nick Nack holds a gun at
him. As the villain tells about his background amialy he actually became an assassin,
Bond sees the Solex lying on the floor nearby. h@athly picks it up and without
Scaramanga noticing slips it to Lieutenant Hip whalks by disguised as a peanut
seller. The same happensTomorrow Never Dieswhere Bond has seized Carver’s
computer expert and tries to exchange him for Wai Who has been captured by
Carver. When the expert tells everything is readyis part, Carver himself shoots the
man. Bond is not left completely helpless but dates the bombs he had placed earlier
close to some fuel tanks. He surprises Carver akeéstcontrol by causing mayhem.
Although the villain appears to be one step aheabdim control of the situation, Bond,

nevertheless, manages to outsmart him and prosipéeriority.

Another way to overpower the villain is to reve@ lgnorance of some matter which
accentuates Bond'’s vast knowledge of various thilmgEhe Man with the Golden Gun
Bond flies to Scaramanga’s private island where htbst shows him the room with

generators that convert solar energy into eletgricaramanga tells Bond that he does
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not understand the process completely for scienag mever his strong point. Bond
informs him that the large containers are “Supedcativity coils cooled by liquid
helium” as if to prove how smart he is. Being smathan the villain is a part of the

way of constructing Bond as a hegemonic character.

Homosocial rivalry between men over a woman’s bisdy recurring theme in popular
culture (Sedgwick 1985: 1, 23), and it functions aasvay to construct heroes as
hegemonic characters. The hero humiliates theivildg winning not only the body of
the villain’'s woman but also her loyalty. This happ in the Bond films as well. Having
sex with the villain’s mistress, wife or employeagrsfies a change in power relations
because of the idea of woman being man’s prop&hg.woman often turns against the
villain and/or reveals important information abdim to Bond as well. IrGoldfinger,

he sleeps with two of Goldfinger's employees, MAsterson and Pussy Galore. Both
these women, after surrendering to Bond’s charrip hen work against Goldfinger.
The same occurs ifhe Man with the Golden Gunvhere Scaramanga’s mistress
Andrea willingly steals the Solex from the villasnsafe after a night she spent with
Bond. InTomorrow Never DiesParis who, in fact, has had an affair with Bowrdolbe,
tells him crucial information about Carver’s seclaboratory before leaving Bond’s
hotel suite. Bond obviously has something morefer dhan the villain because he has
such a strong influence on the women. The abilitgdduce another man’s woman and

make her deceive him is a hegemonic attribute.

In Casino RoyaleBond does not have sex with Le Chiffre’s girlfrieValenka (lvana
Milicevic) and does not, in fact, even speak to thering the whole film. This creates
another fracture in Bond’s masculinity in this filwhen it comes to his relationship
with the villain. He seduces the wife of a smatleug but does not actually have sex
with her either because he leaves after she cgdedi her husband is flying to Miami.
Not having sex with these women does, however, asipd Bond’s individuality; he
does not seem to need their help because he doesenbis sexual magnetism to turn

them against their lovers.
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Bond’s hegemony is established through the manyswaywvhich he overpowers the
villain; he provokes him so that he loses contn@rchis emotions, outsmarts him, has
sex with a woman close to him and eventually HKilis. In Casino Royalemade in
2006, Bond does not disempower the villain by kglihim or by sleeping with his
mistress but his hegemonic position is constructenly through smartness and
muscles. The idea of seeing women as property of im@ot approved in society and
especially not by the audience of today, thus tinéd more equal treatment of female

characters.
3.3.3 Interaction with Women

Bond’s influence on women is an essential parti®hegemonic masculinity. The type
of relationships Bond has with women can be catsgdrinto four groups: unrecruited
love, authority, casual sex and genuine love. Mlsseypenny, who belongs to the first
category, is smitten with Bond but their relatioipshever develops beyond flirting. The
female M represents authority in Bond’s life, andnB’s interaction with her is not
similar to how he relates to the male M. The nurmasrpartners of casual sex naturally
enhance Bond’s manliness through sexual activihereas truly being in love shows a

more vulnerable side to his character.

The only recurring female character in Bond filmdvliss Moneypenny, M’s secretdry
The scenes between Bond and Moneypenny are usatilr brief but reveal the nature
of their relationship quite clearly. It is a questi of unrecruited love from
Moneypenny’s side; a relationship that is basedflioting without ever becoming
anything more. InGoldfinger, after ending a meeting with M and stepping ouhisf
office, Bond asks Moneypenny (Lois Maxwell) whatdtmows about gold. She says
that the only gold she knows is the kind you weathe third finger of your left hand.
Bond answers teasingly “Hmm. One of these dayseabyrmust look into that.” after
which she suggests tonight saying she will bake Bimangel cake. Bond refuses
making her think that the reason is some womanwingn she finds out he is having

® There are only two Bond film§asino Royalé2006) andQuantum of Solac€008), in which she does
not appear.
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dinner with M she asks “So there’s hope for me yeAhter kissing her on the cheek,
Bond answers “Moneypenny, won't you ever believe?frend leaves the room. Their
flirting is light and quite harmless, but Moneypgishints of marriage strongly support
the image of her as a woman with a traditional go@drriage. While Bond travels
around the world encountering beautiful women, Mg@easny stays in London waiting
like the perfect obedient housewife of the earlypd€ This also emphasises Bond’s
independence; Moneypenny would most likely marny hii he wanted to but action

heroes are “lonely wolves” who do not have wived &milies waiting at home.

Bond’s own behaviour reinforces the idea of Moneypeas a wife. InThe Man with
the Golden GunBond is talking to Moneypenny (Lois Maxwell) abhabhe death of
another double-0 agent. M calls her to his offlts@tigh the intercom, and before she

enters the room, Bond has another question for her:

Bond: Oh, just one moment, darling.

Miss Moneypenny: Yes, James?

Bond: Why wasn’t Scaramanga confirmed as therRille

Miss Moneypenny: Because they couldn’t find thédtu... Darling!

The affectionate word “darling” is typically usedtiveen lovers or particularly between
a husband and a wife. Furthermore, it is quitestewi use a word like “darling” when
addressing a female co-worker but it also contebubd constructing Bond’s hegemonic
masculinity. She, on the other hand, clearly exgubet more intimate question because
of Bond’s choice of word, since she speaks herliastrather angrily and the added
“darling” very icily and sarcastically. Although shis somewhat disappointed, their
never-ending game of flirting is continued with ineocking reply.

The idea of Moneypenny as the sacrificing wife Imees clear ifThe Living Daylights

as well. Bond tells Moneypenny (Caroline Blissptmwk him a plane ticket to Tangiers
(where Pushkin is) via Bratislava though M’s ordars to assassin Pushkin as soon as
possible. Bond asks her not to tell anyone abautitket, to which Moneypenny agrees
without questioning his intentions. Like a goodayighe is willing to do favours for her

“man” and is prepared to even endanger her owrbjotworking behind M’s back. In
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the same film, Bond asks Moneypenny to find infaioraon a woman cellist who
played at Bratislava the night Koskov defected. M/iiking off her eyeglasses in a
flirtatious manner, she replies that if he, in fastsuch a music lover, he should come
over to her place to listen to her Barry Manilowiection. Bond puts her glasses back
on crookedly, and judging by the sound, slaps methe bum, and after he has left,
Moneypenny is shown sighing dreamingly like a sdfgid. This is shockingly sexist
and degrading behaviour for a film made in 1984 alapping a female colleague’s
bottom at the workplace would definitely not beetaked these days. Moneypenny is
first and foremost loyal to him, which demonstraisnd’s influence over her and

women in general.

In the 1990s, Moneypenny’s character changed radilge This change can be linked to
the introduction of the new M (Judi Dench) who wasvoman. The relationship
between Miss Moneypenny and M altered, which becooteious inTomorrow Never

Dies where they seem to join forces in teasing Bondgiks him an assignment to

investigate Elliot Carver and the following conadrsn takes place:

M: Use your relationship with Mrs Carver if necass

Bond: | doubt if she’ll remember me.

M: Remind her. Then pump her for information.

Miss Moneypenny: You'll just have to decide how ahupumping is
needed, James.

These two women are familiar with Bond and his ussaapades. Neither of them is
afraid to refer to Bond’'s methods in a rather mogkione, not even Moneypenny
(Samantha Bond) in the presence of the female Molild seem odd if Bond’s superior
were an efficient and accomplished woman, with Mmeany still behaving like a
school-girl with a crush on him. As she has beconme independent and modern,
Bond’s influence on her has weakened creatingdure in his hegemonic masculinity.

Bond does not possess control over Moneypenny énséime way as before. In
Tomorrow Never DiedM says that Bond should use his past with Casweife in order
to get information on Carver. He replies that hes wat aware that their relationship
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was public knowledge and gives Moneypenny, sitbingthe front seat of the car, an
accusing and slightly hurt look. She, on the otieard, is not much affected by this and
says “Queen and country, James” implying that ttegeeno secrets to be kept when
working for the government. Moneypenny of the 1980es not blindly do what Bond

asks her to and even dares to break the bondsifliatween them. Her feelings for him
do not affect her judgement, which suggests thatdBie not able to charm her over
anymore. His relationship with Moneypenny doesawwtespond with what is regarded
as hegemonic. Furthermore, Bond seems to becomevduah feminised in this scene
when a female superior tells him to use sex targetmation — something what women

have traditionally thought of doing.

The female M, played by Judi Dench, was first idtroed inGoldenEyein 1995 and
has appeared in every Bond film since. As a rasuhis, the dynamics between M and
Bond changed noticeably; Bond does not relate ariyiko her as he does to the male
M. Even though Bond has to obey her or would otewhave to quit his job with the
Service, the fact that the authority figure in lfis is a woman affects his behaviour to

some degree because taking orders from a womalbecseen to weaken his manliness.

Bond does not always take the female M seriousty @tasionally seeks to provoke
her intentionally as if to belittle her position pdwer. InCasino Royalethe media are
reporting about some security camera footage ofdBeanen killing an unarmed man in
an embassy. When M goes home, she finds Bondgsittiner living room. She is angry
about the incident becoming public and scolds lembking so careless. When M asks
Bond how he found out where she lives, he repliHse“same way | found out your
name. When you recruited me | thought M was a rarg@assigned letter, | had no idea
it stood for —* at which point M interrupts him itated. Bond has a desire to rebel
against authority, i.e. the Service and M, but lbesdnot seem to take her anger
seriously also partly because she is a woman. Bamadher playful behaviour causes a
shift in the power balance between him and M infai®ur, and overpowering women

is strongly hegemonic.
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Bond is quite insubordinate at times, and it isallguM who has to comply with his
decisions. InTomorrow Never DiesBond is ordered to leave a Russian terrorist arms
bazaar at once but instead he goes after the figdttevith nuclear missiles. When a
naval commander questions his actions, M defenaishlyi saying that he is doing his
job. In Casino RoyaleBond breaks into M’s apartment, hangs up the plamher, lies
to her about not telling his name to Solange (tife of a henchman) and logs into the
website of the Secret Service using her passwoedalsb pursues the clue he found on
the bomber’s cell phone, although M orders himatp Ibw for a while because of the
embassy incident. In the end, he is proven righérwhis investigations lead him to
preventing a terrorist attack. After this, Bond laameeting with M who gives him an
assignment to continue his investigations on th#enalhe way in which the female M
yields to Bond’s independent decisions construdts Hegemonic masculinity by

accentuating his individuality and his more powkpisition in relation to his superior.

Compared with the male M, the female M shows mdiecton for Bond. InCasino
Royale after Vesper's death and the revelation of héralyal, Bond is on the phone
with M. She explains how Vesper's boyfriend was nagped and that she was
blackmailed into stealing the money Bond won frone KChiffre. During the
conversation, M calls Bond by his first name twisemething which the male M does
not do. She is compassionate and even suggest®tlel sake some time off. However,
at the same time, she is pleased that Bond now &mmivto trust anyone and is thus a
better agent. Although showing compassion, sherstihains professional and knows
that it is her job to train Bond to become almoshachine, an effective instrument of
the Service. Bond’s behaviour is different whereiiatting with the female M as well.
In Casino Royalein the parking lot at a hotel, Bond walks to Aston Martin. Once
inside the car, he opens an envelope containingcandent regarding the assignment
signed by M. With a smirk on his face, Bond say$ loud “I love you too, M”,
something which he surely would not say if M wasmale character. Bond’s
relationship with the female M is more intimate thaith the male M, but there is,
nevertheless, a certain degree of distance andafiynbetween them, as there should
be.
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The third group of the women Bond interacts witblules casual sexual partners and
other female characters. Bond encounters numerousew on his missions and often
treats them as sex-objects in order to establismiainliness and carry out his mission.
At the beginning ofGoldfinger, he is having his back massaged by a woman called
Dink (Margaret Nolan) at a pool. Felix Leiter contedind Bond, and after introducing
him to Dink, Bond asks her to leave because of “tadki, takes her by the shoulders,
turns her around and slaps her on her bottom beftweewalks away. The same thing
happens immhe Living Daylightsvith Moneypenny being slapped. Goldfinger, Bond
also has a tendency to glance at women’s behinelgldds this once to Moneypenny in
her office and twice to an air hostess in Pussyf@a airplane. Bond’s behaviour is
extremely sexist, and there is no attempt to hidBartraying women as sex-objects in
this manner would not be approved nowadays, anéaan there are no examples of
similar behaviour inTomorrow Never Diesand Casino RoyaleBeing sexist was a
crucial element of Bond’s hegemony in the earliend but not anymore in the 1990s
and 2000s.

Having success with women constructs Bond’'s masitylas hegemonic to a great
extent. Some women surrender to his charm immdgiatéhout much resistance. In
Goldfinger, Bond discovers Jill Masterson helping the villeoncheat in his card game.
She does not resist when Bond talks to the micnogHorcing her employer to start
losing money but is rather amused of Goldfingerigrg reaction. She tells Bond that
she is beginning to like him more than anyone st®erhet in a while. He asks what they
should do about that, and they kiss. In the neghecthey are half-dressed kissing on
the bed in Bond’s suite. I€asino RoyaleBond becomes better acquainted with the
wife of one of Le Chiffre’s henchmen, Solange. Afbeating her husband at a card
game and winning his Aston Martin, Bond invites f@ra drink to his cabana. In the
next scene, they are kissing on the floor with Basking questions about her husband
and his job. Solange notices this and says shiailde would sleep with her just to
get to her husband. Bond asks how afraid to whiehreplies “Not enough to stop” and
starts kissing his bare chest. Solange is quiténgiito commit adultery with a stranger
who is clearly after her husband. Being irresistilbtb women strengthens Bond’s

manliness.



61

Sometimes Bond does not have to make much of art eff all when the woman takes
the initiative. Even though the woman is more agtiBond’s sex appeal still becomes
accentuated. IThe Man with the Golden GuBond discovers that the golden bullet
used to kill 002 is now in the possession of ayb@dincer (Carmen Sautoy). He goes to
her room after her performance and complementseordéncing. The girl replies that
he is very handsome, and after telling how sheddte bullet, which is now her lucky
charm, she strokes Bond’s cheek and says theydlfanglet the past. At the beginning
of The Living Daylightsa woman (Kell Tyler) in a bikini is on a yachtliiteg her friend
on the phone that she hopes to meet a real marve@iemtly, after saying this, Bond
lands on the yacht with a parachute and borrowswbman’s phone. He calls the
Service to say he will report in an hour but whée woman, holding a glass of
champagne, flirtatiously asks him to join her, hamges the deadline into two hours.
Bond’s sexual magnetism is so strong that he doesawve to persuade the woman for
her to become interested.

All women do not submit to Bond’s charm at once lbelhave quite passively and even
defiantly towards him. However, they are not abledsist him forever. IiGoldfinger,
Bond meets Pussy Galore when waking up on an agp&iter being shot with a
tranquilizer gun. He is suave and flirtatious asaland hopes the flight with her will
be memorable. Pussy answers coolly “You can turthefcharm. I'm immune.” On the
ground Bond is welcomed by Oddjob, and when he resn& Pussy that this
Goldfinger’s right hand kills little girls like heshe replies “Little boys too.” She reacts
indifferently to Bond and does not seem to caretwiaopens to him. On his ranch
Goldfinger asks Pussy to be polite to Bond so thatCIA men spying outside would
think everything is fine. She does as told, takBand for a walk, and eventually they
end up in a barn. He begins to flatter her in otdewin her to his side but Pussy stays

reluctant:

Bond: What would it take for you to see things way?
Pussy: A lot more than you've got.

Bond: How do you know?

Pussy: | don’t want to know.
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She is not interested, and when Bond persistemédipggher arm, she hurls him with a
Judo move. Bond retaliates, and soon they are Iyitige hay Bond lying on top of her
holding her down. He lowers his face and whole bgdydually and kisses her. Pussy
resists at first but then yields and kisses himkbgiaging her arms around hith
Winning a reluctant woman is “every man’'s dreanridaa “real” man, like Bond,
succeeds in it. All women, no matter how unintexésir unwilling they might seem in

the beginning, eventually surrender to Bond whigbp®rts his hegemony.

Another example of resistance on the woman’s gafbund inTomorrow Never Dies
where Bond collaborates with a Chinese agent Wiaiwo is very skilled at her job
and used to working alone. When they are handcuifeéach other by Carver's
henchmen, she says she hopes they will not staythi&t for long. When they ride a
motorcycle still cuffed, she climbs onto Bond's kapsee the cars following them. As
she is sitting in front of Bond facing him, shelgdiim not to get any ideas. After the
chase, while Bond is suggesting they should wodsally together, Wai Lin secretly
picks her hand free with a picklock in her earrangd cuffs him on to a water pipe.
Judging by her behaviour, she does not immedidiiedlyhim irresistible. They do kiss
eventually but only in the very last scene of tira.fAlthough it takes a little longer for
Wai Lin to fall for him, sexual appeal is still assential element of constructing

Bond’s hegemonic masculinity.

Bond shows compassion for some female charactstsaid of merely using them for
sexual pleasure and gaining information. The woméght be an innocent bystander
and not a professional agent at all which affeatsids attitude towards her. [fhe
Living Daylights Kara Milovy is a naive cellist in love with GeaéKoskov whom she
helps to stage his assassination attempt. At Biahd wants to use her relationship with
Koskov to find him, but during the course of thienfi he begins to care for her more.
Bond even goes back to her although his assignmeacomplished. After playing at a
concert, Kara returns to her room disappointed wiearing that Bond is on a mission
elsewhere. She notices two martinis on the tabtevanistles, to which the key-ring

1%1n Fleming’s original noveGoldfinger(1959) Pussy Galore is actually leshian but skeertheless,
falls for Bond in the end.
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finder answers. Bond’s hand appears from behirctees holding the finder, and when
Kara walks to it, Bond grabs her hand and pullsii@at to him onto the sofa. They kiss
and lie down as the camera moves to the otherafittee screen. It is quite unusual for
Bond to return to the Bond girl because traditignhé takes advantage of the situation
of being alone with her at the end of the film whba villain has been defeated. This
differs from the established Bond formula and bsiagnew element to his masculinity:
not all women are treated as mere sex objectsrhy-fsome of them are represented as

having subjectivity and thus capacity to make \esthe internal world of Bond.

Bond is more considerate also if the woman is a@nfreénd of his. InTomorrow Never
Dies Bond has had an affair with Paris Carver in tastpDuring their conversation at
Elliot Carver’'s party, it is revealed that she igaae of Bond’s real profession and
assumes from the very beginning that he is tryingse her to get information on Elliot.
Bond, however, denies this immediately and quitnaahtly indicating that he does not
want to exploit their past relationship and get in@olved in his investigations. When
she comes to his hotel suite later that night, Btatid her to go back, and as she is
getting ready to leave Bond's suite, he says hegedrher out of the country in four
hours. He wants to protect Paris from her husbamal might find out about their affair.
Like in the previous example, Bond’s behaviour @ning this woman deviates from

the formula and constructs him as less hard a cterthan before.

A love interest is introduced to the Bond formutadasino RoyaleThe category of
genuine love includes only Vesper Lynd, since Bent¥elings for her are much
stronger than for Kara or Paris. The love affaim@sen Vesper Lynd, an accountant for
the Treasury, and Bond in this film is more serithen one is used to seeing in Bond
films. She makes an impression on Bond already hair tfirst meeting when she
concludes many things about his personality anttiftbod which are true. She gives

quite a speech assessing Bond and stating wheteesbalf stands:

Now, just having met you | wouldn't go as far aaliog you a cold-
hearted bastard — but it wouldn’t be a stretchmagine that you think of
women as disposable pleasures rather than meahipgfsuits, so as
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charming as you are, Mr. Bond, | will be keepingy raye on our
government’s money and off your perfectly formed.a

In addition to actually saying this to Bond, hehaeour indicates that she dislikes him.
On their way to the hotel in Montenegro, Bond t&llssper that they are staying in a
shared suite because of their cover story as aleagoy much in love. She quickly
comes up with an explanation for the suite to bengled into one with two bedrooms.
Bond brings a dress for Vesper to wear for the pglene that evening and asks her to
walk into the room so that all the other players ker. However, she enters the room
from another direction so that Bond is the only e is distracted by her beauty. As
a show for Le Chiffre, at one point during the gafmend walks to Vesper and kisses
her but as he is about to kiss her again, she tensead away. Vesper, at first, plays
hard to get but eventually falls in love with BorlBven when she betrays him by
stealing the money Bond won, she does it becausedefal she had made to spare his
life which proves she truly loves him. Yet againpr8’s influence on women is

established.

Bond’s attitude towards Vesper in the beginninguge sexist. When she sits opposite
to him on the train introducing herself by statiigh the money”, Bond replies “Every
penny of it” taking a look at her from head to te jokingly tells her that the name of
her alias is Stephanie Broadchest, but whether ithisue is never revealed. Bond
kissing Vesper in the middle of the game with evarg/watching is meant to distract Le
Chiffre but Bond wants to deliberately annoy Vespsrwell. His behaviour changes
after Vesper helps him to kill a thug. When retagnto the suite, he finds her sitting in
the shower with her dress on under running watgngrand clearly shocked about the
incident. Bond sits next to her and comforts herthey do not have sex. He falls in
love with Vesper and even leaves his notice ofgresion to start a life with her. This
kind of behaviour causes a fracture in Bond’s heggmmasculinity. However, she
deceives him by transferring the money to anotleepant and is eventually killed by
drowning. Bond is a lonely action hero who cannavéha happy ending with the

woman he loves. Being sexually active is such aialelement of Bond’s hegemonic
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masculinity, thus he cannot remain monogamous.€elwdt always be other women to

be charmed in the next film.

Having success with women and overpowering theranisessential part of Bond's
hegemony. In the 1960s and 1970s, Bond’s masaulwds strongly constructed
through casual sex and the degrading treatmentoofiem. In the 1980s and 1990s,
Bond’s hegemonic position was weakened when, intiaddto becoming less sexist
and showing more compassion for some female cleasdvliss Moneypenny’s blind
devotion for him disappeared. In 2006, he becameevable by truly falling in love,

something which is not in line with what is conset constitutive of hegemonic
masculinity. Even though Bond’s masculinity is sotstrongly constructed through his
influence on women, he still establishes his heggmadten by belittling the authority
of the female M who remains professional while ditameously showing more

compassion for him.

3.3.4 Relation to Institutions

The original M is often said to be a father figtweBond who in the novels is strict and
demanding but occasionally caring towards Bond el (Bennett & Woollacott 1987:
129). Furthermore, M differs from other male ché&es in Bond films in that he
represents the Secret Service. He is the persatigdic of the organisation that gives
Bond the orders and is able to take away his deQild&atus. At times, Bond rebels
against M and through him the whole Service by enalsaing his superior and/or by
being insubordinate. Although his rebellion is niyserbal or otherwise moderate, it
still emphasises Bond'’s individuality and functicas means to shift the power balance
between Bond and M. Overpowering one’s superiogneN¥ only momentarily, is a

hegemonic quality.

In order to gain the power in their relationshipn8 often outsmarts M in the presence
of others as if to deliberately humiliate him bypesging his ignorance on some matter.
In Goldfinger, Bond is having dinner with M (Bernard Lee) andld@@el Smithers

(Richard Vernon) who tells them about Goldfinged duns background. When Smithers
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offers Bond some brandy saying that it is ratheappointing, M asks what is wrong
with it. After sniffing the brandy, Bond replies’dl say it was a thirty-year-old fiend
indifferently blended, sir, with an overdose of BBais” to which Smithers says he is
correct. Later, while Smithers is talking with Borttlere is a shot of M smelling the
brandy decanter and glancing at Bond with an espyasndicating he does not notice
anything peculiar with it. A similar situation oasun The Man with the Golden Gun

a meeting with M (Bernard Lee) and other departnceigfs. When M asks Bond what
he knows about the assassin Francisco Scaramaagist$ several facts about his
background and mentions that he has “a superflpapdla’. M asks “A what?”, to
which Bond replies that it means a third nipple.t<tnarting and thus revealing a

weakness in M is one aspect of Bond’'s hegemony.

Bond only briefly overpowers M who usually re-esistes the power balance. For
instance, at the end of the meetingsioldfinger, Smithers sets a bar of gold on the table
intended for Bond to use as bait to awaken Goldfilsginterest. As he touches the bar
to pick it up, M, with a smug grin on his face,gdim by saying that he can retrieve it
in the morning with the rest of his equipment.desis that by not allowing him to take
the gold right away M gets even with Bond for ennéassing him by knowing so much
about the quality of the brandy. Similarly, Thhe Man with the Golden Gua while
after Bond tells M what a third nipple is called,d¥lows Bond a golden bullet with the
number 007 engraved on it suggesting that someasdined Scaramanga to assassin
him. When Bond wonders who would pay a million dddl for his death, M is quick to
offer different choices: “Jealous husbands, outladeefs, humiliated tailors. The list is
endless.” Here, as well, this sharp remark is paese to Bond outsmarting him only a
moment earlier. This creates a fracture in Bondégdmonic masculinity. However,
since M represents the Service and Bond is theamap) the power balance has to be
restored. Bond cannot be hegemonic in relatioméoorganisation but can be to M on a

personal level, although even then only momentarily

Bond’'s defiant behaviour is usually verbal and guitoderate which establishes M’s
superiority. In Goldfinger M (Bernard Lee) scolds Bond for purposely prowngki

Goldfinger instead of merely observing him, as wasigned. Bond becomes annoyed
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for not being told why Goldfinger is under survaiite in the first place and says quite
bitterly “I am prepared to continue this assignmienthe spirit you suggest if | knew
what it was about” and then adds a dry “sir” whenlddks at him disapprovingly.
Because of M’s authoritative position, Bond quickbytices he is out of line and adjusts
his behaviour. IMThe Man with the Golden GuWM wants Bond to disappear for a while
because having Scaramanga on his tail would jeggEatis assignments. He is not
pleased with this decision, but instead of goirtgrabcaramanga all by himself, before
leaving his office, he says to M that the situatiwould be different if he found
Scaramanga first to which M agrees. Bond does raoit W0 work behind M’s back but
consults him about his idea showing great loyadtyhte Service and respect for M’s
position of authority. A part of being a warriortsobey orders (Beynon 2002: 67), and

being an efficient and loyal spy is essential tm@e character.

There are instances when Bond’s insubordinate bemadoes not remain merely on a
verbal level. InThe Man with the Golden Gumvhile in bed with Mary Goodnight,
Bond receives a phone call from M wanting to cohgete them on their successful
mission. He asks to speak with Goodnight, but adstef giving her the phone Bond
places it on the bed next to them and continuesrigsher. M waits on the other end of
the line and says Goodnight's name a few timeserA& while, Bond picks up the
phone, wishes “Good night, sir” and hangs up. Bsmbwer is emphasised when he
with his daringly defying behaviour humiliates M avboes not this time respond with a
witty comment. However, since Bond has accomplighedmission successfully and is
most likely to have a few days off, his rebelli@nniot that serious and does not lead to
drastic consequences. He is still the obedientlayal warrior (cf. Ambjérnsson 2001:
30-33).

Defiant behaviour on Bond’s part during the missdwes occur as well but within
certain limits; he does things behind M’s back vihicakes his rebellion still relatively
moderate. InThe Living Daylightsthe Secret Service has received information on a
Russian General Pushkin’s plan to kill double-0 ragewhich M (Robert Brown)
believes is true. Bond is assigned to assassirbhirhe tells M he knows Pushkin (John

Rhys-Davies) and is not convinced he could be waawith such a plan. Furthermore,
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M is not pleased with Bond only wounding and ndiirkg the female sniper earlier, so
he threatens to give Bond a fortnight's leave aenldsO08 to do the job because he
follows orders. Bond protests adding that if Pushias to be killed, he would rather be
the one to do it. However, he trusts his own irtdirmore and, in spite of M’s orders,
flies first to meet the sniper, Kara, before gotogTangiers where Pushkin is. Even
then, rather than killing him immediately, Bond gsv Pushkin a chance to defend
himself and decides to stage his assassinatiordar to mislead the real culprits. Bond
is not loyal to M and the Service in the same wsybefore; he has become less of a
warrior and more of a man who behaves in line vaggemonic male values. In the
1980s, individuality is then a more ideal qualitya man than following rules blindly.
Nevertheless, Bond works in secret because if bellsgl more openly against the
organisation, he could lose his license to killbar dismissed altogether. Bond has

become powerful in relation to M but with certaastrictions.

Bond has a desire to rebel against the Servicederdo prove his individuality. In the

films made in the 1960s and 1970s, he overpowelsyMmbarrassing him and/or by
being insubordinate but his rebellion is still @uihoderate since it is mostly verbal or
otherwise subdued. Bond gains the hegemonic posidimdy momentarily, because
following orders and being loyal to the Serviceansidered ideal for a warrior and not
for a man who represents hegemonic masculinity.dBodefiant and individualistic

behaviour in the 1980s, on the other hand, corregpavith hegemonic values. One
explanation for Bond’s behaviour is the atmospharéne late 1980s when the Cold
War was coming to its end, and people were readg fthange. Bond, who ignores his
orders and eventually collaborates with Pushkinyors the weakening political and
ideological dichotomy in the world. The East and West were able to work together

successfully if there was a common enemy to defeat.

3.4 The Internal World

In cinema, dialogue and the character’s facial @xgions and actions reveal her or his

feelings (unless there is a voiceover telling thiioughts). Showing emotions is
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generally considered feminine and therefore somgthihat a masculine man does not
do. Hard, heroic men, in particular, must be toagt have control over their emotions
(Beynon 2002: 67). In order to hold onto his hegeimaharacter, Bond has to remain

unemotional and be able to control his feelings.

Bond often manages to keep his emotions underaantwarious situations. Appearing
nervous or anxious is a sign of weakness which @vagive the antagonist the
advantage. Irsoldfinger, during their golf game, Bond shows Goldfinger gud bar
given to him by the Bank of England. When at thgtrele it is Bond’s turn to hit,
Goldfinger suggests they should play for the baictwhs worth 5 000 pounds. Bond
looks a little nervously down and bites his lowgr before getting ready to swing
because he is expected to return the bar to thie dfter the mission. However, his ball
lands perfectly, whereas Goldfinger’'s ball endsiruphe rough. Visibly most anxious
Bond is when he is threatened to be cut in halGbidfinger’s laser. Lying on his back
on a table with the beam getting closer and claséis crotch Bond licks his lips, has a
little sweat on his forehead and keeps looking sena¢ worriedly from the beam to
Goldfinger while trying to convince him that he km®about his grand plan. When the
laser is finally shut off, he is clearly relievethese feelings of fear and concern are
extremely subdued, and because Bond exhibits sotiot over his emotions in the
presence of others, his tough masculinity is emphds This toughness constructs him

as a hegemonic character who has power over otogig

There are other instances where Bond, althoughgbéistraught, remains calm. In
Casino Royalghis first reaction to seeing Solange murderesilénce. While he and M
are standing next to her body on the beach, theemmooms onto him. After
answering no to M’s question whether she knew angtthat could compromise Bond,
he gulps and glances to the side, away from Solatigeseems unaffected, but there is
some indication of him being slightly upset. In ga@mne film, Bond strangles a man to
death at the end of a long and brutal fist fighteAvards in the bathroom of his suite,
he takes off his shirt and washes away the blobt-and the other man’s. He takes a
drink of whiskey and after keeping his eyes clo&eda while, stares at himself in the

mirror breathing deeply and looking rather upset.9¢ems to use those few seconds to
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gather himself and, at the same time, to come teims with having killed a person
brutally only a moment earlier. Exhibiting this Hirof self-control clearly constructs

him in terms of hegemony.

Bond does not always succeed in controlling hisirfge. When an acquaintance or a
closer friend of his dies, he does not, howevepress grief by crying but through
anger. Aggression is considered natural to the mete(Connell 1995: 45), so it is an
acceptable emotion for a man to expres&atdfinger, while Bond lies unconscious on
the floor, Jill, the girl he had just slept witls, killed. After waking up, he walks to the
bedroom and turns on the light. His reaction targpéer dead covered in gold paint
lying face down on the bed is quite controlled antyy in his eyes can one detect a mild
shock. Bond goes to the body and sits next tand, & he calls Felix Leiter, his facial
expression and tone of voice is angry because b@kiGoldfinger is the culprit and is
now more determined to catch the villain. Instedhmwing weakness by grieving her

death, his masculinity is established through aggion.

Another similar example occurs The Living Daylightsvhere Bond meets Saunders at
a café in an amusement park in order to collect passports for him and Kara. He
leaves the café before Bond, and when reachingdtmeway, the automatic glass
sliding door closes too early and hits Saunderdngilhim. Bond rushes to him and
finds next to the body a balloon with the words f{&m Spionom” indicating that
Saunders was on General Pushkin’s list of Westgenta to be assassinated. Bond
squeezes the balloon in anger until it pops. Hisnédiate reaction is aggression,
through which he vents his other possible emotidnéttle later, his anger is turned
against Kara whom Bond treats quite icily — aftérshe is in love with Koskov who is
also involved in killing double-0 agents. When ssks if they could stay longer in
Vienna, he sharply replies that they are leavingediately and takes her by the arm
pulling her with him. Grief turned into aggressig a tough man’s way to avoid

appearing weak.

In addition to being emotionless and having setftacal over one’s feelings, another

attribute of the kind of warrior masculinity thabBd represents is to value revenge over
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personal grieving (Beynon 2002: 68). omorrow Never DiesBond tricks Dr.
Kaufman to paralyse himself with Bond’s cell phoaed with anger in his eyes, he
revenges Paris’ death by shooting the assassin msttown gun. Bond’s feelings of
sorrow are transformed into anger and then verttemigh vengeance. This is another
example of typical behaviour for a warrior and adh&eroic man and is consistent with

the idea of hegemony.

Anger does not always replace Bond'’s feelings mfgin Tomorrow Never DigElliot
Carver calls Bond and tells him that he has twm#téehat belong to him; an encoder he
just stole from his laboratory and Paris in hisshobom. Bond enters the suite and goes
into the bedroom. He walks to the bed where Pardend lying face down, crouches
next to her, says her name rather desperately bndstwhispering and places his
mouth on her hair clearly shocked. His mourningwéner, is interrupted by the
realisation that the assassin, Dr. Kaufman, isistthe room. At one point during their
conversation, Bond, now sitting next to Paris om Ied, looks at her and caresses her
hair after which he speaks to the assassin withexar so slightly broken voice.
Although he does not cry, he is visibly upset. Batitl manages to keep his emotions
in control but this, nevertheless, shows a fraciiit@s hard warrior masculinity.

Another example of genuine grief can be foundCasino RoyaleAt the end of the
film, Bond fails to save Vesper from drowning whiem does not manage to open on
time the locked door of the lift where she is tregppHe gets her dead body on dry land
and tries to resuscitate her but finally his motgtimouth technique turns into desperate
kissing. He steps away from her panting and stairé®r looking quite devastated and
shocked. In the next shot, which is from furtheagwhe kneels next to her and takes
her into his arms. The audience does not actualyifshe is really crying because of the
distance, but it is strongly hinted at. Vesper'sttiecauses a fracture to appear in
Bond’s hard masculinity by showing his vulneraliliHowever, it also makes him
human and a more realistic character, which isneige trend with heroes in the cinema
these days.
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Emotions can make a warrior weak because they neighid his judgement (Beynon
2002: 68). This happens to Bond whenThe Living Daylights after finding the
balloon next to Saunders’ body, he suddenly sea®all bunch of balloons behind a
hedge nearby. Thinking it is the killer with thdlbans, he runs towards them, jumps in
front of the person holding them with his gun draeut only to discover that it is a
young boy with his mother. Bond seems surprisedafitile shocked. The death of a
colleague has an effect on his ability to make gecisions and leads to him behaving
in a quite unprofessional manner when he almosamyers the lives of innocent
people. In addition to being disappointed with hethgor not being able to prevent
Saunders’ death, Bond is also worried he mighthigeniext on the list of agents to be
assassinated. Even though he exhibits self-comtyohot expressing these feelings

clearly, they still have an influence on his thimiand behaviour.

As a spy, it is essential for Bond to be able totia his feelings and appear unmoved.
This kind of behaviour does not occur merely in tiresence of villains and other
antagonists but also when Bond is with someoneechashim. For example, i@asino
Royale although Bond has admitted his love for Vespeat eesigned the Service, he
does not smile or laugh any more freely when bailoge with her. Bond, in general,
has a tendency to smirk rather than smile in @lfilms which is in line with the image
of a composed spy. When he does express true jeglygpoften it is not because he
enjoys the company of a person but because ofaarinrate object. ITomorrow Never
Dies during a chase in a parking house where he dtéezar from the backseat with a
cell phone, he smiles when he fills a flat tirehos car with just one push of a button. A
little later, he jumps out of the car, drives if tife roof of the building and watches it
land into a display window on the street with a evgimile on his face. After this he
coughs, his expression becomes serious and hesle¢hgeplace. Bond seems to get
great satisfaction from his car with all the gaddite a little boy does from a toy. This
accentuates the boyish nature of Bond but alsdattethat he is a lonely action hero

who does not get emotionally too attached to gple@iple on a personal level.

An important part of Bond’s masculinity is his atyilto control his feelings of concern,

fear, shock and sadness which corresponds withnnagie values. Emotions can have
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an effect on Bond’s judgement but only on rare smes. Bond’s grief is often vented
through anger which is acceptable for a tough nwarthe 1990s and 2000s, Bond
expressed sorrow more freely which caused fracturdsis hegemonic masculinity.
Although this revealed a more vulnerable and realside to him, James Bond still
cannot be shown to cry. Changes in society indase are reflected only partly in Bond
films; even if a man of the 2%century can cry more freely than before, it dosismean

that 007 is one of those men.
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4 CONCLUSIONS

The way in which Bond’'s physical strength is porg@ and his masculinity is
constructed in relation to other male characterthanfilms has not changed over the
years. In other areas, his hegemonic masculinisyldeen weakened by the numerous
fractures caused by behaviour not correspondinghtat is regarded as hegemonic; he
defeats the villain only through smartness, hitugrice on women has weakened and
he shows his grief more openly. Some of these a®hgve occurred in the 1980s and
1990s but the definition of Bond’s masculinity Hasen modified the most only quite
recently, inCasino Royalemade in 2006. Bond has also become the objetheof
eroticising female gaze but this is made possildeabse of his more muscular and

harder body that can bear the eroticising gaze.

Social and political changes in society have cledrhd an influence on Bond’s
character. Bond is not “a sexist, misogynist dimosanymore and has not been since
the 1990s. His treatment of women is more equalamirg women’s position in
society. Although the eroticising female gaze was$ clearly established until the
2000s, it is still a reaction to the growing numloérfemale viewers. Bond’s violent
behaviour is more brutal and questionable now flearexample in the 1960s which
reflects modern warfare where techniques do noessetily have to be acceptable as
long as the motive and end result are. In additioviolence being more realistic, Bond
himself has become more human which correspondstha trend of depicting heroes.
The last restless years of the Cold War affecteddBoattitude towards his superior and
willingness to work together with the Russians.sTiBinot surprising because when the
whole world changed, it was reflected in sociedesl eventually the cinema and the
representations it offered.

There is a certain pattern to the changes in thg iwavhich Bond’s masculinity is
represented. When some characteristics or acteer® $0 weaken Bond’s masculinity

in some area, other qualities are emphasised n®iketa compensate for the “lack”.

For example, inCasino RoyaleBond can be seen as less masculine because he is

subjected to the objectifying gaze of a female ati@r, he shows vulnerability by
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falling in love and does not defeat the villain killing him. These flaws are
compensated by making him brutally violent and ladrkost like a bodybuilder with a
hard surface. This way, Bond is always clearly heg&c in some area although the
areas may differ from decade to decade. This ectif compensation can be
distinguished in all the films analysed in thisdiseexcept foGoldfingerwhere Bond is
represented as the hyper-masculine alpha male w&® bt have any weak points and
thus there is no need for compensation. Changmegstiand opinions have resulted in a
different approach to Bond’'s character over thergdaut, nevertheless, showing
weakness in him still cannot be done without resgQrito accentuating his other

hegemonic qualities.

By applying the idea of compensation to differeonB films than the five used in this
thesis, one would discover whether it applies tnrthas well. Another intriguing angle
for future studies would be why Bond’s hypermasttyi came to its end; was it so
strongly associated with Sean Connery so that wiemuit the role, Bond became
automatically less masculine on some areas orhdidrends of the following decades
have a greater impact on this change? The 22 Bimd &ind 14 Bond books made
provide a comprehensive source of material fored#ht studies, for example on
masculinity, femininity, technology and various attegies, and it seems there is no end

to the career of James Bond as a movie legend objactive of academic study.
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