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1 Introduction

The scent and smoke and sweat of a casino are nauseating at three in the morning.
Then the soul-erosion produced by high gambling--a compost of greed and fear and
nervous tension--becomes unbearable and the senses awake and revolt from it. James
Bond suddenly knew that he was tired. He always knew when his body or his mind
had had enough and he always acted on the knowledge. This helped him to avoid
staleness and the sensual bluntness that breeds mistakes. He shifted himself
unobtrusively away from the roulette he had been playing and went to stand for a
moment at the brass rail which surrounded breast-high the top table in the salle privée.
(CR 6)

With these lines lan Fleming introduced James Bond to the world back in 1953 in his first
spy thriller. Casino Royale reveals an agent with a strong mind who knows what he is
capable of, who is confident and who serves his country. People have always been in need
of a hero, particularly in times of doubt and trouble. One man being able to save the world
Is something people then as now enjoy believing in. This is why James Bond continues to
be an important character throughout history.

The aim of this thesis is to answer the question whether Sebastian Faulks with
Devil May Care and William Boyd with Solo managed to create contemporary rewritings
of the successful James Bond thrillers penned by Fleming. This inquiry is based on a genre
definition as well as a short historical outline of the development of espionage fiction and
its subgenres. Apart from that, it also looks at the aspects which make the original Bond
books so special, so distinguished, in order to analyse Devil May Care and Solo based on
the extracted criteria, as well as compare them with each other.



2 The Aesthetics of a James Bond Novel

2.1 The Question of Genre

The following chapter attempts to identify the genre to which Ian Fleming’s James Bond
novels (JB novels) belong. Novels featuring crime (and espionage) fall into various
categories, which, to make the matter more complicated, are defined in different ways by
different critics. The number of existing definitions is large and would exceed the limits of
this analysis, so only the ones most prominent for this investigation will be presented in
greater detail. Moreover, the question will be explored whether Fleming created his own,
very distinct genre with his JB novels which Bruce Merry calls “unputdownable” (45) texts.

Julian Symons bemoans the confusion concerning the genre in the first lines of his
book Bloody Murder, which as a whole, is concerned with the spy novel. He claims that “the
most sensible sort of naming is the general one of crime novel or suspense novel (and short
story) [...]”" (9). Furthermore he introduces the term “sensational literature”, which he defines
as follows: “The truth is that the detective story, along with the police story, the spy story
and the thriller, makes up part of the hybrid creature we call sensational literature. This
hybrid has produced a few masterpieces, many good books, and an enormous mass of more
or less entertaining rubbish.” (Symons 12)

There, the term “sensational literature” functions as an “umbrella term” for texts
concerned with crime, which can be and is used as a synonym of crime fiction. Symons
supports his definition by providing an even more detailed account when he claims that
“[S]py stories, and thrillers in general, do stand apart from books that pose a puzzle to the
reader. The latter kind is concerned with questions about Who or Why or How, sometimes
about all three put together, where the thriller or spy story frequently just tells us How. But
all deal with violent ends in a sensational way [...]”. (12)

What can be drawn from both these quotations is that there is one distinct difference
between the detective story, on the one hand, and the spy novel or thriller, on the other. The
detective story implies the “Five Ws”, the questions of who, what, where, when and why,

sometimes extended by how. These questions make it easier to differentiate these two



categories, as, contrary to the detective story, these questions are not of utmost importance
in the spy novel or thriller. Symons makes use of the terms spy novel and also thriller, but it
is not completely clear whether he considers them to be the same. The goal of this
investigation is to find one term which is appropriate for this particular analysis.

Jerry Palmer takes a slightly different approach to the topic in his book Thrillers,
published in 1978. Illustrating his point of view he makes a remark fairly similar to that of
Symons, whilst differentiating between the detective story and the thriller, but going even
further as to that “[t]he thriller is basically about action(93), whereas the detective story is
mainly concerned with the puzzle to be solved. (see 93). A comparison of these two scholars
shows that whereas Symons regards the “thriller” to be loose and suggests to simply stop
using it as a category since “the label is very much a matter of taste.” (221), Palmer speaks
of the thriller as “an ill-defined work™ (93). Although Palmer offers a similar distinction
between the detective story and the thriller, he comes to a very different conclusion: “What
remains of the distinction between the detective story and the thriller? I submit: nothing. My
contention is that the so called 'tough thriller' [...] and the traditional detective story are
variations on the same theme, and that such differences as there are insignificant in
comparison with what they have in common.” (100)

Consequently, after comparing Symons and Palmer, it can be summed up that they
are similar in some respects but differ in their conclusions. While Symons considers the
thriller as something very different from the detective story, Palmer concludes that there is
not really a difference between the two. Furthermore, he says “that there is no fundamental
difference between the modern thriller and the traditional detective story. At that level of plot
structure which is common to all modern thrillers, the rules of the game are the same as those
Agatha Christie and Conan Doyle followed. That is to say, the tough thriller and the detective
story are the same genre: the thriller.” (106) Acknowledging that there are still certain
differences he says that

the traditional detective story is relatively low on physical action, and usually sex
plays no part whatsoever, for instance. But in the first place sex and violence in the
modern thriller are subordinate, inessential elements [...]. In the second place,
reticence on these topics in the traditional detective story had little to do specifically
with the thriller: it was a question of literary propriety in general. (Palmer 106)



With regard to the discussion about these particular terms being used to refer to the same

genre after all, another interesting comment is to be found in McCormick and Fletcher:

Whatever his present standing among readers and critics, lan Fleming accomplished

an extraordinary amount in the history of the thriller. Almost singlehandedly, he

revived popular interest in the spy novel, spawning legions of imitations, parodies,
and critical and fictional reactions, thus indirectly creating an audience for a number
of novelists who followed him in the form.

(George Grella qtd. in McCormick and Fletcher)

This quotation also supports the possibility of using the terms thriller and spy novel
interchangeably. A similar attempt is made by Bruce Merry, who uses the terms “espionage
narratives” and “thriller” interchangeably in his book Anatomy of the Spy Thriller.
Additionally, the word “spy fiction” occurs repeatedly, which appears to be used as an
“umbrella term”.

Considering these different opinions, one can state that the detective story and the
spy thriller are slightly different and yet belong to the same overall category, which Symons
calls “sensational literature”. Consequently, distinguishing between the spy novel and the
thriller seems unnecessary, although it can be acknowledged that certain texts are more
concerned with espionage in general and could therefore be put into that category. The
decision as to which terms are used for this particular analysis is based on Julian Symons’
words: “That a line should be drawn is a matter of common sense, but its precise placing is
a matter of individual taste.” (Symons 13)

After considering the various definitions of the genre, rather vague and unsatisfactory
on the whole, it seems best to use the terms “spy thriller” and “spy novel” in the following

discussion of lan Fleming’s Bond novels.

2.2 Characteristics of the spy thriller

This chapter offers an insight into the techniques used in spy thrillers. It particularly aims at
illustrating what the principal components of the spy thrillers are and at investigating “the

formal techniques according to which the spy thriller is constructed” (Merry 49).



One book that is concerned with the question of what it is that makes this genre so particular
is Anatomy of the Spy Thriller by Bruce Merry, which was published in 1977.

In the introduction he states that in “this plebian art form more than in any other, it
would seem that the bestseller formula can be identified and prescriptively defined.” (1)
In other words, he acknowledges that certain criteria can be identified by investigating what
he calls “espionage narratives”. Merry aims at analysing and identifying as well as
illustrating “the ground rules of this literary genre and establish its recurrent patterns of
characterisation and structure.” (1) He seeks to point to what it is that makes those books so
“unputdownable”. (48) Since it touches upon such a vast number of different categories, this
book was chosen as the main source for this investigation. The question is now:
Is there a certain formula that makes a particular spy thriller a success?

Apart from the “usual ingredients”, the handsome, dexterous and fearless agent, the
MI6, the woman and the repulsive enemy, all put in exotic settings, there is also a little

politics - and there you have the perfect spy thriller. If it were only that simple.



According to Bruce Merry “[t]o write a conclusive best-seller in the spy thriller genre, the

popular fiction writer must:

take into account the canonical motifs established in the genre;
replace some of these motifs by original motifs;
take into account the ‘decorous’ style pre-ordained in the genre;

partly modify the ‘decorous’ style;

o ~ w0 DN e

solve the primary implausibility of agents: (a) working abroad; (b) seducing women;

(c) chatting with the enemy;

6. relate the secret agent to contemporary events;

7. devise a structurally complex plot with a minimum loss of plausibility;

8. satisfy, but not irritate, the vanities of contemporary readers (luxury; air termini;
vicarious excitement);

9. assemble a pattern of events without any one of which the action of the whole would

be incomprehensible.” (70-71)

This list provides a guideline for grouping the individual characteristics of this particular
genre. It presents certain aspects that should be contained in successful spy thrillers, which
means also in Fleming’s novels, and later on in Devil May Care and Solo.

It is important that the thriller author is not “mimetic” (see Merry 1). The fictitious
should only be loosely connected to the occurrences in actual spy circles. It is necessary that
the connection is a loose one for various reasons. First and foremost, many of the authors
writing those particular novels in the 1950ies and 60ies have some kind of personal
connection to the field of actual, real life espionage. John le Carré, for example, worked for
the MI5 and the MI6, before he turned to writing, and Ian Fleming was associated with
British Naval Intelligence in WWII, although he only had to plan missions from his desk and
never actually went out to the field himself. Due to this personal connection, it seems fairly
reasonable that authors with such experience are drawn to the espionage subject and want to
use some of their experience in their novels or stories. It is generally understood that Le
Carré¢ and Fleming, as well as many other writers, had access to highly confidential

information, knowledge that was not to be shared with anybody outside the organisation, let



alone with the public. In case any of that information got into the wrong hands, it would have
had serious consequences for them. Therefore it was inevitable for these authors to modify
their subject matter in order not to give away any genuine information. Due to the political
background, everything had to be encoded to make it pass as fiction. The spy thriller shows
a great number of “prevarications” as mentioned by Merry, particularly when it comes to the
topic of killing, which will be explained in greater detail at a later stage of this inquiry.

Secondly, a rather loose connection is necessary to ensure plausibility. To establish a
connection between real events and the ones in the text, to draw the reader into the story by
creating suspense while at the same time making everything look plausible is a big challenge
for the author. An example of such a balancing act between reality and fiction is the way
killing is dealt with. Various writers seem to have established their own rules on which
murders count: “Their collective response to the 'baptism of fire' in the thriller provides an
internal religious element in espionage fiction as a genre.” (Merry 3)

Additionally, it is stated that according to professional real-life agents, they are not
in the position to make themselves conspicuous by murdering or encountering an opponent.
This motif is often taken even further by creating this rather unrealistic situation with the
agent and the enemy eyeball to eyeball, tension in the air while everyone is waiting for Bond
to terminate the enemy’s life. (see Merry 3)

This very effective and characteristic situation of encounter will be examined in more
detail and supported with examples from the Bond novels at a later stage of this analysis.

As has been established, the actions of the agent in the spy novel not only have to
differ from the ones in real life in order to guarantee a certain level of tension and to create
a distinct atmosphere. Additionally, they also give the reader access to various spheres which
would otherwise be completely out of reach for him. Furthermore, the particular behaviour
of the spy and its appeal to the readers is considered of importance. It is a fact that “agents
act differently” and that they present a “contrast in life-style” to ordinary people, in particular
to the men of the time. The spy was able to afford going out, dining at gourmet restaurants,
and he could travel, all at a time when these things were not affordable for the average person
in Britain at that time. The agent not only lived a life desirable for other people, he was also
capable of doing the right thing at the right time to turn the whole situation over. Power was

in his hands: “[...] the public sees a clear and identifiable force for Order in a tangled world



of confused moral norms. Thus the spy comes to represent clear action and fast thinking
without the cobweb of regret and indecisiveness which bedevils government bureaucracy.”
(Merry 5)

The notion of the reader using the spy thriller as a way of living vicariously through
the actions of the agent can be summed up in the so called “escapist element”. “The standard
English thriller unashamedly gratifies escapist fantasy in the general reader — escape into
what?” (Merry 42) As already mentioned above, times were difficult and therefore the spy
thriller provided a welcome diversion from people’s everyday lives. Answering his own

question, Bruce Merry quotes Michael Zeraffa:

[...] the escapist novel allows the reader not so much an escape as a reconstruction.
The reader recomposes his desires and pleasure into a fresh social context. He
formulates his relation to society or authority in a new way because of the extent to
which the text has presented a different life-style, a new type of relationship with
women, or the unfamiliar possibility that life can be terminated by torture and sudden
execution. (Merry 42)

Not only the particular relationship with women mentioned in this quotation is relevant for
this paper, but also the distinction between the British and the American thriller, since “the
essential difference between the operating team of the British thriller and the American one
lies precisely in the reversal of the desirable bachelor image.” (Merry 31) In order to address
this difference it has to be mentioned that some of the effects of the agent being part of a
family, as it is the case in the American thriller, show a definite influence on the progress of
the plot. Not only does Merry elaborate on the bachelor image of the agent, he also mentions
that “one of the ingredients of the modern spy thriller [...] is the digressive relationship
between the agent and a woman casually met in his travels.” (52) The bachelor image and
its implied consequences will be examined in more detail at a later stage of the analysis of
James Bond.

Another characteristic worth adding to this list is called ‘global simultaneity’ and is
defined as follows: “At various different points on the map, events precipitate down a
narrowing funnel to the plot's climax: this is the most important feature common to all spy
narratives. Thus the structure of the thriller is seen to depend on sub-division and

acceleration through well-sign-posted narrative co-ordinates in five continents.” (Merry 2)
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Since Merry considers this feature most significant, this analysis shall provide examples
from the James Bond novels at a later stage, as well as focus on the aspect of the exotic
setting that goes along with it.

The following quotation illustrates and summarises the points which have been

discussed above and are therefore used as a final statement for this subchapter:

The spy thriller, in short, is a form of readable evasion. It also provides an easily
perceived existential alternate to the quotidian lot of everyman. Using relatively
sophisticated generative techniques, espionage fiction presents a large modern
audience with an entertainment, a political confrontation and a refutation of normal
values. (Merry 5-6)

2.3 lan Fleming in Context

Contrary to popular belief that spy stories were invented with James Bond, since many
people are familiar with the film adaptations of the novels, the roots of the spy story lie
further in the past. Traces even go back to Elizabethan times and to the times of Napoleon’s
reign. Certain spy networks already existed then, but no books were written about them,
because at that time a spy was considered “unpleasant and unglamorous” (see Symons 221).
That notion is by no means comparable to the high esteem James Bond is held in. This
chapter will present the beginnings of the spy thriller dating back to the early nineteenth
century, considering the historical and political developments leading up to and surrounding
the publishing years of Fleming’s novels, introduce Ian Fleming’s predecessors as well as
the creator of James Bond himself. Many researchers distinguish between different
generations before Fleming, Bruce Merry is one of them. The “first generation” comprises
the following writers: “John Buchan, Sapper, Somerset Maugham, Graham Greene and Eric
Ambler.” (48)

As to the history of the spy thriller, Symons acknowledges the first written spy story
known to him to be The Spy, written by J. Fenimore Cooper and published in 1821. Symons
does not consider it “a very good novel” but he admits that “it anticipates in some respects
the ambiguities of the modern spy story.” (222) For Symons the origins of the spy thriller

are connected to the “[...] awareness of the threat to national security implied in
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professionally organized spying, and also to the slow realization that the spy's activities may
be both intricate and dangerous.” (221) According to him the spy story advanced in close
connection with the developments of the Industrial Revolution. (222) This point of view
seems feasible, since this era of enormous change was accompanied by plentiful new
developments such as new weapons, a more elaborate naval intelligence system and
airplanes. With all that a new threat had surfaced as well, since Britain was not the only
country taking part in this progress. The most advanced countries at the time were the ones
with the greatest amount of confidential information, therefore those nations were most at
risk for being spied on. Since a lot of these countries were European and others wanted to
get their hands on confidential information to use it for their own advantages, the roots of
the spy story are supposed to be found in Europe, notably in Britain, because of its particular
position in the world at that time. (see Symons 222)

William Le Queux is known as one of the very early predecessors of Fleming, his
stories are described as “[...] atrociously written and full of padding, especially in the
treatment of love affairs, but they are laced with a good deal of material obviously based on
considerable knowledge of military and political affairs.” (Symons 223) The political affairs
mentioned in the quotation establish a connection to what Christine Berberich (15) maintains
when she talks about Fleming. According to her his novels are not connected to the political
events at that time.

Furthermore, Julian Symons quotes Richard Usborne, who stated that Le Queux's
stories “mapped the guidelines for all subsequent British spy fiction” (223) indicating the
influence his texts had on subsequent authors. In his stories France was always the enemy -
the dominant nation - until it was replaced by Germany in various texts published at the end
of the century. Although some of his short stories are considered to contain a lot of rather
redundant dialogue, they still present interesting information on the British novelties in terms
of technology used in WWI. (see Symons 223)

According to Symons The Riddle of the Sand by Erskine Childers, published in 1903, is
“[t]he first spy story with any literary pretensions” and “one of the best spy and adventure
stories ever written”. (223) With reference to these characteristics he points out that Childers’
story demonstrates that an honourable man cannot be a spy. Apparently there has to be a

particular difference between a spy and the ordinary man, which is expressed in a certain
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readiness to kill, or the willingness to behave in a distinctly violent manner. Symons also
stresses that “[t]his is the first adumbration of the double standard by which they are viewed
as spies pursuing evil ends, while we are agents countering their wicked designs with good
ones of our own.” (224-225) This already hints at the notion discussed by Bruce Merry dealt
with at a later point in this chapter, namely what the enemy does is bad and if we do the same
but with good intentions there is nothing wrong with it. It also intertwines with Berberich’s
comment on the political orientation of the novel.

WWI had become reality, the emphasis in terms of political affinity turned towards
a more conservative attitude and “[t]he enemy in spy stories written up to 1920 was almost
always Germany, later joined and superseded by Soviet Russia.” (Symons 226) Considering
the political developments at the time, this seems to express the prevailing fears.

Furthermore, Symons speaks of John Buchan as “a talented writer”, very influential
at his time, and calls his books “tales of adventure as much as [...] spy stories.” (226) Buchan
himself refers to them as “shockers” and reveals that they are rather unlikely to ever happen.
(see Symons 227)

In contrast to Buchan, Symons draws attention to Herman Cyril McNeile, also known
under the pseudonym “Sapper”, whom he considers “a producer of blood and thunder” (226),
since his stories were rather graphic. His Bulldog Drummond stories, published in 1920, are,
as Symons puts it, “markedly xenophobic, and full of clichés of phrase and situation.” [...]
“The plots are absurd, but undeniably have their ration of excitement.” (227) His stories are
defined by a strong main character with a very distinct fondness of his country Britain, one
of the attitudes he shares with Fleming’s Bond.

Another writer who had great influence on the development of the genre is William
Somerset Maugham. His Ashenden stories, published in 1928, “were something new in spy
fiction”, they had “the reality of a cold bath.” (Symons 227) “The Ashenden stories are
among Maugham's best work as a short story writer, and they had as great an influence on
the development of the spy novel [...] Their morally neutral attitude provided the ground on
which Ambler and, much later. John le Carré, worked, and R's coolness about killing was to

be adopted and adapted by lan Fleming.” (Symons 228)
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Eric Ambler is another important name to be added to the list of writers who had an impact

on the development of the genre. In Ambler's books

the central character is an innocent figure, mixed up in violent events, who slowly
comes to realize that the agents and spies working on both sides are for the most part
unpleasant but not important men. They murder casually and without passion, on
behalf of some immense corporation or firm of armaments manufacturers whose
interests are threatened. These, rather than any national group, are the enemy.
(Symons 228)

This illustrates that Ambler brought a different dimension to the genre and he also created
something that is rather contradictory. He introduces a Soviet spy who helps the English,
which Symons presents as adding a new twist to the material in use. Moreover, the “political
side of the books lies under the surface” and in some form “the theme of the hunted man” is
to be found in nearly every single thriller; - The Mask of Dimitrios, published in 1939, is
thought to be Ambler's “finest book of this period”. (Symons 229) The year of publication
was also the year the Second World War started.

In this context it seems to be particularly interesting that Symons refers to Ambler's
books as “thrillers”, which supports what has been said about the genre before. He seems to
use the terms spy stories and thrillers interchangeably, or at least as very closely connected.
This change in notion concerning who the agent was and what it takes to be one, from the
hero to the man who just finds himself involved and therefore taking on the role of a spyj, is
expressed in the following quotation from Symons: “Once the convention of the agent as a
hero had been questioned by Maugham it collapsed, and from the mid-Thirties onwards the
spy story and thriller became for British writers a vehicle through which to ask the questions
about society which still could not easily be expressed in the detective story.” (230)

Another author, also undeniably connected to the development of this genre, is
Graham Greene. He is regarded as one of the best authors of the twentieth century, some of
his novels are defined as thrillers by Symons. In addition to this he mentions that they are
similar to Ambler's and contain the already mentioned “theme of the hunted man”. (230)

Although it is not the main concern of this investigation, a remark on multiple texts
of this genre providing material for successful films seems to be appropriate. With the

following words Symons illustrates what it is that creates a starting point for these movies:
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“They are not upon the whole achieved through deeply perceptive characterisation, but by
the vision of places and objects seen both in themselves and as symbols, in a way that has
made several of them the basis of successful films.” (231) This statement also relates to the
perception of the novels written by Ian Fleming, which, one after the other, were all turned
into films. All of them were a great success at the time, and are still very popular, with several
different actors taking on the role of James Bond. Apart from the high degree of positive
resonance, some critics claim that they were parodies of the novels. It can be pointed out that
some scenes in the films might be considered a bit exaggerated, and they differ from the
novels. Since this opinion is rather interesting, it will be addressed in one of the following
chapters, particularly because some critics even consider Fleming’s novels to border on
“Kitsch”. Furthermore, Symons indicates that Greene has expanded the scope of the thriller
but that his books also show that the form has its limits and can only contain a restricted
number of nuances of religion and politics. (see Symons 231)

As already mentioned before, Britain had already faced one major war earlier in the
decade, the Great War, after which it was not in best condition in terms of its economy and
political influence. It was not the superior power any more. Gradually, Britain managed to
establish itself again. Still having to face both territorial loss and the loss of innumerable
soldiers the nation tried to avoid getting into another conflict. Over the course of the years
and with Germany still suffering from the effects of the terms of the Treaty of Versailles,
there were signs for another major conflict. Although Neville Chamberlain, Prime Minister
at the time, tried his utmost to mollify Hitler, whose plan it was to expand his territory on a
grand scale, war seemed inevitable. Britain was not in the best position to face a new conflict
but, as Young argues in his book Britain and the World in the Twentieth Century: “The
experience of the Great War meant the population was better prepared for the higher taxes,
central direction of industry and conscription which war demanded.” (127)

All endeavours to avoid war were not successful, or as Young puts it: “The attempt
to contain German expansion had utterly failed, and the commitments given to Poland had
carried Britain into the war. In trying to avoid the bloc politics, naval race and bellicosity of
pre-1914 Britain found itself in a worse position when conflict came.” (127)

So Britain had to face another war, the second one within one century. Even though

it was one of the two nations escaping defeat in both wars, WWI and WW!II, the country and
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with it its population still suffered a lot. (see Young 141) There was almost no money left,
since a lot of it had to be spent on weapons and other war expenses, food rations were
inevitable during the war and even for quite a long time afterwards. Times were really hard.
Britain had to rely on allies for support in order to be able to survive, and in this case it was
again the United States. “The US shared similar interests to Britain and remained a close
ally, but its power was daunting: it emerged from war with an atomic monopoly, huge armed
forces (12 million compared to Britain’s 4.5 million) and formidable economic-financial
strength, establishing a hegemonic position in much of the world.” (Young 141)
Decolonisation was a big issue - “The dismantlement of Empire was neither a
botched affair nor a flawless triumph, but a mixture of orderly withdrawal and confused

retreat.” (Young 142):

Colonialism as an ideal had gone out of fashion, and even seemed immoral,
especially for a state which claimed to stand for freedom and social progress. Yet the
end of Empire was a major threat to the country’s identity, to its image of ‘greatness’,
as well as to trade and investment, and decolonisation was not achieved without
heart-searching and reluctance, especially on the Right. (Young 142)

This quotation can be interpreted as a connection to the very particular way lan Fleming
presented the Empire in his thrillers. Eco, as well as other scholars agree that the way
Fleming portrays the Empire in his books is very much guided by the notion of the “Beautiful
Era”, which will be discussed in the chapter about the language used in his novels. (see Eco
168)

The years when Ian Fleming wrote his James Bond novels were rather difficult for
Great Britain as a nation and, therefore, also for British people. The nation had already fought
a war earlier in the century, the Great War, which was followed by the Great Depression and
then it had to face another one. The Second World War was over, but the consequences were
still present. Not only were people still trying to cope with the horror they had experienced,
but also with the political, social and economic consequences. It was a difficult era for Great
Britain, because although the nation was not defeated, it was a victory that came with a high
price. According to Young the Blitz on London in 1940 killed around 45 000 civilians and
thousands of houses were destroyed (131). Although it was rather hard for people to keep up
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their hope for better times and many of them were still stuck with the notion of Britain as
the Great Empire, people kept believing in its supremacy and they were eager to support the
identity of their beloved country, they were longing to restore past greatness.(see Young 133)

The new situation brought about a shift in focus. It seemed to be more important to
focus on economic growth than on Imperial possessions, which “occurred when the economy
was still insolvent after the war [...]” (Young 143)

The Great Empire was trying to recover, but this turned out to be a rather difficult
process. Another development which can be seen as a threat to the nation's identity, is the
changing attitude towards Colonialism. It did not seem feasible any more, particularly for a
state that was advocating freedom and social progress (see Young 142). As more and more
of the former British colonies gained their independence, many people from those areas
moved to Britain because they were British citizens with a British passport. Regarding the
economic situation in the country it seems self-explanatory that the current situation was not

a desirable one:

The Sterling Crisis of 1947, devaluation in 1949 and the continuation of rationing

into the mid-1950s showed an economy in difficulties [...] The British may have felt

themselves to be a successful, efficient power but in reality their economy was
marred by declining traditional industries, poor quality goods, inadequate technical

education and an ageing infrastructure. (Young 143)

An extended discussion, however, on the various reasons for the decline would go beyond
the scope of this inquiry. According to what is stated in Young, in a way “Britain was doomed
to lose its Victorian predominance whatever it did in the twentieth century because once
powers industrialised, expanded trade and developed credit, shipping and insurance services,
Britain’s share of global wealth was bound to decline and it was vulnerable because of its
dependence on imports.” (145)

Not only did the aftermath of WWII make life difficult for people, but also the fact
that Britain was in the middle of the Cold War. Although there were no casualties, the tension
that had built up between the USSR in the East and the US in the West was rather terrifying.
Britain was somewhat involved in the almost ridiculous nuclear arms race since it was, as
already mentioned above, so closely connected to the US. The general situation in the

country was rather tough, since a war had just ended that left a lot of issues to deal with.
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Young illustrates this: “In early 1947 especially the international situation seemed terrible:
Indian independence, violence in Palestine and renewed conflict in Greece, combined with
food and fuel shortages at home, and there was still no guarantee of US support against the
Soviets.” (147-148) People in Britain were dissatisfied, they wanted considerable change.
Although the Great Empire was struggling in many ways and a certain notion of decline was
undeniable, a great number of works were published at the time which could be categorized
as glorifying the strength of the nation. One movie made during WWII is Noel Coward’s In
which We Served, which seems to perfectly reflect the national pride of the people at the time
and how much the notion of the great country still prevailed. (see Encyclopaedia Britannica)

The Cold War was fought using not just alliances, rearmament and the economic
strengthening of the West, but also covert action (the use of sabotage, subversion and
assassination), propaganda (or psychological warfare) and strategic trade controls (designed
to prevent the Soviets from obtaining vital materials and akin to Britain's traditional policy
of blockading an enemy). The M16 had a well-established anti-Communist pedigree [...] (see
Young 150). However, the discovery of a well-established spy circle at the University of
Cambridge working for the Soviet Union — the so called “Cambridge Spies” — demonstrated
the problematic side of espionage. (see Berberich 23)

So far there has been a long list of authors influencing the development of the spy
story and the thriller. Historical events were selected and connected to the development of
the genre, but “the renaissance of the spy story clearly dates from 1953 and the publication
of Casino Royale, the first novel of lan (Lancaster) Fleming (1908-64). For a period that can
be put roughly at fifteen years the spy story as developed by Fleming, le Carré and Len
Deighton became the most exciting form of sensational fiction.” (Symons 232)

What is it that made the spy stories written by lan Fleming so special? The following
investigation attempts to answer this question.

James Bond appeared and with him a different character of the spy. Symons calls
him “a more sophisticated version of Bulldog Drummond”, which means that Bond is also
strong and has a thirst for adventure, but contrary to Drummond he is good looking and
therefore also successful when it comes to women. Symons further argues that Fleming's
Bond “was a perfect pipe-dream figure for organization man, because he was an organization

man too, but unlike the standard model he was individually powerful. He could act, could
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destroy, he appeared to be free.” He adds that “[i]nto the British post-war atmosphere of
virtuous puritanism he brought a celebration of physical pleasures [...].” (232)

In addition to commenting on the reception of James Bond and how his behaviour

brought a certain new thrill to the readers that was missing in their everyday lives at the time,
Symons acknowledges that Fleming's books “are blood and thunder thrillers, done at first in
a strongly personal style and with a convincing appearance of expert knowledge.” (233)
By stating that “Fleming presented a mood rather than the mood of the period in Britain”,
Symons introduces another significant author in this context, David John Moore Cornwell.
Cornwell also wrote under the pseudonym John le Carré and with The Spy Who Came In
From The Cold, published in 1963, he “found a response almost equal to that roused by the
Bond books, although of a different kind. The Bond books were enjoyed as pipe-dreams, le
Carré’s for their approach to reality. (233)

Elaborating on this difference, Symons presents two traditions of the crime novel and
of the spy story. The first one is characterised by the assertion “that agents are fighting to
protect something valuable”, which is achieved by being supportive to authority and also by
being conservative. The second one is described as “radical, critical of authority, claiming
that agents perpetuate, and even create, false barriers between ‘us’ and ‘them’.” (233)
Fleming belongs to the first tradition, le Carré to the second. This quotation illustrates once
more the fact that James Bond still embodied the notion of Britain being the nation it was
before WWII. Although the works of these two writers were different in so many ways, they
were of the same genre; as Symons comments, “[t]hrough Fleming and le Carré, pipe-dreams
and reality [...] in Britain flowered remarkably until the late Sixties.” (234) As David Seed
puts it, “[pJost-war spy fiction has been dominated by the James Bond novels.” (qt. in
Priestman 124) What both these statements illustrate is the immense impact of Fleming’s
spy thrillers in terms of how popular they were and how much they were admired. At the
same time, however, this success also created a space for criticism, even ridicule: “In the
years following Casino Royale's publication almost all of the possibilities in the spy story
were exploited in books, films and TV, often with damaging results. The Bond films almost
parodied the books, but the character was so amophorous that the standard man of action
shown on the screen was immediately accepted all over the world [...].” (Symons 235)

Still, at a time when ridicule of the genre was already fairly popular, Len Deighton, whose
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The Ipcress File was published in 1963, as well as le Carré’s The Spy Who Came In From
The Cold, “gave anew twist to the form”, as Symons puts it (235). Deighton's main character,
who does not have a name in the novels but is called Harry Palmer in the films based on
them, is against all authority and does not trust anyone who is not from the same class as he
himself is. The world around him is very complex, it is horrifying and no one ever seems to
be what they pretend to be. Although Symons argues that the stories are sometimes almost
too elliptical, they are also full of “sudden shifts of tone and scene” which are “extremely
effective”. (235) Symons goes even further and calls Deighton “a kind of poet of the spy
novel.” (235), especially with reference to his personal style.

Symons predicts the decline of the genre. According to him the genre is about to
become redundant soon. His book was published in 1972 but since then a lot of spy stories
and thrillers have been written.

Before focusing on the distinct features of the genre, it is necessary to present the life
of the main author this investigation focuses on. Some of the events in Ian Fleming’s life
have a very close connection to the challenges his hero James Bond has to face.

Ian Lanchaster Fleming was born in 1908 into a fairly wealthy family as the second
son. He is known to have been a fairly rebellious child and later, after being expelled from
Eaton because of bad behaviour, he was sent to the British military academy. Having spent
some time being educated in Austria, where some additional behavioural incidents happened
Fleming joined Reuters, because he had not passed the exam of the British Foreign Office.
Resigning from Reuters, he joined a brokerage, but it turned out that he was not born to be
a stock broker. With the war breaking out in 1939, Ian Fleming quit his job and with the help
of his influential mother, established connections to the British naval intelligence. There, due
to his cleverness and charm, he soon became the mastermind of various missions, which he
planned at his desk. (see Brunsdale 38-41). He never actually went out to the field to fight
himself; some critics argue that this may have been one reason for him to create his super
spy. His hero was supposed to partake in all these ingenious missions, for which Fleming
used his own experience as inspiration but never got to implement himself. According to
Brunsdale (39) he also had some espionage training, of which he actually never made use,
except for writing his spy thrillers.

When the war was over he started working as the foreign manager for Kemsley Newspapers,
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which he quit because Ann, a married woman he had an affair with, lost their child. At that
time Fleming was already “smoking 70 cigarettes a day and drinking a quarter bottle of gin
before bedtime.” (Brunsdale 40) He married Ann some days after her divorce, and it is stated
repeatedly by various scholars that he mentioned one reason for writing Casino Royale, to
get his mind off the seriousness of being married. (see Brunsdale 41) All of his novels were
written in his holiday home in Jamaica called “GoldenEye”, where Fleming followed an
established routine of working, drinking and snorkeling. It was the heavy drinking combined
with the heavy smoking that eventually led to his early death in 1964; he was only 56 years
old.

What Ian Fleming managed to do with his James Bond thrillers in Brunsdale’s opinion
is “[...] eventually almost singlehandedly reviving the popular interest in the spy novel
genre.” (41) While this chapter intended to put Ian Fleming as a person and writer in a wider
context, historically as well as in terms of his predecessors, the following chapter seeks to
reveal some of the secrets that made Fleming’s thrillers so particular and revived the spy

thriller.
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3 The James Bond Novel — Typical Features

After a first look at the spy thriller as a distinct genre, having identified some of the most
important criteria, putting it in a historical and social context, the focus in this chapter will
be on the particular features of Ian Fleming’s novels. This analysis aims at establishing the
most striking criteria why the original Bond novels are considered so special and what the
aspects are which at the time they were first published made them outstanding and still do.
This idea is by no means new, research has been done on Fleming's novels by a large number
of scholars over the past decades, and thus some of these works and their results will be
referred to. Apart from these findings, what makes this analysis particular is a number of
characteristics and the subsequent comparison to the more recent Bond novels written by
Sebastian Faulks and William Boyd, which will be presented in the chapters four and five of
this investigation.

Since this analysis does not aim at creating a complete list of all the criteria, because
this would go beyond the scope of this thesis, it tries to find the most striking ones, as already
touched upon above; the following part provides the aspects that have been considered of
special relevance in this context.

Umberto Eco’s essay Narrative Structures in Fleming provides the starting point for
a detailed analysis of Flemings works. He has raised some very interesting points which are
of great relevance for this investigation and are therefore included here.

Starting his search for the origins of the success of Fleming’s novels, Eco
acknowledges the influence of Mickey Spillane and that Fleming’s Casino Royale “is subject
to the then current literary influence” (144). Moreover, he claims that in the fifties, with
Casino Royale being published in 1953, “a period which had abandoned the traditional
detective story in favour of the hard-boiled novel” (144), it is impossible not to consider
Spillane’s influence. Spillane’s detective is Mike Hammer and he is the protagonist of
various hard-boiled mystery books, the first of them I, the Jury was published in 1947.
Hammer, a fictitious character, a bickering as well as ferocious private detective, is the centre

of the action. Some parallels to Bond seem obvious, although Spillane’s main character
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appears to have a reputation of being driven by his outrageous anger. (see Eco 144f)
Furthermore, Umberto Eco reveals it to be his goal to identify the reason for the success of
the Bond thrillers by analysing them on different levels (see 146); these levels will be
referred to in this chapter.

Before focusing on individual aspects of Fleming’s thrillers, a brief remark on how
popular they were, based on how many copies were sold, seems to be valid. In 1964, the year
of Fleming’s death, “over thirty million copies of Bond books had sold, and two years later,
at the height of Bond mania, that number had doubled to sixty million.” (Giblin qtd. in
Jenkins 309) In other words, Ian Fleming had simply hit a home run with his spy novels.
Great success is often accompanied by a certain degree of criticism and the Bond books were
no exception. Fleming’s novels were associated with propaganda, as Andrew Nette reveals
in the following quote: “[...] the most interesting response came from the other side of the
Iron Curtain; Soviet authorities were not only aware of the global popularity of James Bond,
they also saw him as a major propaganda coup for the West.” (34) Even though Fleming’s
spy thrillers were eventually prohibited in the Soviet Union and several newspapers attacked
007 as a Nazi and a sadist (see Nette 35), they are much more than just means of propaganda,
they also present a picture of society in the 50ies and 60ies, which will be revealed step by
step in this chapter.

Despite never generating a hero comparable to James Bond, Soviet culture has its
own fictional spies responding to the success of the Bond books. Avakoum Zahov, who is
known to be the most notorious agent and the main character in the books of Andrei
Gulyashki, a Bulgarian author for example. Gulyashki was only one spy thriller writer
among many in the Soviet bloc. Vladimir Bogomolov and Yulian Semyonov are also very
successful, the latter being described as the most prolific Soviet writer of spy thrillers since
his books were bought by millions. (see Nette 37) The creation of fictional Soviet spies as
an attempt to harm Bond’s popularity is discussed in Nette’s article, which discusses “secret
agents of the Soviet Union as noble heroes who protect the fatherland.” (McCormick is qtd.
in Nette (36)

It was by no means a surprise that spy fiction got caught in the web of duplicity and
propaganda of the Cold War, but fictional spies were not only used by the Soviets to promote

their political interests. America made use of this particular propaganda potential too.
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Apparently lan Fleming himself was asked to portray the CIA in a favourable manner, which
he seems to have complied with by creating the character of Felix Leiter, Bond’s American
ally. (see Nette 38) The following quotation encapsulates this opinion: “There is possibly no
better example of the smoke-and-mirror game that characterised much of the Cold War than
the fact that real-life spy masters on both sides of the Iron Curtain sought to enlist espionage
writers — and the fictional characters and gadgets they invented — to further their global

political agendas.” (Nette 39)

3.1 Structure and Plot

Eco starts developing his theory by interpreting the story as a game and states that this
analogy is by no means accidental. He coins the term “play situations” and states that
Fleming’s novels show a strong influence of this rather striking concept. What he means by
that is simply that certain events are encountered as games by the agent, which he illustrates
with the following words: “Bond decides the choice of foods as though they formed the
pieces of a puzzle, prepares for the meal with the same scrupulous attention as that with
which he prepares for a game of bridge [...].” (Eco 155-156)

Bruce Merry also comments on the concept of playing and quotes Rudyard Kipling
when he says that espionage is “‘the Great Game which never stops night or day’. It is a
gentlemen’s game, played by sportsmen and patriots against enemies”. (199) Playing against
the enemy is a general concept in the Bond novels, consequently it is exactly what happens
in Casino Royale, where the playing is done on different levels. Not only is it 007 who has
to beat the enemy in the game of espionage between good and evil, but this time he actually
has to make sure that Le Chiffré - his opponent - loses the game of baccarat and with it a lot
of money, which eventually leads to his being extinguished.

Like the particular game of baccarat in Casino Royale, a game is always played
according to the same rules and a lot of what is about to come is known from the start. It is
the uncertainty of how the game is going to be played within the established rules, sometimes
even neglecting them to a certain extent, which keeps the spectators interested. In our case

here the spectators are the readers and though not every detail of the mission, the game as it
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may be called, is known of course, since some of Bond’s “tricks” and some twists in the
story often come unexpected, it is still engaging.

To illustrate his point in greater detail, Umberto Eco first compares Fleming’s novels
to a football game. He claims that before the start of every game it is always established how
many players a team has, certain rules which have to be followed, a particular place, and so
on. Second, Eco draws a comparison to a basketball game to which all the conditions
mentioned above apply as well, but he chooses teams, one being really strong and the other
one really weak, to emphasise even more that it is already known from the beginning which
team is going to win. (Eco 160) This could also easily be delineated using Hockey teams like
the Vancouver Canucks, who play in the National Hockey League and the Black Wings, an
Austrian Hockey team from Linz or basically any other teams that are obviously very
different in their skills and consequently their success. What makes a game like that so
interesting is not to learn who the winner is going to be, but how the stronger team is going
to defeat the other one, what tricks and techniques are being used to accomplish that.

For the same reasons why people are interested in watching a game like the one just
described, people are also curious how James Bond is going to defeat his opponent on the

individual missions. Eco, aware of this issue as well, suggests the following:

One might wonder how, within such limits, it is possible for the inventive writer of
fiction to function, since he must respond to a demand for the sensational and the
unforeseeable. In fact, in every detective story and in every hard-boiled novel, there
is no basic variation, but rather the repetition of a habitual scheme in which the reader
can recognize something he has already seen and of which he has grown fond. (Eco
160)

What is illustrated here can be summed up as the writer relying on an established routine
that is clear from the beginning, instead of trying to introduce the reader to something new.
This routine, Umberto Eco calls it the “Already Known”, is manifested in the nine “moves”
he considers Fleming’s books to be composed of. Consequently, he claims that each of the
Bond books is constructed in a similar manner, containing all of these moves in slightly

different order:
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A. M moves and gives a task to Bond;

B. Villain moves and appears to Bond (perhaps in vicarious forms);

C. Bond moves and gives a first check to the Villain or Villain gives first check to
Bond;

D. Woman moves and shows herself to Bond;

E. Bond takes Woman (possesses her or begins her seduction);

F. Villain captures Bond (with or without Woman, or at different moments);

G. Villain tortures Bond (with or without Woman);

H. Bond beats Villain (kills him, or kills his representative or helps at their killing)

I. Bond, convalescing, enjoys Woman, whom he loses. (156)

Why does it still work, if the reader already knows how the story is going to end? It is
partially because the individual thrillers reveal a certain variation in the moves. All these
moves occur, but they are what Eco calls “invariable”, meaning that even though the
individual constituents are always the same, they do not occur exactly in the same order
every time. In some of the novels even a repetition of one, or even more than one of the
moves can be observed. (156)

Considering these moves and their arrangement in the individual books, it can be
stated that the whole novel is always packed with action. One nerve-wrecking event follows
the other and then, when the villain is dead, everything gets wrapped up rather quickly. This
particular way of building up the whole story is one aspect that makes Fleming’s novels so
special. There are a lot of moments where the reader thinks that that is the end of 007, even
though it is clear that Bond always survives. In the last second, however, something happens
and the story takes an unexpected turn, very often in Bond’s favour. The closer the reader
gets to the end of a chapter, the more suspense increases and just as something is about to
happen or gets revealed, the chapter comes to an end, as it is illustrated in the following

examples from Moonraker and from Live and Let Die :

And suddenly there was a great pressure and heat and a roaring in the ears and a
moment of blazing pain. Then dead silence, a mixture of sharp cold and fire on the
ankles and hands, a feeling of soaking wet and a desperate, choking effort to get pure
air into the lungs. [...] And the howl of the steam pipe drew away from them until it

26



became a whisper and finally stopped, and there was silence in their narrow cement
prison except for their stubborn breathing and the ticking of Bond’s watch. And the
two bodies lay and waited, nursing their pain. (MR 297-298)

He at once saw that the mouths of the hurtling, darting fish were half open and that
they were plunging in and out of a brownish cloud, spreading downwards from the
surface. Close to him a barracuda hung for an instant, something brown and glittering
in its jaws. It gave a great swallow and then swirled back into the melée. At the same
time he noticed that it was getting darker. He looked up and saw with dawning
comprehension that the quicksilver surface of the sea had turned red, a horrible
glinting crimson. Threads of the stuff drifted within his reach. He hooked some
towards him with the end of his gun. Held the end close up against his glass mask.

There was doubt about it. Up above, someone was spraying the surface of the sea

with blood and offal. (LALD 259-260)

What other techniques contribute to this atmosphere that makes it impossible for the reader
to put the book down?

Bruce Merry raises an interesting point, claiming that there is a parallel between two
processes, both intended by the writer of a spy story, in order to outsmart the reader. On the
one hand, “the reader of a spy thriller” is “offered an attractive world to imagine and a
difficult plot, full of surprises and changes of fortune, to solve.” (17) On the other hand, “the
hero of the spy thriller is offered an attractive world to live in and a difficult mission to
perform. This special technique is used in the creation of the text, whereby “the spy writer’s
methods are modelled on the methods of the very characters whom he is trying to describe
in action. Psychology and plausibility are considerably less important than calculated
deviousness.” (Merry 16) Somehow the writer manages to manipulate the plot in a similar
way as his agent and, eventually “out-wit[s] the reader just as the agent out-wits the enemy.”
(Merry 16) Furthermore, Merry interprets this “close parallel between the two processes [...]
as a preliminary definition of what makes the genre work and how its fundamental sympathy
between the reader and the hero is achieved.” (17)

Chapter titles give a hint at what is to be expected, but they do not reveal too much,
and therefore contribute to the creation of suspense. Since it would go beyond the scope of
this inquiry to discuss all chapter titles in all twelve of Fleming’s novels, only the titles

considered most representative have been chosen to illustrate how they create suspense. One

example is chapter 11 in On Her Majesty’s Secret Service, which is called “Death for
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Breakfast,” because someone dies around breakfast time. This heading anticipates a death,
but it does not say who is in danger and how the person is going to die, which creates this
very tense atmosphere and therefore makes the reader keep reading eagerly. Another
example from the same book is the last chapter called “All the Time in the World”. Bond
and the woman, united in marriage, are of the opinion that the mission is over because the
villain is defeated. They are looking forward to a life together in happiness. However, the
villain returns and kills Bond’s wife. The way the plot has been built up, it can be assumed
that the couple will live happily ever after, but this is not the case. The ambiguity, the irony
of this chapter title lies in the way it is interpreted by the reader. In his imagination, the
couple is going to have all the time in the world to enjoy together, whereas what is actually
expressed is the eternity of death.
Another example, taken from Casino Royale, is chapter 18, “A Crag-like Face”.
From its position in the story, it suggests a description of Le Chiffré’s face, since he is the
one torturing Bond at the time. However, it is not his face that fits the description here, it is
the face of a SMERSH agent who sweeps in and kills the torturer at the moment when we
think 007 is about to be extinguished. Again, the expected is not what actually happens.
The examples listed here illustrate how Fleming manages to word the titles of
individual chapters skilfully so that suspense is increased tremendously. Another aspect to
be considered in the context of creating suspense is the setting of a novel. A certain amount
of uncertainty brought about by a foreign scenery not only generates tension but also the
reader’s curiosity. Consequently, the following chapter will provide information on some

foreign places the reader travels to when reading the Bond thrillers.

3.2 Settings

With each single novel Fleming takes his reader on a journey, on an adventure in different
locations. The novels are set in various countries ranging from places in Europe to the
Bahamas and the Caribbean, for example. Influenced by his own experience as a journalist,
the effect of Fleming’s expertise gained prior to his writing career, is twofold. First, he

always chooses places he had travelled to, and secondly, he could draw on the experience in
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descriptive writing he had acquired as a journalist. Fleming’s great journalistic talent, shows
itself in the numerous detailed descriptions. Casino Royale provides a good example of a
depiction of such a location: “Royale-les-Eaux, which lies near the mouth of the Somme
before the flat coast-line soars up from the beaches of southern Picardy to the Brittany cliffs
which run on to Le Havre [...] But there was something splendid about the Negresco baroque
of the Casino Royale, a strong whiff of Victorian elegance and luxury [...]” (37-38) The
small town is described in a precise way and some historical details of its development are
revealed. Thus, Fleming manages to create a picture in the minds of his readers, which almost
makes them feel to have been there themselves. By choosing a setting most readers will not
be familiar with and describing it in detail, the author creates room for a “kind of tourism”,
travelling that solely happens as a book is read. Reading an Ian Fleming spy thriller can be
compared to an adventurous holiday.

Not only was the tourism in the mind flourishing at the time - but the 50ies and 60ies
were also the decades people started to travel. After a period, when people were forced to
work really hard due to the British economy facing a struggle, as already described in chapter
2.3, people slowly found themselves in a position of having enough money for a short
vacation. This development was also reflected in the number of cars sold then. The number
of people owning a car increased remarkably. Thus, for many families a vacation involved
spending time on the beach or at campgrounds, because it was now more comfortable to get
there and it got more and more popular. (see Richardson DVD)

It was also the time when people started exploring foreign countries. Many people
from Britain now got the chance to travel across the channel and spend some time in France.
With the demand to travel, more and more means of doing so established, as for example,
the plane. For James Bond flying was not anything special any more, but for average people
it was quite out of the ordinary and rather exciting. The first jet airliner got airborne in the
early 50ies. From then onwards, a steady increase in travelling by plane can be observed.
Travelling became affordable for the average citizen and consequently an increasing number
of people took advantage of getting to faraway places quickly and comfortably. (see
Richardson DVD)

By getting to know new countries, readers were also introduced to unknown cultures,

traditions, and religions. Settings may create boundaries, but they also provide opportunities.
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They open up new horizons, they kindle the reader’s imagination. Furthermore, new social
structures are introduced, which can be both, exciting and accompanied by a certain feeling
of discomfort at the same time. When the reader accompanies James Bond on one of his
missions, there is, however, usually no feeling of being lost in foreign places, because Bond
is experienced in adapting extremely quickly.

By joining 007 on his assignments, the reader is not only introduced to unknown
cultures, but he is also provided with a particular perspective on British society. (see
Richardson DVD)

This insight proves to be a rather particular one, since the circles an agent moves in
are not accessible to many people. 007 is associated with a high standard of living,
accompanied by some luxury. This is reflected in the hotels he stays in as well as the
restaurants he dines at. Bond’s preferences considering food are elaborated on in greater
detail in chapter 2.4.6.4.

Moonraker does not follow this pattern. It is the only one of Fleming’s books that is
solely set in Britain. The reasons for this choice can be interpreted as fairly diverse. They
range from the notion of Fleming being patriotic, to paying undivided attention to this still
great nation. Since he had shown in other books that he is capable of describing other

countries, he was free to dedicate this one to Britain, and Britain only.
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3.3 Characters

Bruce Merry considers three characters part of “a rather standard cast” and he claims that
“the most telling point is that, though they are psychologically and physically predictable,
their twists and manipulations are highly unpredictable.” (15) The following subchapters

provide information on these three characters and their interrelations.

3.3.1 The Agent —James Bond

Analysing Ian Fleming’s thrillers, Umberto Eco claims that he chose not to make neurosis
part of his spy thrillers when it comes to his hero, which possibly has contributed to their
success. (145) Choosing general as well as the very particular character traits for his agent
proved to be crucial for the way the character was, and still is, perceived.

Talking about the hero of his books and how lan Fleming came up with his name,
Brunsdale (41) states that the name was taken from a book he had at his house in Jamaica.
Fleming called it one of his bibles, and the book was about birds in the Caribbean. The
author’s name happened to be James Bond, an ornithologist. Fleming is said to have wanted
to give his hero a very plain British name and that James Bond seemed to be well chosen.
Being familiar with the character, who has without doubt become the best known agent of
all times, it seems fairly obvious that he is anything but flat. In fact, Bond is not plain, he is
quite the opposite, which will be shown here. Passages from Fleming’s novels and from
secondary sources will illustrate this.

It stands to reason to begin with the portrayal of 007 in Fleming’s first Bond novel

Casino Royale, written in 1952 and published in 1953:

As he tied his thin, double-ended, black satin tie, he paused for a moment and
examined himself levelly in the mirror. His grey-blue eyes looked calmly back with
a hint of ironical inquiry and the short lock of black hair which would never stay in
place slowly subsided to form a thick comma above his right eyebrow. With the thin
vertical scar down his right cheek the general effect was faintly piratical. Not much
of Hoagy Carmichael there, thought Bond, as he filled a flat, light gunmetal box with
fifty of the Morland cigarettes with the triple gold band. (CR 56f)

There, James Bond is compared to Hoagy Carmichael, an American pianist, singer and actor
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born at the turn of the twentieth century. Apparently Fleming was quite fond of him and
hence considered a resemblance with Carmichael suitable for his super-spy. Choosing these
particular features contributes to the whole charismatic picture of the main character which
develops with every new novel.

To grasp the phenomenon of James Bond various aspects have to be considered. The
most important ones are his appearance, his behaviour and his interactions with other
characters. This one, taken from an article called “Homage to James Bond”, not only points

out his astonishing good looks but also his behaviour and abilities:

James Bond is the best marksman of the Secret Service, has a magnificent body, is
very handsome, dresses like no other (it never occurs to him that he arrives in a plaid
suit and all others are wearing T-shirts), drinks like a fish and never gets drunk,
conquers all women (except Tilly Masterson, who’s a lesbian), and all are so
attractive (in the complete works of Ian Fleming, there is not a single ugly woman),
he always says yes to them. If that’s not enough, he has a knife attached to the sole
of his shoe. Bond is a first-class golf player, plays Bridge incredibly, people hire him
as a professional diver, and he never makes a fool of himself when he has to escape
from Blofeld’s hideout in Switzerland. Actually, he does so skiing like a champion,
and later on, when he has to pursue Blofeld, he does it on sleighs. Not only that, he
cheats like nobody else. (Ibarguengoitia 98-99 qtd. In Brunsdale)

With the focus shifted towards behaviour, rather than appearance, in Moonraker Bond is
called a machine referring to his way of dealing with emotions (MR 25). In the first Fleming
novels Bond does not only function as a machine, he also shows emotions when he has to
face death, find a way of dealing with it to be able to cope with the loss of someone who was
close to him. Bond is not portrayed as a coldblooded killer, he has the ability to separate
feelings from what he has to do and continues his work without distraction. He even shows
doubt, in Casino Royale, debating the boundaries of good and evil but he is reminded not to
give in to his human nature. (see Eco 145)

Not only does 007 handle his emotions with care, he also shows certain very
idiosyncratic habits when it comes to food, drink, and tobacco. Drinking, smoking his own
brand of cigarettes, specially produced for him, as mentioned in Moonraker, he is obviously
very particular about the choice of his meals and also how he likes his drinks. Further details

on his habits concerning food, drinking and also smoking are provided in 2.4.6.3 and 2.4.6.4.
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007’s particular attitudes are examples of a lifestyle that most people in Britain at that time
were not able to afford. It was, as already mentioned above, the time after WWII, and the
Cold War was sad reality, a period that left traces all over the country and its economy and
therefore times were rather difficult for people. Rationing of certain goods such as sweets,
meat and even clothes was nothing unusual.

The fact that Fleming created a character so different from most people, but still with
a strong connection to the ordinary citizen by making the hero do things people could
identify with can be interpreted as one reason why his novels were so successful. In spite of
the dangerous missions, Bond still enjoys things like driving a car, smoking cigarettes or
playing golf, habits that are described again and again. Thus Fleming establishes a closer
connection to the world of the reader and draws people into the world of James Bond, the
super spy who lives the life of a well-to-do gentleman and a dangerous life at the same time.
He wears expensive suits, but still also does things ordinary people would do. The reader is
given the opportunity to live vicariously with the agent, which Merry calls “jet-set fantasy”,
in reference to airports being depicted as symbols of this “mysterious excitement” and
“international culture”. (54)

The opinions of critics differ but perhaps even lan Fleming himself used his James
Bond to go on a mental journey once in a while and live the life of a spy, even if it was just
in his mind. This can also be interpreted as establishing a connection to Fleming’s personal
life, since he worked for Britain’s Naval Intelligence during the Second World War. As
mentioned above, he planned great missions but was always trapped behind his desk. He
was never out in the danger zone fighting for the country himself, others were sent instead,
so he never got to see his plans being carried out in the field.

As much as the hero on all his missions can be interpreted as an escape for Ian
Fleming himself, “[t]he spy represents one exit for all men.” (Merry 7) Reading the
adventures, taking in all the details provided based on the author’s own experiences, a door

to a completely different world seems to have opened:

The private agent sells himself strongly to the reader as an individual who is separate
and apart from the herd. The reader may well be a member of this herd, but the spy
thriller provides him with an instant entrée into an imaginary world populated by
hard men who have chosen to live outside normal boundaries. Thus the castigation
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of everyday routine and bourgeois values plays a prominent part in the thriller. (Merry
44)

This fulfils “a deep-seated human fantasy: to be someone else doing something important
somewhere abroad. This triple release is provided, pre-eminently, by the imagined exploits
ofaspy.” (Merry 45) In other words, readers make use of the “escapism” provided on various
levels by the spy thriller, by the agent himself, in particular.

Trying to grasp the essence of the spy and describe him in a comprehensive manner
Bruce Merry draws on the ancient heroes. Not only does he compare the Iliad and the
adventures of Odysseus to the spy thriller in terms of structure, which is seen as contradictory
by other researchers in the field, but also compares the ancient heroes to the agents of the
thrillers discussed here. He claims that they “tend to have something in common: they are
single men operating in a man’s world.” (29) What Merry tries to illustrate is that the heroes
of the ancient times were part of an elite circle, a group of men chosen to fight for their
country. Although back then different methods of beating the enemy were used, the
comparison appears to be valid nowadays, too.

Another facet of the main character, the bachelor image, which has already been
touched upon, is worth further investigation. Merry stresses that in “the standard British spy
story, we still find that the majority of agent figures are bachelors. James Bond is the
archetypical lone operator.” (30) According to Merry, the fact that the agent is a bachelor
seems to be quite common; it is true for “the majority of the spies of other main-stream
British authors such as Graham Greene, Eric Ambler and John Le Carré”, and “Len
Deighton’s hero is always a bachelor.” (31) In all of Fleming’s novels 007 remains
unmarried, due to certain circumstances, but never lacks the company of women, since he is
a desirable man.

Considering marriage, there is a difference between the life of an American spy and
the life of the British spy, James Bond for example. The American spy is concerned to some
extent “with the trappings of everyday life: cars, house, parties with other suburban couples,
preceded by love, engagement, marriage and a family.” (Merry 31) Merry considers the
moment the American agent has to decide whether to share his secret with his wife the daring

moment. This entails a twofold consequence. From a sociological perspective, he has more
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to lose, which makes him more vulnerable, and from a psychological standpoint, “he is
weaker because the canonical flirtation with a woman met during his mission takes on the
conscious-ridden overtones of adultery.” (Merry 32) All this is nothing that James Bond has
to worry about, since he, the British agent, is never involved in a serious relationship that
lasts long enough to confront him with any questions of married life.

Using Victor Marchetti’s The Rope-dancer, with Paul Franklin as the protagonist,
Merry exemplifies what the typical American agent is like and how he behaves. Franklin is
caught in a love triangle. He is married, has two children and, nevertheless, gets involved
with another woman on one of his missions. In contrast to such an entanglement in Casino
Royale, Bond, in his typical fashion is presented as “a hardened spy [...] climbs over women
in the course of his work.” (35) Ultimately “[t]he American thriller is [...] seen to be a
variance with the British model on the two main co-ordinates of job and marriage.” (39)
Once more the difference between the American agent and the British agent is stressed -
“Ultimately he [the American agent] is always a small man in a large organisation. The
European spy is a large man in a small organisation.” (36) The American is considered
“anxious, personally involved and failure-prone” (39-40), whereas 007 is undoubtedly the
star of the MI6. He embodies the typical British agent; devious and always leaving a
remarkable impression on the women he gets in contact with. (see 42)

Additionally, Merry states “that several functional pivots of the spy thriller plot are
unrealistic as elements of espionage. But they come to be combined in a carefully
orchestrated dance of killing, female partnership and direct confrontation with the enemy.”
(102-103) Moreover, he compares a popular hero such as Superman to the spy in terms of
their identity. Whereas the popular hero considers it desirable to keep that one particular
identity, the spy has to change his rather frequently, in order to succeed in his mission.
Consequently, “this means that shift of identity is at once [a] necessary but problematic
ingredient of the thriller writing.” (103) He continues by explaining that this issue is fairly
complex, since it comprises different levels. Merry uses the term “temporary dislocation”
when elaborating on the recurrent change of identities, using 007 as an example. He presents
the spy as an “international impersonator”, someone whose identity has to be rather flexible
in order to be safe on enemy territory during various missions, which is acknowledged and

tolerated by the reader, since it is crucial for the agent to be safe. It is considered to be a
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constituent of the whole notion of being “professional”. (see 111)

In addition, Merry argues that there are various roles a spy might take on throughout
individual novels and also hints at the fact that this possible variation of personalities is used
for making profit since it keeps up an uncertainty, which seems to be of interest for the reader
and therefore undeniably contributes to the success of lan Fleming’s books. (111)

Occasionally it seems that Bond does not listen or obey to anyone but himself and
simply makes up his own rules; however, it is not as simple as that. While 007 disregards the
orders coming from “above” on various occasions and still manages to be successful, this
does not change the fact that he does receive orders. The agent always gets the instructions
for his missions from M, the head of the M16. Some scholars, Brunsdale, for example, have
raised the point that the relationship between the agent and M can be compared to a child-
parent relationship, which seems to be fairly reasonable, considering the fact that James
Bond’s parents are dead. As a consequence M can be interpreted as filling this gap in 007’s
life, not only by caring about him but by challenging him as well, comparable to what parents
do with their children. Brunsdale points out that it was lan Fleming himself who called his
own mother “M” when he was a child. She is described as rather dominant, which not only
establishes an autobiographical connection between the hero and his creator, but it can also
be interpreted as a plausible cause for the particular relationship between Bond and his boss.
(52) It was mentioned before that there is a difference between the British and the American
agent, the British spy being less involved in a family than the American. Concerning 007,
who never gets seriously involved with a woman and therefore has no family of his own,
and also no parents any more, M can be considered the only family figure in his life.

As to the special relationship between Bond and his superior, Umberto Eco refers to what
Ian Fleming himself mentioned in this context. The author claims “that he had thought of
Bond as an absolutely ordinary person, and it is the contrast with M that the real stature of
007 emerges, endowed with physical attributes, with courage and fast reflexes, but
possessing neither these nor those qualities in excess.” (148) Moreover, he notes that for
Bond M has an even wider, more global perspective on events and that he is also the one
who sends him on various dangerous missions, sometimes knowing how dangerous they
actually are, and shows a definite coldness too. This may be interpreted as one reason why

Eco sees this particular association as a “reciprocal love-hate” relationship. (148)
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3.3.2 The Villain

Fighting the enemy, who is a threat to the country, is one of the central motifs in the Bond
stories. In the twelve novels, 007 encounters various guises of the “bad guy” and most of
them have in common that their appearance is quite repellent. Their bodies are frequently
described as being out of proportion, they may have hair in places where no hair should be
and none where some is supposed to be. The features of their faces are often unnaturally big
or small and sometimes parts of their bodies are replaced by some other material, pinchers,
for example. Not all of 007’s enemies are necessarily unappealing. One example of this
variety is found in Thunderball, where Lippe and Largo are both known for their good looks,
but their minds are filled with brawling thoughts and cruelty. (see Eco 150)

Considering the rather repellent appearance of the villain, a comparison to Devil May
Care will be established in chapter four, where the villain has a disability on one hand, a
monkey paw.

The villain’s background and his origin are also of relevance. The area in which the
villain was born ranges from the Slav countries to Central Europe and also to the
Mediterranean, and he is considered to be of mixed blood, on top of his rather uncertain
origins. Furthermore, the enemy’s sexuality seems to present a certain tendency towards
homosexuality. There are hints at homosexuality or even complete asexuality when it comes
to the description of the villain and also his companions. Additionally, the villain is seen as
possessing a very good instinct for business in connection with exceptional organizational
skills, which consequently allow him to gain a certain level of wealth. In many cases a
connection to Russia can be established, which goes along with a detailed plan to threaten
and harm England in particular, or often also the world in general. (see Eco 151) This
connection to Russia is rooted in the political events of the time.

In Fleming’s novels two enemy organizations are dominant, first SMERSH and later
on SPECTRE. The first one is described as “a conjunction of two Russian words: “Smyert
Shpionam”, meaning roughly: “Death to Spies”. (CR 19)

The second one called SPECTRE, which occurs for the first time in Thunderball, is
defined as “The Special Executive for Counter-Intelligence, Revenge and Extortion” in On

Her Majesty’s Secret Service (14).
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Both of them are operated by the Russians, who constitute the enemy per se. The Russia-
connection does not come as a surprise, because of the political situation at the time. As
Thomas J. Price puts it in his article The Changing Image of the Soviets in the Bond Saga:
From Bond-Villains to “Acceptable Role Partners”, Bond is not just fighting individuals but
also what they stand for: “[...] he confronts the deeper conspiracy that the Russians represent
—a world-wide communist revolution that would reorder the conditions of life in the West.
Yet the innermost fear of this conspiracy is not revolution but subversion.” (27) 007 finds
himself in a constant struggle of not only saving his country, but basically saving the world
by defeating these dangerous representatives of the enemy.

However, the Russians are not the only “bad guys”. There are also the Germans, the
Ex-Nazis that keep reoccurring, such as Ernst Stavro Blofeld, 007’s archenemy.
There is a difference between the villain’s qualities and those of the agent:

To the typical qualities of the villain are opposed the Bond characteristics,

particularly Loyalty to the Service, Anglo-Saxon Moderation opposed to the excess

of halfbreeds, the selection of Discomfort and the acceptance of Sacrifice opposed to

the ostentatious Luxury of the enemy, the genial improvisation (Chance) opposed to

the cold Planning of which it defeats, the sense of an ideal opposed to cupidity [...]
(Eco 153)

According to Merry, in Ian Fleming’s novels, the enemy and the machinery attached to him
are presented as two essential constituents opposing the spy. They are strongly connected,
so strong in fact that the reader associates the villain with his mechanical equipment.
Therefore, it is not tragic if he dies, since he represents a part of the machinery and
consequently needs to be neutralized. (see 100)

The fact that in several cases the villain does not get killed when his machinery is
destroyed though, provides the spy thriller author with various options of how to solve the
plot. The reader, knowing that the enemy is left without his supporting machinery, wants to
find out what the final stroke is going to be, the last task the agent has to fulfil in defeating
the enemy completely. Using a twist like this, the writer keeps the reader interested in the
agent’s next step, as for example in Goldfinger, where the eponymous scoundrel escapes

“punishment” until the very last twist. (see Merry 100-101)
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At this point of the analysis it seems to be of interest to consider the interrelations of the
agent and the villain and to compare them. Eco argues that “Bond represents Beauty and
Virility as opposed to the villain, who often appears monstrous and sexually impotent.” (148)
There is a fairly clear distinction between James Bond, the hero who remains the epitome of
masculinity and is also described as very handsome, whereas the villain differs from novel
to novel. Most of them have a rather unattractive physique and are consequently not
conceived masculine but rather asexual.

Dealing with characters Eco also introduces the concept of “ambiguous
representatives” with whom he considers Bond to be in a certain “competitive alliance”. He
defines those characters, both M and the villain in the following terms: “he likes them and
then hates them at the same time, he uses them and admires them, he dominates them and is
their slave.” (150) Sometimes Bond has to play the game according to the villain’s rules in

order to be able to defeat him in the end.
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3.3.3 The Woman

During WWII the role of women changed rather substantially. Although they did not fight
as soldiers, they still made their active contribution to the war. They would, for example,
work in factories making munitions or in the WLA, the women’s land army, substituting for
the men needed on the front. When the war was over the soldiers returned and took their jobs
back, women found themselves without work and were pushed back into the role of the
housewife and mother. (see Summerfield 63) Society at the time still regarded the main goal
in a woman’s life to get married and focus on the house and raise children, and try to please
their husbands. Mirrored also in advertisements, particularly in the 50s, this seemed to be
the most widespread opinion. (see Richardson DVD) In Fleming’s novels we encounter
women who differ from this image. We meet women like Vesper, Solitaire, Pussy and Tracy,
who are anything but ordinary housewives and who do not coincide with society’s
expectations.

The first woman involved with 007 is introduced in the first Bond novel, Vesper
Lyndt. Vesper is the first Bond girl, starting the “tradition” of women seduced by James Bond
and willing to be seduced. Reading Casino Royale we are presented with a very interesting
portrayal of a beautiful and self-confident woman.

Constituting another example of Fleming’s detailed descriptions, as well as once
more creating a picture in the reader’s head, this is how the woman of desire is described in

Casino Royale:

Her hair was very black and she wore it cut square and low on the nape of the neck,
framing her face to below the clear and beautiful line of her jaw. Although it was
heavy and moved with the movements of her head, she did not constantly pat is back
into place, but let it alone. Her eyes were wide apart and deep blue and they gazed
candidly back at Bond with a touch of ironical disinterest which, to his annoyance,
he found he would like to shatter, roughly. Her skin was lightly suntanned and bore
no trace of make-up except on her mouth which was wide and sensual. Her bare arms
and hands had a quality of response and the general impression of restraint in her
appearance and movements was carried even to her fingernails which were unpainted
and cut short. Round her neck she wore a plain gold chain of wide flat links and on
the forth finger on the right hand a broad topaz ring. Her medium-length dress was
of grey ‘soie sauvage’ with a square-cut bodice, lasciviously tight across her fine
breasts. The skirt was closely pleated and flowered down from a narrow, but not a
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thin, waist. She wore a three-inch, hand-stitched black belt. A hand-stitched black
‘sabretache’ rested on the chair beside her, together with a wide cartwheel hat of gold
straw, its crown encircled by a thin black velvet ribbon which tied at the back in a
short bow. Her shoes were square-toed of plain black leather. (CR 42)

Furthermore, Fleming provides a clever build-up of sexual tension: “Bond was excited by
her beauty and intrigued by her composure. The prospect of working with her stimulated
him. At the same time he felt a vague disquiet. On an impulse he touched wood.” (CR 42-
43). In this situation Bond’s reaction to touch wood can be interpreted as a hint at what is
going to happen at a later stage, when it turns out that Vesper is a double agent. It seems as
if 007 already knew that there was something wrong with this arrangement or even that his
colleague might cause problems in the future. Bond’s anticipation does not come as a
surprise since it is more than understandable that a man, and in this case it is not just any
man but the epitome of masculinity, would get excited about having a beautiful woman at
his side. The following quotation illustrates what 007 really thinks about women and their
position: “And then there was this pest of a girl. He sighed. Women are for recreation. On a
job, they got in the way and fogged things up with sex and hurt feelings and all the emotional
baggage they carried around. One had to look out for them and take care of them. ‘Bitch,’
said Bond [...]” (CR 35)

Although 007 definitely appreciates girls sexually, he is not convinced that they make
a good partner to work with. This will be proved to be true, because it turns out that Vesper
was also working for the enemy.

In this context is a recurrent pattern in the Bond thrillers: in the end the pretty girl
gets involved with the hero, although “[o]ften the girl is sexually dubious and switches
loyalty between the enemy and the secret agent.” (Merry 15) The best example is Solitaire
in Live and Let Die. She is Mr. Big’s mistress and also a fortune teller, but to save herself
and 007, she changes sides and falls for Bond. This is not at all surprising, because it simply
follows the well-established concept of the Bond novels: when the agent meets a woman it
is guaranteed that they get involved. Merry argues that the agent never shows the slightest
struggle to win the girl over, he operates without the slightest trace of insecurity. (see Merry

16) This represents confidence and strength, exactly what James Bond is known for.
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Some critics interpret 007’s success with women as a depiction of Britain’s supremacy over
other counties. Tricia Jenkins is one of them; she wrote an article dealing with the different
interpretations of sexuality concerning the James Bond phenomenon. Considering the
reception of the novels in those politically challenging decades, the slightly provoking title
James Bond’s “Pussy” and Anglo-American Cold War Reality seems to be rather
appropriate. She asserts that “[...] English nationalism is not only embodied in Fleming’s
villains; the novels also reveal perceived cultural supremacy through the bodies and
sexuality of the series’ woman.” (309) According to Jenkins’ interpretation the body of the
woman symbolises the inferior country and 007 is the personified Britain. Moreover, she
supports her theory with an example from From Russia With Love, where Tatiana Romanova
falls for James Bond, although she was originally sent to allure and then kill him. Thus
Jenkins concludes that “[...] this plot twist links 007’s sexual prowess to his national potency
by literally placing Britain on top of Russia, as their affair signals Tatiana’s desire to defect
to the United Kingdom.” (310) Regardless of Russia’s attempt to destroy Britain in the
embodiment of Tatiana, 007, representing Britain, shows the ability to “conquer” even one
of the world’s most deviant and powerful countries. (see 313)

Thus, she claims that “[...] a character’s deviant behaviour in the Bond series is used
to mark that person’s national weakness, and this formula is certainly applied to Pussy
Galore.” (310) Moreover, discussing Pussy’s role, Jenkins illustrates that her “[...]
lesbianism emerges from the familial and cultural dysfunction of the American South, and
given the Bond formula, this deviancy can only reflect the degeneracy of the United States.”
(311) Once again, Britain is portrayed as the superior country, the one where everything is
functional, whereas the United States are considered to be struggling.

Fleming does not leave it at that but does something rather odd when he introduces
Tilly, a British homosexual. So far only people from foreign countries have been associated
with homosexuality, not British people. Tilly Masterson, who is more interested in Pussy
than in 007, 1s used to indicate the relationship between England and America and the whole
women’s movement in general, which started in the late 50ies. “Importantly, however,
Fleming does not use Tilly’s love for women to criticize England’s national sovereignty;
rather, it serves as a warning against the feminist movement taking place in the late 1950s.”

(Jenkins 311) Tilly is attracted by Pussy’s confidence and beauty, so when things become
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really dangerous, she refuses to follow Bond to safety and chooses to stay with Pussy instead,
who she believes will protect her. This behaviour can be interpreted as a warning against
feminism because she turns to another woman for refuge but does not get it, which implies
that safety is only provided by men. It may also be claimed that because Tilly is gay and
consequently considered evil, death is her punishment. Her death can also be interpreted as
a warning against homosexuality in general, to threaten people by showing them what
happens if you choose to follow a gay person seeking protection. (see Berberich 21)

Considering the social climate, Jenkins stresses that Fleming to a certain extent
confirms one of the worst fears of British readers. The new orientation in sexuality and the
fear accompanying it is exactly what Fleming works with. By developing sexually deviant
women, who are associated with activities that weaken Western prowess and are not simply
engaged in the traditional heterosexual relationship, he fuels this particular discourse. (see
Jenkins 312) This threat posed by non-traditional sexuality is mirrored in the case of the
Cambridge spies. Although it was mere coincidence that some of the members of this spy
ring happened to be homosexual, people did not differentiate. They saw an established
connection between communism and homosexuality and consequently believed that the
power of this would weaken their beloved country. (see Jenkins 311-312)

Trying to contain the notion of women who are not married, are able to take care of
themselves and are exploring options like homosexuality from flaring up more and more, a
promotion of heterosexual families was initiated. Women were encouraged to stick to
traditions like marriage and to be obedient to their husbands, so they did not have to yield to
any sexual temptation or turn to homosexuality. (see Jenkins 312)

Jenkins reveals another aspect of this particular male-female set-up in the Bond
novels. In her opinion it is ironic that 007 is a single man, allowed to make love to numerous
women, whereas women were presented as frightening, hence sexuality was considered
destructive. Following the moral code of the Cold War that criticises non marital sex, the
fact that 007 lived promiscuously should have been regarded as equally bad, “but instead,
Fleming uses Bond’s heterosexual exploits to achieve the opposite effect—they actually
promote British strength.” (Jenkins 313)

The women of the Fleming novels are treated differently from men, not only in the

way they are described and made part of the story, but also in terms of how they are

43



encountered. As discussed above, they were seen as companions and to a certain extent
tolerated as colleagues, but although they are just as evil as their male counterparts, they
never have to face death the same way. It happens quite often “that the female double agent
is killed involuntarily, on a sudden impulse, by an amateur who is only a contingent unit in
the intrigue. It is all better if this accidental executer can be another woman.” (Merry 94)
Women in the spy thriller seem to get “a special ‘kid gloves’ treatment”, which is considered
to be a “part of the complex morality constructed around the act of killing.” (Merry 94) As
to this special treatment of females, Merry claims that “[i]n the spy novel at large, women
ought, theoretically, to be as much a target for execution as men.” (94) This may be
interpreted as a consequence of what Bond states in Casino Royale when he claims that
“[o]ne had to look out for them and take care of them.” (35) What he says here is basically
that it is the responsibility of men to look after women and it would be against that notion to
kill a woman. It is the complexity of the morality though that puts the writer into a difficult
position. He cannot just have his female double spy killed, it is his task to provide a proper
way of dealing with the traitor according to the dominant morale. An example of how it can
be handled is to be found in Casino Royale, right at the end, when Vesper Lynd commits
suicide. Vesper, unbeknownst to Bond, was a double agent, which she could not tell him, she
leaves him a suicide letter, in which she explains why she had to do what she did. (see 98)
Thinking of James Bond the image of a womanizer comes to mind immediately, but
our admired agent is not solely interested in women for sex - as it turns out he is also capable
of falling in love. Nonetheless, the relationships between James Bond and women are most
certainly rather special. Although our agent seduces all these desirable women, he has
absolutely no luck when it comes to keeping any of them. Eco comments on this
circumstance in the following way: “In every case Bond loses the woman, either by her own
ill or by that of another [...]”. (155) What Eco states here is true for Casino Royale as
mentioned above, where Bond intends to marry Vesper Lyndt because he has fallen in love
with her. Before he can do so, she commits suicide, leaving him a letter with a confession
and apologies. On Her Majesty’s Secret Service provides 007 with another chance for true
love. He actually gets married to a woman, Tracy, but she also dies, not because she chooses

to, but at the hands of the enemy, Blofeld. (see Eco 154)
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In the end, James Bond never has to face married life since the odds simply do not
work in his favour. It almost seems as if he, after the death of his wife Tracey, gives up on
getting seriously involved with a woman. What he does engage in is the seduction of a series
of very pretty, sometimes dangerously beautiful females, which somehow becomes one of

his signature features. (see Berberich 19)

3.4 Language and Style

This subchapter seeks to analyse the aspects of language and style in lan Fleming’s Bond
thrillers as well as to shed some light on the various literary techniques employed in these
books, starting with a quotation: “No spy thriller, however remarkable its structural
solutions, can afford to ignore the question of style. Since the action is fast and the agent
must stay cool, his speech is kept tense, witty in the face of danger and never lyrical.” (Merry
69) What is established in these lines perfectly illustrates the way 007’s speech is presented
in the novels. He always seems to know the right thing to say, at the same time also manages
to stay calm in dangerous situations and yet never runs danger to end up with a long
monologue. Moreover, on top of him being capable of finding the right words, the choice of
language is still to be addressed.

Wherever James Bond goes, he is always able to get into direct contact with foreign
people effortlessly, no matter what their language is. He does not seem to have any
difficulties understanding people or even responding to them, which could make the reader
question the plausibility of the agent’s language skills. Merry offers three ways the author
can solve this particular issue. In the first approach, the spy is able to use the language
without any troubles, no struggle to be detected. Another, slightly different version of this
approach is for the author not to touch upon the question of language at all. The second way
of dealing with the accent issue is to present the spy reasonably versatile in the use of the
language, which means that he is capable of talking to civilians and get what he needs, but
not really skilled enough to “outwit an expert.” (63) The third possibility, which is considered
the simplest, is that everyone in contact with the agent can speak his language well enough,

in order to be able to successfully communicate with him. (see 62-63)
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Another aspect that seems worth mentioning is that lan Fleming allows his characters to
speak in various tongues throughout his spy thrillers. He presents phrases, sentences and on
several occasions even whole passages or dialogues in other languages. Amongst them are
most frequently: French, German and also Spanish — languages the author himself spoke.
Using other languages adds to the character of the whole novel, makes it more believable
and also more vivid.

Numerous examples to illustrate the raised point are to be found in On Her Majesty’s

Secret Service, where it is often Irma Bunt, who responds in German, using expressions such
as: “Schade” (112), “HEREIN!” (138), or “Weiss schon” (111) after receiving an order.
A number of signs in German are mentioned, as for example when Bond is taken to the
mountain: “[...] GLORIA KLUB. 3605 METRES. PRIVAT! NUR FUR MITGLIEDER.
[...] Alpenberghaus und Restaurant Piz Gloria [...]” (110). Another sign reads: “PRIVAT.
EINTRITT VERBOTEN.” (137)

As for dialogues, there is a short one where it is Bond himself talking to one of the
Court’s henchmen; he finds out that he is about to be visited: “He picked up the receiver and
spoke through the handkerchief across his mouth. ‘Ja?’ ‘Alles in Ordnung?’ Also hor zu! Wir
kommen fiir den Englénder in zehn Minuten. Verstanden?’ ‘Is’ recht.” ‘Also, aufpassen. Ja?’
‘Zu Befehl!” (206)

Umberto Eco lists the characteristics of the Bond novels by stating the following:
“[...] Fleming composes elementary and violent plots, played against fabulous opposition,
with a technique of novels 'for the masses'. Frequently he describes women and scenery,
marine depths and motorcars with a literary technique of reportage, bordering closely upon
Kitsch and sometimes failing badly.” (168)

What these lines should draw attention to is that even Fleming was sometimes close
to overusing certain elements in his texts. Eco explains this by Bond’s remaining “[...] bound
to a nineteenth-century world, of which his militaristic and nationalistic ideology, his racist
colonialism, and his Victorian isolationism are all hereditary traits. His love of traveling, by
grand hotels and luxury trains, is completely of la belle époque.” (Eco 168) The time referred
to in this quote, the “Beautiful Aera” was a time where things in Britain were in order.

Eco simply argues that “Fleming writes well”. He also goes into more detail by

showing examples of how that is manifested in his novels by comparing him to Spillane
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again (163). Doing that Eco comes to the conclusion that Fleming makes use of words that
characterise items with precision and that he “reveals much more venom” compared to
Spillane (164). Moreover, he draws attention to the fact that the particular expressions and
style Fleming uses originate with a certain fashion of writing which was typical of Gothic
fiction. This can be observed in various passages throughout the novels, but one that seems

to deserve particular consideration is the following, taken from Casino Royale:

He was utterly a prisoner, naked and defenceless. His buttocks and the underpart of
his body protruded through the seat of the chair towards the floor. [...] There was a
package of Gauloises on the table and a lighter. Le Chiffré lit a cigarette and
swallowed a mouthful of coffee from the glass. Then he picked up the cane carpet-
beater and, resting the handle comfortably on his knee, allowed the flat trefoil to lie
on the floor directly under Bond’s chair. He looked Bond carefully, almost
caressingly, in the eyes. Then his wrists sprang suddenly upwards on his knee. The
result was startling. Bond’s whole body arched in an involuntary spasm. His face
contracted in soundless scream and his lips drew right away from his teeth. At the
same time his head flew back with a jerk showing the taut sinews of his neck. For an
instant, muscles stood out in knots all over his body and his toes and fingers clenched
until they were quite white. Then his body sagged and perspiration started to bead all
over his body. He uttered a deep groan. (CR 143-144)

This quote unites and illustrates rather well the aspects raised by Eco stated above. He
comments on Fleming drawing on the Gothic writing style, but also points out the differences
“[...] the Gothic terrors of Fleming are described with a physical precision, a detailing by
images, and for the most part by images of things.” Moreover, Eco talks about “an emphasis
on the essential by the inessential” (165) By shifting the reader’s focus onto something less
important or even completely irrelevant to the development of the plot, other, more relevant
aspects are put into a completely different light. The reader keeps reading on wondering what
this has to do with the story, while at the same time questioning what the important issue
behind it all is. The hidden part is constantly on the reader’s mind and therefore emphasised.
(see Eco 165-166)

Not only the fact that Fleming uses the Gothic as a stylistic element is interesting but
also that he describes certain passages in the story with a passion for details - which are not
necessarily considered essential for the development of the plot. Eco puts it like this: “What

is surprising in Fleming is the minute and leisurely concentration with which he pursues for
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page after page descriptions of articles, landscapes, and events apparently inessential to the
course of the story and, conversely, the feverish brevity with which he covers in a few
paragraphs the most unexpected and improbable actions.” (165)

One example of such a situation can be observed in From Russia With Love, as also
pointed out by Christoph Lindner in his book The James Bond Phenomenon: A Critical
Reader. In the example Lindner chooses “we have a whole page of virtuosity exercised upon
the body, death-like in its immobility, of a man lying by the side of a swimming pool being
explored pore by pore, heir by hair, by a blue and green dragonfly. The man moves because
he is alive and is about to be massaged. The fact that lying on the ground he seems dead has
no relevance to the purpose of the narrative that follows.” (51) This passage in From Russia
With Love illustrates that the detailed description of certain passages is not crucial for the
development of the plot. Relating to those pages and pages of mere descriptions Eco calls
Fleming’s distinct style the “technique of the aimless glance”. (166) According to him “in
Fleming the digression, instead of resembling a passage from an encyclopaedia badly
rendered, takes on a twofold shape: first, it is rarely a description of the unusual [...] but a
description of the already known; second, it occurs not as encyclopaedic information but as
literary suggestion, displayed in order to get a sort of literary promotion.” (Eco 167)

Eco elaborates on the secret of the stylistic technique of Fleming’s novels being
hidden in the two points mentioned in the quote above. Once again, it is not the unknown
but the familiar that Fleming conveys “with photographic accuracy because it is with the
familiar that he can solicit our capacity for identification.” (Eco 167)

Commenting on Fleming’s strategy of the “aimless glance”, Anthony Curtis
acknowledges that "Fleming’s famous accuracy of detail was a brilliant journalistic illusion.
The loving care for the minutae with which he described a game of golf, or a meal of soft-
shell crabs enabled him to get away with murder in climactic scenes of wild penny-dreadful
improbability." (Curtis quoted in McCormick and Fletcher 93) This quote emphasises again
one of the many aspects that make the Bond novels so very special, namely the implausibility
usually to be found in a cheap story that is delivered in such great detail that it diverts the
attention to the point where murder becomes a side issue. (see Eco 167)

Many critics distinguish between the earlier and the later Bond novels and claim that

over the course of time, Fleming’s texts got more and more violent in expression and tone.
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One of them is Walter Nash, who also addresses the structure and the language used in
popular fiction. In his book Language of Popular Fiction, he uses lan Fleming’s Diamonds
are Forever as an example to illustrate how the author starts his novels, analysing the
individual parts of the text and their importance. Furthermore, Nash comments on the need
for a characteristic opening in order to draw the reader into the story. He puts it as follows:
“There is probably no more crucial skill in the making of popular fiction than the art of
opening; and there is perhaps no part of the composition in which authors attempt more
variations on stereotypical patterns. Paperbacks need to be irresistible at the start.” (81)

In this context Nash points out that Fleming also uses different ways of starting his novels
and provides some examples. Diamonds Are Forever is one of his examples because it starts
in a very peculiar way, namely by Fleming describing a scorpion that is crawling around,
watching as it is eating, finally being killed by a man. Nash claims that the reader is likely
to believe that the scorpion is a symbol of something happening in the novel later on, but it
simply is not. “The opening is not a pointer to anything in particular. It is a prose-poem
celebrating the comeuppance awaiting types variously and inventively despatched by
Fleming in his books”. (88)

As to the structure of the novel, another aspect is of relevance for the investigation
here. Nash mentions three different categories of dialogue, which are all connected to the
progress of the narrative and provide the reader with information. (see 99) He lists three
types of dialogue, confrontational, instructional and collaborative and also gives
explanations and examples from various texts. The first one is defined as being concerned
with “challenges, quarrels, dispute, interviews, and any kind of personal encounter in which
the participants are in overt or covert opposition to each other.” (99) In the second category
the fundamental function “of the dialogue is to convey information — ostensibly from one
character to another, but ultimately from author to reader — about matters of science,
technology, politics, world events, etc., some knowledge of which is essential to the
understanding of the plot.” (99-100) The third type is defined as “dialogue, in which the
interactants are made to support each other in building up a series of exchanges which
cumulatively present, for the reader’s benefit, a picture of events, histories, personalities,

and relationships.” (100)
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Various examples of the categories suggested by Nash can be found in Fleming’s texts. Live
and Let Die, for instance, begins with Bond’s imminent arrival in New York where he is
going to investigate his next case. Chapter two of the novel is concerned with M telling
James about the background of the case and what is known about the villain so far. The
whole chapter mainly consists of a dialogue between M and Bond, and therefore represents
a very good example of the second category, the instructional type, where information is
passed on from one of the characters to another. The main purpose of it, however, is to inform

the reader. (see Nash 99)

‘Morning, 007. Let’s have a look at the hand. Not a bad job. Where did they take the
skin from?’ [...] ‘Had a good rest?’ ‘Yes thank you, Sir.” ‘Ever seen one of these?’
M. Abruptly fished something out of his waistcoat pocket. He tossed it halfway
across the desk towards Bond. It fell with a faint clang on the red leather and lay,
gleaming richly, an in-wide hammered gold coin. [...] ‘No, Sir. Worth about five
pounds perhaps.’ ‘Fifteen to a collector. It’s a Rose Nobel of Edward IV.” M. Fished
again in his waistcoat pocket and tossed more magnificent gold coins on the table in
front of Bond. [...] Notice anything common about them all?’ Bond reflected. ‘No,
Sir.” ‘All minted before 1650. Bloody Morgan, the pirate, was Governor and
Commander-in-Chief of Jamaica from 1674 to 1683. The English coin is the joker in
the pack. [...] As it is, and both Spinks and the British Museum agree, this is almost
certainly part of Bloody Morgan’s treasure.’ [...] ‘And the hell of a treasure it must
be. So far nearly a thousand of these and similar coins have turned up in the United
States in the last few months. [...] ‘Good Lord,’ said Bond. ‘How...where do we come
into 1t?” M. Held up his hand. ‘You’ll find all the details in here,” he let his hand come
down to the brown folder. [...] a man called Mr Big, a negro gangster. Lives in
Harlem. Ever heard of him?’ ‘No,” said Bond. [...] Mr Big,” said M., weighing his
words, ‘is probably the most powerful negro criminal in the world. [...] He is also a
Soviet agent. And finally he is, and this will particularly interest you, Bond, a known
member of SMERSH.” ‘Yes,” said Bond slowly, ‘I see now.” ‘Quite a case,’ said M.,
looking keenly at him. ‘And quite a man, this Mr Big.” (LALD 15-21)

This dialogue establishes a connection between Casino Royale and Live and Let Die, because
not only does it provide details about the new case Bond has to deal with, but also covers
the gap in time between the events of the first Bond novel and the second. As can be
observed, it contains an update so to speak on Bond’s present health situation considering
that at the end of Casino Royale his hand was cut with a knife by a member of SMERSH,

the one who killed Le Chiffré , and that he was on leave for recovery.
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3.5 Themes and Motifs

Ian Fleming’s novels contain a great number of literary devices, many of them can be
identified in more than one of the thrillers. Some of these themes and motifs have already
been touched upon in the subchapters above, as for example, the particular relationship of
the agent and women, which Merry (52) claims to be an “anti-realistic motif”, since it differs
from the behaviour of actual spies in the field, an aspect elaborated on in more detail below.
Other examples are the notion of decline in Britain at the time, the concept of masculinity
and being evil.

The following quotation not only sums up what was established in the subchapter on
women in the Bond books, but at the same time presents one of the main themes in the twelve
novels. Sexual divergence is always linked to evil, the villains are portrayed to be either
asexual or gay, and then there are Pussy and Tilly, who do not choose their partners according

to the prevailing custom:

The novels reflected the national deviancy-sexual deviancy theme embedded in the
American 1950s Cold War mentality, which supported the view that sexual
“perverts” had intentions to weaken the nation’s moral fibre and established
heterosexual desire (even if it wasn’t confined to marriage in the Bond series) as the
key to national strength. This theme, especially given the unveiling of the Cambridge
Spies, would have also resonated with British readers, who, perhaps more
realistically, feared the communist-homosexual link. (Jenkins 316)

Another motif inseparably connected to the spy thriller is killing, which proves to be a crucial
part in each Bond book. According to Bruce Merry “[...] the spy thriller deals primarily, not
to say exclusively, with the paraphernalia of death: with connived-at, incidental, planned,
peripheral or less essential killing of every possible kind”, whereas “[...] the existential high
points of literary fiction stand such subjects as birth, marriage, death, love, social intrigue,
business, money and so on.” (57) What can be inferred from this quote is that there are
various shades of the aspect of killing, which are all uniquely united in the spy thriller and
constitute a large part of it. The well-known “licence to kill” is not only “the set cliché” but

also a “trademark of all Fleming’s novels” and it is also “still the narrative component which
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is supposed to generate maximum excitement in the spy thriller.” (57) The reader of a Bond
novel knows that when the agent finally encounters the main villain, someone is about to be
killed. Merry also raises a valid point referring to the reader as a “vicarious ‘licensed killer’”
(57), since they momentarily identify with the agent who carries out the killing. In order to
make the thriller work, killing has to be presented in a way to make it acceptable, while
simultaneously keep the story exciting. Consequently, the casual murders included in
completing the mission happen to be grotesque, wicked, picturesque, elaborate and
occasionally even amusing. (see 57-58)

Claiming that killing is an important motif, Merry also states that the way it is
presented in the spy thriller is not how it is handled in real-life intelligence work. (see 57) A
non-fictional agent cannot, for instance, draw attention to himself by shooting people in a
dramatic scene in public, whereas the spy in the thriller can kill someone right in front of
everybody and still leave unnoticed, as shown in the Bond books repeatedly. The real agent
also cannot afford to get involved with a woman and by doing so putting his mission at risk,
whereas 007 has no trouble surrounding himself with beautiful women. (see 78)

The author has to consider to make the operating skills of his hero believable to a
certain extent and this is where he encounters difficulties. The author is forced to keep the
details well balanced between reality and fiction, taking bits and pieces from real spy
operations, mixing it with the demands of the genre and also try to please the reader at the
same time, because Bond readers have developed a demand for certain behavioural traits of
their beloved agent.

The ongoing battle between good and evil also constitutes a crucial component.
Although the chapter on the villain has already addressed many of the issues resulting from
the encounter of the agent, it seems appropriate to draw attention to this aspect of the Bond
thrillers once again, since it is considered one of the main components. Fleming’s spy
thrillers would not be the same without the constant threat emerging from the enemy, forcing
the agent to act accordingly and defend his country.

The agent’s actions often seem to be connected to playing games, sometimes even
the game of the villain, in order to succeed in the end, which leads to another motif that is
inevitably connected to the Bond thrillers - gambling. We encounter it in Casino Royale,

where 007 beats Le Chiffré at Baccarat, then again in Moonraker, where the agent has to
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face Sir Hugo Drax, a cheater at cards, furthermore in Goldfinger the game is golf, and in
multiple other Bond books. According to Michael Denning there is an “[...] extraordinary
amount of space devoted to representing games and sports.” (62) In his article “Licensed to
look: James Bond and the heroism of consumption” he explains this development with what
he calls “[...] the new ethic of consumption and leisure” and identifies sports like casino
gambling, skiing and golf as “consumer sports” (63). Moreover, he stresses that Fleming’s
books are not just consumption guides that illustrate what to do with your leisure time. He
rather considers them to be “[...] redemptions of consumption, an investing of the trivial
contests of the fairway with global intrigue.” (63) Additionally, Denning points out that
leisure time in Fleming’s spy thrillers is not presented to be just time taken off from work,
but he considers it “an adventure, a meaningful time”. (63)

Apart from the recurring themes and motifs, other interesting constituents of the Bond
thrillers are the symbols that accompany the reader throughout the whole series. These

symbols are the focus of the following chapter.

3.6 Symbols

“Symbols are neither puzzles nor colourful details but are among the concrete embodiments
that give the story whatever accuracy it has.” (Barnet 119)

This opinion stresses the importance of symbols in texts. It is not possible to deal with all
the symbols that come into play in lan Fleming’s novels. A selection has been made. This
chapter is concerned with the most important symbols in the thrillers, the most striking ones

and those that occur repeatedly.

3.6.1 Cars

Driving his car is repeatedly mentioned as one of the agent’s most favoured ways of spending
time. 007 simply enjoys being behind the wheel, being in control and feeling the power of

the vehicle.
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In his introduction to the vintage edition of Casino Royale published in 2012, Alan Judd
draws attention to a few interesting details concerning the cars driven by 007. He mentions
that “[w]ell-grounded specifics are particularly important to Fleming when it comes to cars
and guns.” (CR xiii) Bond’s typical car is a Bentley, different ones in the course of the years.
The first one of them is “his early 1930s 4.5 litre supercharged convertible coupé in
battleship-grey (his favourite colour) [which] is described as his only hobby.” (CR xiv)
Fleming himself liked cars, particularly ones with a powerful engine, which is another aspect
he shares with his hero. Judd also points out that, although there are detailed descriptions of
the cars in the Bond thrillers, one car of Fleming’s hero, a Mark IV model of the Bentley,
was actually never made, (see CR xiv) another little trick used by Fleming to maintain this
very thin line between fiction and reality, a concept already introduced above.

The car as a status symbol, a luxury object even, is something that distinguishes
James Bond from the average man, since for most early readers of the Bond novels a car was
not affordable, not even a small one. In the course of time, cars slowly became affordable
and consequently people could, at least some of them, enjoy the feeling of driving a car, very
often not of the category of a Bond car, however. This aspect establishes a connection to the
option of escape into a different world that would naturally not be accessible to most people.
Reading the lines in Casino Royale where 007 races down the streets, enjoying his powerful
car, which is described in great detail, makes the reader almost feel like being in the car with
him. It is interesting because not only does it have this effect, it also shows the agent in
control, because he is the driver. Driving a car is often associated with power and
masculinity. At a later stage, when Bond is captured by Le Chiffré and taken to his hideout,
Bond is not driving but the enemy is, he is not the one in power any more.

The car symbolising wealth and expensive taste in Fleming’s novels is also inevitably
linked to masculinity and sex appeal. A family van does not convey the message a sports car
is able to. A fast car is associated with a certain degree of risk and danger, it is also connected
to adventure. All these features are connected to our main character, the adventurous super

spy, who seems to be addicted to danger and who cannot live without risk.

54



3.6.2 Guns and Gadgets

Not only the car is interpreted as a symbol of masculinity, also the gun is an important device
in the creation of Fleming’s agent. A closer look at 007 and his “liaison” with his gun,
compared to the affiliation with most women, shows that the following statement seems to
be rather fitting: “the modern agent is wedded not so much to a woman as to his gun.” (Merry
81) The agent is not possibly to be imagined without a gun. He is well equipped and usually
keeps his gun close to him at all times. This habit is the reason that Bond is known for
sleeping with the gun under his pillow to have it at hand whenever necessary.

In Casino Royale 007 uses a “.38 Colt Police Positive with a sawn barrel” (8) and
later in the book ““a very flat .25 Beretta automatic with a skeleton grip.” (64) In later novels
he also uses a Walther PPK, but the one that seems to have become the most famous Bond
gun is the Beretta.

Bond feels comfortable when he has his gun on him and he is quite fond of this
particular “assistant”: “So the agent in the tough mould [...] likes his gun and he likes the
job for which he uses it.” (Merry 82) Knowing this, a critical reader could be tempted to
assume that simply because the spy likes his gun, he also likes killing, which it is so closely
linked to, but this is not the case when it comes to James Bond. His job goes hand in hand
with an unusual notion of morality: to a certain extent, killing has to be tolerated. The
development of this notion follows its own dynamics and consequently “[...] the authors are
at great pains to draw a fine distinction at this point, and a special morality develops by
which the rigid devotion of the killer to his job and the honesty of his self-appraisal is
allowed to compensate for any taint of murder that he might incur from doing his work.”
(Merry 82) Ian Fleming is one of these authors referred to here, he introduces a hero with a
fairly well established attitude towards taking the lives of other people.

Merry presents examples from Casino Royale and Dr No, in which James Bond is
not completely comfortable with his role in the killing process he is described to be
struggling and having his occasional doubts as well. (see 83) “In The Living Daylight” Bond
realizes the necessity of killing, just as the West did while it was fighting the Cold War, but
he never enjoys this part of the job.” (Burnett 177) This shows that apart from being a

professional agent, he is still a human being too, but first and foremost, killing is part of his
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daily agenda and therefore something he simply has to do. Consequently, if the hero of the
thriller has come to terms with the necessity of killing, “[t]he writer of a thriller has to
negotiate a partial acceptance of killing from the reader.” (Merry 84) The question arises
how he manages to do this.

Since there is always a basic aversion to murder in the reader in general, the writer
has to come up with some ruse to help the reader tolerate someone being killed. Merry has
identified the following two tricks: The first dodge is to “neutralise” the opponent, to get rid
of him. For the second one the author has to make sure that the reader does not sympathise
with the enemy at all by presenting him as very bad. (see 91) This technique has proved to
be rather successful, it is reflected in the number of Bond thrillers sold. Readers seem to
have come to terms with a certain number of murders, since it is the enemy who is killed.
The reader accepts or is even convinced that the enemy has to be killed or to die incidentally.
The reader’s major concern lies in the survival of the agent. This, however, is not really an
issue in Fleming’s novels, because there is always another Bond novel.

As to how 007 gets himself out of trouble on various occasions, it can be stated that
the movies are definitely more concerned with this than the novels. Still, various gadgets are
used by Bond, they are said to be coming from the Q branch.

When Bond checks his room in Casino Royale he uses various “little gadgets” to find
out whether his room was searched while he was at dinner: “Then he bent down and expected
one of his own black hairs which still lay undisturbed where he had left it before dinner,
wedged into the drawer of the writing desk. Next he examined a faint trace of talcum powder
on the inner rim of the porcelain handle of the clothes cupboard. It appeared immaculate.”
(8) Here 007 uses some very basic equipment, not of a sophisticated or technical kind, it is
useful nonetheless and part of the agent’s basic repertoire. The agent travels with talcum
powder, an article of toiletry, which he can also use to make fingerprints visible. He also
makes use of much, much simpler items. One of his own hair, for example, placed carefully
in the right spot, can provide the agent with the knowledge whether a certain part of his room
was searched or not.

Sometimes Bond is forced to create new gadgets as he proceeds in his missions, when
he is not in possession of his gun and actual gadgets. When he ends up in the custody of the

enemy, it often needs a quick and skilful assembling of various items easily accessible to
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create something useful. Sometimes it is an item for defence, in other cases all the agent
needs is mere distraction in order to be able to escape. The Attaché case in From Russia With

Love is a particular sophisticated gadget:

Q Branch had put together this smart-looking little bag, ripping out the careful
handiwork of Swaine and Adeney to pack fifty rounds of .25 ammunition, in two flat
rows, between the leather and the lining of the spine. In each of the innocent sides
there was a flat throwing knife, built by Wilkinsons, the sword-makers, and the tops
of their handles were concealed cleverly by the stitching at the corners. Despite
Bond’s efforts to laugh them out of it, Q’s craftsmen had insisted on building a hidden
compartment into the handle of the case, which, by pressure at a certain point, would
deliver a cyanide death-pill into the palm of his hand. (Directly he had taken delivery
of the case, Bond had washed this pill down the lavatory.) More important was the
thick tube of Palmolive shaving cream in the otherwise guileless spongebag. The
whole top of this unscrewed to reveal the silencer for the Beretta, packed in cotton
wool. In case hard cash was needed, the lid of the attaché case contained fifty golden
sovereigns. These could be poured out by slipping sideways one ridge of welting.
(FRWL 152-153)

3.6.3 Brands

The car Bond drives, a Bentley, the original Bond car so to speak, and the gun he uses, a
particular Beretta, and a Walther PPK later, are both well-known brand names.

Another brand name that comes to mind immediately when talking about Fleming’s
agent is Morland. James Bond is known for not simply smoking a cigarette, it is mostly the
kind that is particularly made for him, Morland’s with the three golden stripes. In Casino
Royale they are described as “a Balkan and Turkish mixture made for him by Morlands of
Grosvenor Street.” (28) He smokes other brands in the course of the novels if his favourite
cigarettes are not at hand, for whatever reason.

Other examples of brand names which occur on quite a regular basis concern the

food and in particular the alcohol he consumes.
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3.6.4 Food and Drinks

Like his hero, Ian Fleming himself was known to have been very particular about his food.
The passage in Casino Royale where Bond orders a drink, his drink so to speak, is one of the
best-known: James Bond tells the barman exactly what to do: “A dry martini,” he said. ‘One.
In a deep champagne goblet.” [...] ‘Just a moment. Three measures of Gordon’s, one of
vodka, half a measure of Kina Lillet. Shake it well until it’s ice cold, then add a large thin
slice of lemon peel. Got it?’ [...] I hate small portions of anything, particularly when they
taste bad.” (57) Bond is at the bar with Felix Leiter, his American colleague. After ordering
his drink he tells Felix that he himself invented that drink and that he wanted to take out a
patent on it as soon as he has a good name for it. Readers who are familiar with this novel
know that this is the drink that becomes “the Vesper” at a later stage, named after the woman
James Bond almost married. Not only is this drink an indication of his preference for things
done in a specific way, with it 007 creates his own signature drink. Along with his drink, he
generally enjoys a smoke. This combination appeals to him, but the smoking is not restricted
necessarily connected with drinking. The agent smokes before or right after breakfast, as
well as after intercourse and, in general, every time he gets the chance to.

What James Bond has for dinner is out of the ordinary given the time in which the
novels are set: “Now,” he turned back to the menu, ‘I myself will accompany mademoiselle
with the caviar, but then I would like a very small “tournedous”, underdone, with “sauce
Béarnaise” and a “coeur d’artichaut”. While mademoiselle is enjoying the strawberries, |
will have half an avocado pear with a little French dressing.” (CR 68) This illustrates how
particular Bond is concerning his food. At the same time it creates a place of escape for the
reader’s imagination. Bond’s specific taste is particularly reflected in words such as “very
small” and “underdone”. It is not only what he orders and how much of it, but also that he
tells the waiter exactly how he wants his food: “The scrambled eggs’ll be cooked with milk,’
said Bond. ‘But one can’t eat boiled eggs in America. They look so disgusting without their
shells, mixed up in a tea-cup the way they do them here. [...] And bad American coffee’s
the worst in the world, worse even than in England. I suppose they can’t do much harm to
the orange juice.” (LALD 147-148) These lines from Live and Let Die also reflect certain

stereotypes of American food, which generally is not regarded as haute cuisine.
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3.6.5 Clothes

James Bond also has a very distinct style when it comes to what he wears. His particular
taste does not only show in the car he drives, the gun he uses and what he eats and drinks,
but also how he dresses. On many occasions it is mentioned that he wears a suit and that he

dresses rather consciously:

He put on a garishly striped tie and allowed a broad wedge of bandana to protrude
from his breast pocket. He slipped the chamois leather holster over his shirt so that it
hung three inches below his left armpit. [...] He picked up a pair of Moccasin casuals,
felt their toes and weighed them in his hand. Then he reached under the bed and
pulled out a pair of his own shoes [...]. Under the leather, the toe-caps were lined
with steel.” (LALD 49)
He never wears anything that is not in style. It could be claimed that to a certain extent the
fact that he dresses meticulously reflects the importance of re-establishing dressing
according to style, after it had been a minor matter due to the war. As to 007’s way of
dressing, Susan Hill makes remarks on “[...] the impeccable clothes, which mark him out as
both a sharp dresser and an English gentleman.” (MR xiii) His extraordinary style of dress
clearly distinguishes him from other characters, as for example the villain and his henchmen,
which is also mentioned by Hill.
In strong contrast to James Bond, the villain often wears old fashioned clothes,
something out of style or old-fashioned at least. This could be interpreted as done to express
the contrast, or to show that the bad guy is connected to something from the past, something

he cannot get away from. Not only 007’s clothes are of interest but also the way women are

dressed. What Vesper wears is described in great detail:

Her medium-length dress was of grey “soie sauvage” with a square-cut bodice,
lasciviously tight across her fine breasts. The skirt was closely pleated and flowered
down from a narrow, but not a thin, waist. She wore a three-inch, hand-stitched black
belt. A hand-stitched black ‘sabretache’ rested on the chair beside her, together with
a wide cartwheel hat of gold straw, its crown encircled by a thin black velvet ribbon
which tied at the back in a short bow. Her shoes were square-toed of plain black
leather. (CR 42)
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This shows lan Fleming’s passion for details. A picture is created in the reader’s mind, as if
Vesper was there right in front of you. Due to the use of all these specifics, the reader can

almost feel the presence of this lascivious woman, sexiness is in the air.
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4  Sebastian Faulks — Devil May Care

Even though the way spies operate nowadays has changed substantially, the fascination with
the whole topic has not faded. New technologies have had a strong influence on agents, but
this does not mean they have lost their ability to draw people into their world of adventures.
A number of authors were asked by the Ian Fleming Publications Ltd, the people who look
after the literary James Bond brand, to write new Bond adventures with the result that over
twenty thrillers have been written since Ian Fleming passed away in 1964. In 1965 Kingsley
Amis was the first author to write a Bond book not penned by the original author, and
Anthony Horowitz is the most recent writer to accept the challenge with his book 7rigger
Mortis published in September 2015. Amongst the predecessors of Horowitz are John
Gardner and Jeffery Deaver as well as the two writers chosen for this analysis, Sebastian
Faulks and William Boyd.

To follow in the footsteps of the creator of a character can be a difficult undertaking,
even more so if the character has become to be an icon over the past decades. I have chosen
the thriller Devil May Care (DMC) written by Sebastian Faulks to analyse and compare it
with the Bond books written by Ian Fleming and to find out whether Faulks managed to
“write as lan Fleming” as stated on the book cover. The various aspects, identified in lan
Fleming’s novels and presented in the previous chapter, shall provide a guideline for a close

analysis of Sebastian Faulk’s Bond thriller.

4.1 A Voice from the Past

The book cover suggests a Fleming-like novel. A close investigation shall answer the
question how, or if at all, Faulks has managed to imitate the structure of Fleming’s novels.
The opening chapters present the threads of the action which develop, tangle and disentangle
in the course of the novel. In the same way the characters are presented from initial
impressions to a more complex image of them.

The thriller starts with a murder. The first chapter is called “The Watcher Watched”
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and presents the beginnings of the problems Bond will be involved with. The agent himself
only appears in chapter 2 after environment and atmosphere have been established. Chapter
1 is set in Paris, the city known as the city of love. No act of love can be witnessed, instead
a man dealing with a certain substance is killed in the street. The incident is described in
detail and shows a strong resemblance to Fleming’s books. It is raining, Yussuf Hashim is
fighting the feeling that something is wrong. Rain - known to be a symbol of change and
renewal — is falling. The reader finds himself in a tense situation, it is as if he were standing
right there in the street watching the murder. He feels like a witness, forced to simply
observe. After the murder is discovered, Rene Mathis - an old friend of 007 — is just enjoying
dinner, when he is called to the scene of the crime. The way the man was killed suggests that
this murder will lead to a much bigger conspiracy, it is not just another death of a drug dealer.

A short summary is meant to form the basis for further investigation:

B. “Villain moves and appears to Bond (perhaps in vicarious forms)” (Eco 156)

Bond happens to see Gorner — the main antagonist of this thriller - at the port in Marseille,
not knowing that he is going to be his opponent later on. Since Bond is an excellent
observer, he notices that there is something odd about this person: “More interesting than
any physical peculiarity was something the man gave off — a kind of aura.” (DMC 21)
Observation is one of the many talents of a spy and in this situation 007 also identifies
Gorner’s companion, who obviously is of Slavic or east European descent.

D. “Woman moves and shows herself to Bond” (Eco 156)

The first encounter of 007 and this woman seems to be accidental, because she is another

guest at the hotel. Bond, as would be expected of him, offers to buy her a drink at the bar

and she introduces herself as Larissa Rossi, the wife of a business man travelling with her
husband.

A. “M moves and gives a task to Bond” (Eco 156)

M calls Bond to tell him that the party is over (see DMC 33), after he has just started
thinking about quitting and putting this part of his life behind him. Chapter 3 of Faulks’
Devil May Care is dedicated to M explaining the task to 007 in his office — a standard
procedure. When Bond gets back to his apartment after this rather intense meeting, he
drinks Johnny Walker, justifying it by thinking; if he was fit to work, then he was fit to
drink again as well, and so he did. (see DMC 51)

E. “Bond takes Woman (possesses her or begins her seduction)” (Eco 156)

Bond begins her seduction when he sees her again in a hotel room in Paris after refusing to
join her in her room in Rome. She tells him that she is actually Scarlett Papava and that she
needs his help in finding her sister. They share a few intimate moments in the course of the
book, but never actually get to bed until the very end.
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C. “Bond moves and gives a first check to the Villain or Villain gives first check to Bond”
(Eco 156)

After Bond has seen Gorner and Chagrin in Marseille from a distance, the actual encounter
between the two opponents is the tennis match. Bond and Gorner join in a game, which
was arranged by Scarlett rather cleverly — she made it attractive for Gorner by calling it a
bet, a bet for money of course.

F. “Villain captures Bond (with or without Woman, or at different moments)” (Eco 156)
When 007 and Scarlett have a closer look at the so called “sea monster”, the vehicle used
for drugs on a large scale, they get caught and are taken to Gorner’s headquarters, which
are hidden somewhere in the desert.

G. “Villain tortures Bond (with or without Woman)” (Eco 156)

The villain feels as if he is the one in control, since he holds 007 captured in a cell with no
food, so he tells Bond all about his evil plan. Furthermore, he sends the weakened agent on
a trip as a test, “for practice” as he calls it, making him encounter the cigar-tube.

H. “Bond beats Villain (kills him, or kills his representative or helps at their killing)”

(Eco 156)

Scarlett and Bond manage to escape. They get to Paris after all, where they part. Gorner
finds Bond when he is out for a walk by the water and takes a ride on the paddle streamer
called Huckleberry Finn. There is a fight between them on the vessel, the villain dies in the
water, getting hit and swirled around by the big boat.

1. “Bond, convalescing, enjoys Woman, whom he loses” (Eco 156)

In none of Fleming’s thrillers has Bond ever kept a woman, for various reasons, and it
turns out that the James Bond presented by Faulks does not do so either. He sleeps with
Scarlett after the mission is finally completed with Gorner’s death, but since she is a
double agent as well, their relationship has no future.

What can be deduced from this short summary is the following sequence of letters based on
Eco’s formula: BD AE CF G H 1. Devil May Care offers the nine moves introduced by Eco
arranged in a unique order: The structure revealed shows the novel’s own pace, on which
critics do not quite agree. It should be highlighted that the speed of action is as gripping as
any of Fleming’s thrillers. Roger Jones claims that the “book gathers pace effortlessly and
the last 100 pages are a real roller coaster. Great days.” (Jones par 5) Similarly, Janet Maslin
claims the following: “Devil May Care” obeys the Bond series’ most fundamental command:
keep the action coming fast and furious. So the latter part of the book is devoted to full-
throttle pursuit, with enough collateral damage [...] to show that Bond remains formidable.”

(par 12)
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However, there are some critics who do not share this opinion. Sam Leith for example, states
that Devil May Care starts out at a rather slow action pace. Apart from the murder in the first
chapter, there is not much tension until the tennis match between Bond and Gorner, he
claims. According to him, this is the part of the book, when Faulks finally hits “cruising
speed”. (see Leith par 13) Contrary to Leith’s claim it must be said that there is plenty of
action before the tennis match. There is Bond’s first glimpse at his opponent, a nerve-racking
situation, because the reader expects an encounter of the two. When 007 is on his way to the
airport, he is pursued by two motorcycles, which literally offers an image of speed. If indeed,
the action pace can be claimed to slow down towards the end. Since Bond and Scarlett travel
through Soviet Russia with occasional distractions like Chagrin, the reader suspects an
encounter with the KGB, which does not happen.

One of the main components of the original Bond thrillers is the concept of play
situations (see Eco 155) Chapter three of this investigation shows that in Casino Royale
baccarat, a card game, was used to push Le Chiffré to his limits, whereas in Devil May Care
it is a tennis match that tries the opponent’s patience. Julius Gorner is furious when he starts
losing and cannot understand how that is possible, since he knows he is the one who cheats.
Although the rules are well established, it is no surprise that the villain is cheating. The fact
that James Bond does not play another card game, or golf, but tennis, is yet another proof of
his being able to perform well in several competitive activities. His success in games shows
no bounds, even when a certain physical level is involved, as it is in the game with women.
It is generally known that our super spy is quite familiar with the rules of the “game of love”
—he has successfully played it on various occasions. Once again, the general rules are known,
but in this distinct game, Scarlett can be seen as a joker, helping him to win the match against
Gorner. Scarlett is not only a thing of beauty but also a source of information. She knows,
for example, where to find Gorner. Later, Scarlett will be a source of help. This set up can
be interpreted as a game within the game.

Moreover, attention should briefly be drawn to a crucial aspect of a game situation,
the villain. Bond needs the proper motivation for entering a game, an opponent of a certain
“calibre”. (see DMC 23) This exactly describes Julius Gorner, whom M calls the “potentially
most dangerous man the Service has yet encountered”. (DMC 47) His ruthless and

fundamentally evil character are no less threatening than Fleming’s villains.
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In accordance with the development of the plot, the sequence of events in the original books,

Faulks makes use of cliff hanger endings as well, as illustrated in the following quote:

There was the sound of a single shot and the hangar went suddenly dark. Bond
flung himself on to his front. He had no time to work out what had happened, but
he knew he must put the darkness to good use. He went as quietly as he could along
the gantry towards the ladder, but had gone up one step only before a crushing blow
behind his ear caused a thick darkness — far deeper than that of the Persian night —
to flood his brain. (DMC 206)

By ending the chapter in the middle of an exciting moment tension is created. The reader is
kept in suspense. However, Sebastian Faulks has not used this feature excessively. Tension
can also be created by a twist. In terms of narrative technique, you have the ironic twist at
the end of chapter four. Just when Bond was all set to become sober and disenchanted and
push paper about on a desk, the active, exciting life, which he had thought he was putting
behind him, summons him back. “The party is over” (30), says M. In another sense, the real
party is about to start. There is another rather interesting twist Faulks cleverly included in
chapter three. Bond is vexed by M’s discussion of other 00s with a licence to kill. The reader
is worried, too, because for Bond enthusiasts as for Bond himself, there is only one agent
with a licence to kill — 007. Whatever M’s intention might be, the author’s intention in
mentioning other 00s is mischievous, a red herring. It makes Bond uncertain of himself for
the moment on the one hand, and on the other prepares a surprise both for him and the reader:
004 is not “another man” (44,47) but a female agent with all the sexual challenge and
invitation of a “Bond girl”.

A substantial contribution to the tension encountered in Fleming’s Bond books are
the chapter titles which should consequently be considered in Devil May Care too.
Elaborating on all twenty would go beyond the scope of this paper, so a selection had to be
made. The first chapter chosen is chapter four, “Shall We Play?” The title does not only
provide a reference to the aforementioned play situations, but also indicates that a game is
about to be played, though not which one. Scarlett surprises 007 in his hotel room in Paris.
The reader expects a game between them to follow, one that is generally played between the
sheets. The chapter starts the development of the action in the classic way of such a novel,

with the classic elements. “Play” marks the beginning of the serious game between good and
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evil, as well as the start of the playful game between the agent and the woman. Bond has not
met Professor Gorner yet and theoretically is not supposed to know that anybody is in quest
of him. But being the villain at the top of an empire of evil and high finance Gorner also has,
as we and Bond expect, an intelligence service at his disposal which informs him of all
developments that could be dangerous or advantageous to him. On his way from M’s office
to the hotel Bond is already pursued by two sinister figures on motorcycles. In another
chapter called “Shall We Play I1?”, in which 007 and Scarlett try to escape from Gorner’s
lair, Bond is caught and tortured. This could be interpreted as a modification of the concept
of play situations - in other words, he is “played with” in another round of a game. The game
concept is taken to a different level here, the one between life and death. Additionally, “Not
Cricket”, the title of chapter five, is not solely an additional reference to a game, but also to
British people in general. Playing cricket is a symbol of being British, as well as being a
gentleman. Choosing this title emphasises the difference between Gorner and Bond, since a
gentleman would never show his anger in public. Gorner’s behaviour does not resemble a
gentleman’s at all, since he attempts to cheat and shows an outburst of temper when his plan
does not have the desired results.

In chapter seven “Trust Me James” the reader expects Bond to finally sleep with the
woman, since the previous chapter indicates that he might. Yet again this is not what happens.
In fact it is Darius, the colleague in this country, who asks Bond to trust him, when he takes
him out for dinner in Teheran. The experienced Bond reader remains a bit disappointed, but
this 1s yet another way of Faulks to outsmart his readers, leaving them in eager anticipation.
Moreover, “The Belly of the Beast” — the title of chapter 12 — indicates a connection to the
world of fairy tales. It evokes the image of someone being eaten by an evil creature, but no
matter how desperate the situation may seem, the reader awaits a happy ending. Like little
red Riding Hood’s grandmother who is trapped in the belly of the wolf, 007 is inside the
belly of this metallic beast and manages to get out at the very last moment. A comparison of
James Bond with a fairy tale character may seem far-fetched, but the good prince always
manages to escape and so does Bond.

After the analysis of these chapter titles, Roger Jones’ words present a rather fitting
conclusion: “Faulks' carefully structured plot and expert writing rarely falter” and that

“[m]ost of the other Bond essentials are woven into this ripping yarn.” (see Jones par 1-5)
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The structure with its various facets is only one aspect used to create suspense in a spy
thriller; the setting is another important part. In the following part attention shall be paid to

the various countries Bond travels to on his mission.

4.2 Small World

A poor, drab, insecure place, the time of the day, the heavy rain and the behaviour of Hashim
create an atmosphere of uneasiness, of distrust, of fear and possible danger. In addition to
this, the description of the setting brings together details that suggest social rejection. We are
on the outskirts of Parisian life, where only foreigners live, Arabs, were the poor live. This
is not the city of Chanel 5, it is the city of the smell of couscous. We do not only ask what
the man who is waiting for or whom, we are afraid of what could happen to him. The title of
the entrance chapter The Watcher Watched’ suggests immediately night, vigilance and
danger. There is a grim irony about the watcher himself being watched without knowing that
a stranger’s eyes are on him. The title coincides with the setting, it foreshadows that
something dangerous or at least unpleasant is going to happen.

The man Hashim is waiting for materialises out of the shadows, steps into the
“sodium light” of the street lamps (4). This suggests again the squalid, mean atmosphere or
the world of the poor suburbs. It is not an image of beautiful light, not a chandelier or the
romantic moon. He wears a hat that looks “like an old kepi of the Foreign Legion” (4) and
he seems to be carrying a gun. An exchange takes place: the runner puts down a bag, Hashim
the polythene-wrapped money — ‘no touching and a safe distance maintained’ (4). Suddenly
Hashim senses that something is wrong. He moves along the wall, “furitive, like a lizard,
edging towards the freedom of the night” (5). “Furtive” suggests someone on the run, a
hunted animal (“like a lizard”, (5) that is not capable of fighting but looks for the safety of
the night to hide him. The freedom he looks for is the safety not to be seen.

The reader’s suspense increases. Will Hashim be able to escape? The reader hopes
for it, but, in fact, he knows that this will not be the case. Hashim is attacked in the most
brutal way but what really happens to him is not really clear yet.

Tension decreases because of a change of setting and thus a change of atmosphere.
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Rene Mathis from the Deuxieme Bureau is having dinner with his mistress at a small
restaurant. The phase of relaxation on the part of the reader is short, however, because Mathis
is summoned to a scene of crime in Banlieu, which the reader automatically associates with
the attack on Hashim he had witnessed a short while ago.

Now the reader learns that Hashim was shot and his tongue has been wrenched out
with a pair of pliers, which sounds familiar to Mathis. Leaving the crime scene “...the big
car turned slowly, its headlights for a moment picked out a single figure in the ground-floor
doorway. He wore a Foreign Legion kepi, and as the Citroén rejoined the road, he moved off
swiftly, as though he’d now seen all he needed.” (13)

Suspense rises: Will the man with the kepi reappear, will he play a role in the novel?
Is this crime relevant to the action? Is this murder the incident that sets the action in motion?
Tension is the actual element in which the whole chapter moves, and the figure of the man
in a kepi, a lonely figure seen at night in a doorway is a perfect image of what might cause
apprehension and fearful curiosity.

As the book cover reveals, Devil May Care is set in the “swinging sixties. This decade
was called “swinging” since it was a period defined by a lot of political and cultural change.
With the crisis in Cuba and the war in Vietnam, a new way of thinking started to spread. A
new concept of peace developed, and there was a shift in fashion as well, one consequence
of this redefinition of freedom. Moreover, drugs became more and more popular, an issue
Faulks cleverly weaves into Devil May Care . There is Yusuf Hashim, who is murdered for
dealing with drugs, and Julius Gorner, the evil “mastermind” behind the drugs. The reader
is provided with the notion that drugs are not only harmful for individuals, but can be a
serious threat to a whole country. Either way, it seems as if the author really wanted to
emphasise that drugs can kill, since you either die because of their effects or because of the
criminal network behind them.

Sebastian Faulks’ Bond novel was published in 2008. Although written recently, it
is set in the sixties. The thriller is intended to be a sequel to The Man with the Golden Gun,
Fleming’s last Bond book, published in 1954, after the author’s death. Faulks’ choice
seems rather unusual since various Bond thriller writers, as John Gardner and Raymond
Benson for example, in the past chose their own time as the setting, introducing 007 to a

world very different from Fleming’s.
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Faulks takes his readers back to a period in history where Britain was not only still recovering
from WWII but also facing the Cold War. Devil May Care does not only share the main hero
and various other aspects of the Bond formula, but also the socio-political background, as
Liam Julian puts it, “the cold war [was] still hot, [and] spies are everywhere” (see Julian par
12). Thus, he points out that it is rather unlikely for Bond and Scarlett to travel through
Soviet Russia without any dangerous encounters with the KGB, which was simply
omnipresent. Nonetheless, 007 and his female acquaintance somehow manage to do so,
which Julian interprets as a boring and eventless journey. (see Julian par 12-13) Faulks,
unlike Fleming, was never personally confronted with the war in his country, which could
be why this topic is not dealt with in detail. The time gap also created a certain distance
between the author, Sebastian Faulks, and times of war.

Although current social and political developments are of little relevance for Devil
May Care, a certain connection to current times is undeniable. Sebastian Faulks cannot
change the fact that he is an author living in the 21% century, or as Lemon puts it “Writers,
like readers, are the products of their times”. (see Lemon ix) Consequently, some of that
influence surfaces in these two issues pointed out by Liam Julian: Yoga and the r branch. As
to yoga, Miss Moneypenny mentions that M has now started practising it. M, the man known
for keeping his distance, who never shares anything remotely connected to his private life,
has apparently found a new strategy to cope with stress and pressure. An activity not
considered particularly manly according to a conservative definition but nowadays accepted
as something men practise too. The r branch, a new division in the MI6, tells 007 to see a
"psychological-fitness assessor" for a "course of breathing and relaxation techniques,"
during which he is asked by the psychologist to find his "special private place” (Julian par
18) In this regard, it is of importance to point out that Liam Julian regards the MI6 as
“sissified”, simply having lost its devil-may-care attitude. In accordance with Julian it seems
to be worth mentioning that Faulks possibly intended to introduce this whole topic as some
kind of joke, hinting at the fitness and “wellness” craze that has spread across the world
nowadays. Furthermore, he might have intended it to be an innuendo towards the
development of men becoming metrosexual and consequently threatening the traditional

male role model.
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Assuming a connection to the 21% century, Michael Dirda even goes as far as to interpret
Gorner and his plans as a reference to Rupert Murdoch and his intentions. The villain in
Devil May Care loathes Britain and consequently wants to destroy it. Similarly, Murdoch
wanted to cause harm by buying a country’s main newspaper, TV channels and consequently
trying to influence people’s opinions. (Dirda par 16)

Not only is the time of this spy thriller of interest for this analysis, but also the
countries where the action takes place. Fleming set his Bond thrillers in a vast range of
countries, from Jamaica to France, but he never did what Faulks did in his book. Towards
the end of Devil May Care Faulks allows the reader to witness James Bond’s description of
his impressions of the Soviet Union, when he and Scarlett travel through the country: “How
strange, thought Bond, to find himself at last in the country against which he had spent the
greater part of his adult life conspiring and fighting. Now that he had finally set foot there,
it seemed — with its European faces, straggling roads and poor farms — less alien and
somehow more normal than he had pictured it.” (348-349) What is revealed here is not
simply an impression of any country through Bond’s eyes, but of the one nation that has
been involved in almost all evil happenings in Bond thrillers, from Fleming’s up to Devil
May Care . Moreover, we see that 007 is somewhat surprised. This reaction is relevant,
because the main character himself acknowledges this specific country — home of so many
enemies in the past — as less strange than he had expected. Bond seems to feel safe to a
certain degree, since Gorner who was associated with this country, has already been
eliminated.

Other countries Bond works in are France, Italy and Iran. Since British people started
travelling in different countries at the time this thriller is set, it does not seem unusual to
encounter an Englishman in Marseille. James Bond is exploring as well, laying eyes on his
opponent for the first time there. Secondly, Rome serves as a setting for Faulks’ Bond thriller.
A city known for its ancient history, but also associated with romance and passion.
Interestingly enough, 007’s first encounter with the woman of the book is here, but there is
not a lot of passion evident right away.

Following Fleming’s pattern, part of the action in Devil May Care takes place in an
eastern country, in Iran. The nation is depicted as exciting and new. Exploring a foreign

country is important, which is exactly what 007 does with Darius, the colleague who helps
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him in Teheran. They eat out in a local restaurant, giving Bond a chance to get to know the
country from a completely different angle. This passage of the book strongly resembles
Fleming’s way of introducing his readers to a foreign country, joining the agent on his
mission.

Apart from all these rather exotic settings; London presents an interesting example

for this investigation as well:

London seemed to have gone slightly off its head in the time he’d been away. Every
zebra crossing on the King’s Road was packed with long-haired young people,
ambling across, standing and talking or, in one remarkable case, sitting cross-legged
in the road. With the convertible hood down, Bond could smell the bonfire whiff of
marijuana he’d previously associated only with souks in the grubbier Moroccan
towns. (37)

b AN 14

In this description the key-words are “long haired”, “grubby”, “sitting cross-legged in the
road”. They all suggest an English gentleman’s aversion to a decline in manners and
elegance. The objection to “long haired’ is obvious; “sitting cross-legged in the road” needs
explanation. To sit in the middle of the road shows a lack of discipline and propriety. “Cross-
legged” may be all right for an Indian fakir, it is not the way for a gentleman to sit. It is
interesting that Bond associates the smell of marijuana not with his own past or student
parties as most modern writers would do, but with the “grubbier Moroccan towns”, not
English and not elegant. Bond’s personality at least in its elements of elegance and culture
looks back to the age when the ideals of gentlemanliness and good breeding were typical of
England. It is a nostalgia for the England of the English aristocracy of the British Empire.
The following passage shows Bond in Cannes reflecting on the scene like a man of taste and
leisure. There is a nostalgia for the idyllic element — which is essentially romantic:

“One evening in the early-summer twilight, he sat at a café overlooking the Mediterranean
at Cannes, hearing the chatter of the tree frogs in the pines. How wonderful this little fishing
town must have seemed to its first English visitors, with the softness of its air, the fragrance
of the breeze and the simplicity of life exemplified in its food — grilled fish, salads and chilled
wine”. (DMC 23) Blackpool is presented as a centre of entertainment for the English
working class (cheap hotels, the crowds, the youths on noisy scooters and two-stroke motor

cycles) makes it clear that the person reflecting is a member of the educated classes.
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4.3 A Wilderness of Mirrors

Sebastian Faulks models his characters on Fleming’s but to what extent does he create
characters of his own? The three main characters — the agent, the woman and the villain —
their appearance, behaviour, as well as their relationships are the focus once more.

Ferguson argues that René Mathis in Paris in the sixties is presented so authentically, it is
almost as if the reader were there with him. According to Ferguson the same holds true for
Felix Leiter one of 007’s friends who is introduced with only one hand left, after getting
severely injured by sharks in Live and Let Die. (see Ferguson par 11) Furthermore, Ferguson
mentions that “[b]izarrely, almost every character seems drawn more roundly than the hero.”

(Ferguson par 10)
4.3.1 James!

Although Faulks uses the idiosyncratic introduction — Bond, James Bond, his agent appears
to be quite different. The woman 007 joins at the hotel bar orders a dry Martini — almost the
James Bond cocktail - while he drinks tomato juice - no alcohol at this point. To create even
more confusion, the agent also refuses to come up to Larissa’s room, even though she invites
him. Although the 007 presented in Devil May Care does not initially behave as expected,

the way he is described sounds familiar:

Bond checked himself in the bathroom mirror. The comma of black hair, dampened
by the shower, hung over his forehead. The scar on his cheek was less distinct than
usual, thanks to the tanning effect of the Persian sun. His eyes were bloodshot from
the salt water but retained, despite the spidery red traces, their cold, slightly cruel,
sense of purpose. There was nothing he could do to make himself more presentable
for Miss Scarlett Papava, so he went to open the door. (DMC 191)
All the famous Bond features are there: the distinct hairstyle, one strand coming down his
forehead, the indistinguishable scar on his right cheek, and his cold eyes. The observation of
his reflection resembles the excerpt taken from Casino Royale and included in chapter 2,
where Fleming uses the same features to describe his hero. With that in mind, it can be
pointed out that here Faulks shows great passion for description and detail, resulting in

Fleming-like “magic” in this passage of Devil May Care. Regardless of the circumstances —

James Bond always looks great. There is another remarkable description of 007 in Faulks’
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Bond thriller fairly early in the book:

He stood naked in front of the mirror and looked into his face, with a distaste he made
no attempt to soften. ‘You’re tired,” he said out loud. ‘You’re played out. Finished.’
His torso and arms bore a network of scars, small and large, that traced a history of
his violent life. There was the light displacement of his spine to the left where he had
fallen from a train in Hungary, the skin graft on the back of the left hand. Every
square inch of back and limb seemed to contribute to the story. (DMC 24)
This paragraph represents a short flashback into the agent’s past. Faulks cleverly sums up
Bond’s career, inspecting every individual scar that reminds him of a particular mission, of
all the danger he has gone through — his body simply representing a map. Moreover, the
quote shows that the agent is tired and wants to quit. This notion is mirrored in Liam Julian’s
comment that Faulks’ agent is “weary and tired”, travelling around beautiful places like the
Mediterranean coast and Monte Carlo, being bored with the Cote d'Azur, going to bed at 10
p.m., not drinking, not even enjoying gambling (see Julian par 10) He addresses the fact that
this is not “Bondian” behaviour at all. Naturally, even a famous super spy has moments in
which he is not sure about what to do and how to go on, since he is still human after all. Even

Ian Fleming shows 007 struggling when it comes to drawing the line between good and evil,

as well as being confronted with his limits:

Bond is not immune from the pain of guilt and regret”, Fleming once remarked,
“you’ve got to have a lot of nerve for that sort of thing, and whatever it is that enables
a good killer to function also seems to defeat him in the end. The killer’s spirit begins
to fail, he gets the seed of death within himself.” Even Bond begins to crack under
the pressure in several of the stories. (Burnett 177)

Tobi Litt points out that 007 — like any other human being — is also not invulnerable, neither
physically, nor mentally. Furthermore, he claims that “Faulks' Bond is unmistakably a
wounded man.” (Litt par 5) Injuries leave scars, but also the stress from being under constant
pressure takes its toll on the agent. The challenge for the author — which Fleming has met so
well — is to keep the balance between the two extremes of the machine and the human side
of 007. Showing a possible escape into a different world full of action, while at the same
time provide an opportunity for the reader to identify with the super spy. Faulks has chosen

a slightly different strategy, but still successfully “outsmarted” his readers. He keeps them
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interested by introducing a 007 who behaves a little oddly.

The agent is, however, presented as using his exceptional observation skills. “A man
who travels alone has time to reflect and observe. A man, furthermore, who has been trained
by the most rigorous and secret organization in his country and whose instincts have been
honed by years of self-discipline will see things other travellers barely register.” (20)
In the port of Marseille Bond sees the two men in the black Mercedes 300D Cabriolet as
something odd or suspicious. With this first impression Bond is already beginning his
adventure. The description of the man who later turns out to be Professor Gorner is detailed.
By the intuition of Bond’s trained eye, which sees everything at a glance, the man’s whole
character is, as it were, displayed before us. Particular attention is drawn to the man’s facial
expression and body language: “More interesting than any physical peculiarity was
something the man gave off — a kind of aura. He exuded arrogance. The attitude of his
thrown-back head, the set of his lips and the movement of his wrist as he flicked ash on to
the cobbles conveyed contempt for all around him. But there was something else — a sense
of burning, zealous concentration.” (21) The man, Professor Gorner, is described as “a man
with a mission of such consuming urgency that he would trample anything before him.”
(211). At this stage Bond cannot guess at what mission this may be. The man in the kepi,
here the driver of the Mercedes, whom the reader recalls from the murder in the Banlieu at
the beginning of the novel, gets a briefer treatment because he is of subsidiary importance.
All the details of physical appearance, the physiognomy (the cliché of the “Slavic or East-
European origin”, 21), and the clothing (glove included) are seen by Bond and registered.
They are all to be of significance in the developing story.

Bond getting into workaday civilian clothes has the feeling of getting into a uniform,
a soldier prepared for the fight against the enemies of her majesty. (see 36) His conversation
with his housekeeper contains intimations of period significance — the music of the Beatles
and the Rolling Stones. The drug references connect with the later thematic development of
the novel. There is also the element of the thoughtful Bond. His comment on Chichester (see
37) is not particularly profound or original perhaps, but it does suggest the ability to think
critically about an aspect of human behaviour one would not have thought him capable of it:
after all, his own acts of daring and heroism might be seen as proceeding from the need to

prove something. He could possibly be critical of his own actions.
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Bond’s wide range of skills includes assessing dangerous situations in order to survive. He
stays cool and collected at all times. With six rifles aimed at him, and three Alsatian dogs
ready to leap to the attack he considers his situation rationally and comes to the conclusion
that, on the basis of his criminally flamboyant character, Gorner can be counted upon not to
kill him immediately in secret at his lair. When he does it he will do it in flourish. So there
is no cause for immediate anxiety, although 007 is at his opponent’s mercy. (see 289-290)
Even though the list of dangerous, life threatening situations and serious injuries
seems to be endless, there is always a woman who represents a silver lining for the agent.
Although the female characters keep changing, there is one woman who is consistent in
007’s life; Miss Moneypenny, M’s secretary. The Bond-Moneypenny relationship is
characterised by and constitutes a consistently comic strain in the novels. Miss Moneypenny
is the anti-type of the desirable woman, even her name is not the name of a vamp or
seductress. She is a spinster consoling herself with a secretary’s career, and Bond, who sleeps
with exciting women in the novels, has no intention, it is true, of dropping snobbish sexual
standards to give Moneypenny the thrill of her lifetime. He plays, however, with her
attraction verbally. Faulks does not deprive his readers of this component. One situation
mirroring this is the following, taking place at the headquarters of the Service: “At her station
outside M’s door sat Miss Moneypenny, a tailored Cerberus at the gates of whatever
underworld awaited him.” (38) “Cerberus” is the simile for a gatekeeper and would not occur
to somebody with only an average education. It does not suggest, in this case, a ferocious
and dangerous guardian. Bond’s relation to Miss Moneypenny is entirely affable, even
flirtatious. The adjective “tailored” is interesting, suggesting the trim and elegant outfit of a
superior kind of secretary. Furthermore, it shows that 007 has had good education, since his
register is urbane. All the details in this little passage show sexual behaviour on the part of
Moneypenny: “James’, she said, failing to keep the elation from her voice. ‘How wonderful
to see you.” (38), “her skin was flushed with girlish excitement.” (39) “She crooked her
finger in invitation to him to come closer. As he inclined his head, she whispered in his ear.
Bond felt her lips against his skin.” (39) She is very close to him and draws his attention to
the English word for the chocolates he had brought from Perugia, baci i.e. kisses, as if Bond,

who knows Italian and French, did not know. There is no sexual behaviour on the part of
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Bond, he is courteous, playful, friendly, and completely unexcited. He would not dream of
making love to her. His relation to her combines the playful with the functional.

Devil May Care offers a conversation developing differently:

“You are sweet James. Thank you. Your flight’s at six. You’ve just got time for your
first session of deep-breathing and relaxation exercises. I’ve made a booking for you
at two thirty. On the second floor.” ‘You wait till I get back from Paris,” Bond said, as
he headed towards the lift. “Then I’ll give you cause for heavy breathing.” “Deep
breathing” was the expression, James. There is a difference.” ‘Or if you insist on
splitting hairs I shall have to resort to something firmer. A good spanking, perhaps.
So you won’t be able to sit down for a week.” ‘Really, James, you’re all talk these
days.” (DMC 48-49)

Bond’s reference to ‘heavy breathing’ (49) is provocative, and Moneypenny, who may well
be breathing heavily internally, plays the schoolmistress and pedantically corrects him, calls
him to order with her ‘deep breathing’ (49). The relationship between Bond and Moneypenny
is a joking relationship covering up deeper needs on the lady’s side — she may actually not
be all averse to a ‘good spanking’ (49). Here, too, there is a traditionally English element. In
circles sex is spoken of, spanking is called “the English disease”, which public school boys
cannot shake off after all the spanking they received at Eaton and Rugby. (see Pryor 67)

In an article in The Guardian, Tobi Litt, who compares Faulks’ book to the movies
as well as to Fleming’s novels, comments on this conversation between 007 and M’s
secretary: “This is less delectable flirtation, of the sort we expect from these two, than clumsy
sexual harassment.” (Litt par 4) The range of interpreting this incident goes from this notion
to Sam Leith who refers to it as a “flirtatious exchange”, not important. (see Leith par 13)
Expectedly flirting is all these two do in Devil May Care, since Miss Moneypenny is the
type of a most efficient secretary who can be relied upon in every respect. She likes to flirt
but in the end she only is “all talk” herself.

In Faulks’ spy thriller M’s first appearance is when he calls 007 on his sabbatical,
informing him about being needed back in service: “The party is over.” (DMC 33) What
follows is a serious yet amicable conversation about the upcoming mission. Bond is called
by his first name, told what to do and also warned to be careful. All these features mirror the
fact that M actually sees more in 007 than an employee, he truly cares for him.

Apart from M, there are other men with some influence on Bond’s life and work, his
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colleagues and friends: Rene Mathis in Paris, and Felix Leiter, the American, who was almost
killed by a shark in Live and Let Die. The agent has worked with both of them on various
occasions, and therefore they are two of the few people he can actually trust. Furthermore,
Devil May Care introduces J. D. Silver, who turns out to be working for the “bad guys”.
Although it is still a surprise when Leiter and Darius finally find this out, but it is yet another
example of 007’s natural instincts. When Bond first met Silver he noticed a strange feeling
towards him, a first indication that he might not be trustworthy. The agent does not pay much
attention to this feeling, which turns out to be at the cost of Darius, who is shot by Silver.
This strange feeling is not new for the agent, the women he has met along the way are not
the most honest ones either, as we have seen with Vesper. In Devil May Care the reader once
again encounters a dishonest woman. Not only does she tell him a different name when she
meets Bond, then turns out to be someone else, but in the end is revealed to be a double agent
as well.

Writing Devil May Care — as Ferguson claims - Faulks has “made such a well-
finessed fist of this, it is, [...] a last hurrah for 007, destined to die on the page”. (par 12)
Obviously, Ferguson is not too convinced of Bond’s survival, as well as this specific genre,
which sounds familiar. According to Symons, the whole genre of the spy thriller should not
have existed past 1972. What we have seen instead is a very noticeable flourishing of it,
with an agent facing different time periods, or being portrayed in his original time once
more. This leaves room for the assumption that there will always be a very particular

fascination for the agent of all times, James Bond.

4.3.2 The Monkey’s Hand

Faulks’ Dr Gorner stands in the tradition of the villain in Fleming’s novels. Many of the
Bond thrillers if not all give the chief villain an anatomical peculiarity or deformity. Fleming
and Faulks are perfectly aware that physical deformity is a problem and a disadvantage to
people. But the deformities they go in for are unusual, even spectacular, and become the
monstrous outward sign of the creature’s inward or moral deformity. Liam Julian puts
emphasis on the fact that “Julius Gorner has the makings of a first-rate Bond villain” (par

14), for various reasons. First, there are his particular features:
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The palm was long and flat, whitish-pink on the underside, black and wrinkled on
the back. The first joint of the fingers was exceptionally long, and the blackened nails
were triangular. All the skin was dry, and deep with simian lines. The thumb was
short and set so far down towards the wrist as to be of no use working with the other
digits. From the knuckle upward, the thing was covered in thick, blackish-brown hair,
like a chimpanzee’s. Midway between the wrist and the elbow, the forearm became
aman’s. (DMC 224-225)

Dr Gorner’s ‘congenital deformity’ (45) of a monkey’s paw suggests that his moral depravity
is innate. It is not merely a matter of what he does but also of what he is. He is not simply
inhuman in having physical characteristics which belong to the animal world, specifically of
a type of animal which is a travesty of the human. That Bond has already seen him and
registered the monkey’s paw without realising it gives an element of determinism and
destiny to the relationship between hero and villain.

Furthermore, Professor Gorner’s henchman Chagrin is also an ugly man: “He had
yellowish skin, narrow eyes with the epicanthic lids of the Orient, and flat, inert features.
There was something half dead, or at least not fully alive, about him Bond thought. He had
seen that lifeless flesh once before, in a stroke victim.” (DMC 76) We have already had
preliminary glimpses of him hovering about the night in suspicious circumstances, described
formulaically with the epithet “the man in the kepi”. The description of him offers a cruder
and more obvious version of all the things that disconcert us. He is not English but quite
definitely Chinese-looking. Indeed, more than foreign, he is hardly even human. He seems
to be the walking dead. (see 76)

Dr Gorner as presented by M is monstrous not only in his wickedness (‘He has a lot
of blood on his hands already.’,48) but also in the multiplicity of scale of his talents. Things
that, listed in moderation, as part of the achievements of a sympathetic character would be
ground for admiration, become in the description of Gorner ground for horror and unease.
Bond sees Gorner as a ‘jack-of-all-trades’ (41) implying that he is master of none perhaps.
But M corrects him and takes Gorner away from the cliché towards monstrosity (‘a master-
of-all-trades’, 41) — he cannot be dismissed ironically in the way Bond tries to. Gorner is not
‘some old dope peddler’ (47) but a dangerous man ‘intent on destroying the lives of millions

and so undermining the influence of the West’. (47)
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Again part of our unease can be traced to the English distrust of the intellectual: the English
idea of a gentleman is a sportsman, not an intellectual. If he is intellectual (academic), he
has the good taste to be discreet about the fact. Gorner, however, makes an exhibition of
himself. His versatility in the things of the mind since Gorner holds degrees from several
universities, (see 40f.) is a prelude to the criminal versatility he displays in business. (41f.)
Already as a young man, in the war, he was able to fight first for one side and then for the
other (see 41). All his abilities are only the equipment necessary for the perfect opportunist.
He always wants to be on the winning side.

For an English gentleman the important thing is not whether you win but how you

play the game. Typically Bond as a public schoolboy and sportsman finds the lack of
standards of fair play in the villainy of Gorner disgraceful. (see 50)
M believes that Gorner may “turn out to be a major threat to national security”. (41) That
America has already gone the way of the third world, because “[t]here are already three
quarters of a million heroin addicts” (44) is an implied value judgement. England has not yet
sunk to the level of the third world but is “heading the same way”. (44)

The problem as M presents it, although he stresses the unprecedented nature and
scale of the threat involved is firmly linked to the preoccupations and point of view of
English spy novels: “It’s going to be something big. Very big indeed.” (40)

The threat comes to the Western way of life which is in danger, if the threat succeeds,
of sinking to the level of a third world country. M is talking specifically of the effect of an
unleashing of opium derivatives on the drug market. (see 42f.) That America has already
gone the way of the third world i1s an implied value judgement. England has not yet sunk to
the level of the third world. There is a certain complacently unconscious sense of cultural
superiority involved here, which is, in fact, dated. Today the third world would be seen by
liberals as an aspect of the cultural diversity of the world and even an example from which
Western countries could learn something — the decline of the West to the level of a third
world country would not simply be economic but socio-cultural and moral. Today we do not
even speak in English of the third world but of developing countries, threshold countries.

In this complacency there is also a class element, an element of social superiority —
M is worried about “our best young people who are at risk” (44f.). He is thinking in terms

of career elites, not of butcher’s boys and cobbler’s apprentices.
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Clearly, for all the modernity of the scene and sophistication of the approach, the Bond
novels are close in spirit to the naively and crudely class-conscious world of the Bulldog
Drummond novels. (see Symons 232)

The picture of Dr Gorner drawn by M is the picture of an arch-villain, again in the
tradition of the monsters of wickedness responsible for all villainy in spy and crime novels
from Conan Doyle to Sapper. The stress is on the traditional character of the villain. (see Eco
151) Even with a warning given; “Dr Gorner is potentially the most dangerous man the
Service has yet encountered.” (47) - he is someone of whom the champion of Western values
has to be afraid. Dr Gorner fits in every detail into the traditional villain scheme of English
spy novels and novels of international crime. The great master in this area is the writer Sapper
in whose novels the English public schoolboy detective, Bulldog Drummond, has for
opponents European Communists, frequently Jews. This is the part the naive racial
superiority of the race that ruled the world. But more importantly, it is a response to the
anarchist, communist and socialist tendencies on the Continent, which people like Sapper
were afraid could spread to England and destroy the monarchy and the social order. The
tradition continues, even without the urgency of immediate events. Fleming starts in the
30ies and goes into the 60ies. (see Eco 162) With Faulks it may be simply the tongue-in-
cheek use of literary cliché. In Faulks’s modern vision it is politically incorrect to have a
Jewish villain but you can have an East-European with “high cheekbones and narrow eyes”
(21).

Dr Gorner has a cultured English accent when he speaks (see 81) but he remains an
East European criminal. He has a “slight Baltic thickening of the vowels” (80f.) which
betrays his racial origins and suggests that his attempt to be the perfect Englishman is
unsuccessful, although not everyone might notice it. He is a fraud and not a genuine article.
The fact that Gorner has the paw of a wild animal again puts him outside the norms of an
English gentleman. The glove he wears on his left hand is not part of the dress of a
gentleman, it looks like an unmanly affectation and functions as a disguise: the animal
masquerading as a gentleman.

Bond plays cricket, he is a gentleman. Cricket is the essence of fair play. Tennis is a
civilised social pastime practiced in English country houses with lawns. And, for Bond it is

an easy passage from one gentleman’s game to another. Dr Gorner may play tennis but like
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the glove he wears it only is an imperfect disguise for a man who is not a gentleman. The
tennis match between Bond and Gorner illustrates the opposition between the two men and
what they stand for.

The title of the chapter devoted to the tennis match is “Not Cricket”: a witty allusion
to the public school English tradition of sport as a symbol of justice and fair play. Attention
is drawn to the fact that Dr Gorner does not offer anything like fair play. His game is “not
cricket” in the idiomatic sense of the term. This is not to say that tennis is a game where you
can be unsporting. All sport in English tradition is training in fair play and justice. But cricket
being the quintessentially English sport is, therefore, the quintessence of what is fair and
just. The behaviour of Dr Gorner from the start, his impolite silence and the brutal insistence
on his usual court (see 80) point to a man what in German is called a “Kraftmensch” or in
weaker modern English “the alpha male”: “Without speaking, as though he merely expected
Bond to follow, Gorner led the way upstairs.” (79f.) Dr Gorner lives by power, which is not
distinct from violence. He does not simply live by it but in and through it. The essence of his
nature is primitive arrogance, egoism and violence. The attendant appearing to please him is
the ideal sort of person to work for Gorner because he illustrates the servility that creates
despotism. Form Gorner’s point of view, in an ideal world, he would meet no equals, no
challengers to his claims but only servants and flatterers.

Dr Gorner cannot see or still less accept the humanity of anybody who stands in his

way, who opposes his wishes. He looks at the marshal as a “spavined old horse” (80) which
he is about to kill. Not like a gentleman with a gun but like a vet with poison. Gorner insists
on having his Court Two speaking “very slowly” (80) as if the marshal were an idiot.
To Bond he suggests that he had insisted on Court Two with an eye to their mutual comfort
although the reader is perfectly aware that the insistence has more to do with a demonstration
of his despotic power. The marshal’s “I shall ask the gentleman to move to Court Four
straight away” (81) clearly suggests that nobody else has any rights in this context. The only
right is the arbitrary will of Gorner.

The game itself over and over again illustrates the unsporting nature of Gorner and
his absolute determination to win by foul means if necessary — there are several interruptions
on his part of Bond’s serve pretending always to be motivated by solicitude for the comfort

and safety of his guest. The pretence breaks down when Gorner actually comes close to
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quarrelling with Bond over the validity of his last shot, questioning the decision and speaking
of poetic justice, and paradoxically and cynically invoking the idea of fair play and
Englishness: “My dear Mr Bond, if your idea of English fair play is to question a man at his
own club, ...” (87). The point is that Gorner is neither English nor plays fair. All he wants to
do is win. The interruptions of the game including the “call of nature” (90) are all calculated
to put Bond off his game. The distractions, however, make Bond concentrate harder.

Gorner raises the stakes in order perhaps to punish the presumption of Bond trying

to defeat him. Gorner knows that for Bond 1000 Dollars is a real loss which for him would
be peanuts merely. Faulks comes out openly as he makes Bond realise that all of Gorner’s
behaviours amount to a threat: “You can’t beat me, Gorner was saying, and it’s foolish to
try. Be sensible, be realistic, let me win and it’ll be better for you in the long run.” (92)
The threat does not work because Bond, in contrast to Gorner, has the virtues of an English
gentleman: he is firm, concentrated and pragmatic. Unlike Gorner whose complete fagcade
breaks when he smashes his racquet on the ground and cries out in frustration. It is clear to
Bond that tennis, “more than most games, is played in the mind. Anger is useless unless it
can be channelled and kept under control — as a key to concentration”. (88)

A touch of ironic comedy rounds off the match, when we learn that Bond wins the
game not merely playing so well but because Scarlett is manipulating the net by remote
control having taken over the task from Gorner’s henchman, Chagrin, the man in the kepi,
who had been busy manipulating the net to Gorner’s advantage.

The serious note on which the chapter and the encounter ends is provided by the
details of Gorner looking into the eyes of the victorious opponent for the first time, being
forced to recognise the existence of other people, specifically of James Bond. His reaction
is “violent hatred” (96) and finds expression in the cliché threat of a rematch, which his
opponent will not so easily win.

The second match is, of course, the contest between the two antagonists, Bond and
Gorner, which will make up the substance of the story. The tennis match is symbolic and a
foreshadowing of the hostilities between the two men.

That Gorner’s real passion is business may be forgiven (ideally a gentleman’s economic
basis is the ownership of land) but what cannot be forgiven are the unfair and cut-throat

methods he uses. Again it is the standards of fair play that are invoked. Of course, quite
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literally, the incapacity for fair play is demonstrated in his behaviour on the tennis court
where fairness and sportsmanship originally come from.

When Gorner holds James Bond and Scarlett captive, he feels safe and reveals what
he is going to do. To demonstrate his power, he shows 007 his factory and tells him all about
his plans. “We have two shifts of twelve hours each,’ said Gorner, ‘so we’re never idle. That’s
a further economy that none of my competitors can make.” (222) Very confident in terms of
his line of action ‘Gorner stood up, and the panel behind him opened. ‘And now,” he said,
“it’s time for the evening entertainment. Come over here, Bond.” (227) This is how Bond
experiences it: “Bond found it hard to look at this man with his yellow hair and demonic
sense of purpose. He seemed to be beyond reach, locked in a world where ordinary human
concerns couldn’t touch or weaken him.” (DMC 222) Typical of the Bond thrillers is the

moment the villain describes his plans to 007:

[...] the megalomaniac mastermind — Blofeld, Rosa Klebb, Hugo Drax — always
comes up with the perfect plan, carefully worked out to the last detail. Said evil
mastermind also possesses expert henchmen, a high tech lair, and seemingly infinite
resources. World domination or world destruction is just within his (or sometimes
her) grasp. The countdown has started; nothing can go wrong. (Dirda par 6)

“For a moment, the arrogance had the upper hand. So delighted was Gorner by his own
cleverness that any caution he might have had about divulging the detail of his plans had
gone.” (272) “Tomorrow,” he said, when Bond and Scarlett were kneeling at gunpoint before
him, hands behind their backs, ‘is a day [ have been waiting for all my life. Tomorrow I shall
launch an attack that will finally bring Britain to its knees. Like many of the best military
plans, it will have two prongs — a diversion and a main thrust.” (272)

One possible explanation of this sudden trust of the antagonist is rooted in a very
clever strategy James Bond uses. He gets caught, acts according to the rules of the villain,
up to the point where he is convinced that there is no way for the agent to get out alive and
starts sharing his secret plans. What might look as if 007 has already given up, is in fact a
mere trick to outsmart the evil opponent and be victorious in the end. Due to Bond’s
behaviour the villain gets the chance to stay calm and collected. Gorner prefers to use 007

for a constructive purpose while killing him. “And I can’t send addicts, so I'm having to
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waste real men. I want you to go to Zabol with Chagrin.” (227) “I think it would be an
education for you.” (227) He invites Bond to fly the plane that will kill him and he does so
with a flourish: “Shall we play?”, which reflects his calm and collected attitude. Dr Gorner
would like to appear like the sporting gentleman and an Englishman when taking his revenge
on the man who exemplifies these qualities authentically. Gorner knows that he himself is
not authentic, which explains his hatred of the “genuine article”.

The antagonist’s secret hideout often mirrors his megalomania, it creates an
atmosphere of disgust or fear. Gorner’s office is a perfect example of that. Almost everything
— from the bottom to the top — is poppy red. (see DMC 213) Poppy red is reminiscent of the
poem “In Flander’s fields the poppies blow”, the most popular poem about the First World
War. In this poem written by a Canadian soldier the red of the poppies stands for the blood
of people lost in battle, as well as the fact that even at a place where a lot of terrible things
happen, life comes back eventually. (see Encyclopaedia Britannica) Here the poppy red
expresses aggression and madness. It reminds the reader of all the blood this maniac has on
his hands, all the people that have died because of him.

In Devil May Care it is M who first mentions the “Russian link™ in his initial meeting
with Bond. He describes the new mission to Bond and repeatedly emphasises how dangerous
this group of people is. (see DMC 48) It seems impossible to present a Bond thriller without
any connection to Russia. At a later stage in the book, it is Julius Gorner himself who
mentions that he has quite a number of friends in the Soviet Union, amongst them even some
members of SMERSH. (see DMC 274) This very idiosyncratic connection supports the

notion of Julius Gorner being another perfect Bond villain.

4.3.3 Quite a Girl

We have met countless women in Fleming’s Bond novels, ranging from associates of the
villain who change sides to double spies. Devil May Care does not follow this established
pattern, but what is done is a rather clever move. Faulks introduces Larissa Rossi, whose
first contact with Bond seems to happen “accidentally” when 007 is in the lobby of his hotel

in Rome, on his way out for dinner. She drops her bag fairly close to him to start a
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conversation. She is beautiful, he is attracted to her and yet, he refuses to go to her room

with her. Just how much he is intrigued by her is mirrored here:

Early thirties, bored, he thought, part Jewish on her father’s side. She had a beautiful
mouth whose upper lip stiffened into something almost like a pout. Her skin had a
light honey glow, but her air of innocent respectability was a front. There was an
unrepentant wildness in her eyes. She would have to pretend that it was all an
aberration that she was ‘not like that’, but that would only make it more exciting for
both of them. (DMC 29)

Sebastian Faulks’ main female character is not an ordinary girl, not that any of the Bond
women ever were, but this is new. It could be claimed that she is a “three in one woman” —
Scarlet, who - unknown to Bond - is a double zero agent, her sister Poppy, who is captured
by the antagonist, and Larissa Rossi, a woman married to a business man spending a lot of
time travelling, often alone. Thus Faulks unites different types of women in one person,
conscious of the decade he has chosen as a setting. Aware of the 60ies picture of the woman
as the housewife, Faulks mocks this notion: “I’'m quite a home girl, really.” “Of course you
are,” said Bond.” (DMC 29)

Sebastian Faulks introduces the woman as a spy. Like James Bond, she has to play
different roles in order to carry out her mission. Consequently, she pretends to be a wife
joining her husband on business trips, she makes 007 believe that she is actually a worried
sister, trying to get his help, when finally, she turns out to be a double zero agent too. It seems
rather surprising, since James Bond would be expected to suspect something considering his
experience. In this connection, it can be argued that he did not realize either that Vesper was
a double agent in Casino Royale either. Although Vesper is described as dangerous but
interesting, Faulks too presents a clever woman who successfully manages to fool Bond.
Keeping in mind that the role of women at the time was restricted to household and children,
it can be summarised that Fleming’s female characters do not match the expectations of the

society of the 50ies and 60ies, and neither does Faulks’ Scarlett.

The following quotation presents this most self-possessed young woman and also highlights

her beauty. It is also another example of a very detailed, Fleming-like description:
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Sitting in the uncomfortable gilded armchair beneath the imitation Louis XV looking-
glass, her long legs crossed and her empty hands folded in front of her breasts, was
one of the most self-possessed young women he had ever seen. She had long dark
hair, held back by a scarlet ribbon in a half-ponytail then falling over the shoulders
of her suit. Beneath it, she wore low-heeled black shoes. Her lips were painted red
and were parted in an apologetic smile. (DMC 57)

Additionally, the quotation below supports Scarlett’s elegance, while at the same time it

expresses the tension between her and the agent, which various critics have claimed to be

missing:

Her large brown eyes flickered and refocused as the fields went by. Her mouth was
slightly parted, and he remembered that stiffening of the upper lip when she was
aroused. She pushed a strand of black heir behind her ear. Did she know he was
watching? Why else reveal the perfect pink shape of her ear, so delicate and exactly
formed that it was all he could do not to lean across and kiss it? (DMC 358)

Scarlett is not simply the sex interest of the novel. She engineers Bond’s entry into the club
with considerable subtlety and understanding of the people she is dealing with. (see 74-75)
The reader is not surprised in a later chapter that she is a new spy herself. From the beginning
she clearly has all the makings of one.

In summary it can be said that the women are functional and erotic. They are clever,
resourceful and helpful to 007 and they entertain him in bed. Sometimes they may lose their
lives in the course or at the end of the novel. This is because Bond must be kept free and
available for further erotic episodes in the novels to come. They are nor helpless, decorative
and sexually stimulating merely, as - for example — in this situation: When during 007’s
captivity Scarlett hides in an aeroplane she is acting with an eye to her own safety and
Bond’s. She does not sit down and weep. Taking action is also what Vesper does in Casino
Royale. Even though she and Bond have an undeniable connection, she cannot get carried
away, waiting for the hero to handle the situation. She has to take care of it herself by taking

her own life.
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4.4 Words in Style

According to Guth and Rico “[s]tyle is the manner in which a writer uses language to create
his or her reality.” (267) This does not hold true completely for Devil May Care. Faulks not
only faces the challenge of revealing the book’s own reality, he also uses language to re-
create the world of Fleming’s super spy. A difficult undertaking, since — as the cover of the
book reveals “writing as lan Fleming” is not the same as “writing like Ian Fleming”. In a
way this can be interpreted as playing a game, assuming a role, an identity to show the reader
that he can. It is something like going to a fancy dress party dressed up as a pirate. Although
Faulks manages to imitate the Bond creator’s style in certain respects, no one can ever write
exactly like someone else. Faulks’ attempt was to write the very best of Bond, to make his
pirate costume believable.

Liam Julian criticises that Faulks does not deliver a proper Bond experience, he calls
it inauthentic, which is a bit overdone (see par 18). Nevertheless, he acknowledges that trying
to write as one of the most popular thriller writers of all times is a big challenge. Faulks
himself - after he was asked to write a Bond thriller — repeatedly stated that he was surprised
and not certain whether he was the right person to write it. Furthermore, he said that the
genre differed from what he generally wrote, but that he was, of course, intrigued and
honoured. (see Julian par 9)

Liam Julian goes even further as to claim that the title does not match the content of
the thriller, which he words as follows: “The novel is titled Devil May Care, but its sentences
bespeak an attitude more fitting for Devil, Don't Stay Out Too Late.” (par 16) He misses the
typical devil-may-care attitude of the agent, who — in his opinion — is too tame when it comes
to the consumption of alcohol and consequently the behaviour that goes hand in hand with
such a habit. (see par 16) What Julian misses here is the stylish recklessness with which
Bond risks his own life and plunges into the adventures of saving the world, one
interpretation of the title. Another explanation may refer to the diabolical character of the
world in which Bond and his villains move, which again is not seen so much in terms of
morality as of wicked excitement. What happens is not divine providence but diabolical

contrivance.

87



Moreover, commenting on the language used to refer to the other sex and also to interact
with women, Faulks does not provide the reader with “[...] the titillating, mildly offensive
passages about breasts and behinds that Fleming amply provided, preferring instead sedate
language that wouldn't raise eyebrows in the convent library.” (Julian par 17) According to
Julian, what is presented is only “idle chit-chat”. (see par 17) Although talking about “idle
chit-chat” seems to be far-fetched, it can be stated that what is presented in Devil May Care
does not come close to what readers are used to in Fleming’s Bond thrillers, as for example:
“Then he stood up and wrapped his arms round her. ‘You can take that skirt off now, if you
like,” he said.” (197)

One of the characteristics of Fleming’s books, Nash argues, is the “irresistible
opening” — something has to happen that makes the reader curious and willing to find out
more. Devil May Care starts with a brutal murder but no obvious reasons are revealed right
away. The reader is drawn into the story immediately and wants to find out what is behind
the murder. This situation also touches upon the dominant topic of killing, which shall be
elaborated on in more detail later.

Analysing Fleming’s use of language, Umberto Eco states that he simply writes well,
which he explains by Fleming’s use of several expressions and an idiosyncratic style,
influenced by aspects of Gothic fiction. (163) According to Litt, Faulks does not manage to
do the same: “[...] Sebastian Faulks can't write as Ian Fleming because he doesn't write
anything like as well as Ian Fleming - not as elegantly, vividly, wittily, excitingly. It's a bad
mistake because, if it weren't for this act of hubris, you'd probably say he'd pulled it off.
Just.” (par 11) It can be summed up that Liam Julian and Tobi Litt present a rather negative
critique of Devil May Care. Michael Dirda even goes as far as calling “Devil May Care
[...] surprisingly unimaginative” (par 14)

In contrast to Dirda, but in agreement with various other critics, Euan Ferguson holds

a different point of view of Faulks’ work:

The pages turn over increasingly quickly. He evokes scenes with deft skill: recreates
a time and a world with great brio, and manages it with the block script of Fleming's
journalistic nature rather than his own more cursive style. The suits, the planes, the
coffee, the cigarettes: a worsted world is right back with us, and there is sensory
delight. There's Paris, Tehran, Regent's Park, the Caspian Sea ... (Ferguson par 5)
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He also claims that “Faulks has done in some ways an absolutely sterling job. He has resisted
pastiche.” (par 3) According to him, Sebastian Faulks has not only managed to give the
reader access to the world of James Bond in the 60ies, but has also avoided making it
unbelievable and ridiculous. Devil May Care is nothing like the James Bond parodies
published in recent years.

Another critic who considers Sebastian Faulks’ Bond thriller a success is Roger
Jones, who stresses that: “Faulks has set Devil May Care in the Middle East during the Cold
War and captures both Fleming's journalist's prose style and the period milieu beautifully.”
(par 3) The following quotation mirrors the journalistic style mentioned by Jones: “The grey
Cadillac crept quietly forward through the semi-tropical night, with Hamid, on Bond’s
instruction, keeping to a sedate pace. The windows were open to the mingled sound of the
waves on the seashore to their left and the cicadas in the palm trees on the right. The perfume
of the orange groves was powerful in the stillness of the air.” (DMC 202) With these lines
Sebastian Faulks paints a picture with words and makes it possible for the reader to actually
imagine the car driving there, in the beautiful landscape. Faulks faces no problems when it
comes to writing like a journalist, since he — like Fleming — has experience in the field of
journalism.

Another interesting passage from Devil May Care that reveals this detailed
observation, is the moment Bond sees the villain for the first time, without even knowing

who he is yet:

Bond found himself looking at the man’s companion, who remained in the open-
topped car. He was about Bond’s own age, of possible Slavic or East European origin,
he judged, from the high cheek-bones and narrow eyes. His straw-coloured hair was
oiled and driven back straight from his forehead without parting. He was dressed in
a beige tropical suit, probably from Airy and Wheeler, with a pale blue shirt and
scarlet tie such as one sees in the windows of Jermyn Street. The carriagework of the
car shone with a deep black gleam and the burgundy leather seats had been buffed to
a factory finish. But what held Bond’s eye was the fact that the man affected a single
driving glove. (20-21)

Although the novel offers focus on certain details, it has to be pointed out that Devil May
Care does not contain page after page descriptions the original Bond thrillers are so famous

for.
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The first part of the book is characterised by humour. Sam Leith even goes as far as to
identify one particular event in Faulks’ book as “slapstick” — when a dog gets caught under
the wheels of Professor Gorner’s car - which is not Fleming’s style at all. (par 8) Slapstick
does not necessarily mean that the reader has to laugh, it can be seen as an example of what
is called “comedy of cruelty”. Furthermore, it can be interpreted as an “indirect method of
characterisation”, meaning that from what the characters do or say we can deduce traits of
their character. In this case it is cruelty, not caring about a creature, since they do not stop
but keep driving. It is argued that Fleming’s thrillers are significantly less humorous.
However, they definitely contain some humorous passages as well, although they tend to be
less obvious. He used a lot of irony in his thrillers, which sometimes is done so carefully that
it could be missed easily.

Bond never shows the slightest difficulty when it comes to communicating with people
in foreign countries. When Bond meets his driver in Iran for the first time, after a short
introduction, this is the way the conversation continues: “I take you to Caspian Sea. You
bring bathing trousers?” [...] ‘Yes’, said Bond. ‘I bring bathing trousers. Among other
things.” (DMC 169) What happens here is 007 adapting to Hamid’s style of talking. The
driver does not speak grammatically correct and Bond only repeats what was said. One
explanation why he does so is to avoid making Hamid feel uncomfortable, since his English
is far from perfect. Another interpretation could be that this short conversation is intended to
make the situation seem less serious than it was. Both 007 and Hamid know that they are
about to leave for a rather dangerous trip. Faulks brightens up the mood by adding a comical

aspect, without ignoring the danger involved.

45  ‘Shall We Play?’

“Themes are ideas organically embedded in an image, action and emotion. Although they
have something to tell us about life or human nature or society, what they say comes to us in
a different language from that of official guidelines [...].” (Guth and Rico 227) These two
critics also claim that putting the human meaning of a story into your own words is what is

done when you formulate a theme. (see Guth and Rico 222)
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The location offered by the tennis club is not itself loaded with tension. It is a more or less
public place but it has a character in keeping with the fundamental theme of the novel: the
English as the norm against the rest of the world, which tries unsuccessfully to imitate them.
Bond knows even before he goes to the club what kind of place it will be: “After a shower,
Bond changed into a sea-island cotton shirt, short-sleeved, charcoal trousers and a blazer. He
wasn’t sure what the dress code of the Club Sporting de Tennis would be, but in his
experience such places in France generally tried to out-British the British in their display of
checks and loud ‘club’ ties.” (72) Bond’s character is displayed to advantage in every
connection. He does not, at the club, go into his tennis game blindly. He does not assume
that he will win because he is good at all sports. He checks the team table and draws
conclusions as to the quality of Gorner as an opponent in tennis and in more serious matters.
He does not underestimate him. (see 74)

One of the best examples of a motif is the aspect of killing. When it comes to a James
Bond story, the reader has to accept that evil things happen, for instance people being hurt
or killed. It is according to the rules of a Bond thriller that sometimes those who do bad
things get eliminated. (see Merry 57-58)

In the light of this, the murder of Yussuf Hashim at the beginning of Devi/ May Care
can be justified. Through Rene Mathis’ investigation the reader learns that the victim is a
criminal associated with drugs, therefore it does not come as a surprise that he has to pay for
it at some point. The reader also accepts that the antagonist of the spy is killed, since he is
the worst of all evils, the archenemy. In Devil May Care Julius Gorner does not die through
a bullet of James Bond’s gun. After a fight he falls into the water and gets torn into pieces
by a giant paddle steamer. This incident is an example of what Bruce Merry comments on,
when he states that the author is concerned about keeping the story exciting, as well as
making it justifiable to have certain people killed. (see 57-58) In Devil May Care the
description of Gorner dying in the water may be a little grotesque, but it definitely adds to
the action-packed atmosphere of the thriller.

This acceptance of death enables an immersion into the world of 007, as stated here:
“Fleming’s novels require much wilful suspension of disbelief, but once their readers yield

to the world of James Bond -- where the women are all beautiful and available, where villains
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are all deformed megalomaniacs, etc. -- they are on safe ground” (Julian par 15) In
accordance with Liam Julian, who criticises that this is not the case in Devil May Care , some
events are too far-fetched. The fact that the evil opponent has a plan B simply is too much.
(see Julian par 17)

“One of the most prominent themes running throughout Fleming’s novels is his
commentary on life in the espionage trade.” (Burnett 177) This quotation reveals the mere
fact that real life spy work differs a lot from what is presented in the Bond thrillers. (see
Merry 57) Agents in real life are usually the ones operating in the background, with no one
even aware of anything happening. There is one representative incident in Faulks’ thriller,
which would never happen in reality. Faulks stages a fight between Bond and the villain on
a tourist boat — a public place — but a real-life intelligence agent could never afford to attract
that much attention. (see Merry 78) Concealing his actions is a crucial part of a non-fictional
agent’s job. One iconic observation made by Burnett is that on the one hand he considers the
life of an agent “largely romantic”, but in terms of real life business he regards him as
unprepared. On the other hand, he claims that the lives of most readers “are even more
intensely dramatic and adventurous.” (see 178) “Fleming reminded us that we would never
completely understand the lives of those in the secret service, but that our own individual
lives are every bit as exciting as anything James Bond does.” (178)

The ongoing fight between good and evil in Devil May Care reveals various facets,
as for example the endangerment of Britain. Julius Gorner shows his deeply rooted hatred
of Britain again and again and tries everything to destroy it. It is the agent’s duty to defend
his country.

The concept of the knight in shining armour is old, but it never grows old. “Bond’s
popularity continues because he is still seen as a lone Western warrior against the tide of
oppression and terror that continues to swell throughout the world. Democracies will always
need their heroes, and Fleming’s superspy is poised to fill that role for decades to come.”

(Burnett 179) Fleming has created the groundwork for the concept of an eternal super spy.

92



4.6 Symbols

4.6.1 A Ship with Wings

A passion Faulks’ Bond shares with Fleming’s agent is the one for vehicles. One of 007’s
most treasured hobbies is driving his car, his grey Bentley to be precise, as we have learned
from Ian Fleming’s thrillers. This is also the case in Devil May Care: “Bond’s proud
possession is [...] the Bentley Continental he’d had rebuilt to own specification” (37).
Without doubt, driving a car is associated with masculinity and with power. James Bond can
be called the epitome of masculinity, he never encounters any problems in controlling a
vehicle, regardless of the kind. A car, a lorry, a motorbike or any other machine, he can
handle it. Consequently, it is no surprise that he also knows a lot about vehicles, apart from
his passion for driving them. This can be seen when Bond mentions details about a vehicle
Scarlett drives when she comes to pick him up. (see DMC 72) What is surprising though is
that in this particular situation he does not drive the car himself, it is Scarlett. It could be
concluded that he is not demonstrating power in this particular situation, it is the woman
who is in control. Of course, there are many other situations where Bond is in control, for
example when he is chased to the airport by two motorbikes and successfully manages to get
rid of them by driving the way he knows best, fast and rather furious. (see DMC 52)

A completely different type of vehicle is the “Caspian Sea monster” - “[A] fast, low-
flying amphibious vehicle that could cover large distances under radar.” (DMC 180) People
who cannot grasp what it is, simply call it a monster. It is actually used by the villain for
trading certain substances. Categorising something unknown as a monster reveals behaviour
known from ancient times. People then - because science was not developed as far as it is
today — made up explanations for the world around them. This was their way of coping with
phenomena beyond their imagination.

Another interesting vehicle — or vessel rather - is the Huckleberry Finn, a Mississippi
paddle steamer used as a tourist boat, which is in Paris for only one month on loan to the
city. (see DMC 108-109) This vessel eventually kills Gorner when he falls into the water
after a fight with Bond. He gets below its wheel and is torn into pieces. This incident can be

considered quite ironic, since what leads to the antagonist’s death is a vessel which is only
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there for a rather short time period. In this decisive situation the agent did not have to make

use of his gun or any other gadgets, whereas throughout the mission he has to.

4.6.2 The Belly of the Beast

Faulks’, like Fleming’s Bond uses very basic things to operate with:

Bond, who didn’t like gadgets, hadn’t bothered to familiarize himself with it. It was
only with considerable reluctance that he had been persuaded to carry a Ronson
Varaflame lighter, whose apparently regular side-action in fact triggered a small dart
with a poison that could immobilize a man of average build for six hours. For the
rest, he preferred to travel light, trusting to his reflexes and, if necessary, the stopping
power of the Walther PPK. Even the silencer he viewed as an encumbrance likely to
cost him precious moments to fit or, if already in place, liable to snag on his clothing
as he drew. (DMC 170)

Another example of that notion is expressed in the following lines:

He closed the shutters, pulled a hair from his head and stuck it across the crack
between the bathroom door and the jamb. Then he opened the concealed
compartment in the bottom of his case, took out some ammunition, refilled the
Walther and replaced it in his shoulder holster, making sure no bulge showed beneath
the coat of his suit. He shut the case and sprinkled a fine grey talcum powder over
the combination lock. (DMC 55-56)

Although Devil May Care reveals the same simplicity as the original Bond thrillers in terms
of the gadgets used, there 1s a difference in how they are handled. In Devil May Care 007
does not actually like gadgets in general. Having arrived at the hotel in Paris - M’ s orders
get him there because this is where Gorner is probably staying — he searches his room. Bond
fully accustomed to the features of the situation checks his room for bugging devices and
takes the usual precautions which will ensure that he knows if and when an intruder gets into
or has been in his room. Interestingly, the agent is distracted by Scarlett and consequently
forgets to check the little “gadgets” he had prepared before he left the room. Instead, he
checks the room and the bathroom with his gun — a Walther - pointed and ready to shoot at

all times. (see DMC 58)
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On quite a few occasions the Walther PPK — a reoccurring Bond gun - is mentioned, which
is the most prominent gun in Devil May Care. Still, at one point 007 wishes for his old
Beretta, since it is small and can be hidden anywhere. The reason why he does not have it
any more, is because it is considered a “lady’s gun”. (see DMC 201-202) What Faulks has
done here, is to mention the Bond gun — the Beretta — but at the same time to find a reason
why he does not use that type of gun any more. James Bond — the epiphany of manhood —
cannot be associated with something even remotely feminine. Thus Faulks presents his agent
more masculine than ever.

In the end the most powerful “gadget” is Bond himself. It is the combination of
everything he knows and is capable of doing. Due to his exceptional observational skills and
his striking confidence he manages to adapt to any given situation effortlessly; he is able to
communicate in any language, talk women into sharing a bed with him and get out of any
hazardous and hopeless trap. He simply knows how to walk this fine line between being a

gentleman and a macho, using the circumstances in his favour.

4.6.3 Zlatoust-36

At the beginning of the book the reader is introduced to an 007 who stays away from alcohol;
this changes after he gets sent on a new mission and consequently starts drinking again, not
anything but Johnny Walker Black Label. (see DMC 51) Bond is not an aristocrat but he is
upper class and he illustrates the aristocratic standard. His special cigarettes, especially made
for him, for example, the wine, the champagne are all part of his exclusive otherness. Dr
Gorner tries to be different and succeeds, but not on the aristocratic level, not even the human
level. He is not a man, he is a monster.

Faulks’ Bond smokes, not the Chesterfield he is offered by Larissa, but his own: “She
lit a Chesterfield and held out the packet to him. He shook his head and took out one of his
own. He had long ago finished his supply from Morland’s, but had managed to find an
enterprising tobacconist at the foot of the via Condotti who had made him up five hundred

Turkish of passable quality.” (DMC 27)
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The reader encounters an agent as particular as ever when it comes to his cigarettes.

Not only 007 stays true to his brands; Larissa, and Scarlett later, smoke Chesterfields. This
brand — apart from Bond’s beloved Morlands - appears to be the most popular cigarette brand
in the James Bond thrillers in general, since it is mentioned in several of Fleming’s thrillers
as well. In Devil May Care the agent himself lights one of them, simply since those are the
best American cigarettes he was able to get in the hotel. (see DMC 170)

James Bond without a gun is like the ocean without water, impossible to imagine. In
Devil May Care he often does not have too much choice which weapon to use in a certain
situation, but the Walther PPK seems to be the most prominent gun of Faulks’ Bond thriller.
Towards the end of the novel, when 007 considers getting a new gun back in London, it is
again a Walther PPK. (see DMC 373)

When it comes to the accessories for sports, 007 uses a Dunlop Maxply racquet (see
DMC 68). The opponent plays with a racquet from a different company, he uses one
produced by Wilson (see DMC 79). James Bond, the British gentleman par excellence, uses
a British make, whereas Gorner chooses an American. This choice could be interpreted as
mirroring Gorner’s deeply rooted hatred of Britain and everything that is connected with it;
he avoids anything British.

Concerning things produced in Britain, another example are various cars that are
mentioned in the thriller. As the experienced Bond thriller reader knows, the agent shows an
interest in vehicles. He himself does not simply drive any car, but a Bentley Continential that
he had got made according to his very own taste and preferences. Consequently he shows no
hesitation in commenting on the car Scarlett drives. She comes to pick him up in a Sunbeam
Alpine and he makes a few remarks on the choice of automobile and its power. (see 73)

Another context where certain brand names can be found are food and drinks.
Although not presented with plenty of choice, Faulks’ Bond is rather particular, just like the
original. When it comes to champagne, it is not just any kind, but Dom Perignon (see DMC
103), when he drinks wine it is Chateau Batailley 1958 and not simply wine. 007 who
chooses his brands very carefully, can also be observed at one point, where he leaves to fetch
something to drink, when he does not simply pick up a bottle of water, but a bottle of Vittel
for Scarlett, yet for himself it is just bottled beer, which is simply mentioned as such, no

particular brand name included. (see DMC 98) What seems to be of interest is that he chooses
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a brand name product for the lady he is with, but for himself he simply gets a bottle of beer.
The agent seems to settle for something less luxurious than he is used to, an exception for
an 007 as he is known, but it seems to be a phenomenon encountered in Devil May Care,
rather than familiar from Fleming. “Significantly, when asked once to explain the appeal of
his books, Ian Fleming first mentions his use of luxury brand names. The secrets agent’s
casual shirts weren’t just cotton, they were Sea Island cotton. Thus began the promotion of
high-end products by their association with Bond.” (Dirda par 9) The brand names
contributed to the success of the Fleming spy thrillers. Consequently Sebastian Faulks makes

use of them as well, he tries to imitate Fleming’s style. (see Dirda par 10)

4.6.4 Bon Appetit, Cheers

James Bond without a drink is unimaginable but true at the beginning of this Bond adventure.
What Faulks presents in Devil May Care is an 007 who does not have a single sip of alcohol
on the first fifty pages. The first time 007 meets Larissa Rossi and takes her to the hotel bar
for a drink, she orders a dry Martini because at this particular bar it is done very nicely. This
puts a smile on Bond’s face, since it reminds him of the days when he used to have this drink.
He resists the temptation because he is still on leave and orders a glass of tomato juice for
himself. (see DMC 27) The reader is curious. Will 007 manage to stay away from alcohol,
or will his habits catch up with him again?

Although the agent’s behaviour in Devil May Care initially is very different, he has
a drink right after M introduces him to the new mission. Back at his flat, May, his house-
keeper, encourages him to have a drink, “for his health”. He does so, assuming that since he
is ready to take on a new case, he is also ready for alcohol again. (see DMC 51) Furthermore,
how particular Faulks’ Bond is about the way he has his drink is illustrated by how his house-
keeper prepares the ingredients on a silver tray; there is “[...] a soda syphon, a bucket of ice,
a cut-glass tumbler and a full bottle of Johnny Walker Black Label.” (DMC 51) Once he gets
back to drinking, it is not restricted to Whiskey, he also likes to drink Bourbon, as for
example when he finds out the truth about Scarlett. (see DMC 71)

It is a known fact that 007’s particular taste is not restricted to drinks; the same, of course,
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holds true for his eating habits. Bond and Mathis meeting up in Paris serves as an illustration
of this. They are in a bistro and it is not Bond who orders but Mathis - the dish of the day.
Furthermore, he encourages 007 to have some wine with it: ““You must break the habit of a
lifetime and drink some wine,” said Mathis. ‘No one can eat terrine without wine.” (DMC
67) Bond is not given the choice of food, and neither can he choose his drink. “Bond raised
the glass circumspectly to his lips. The aroma was rich, though hard to define. [...] Holding
up a warning finger, Bond let the wine trickle back over his tongue. ‘Not bad,” he said.”
(DMC 67) Although a little reluctant at the beginning, the agent tries something new.

Another, rather similar incident happens, when 007 and Darius meet for the first time.
They eat caviar and drink martinis, very much according to Bond’s taste. That is just the
appetizer, because Darius takes the spy to “the best restaurant in Tehran”. (see DMC 124-
126) Bond does not order anything, but food is simply served to him, and he actually enjoys
it. Everything from nuts and berries to a special soup and various flavours, he tries without
hesitation and even enjoys. (see DMC 131-132)

An additional example of 007’s particular taste is when he gets breakfast he has not
even ordered: "It consisted of tea without milk, a rectangle of sheep’s cheese with herbs and
a slab of flatbread that looked like the bathmat in the next room. He told the waiter to take it
away and try again." (DMC 151) Evidently, this was not good enough for him.

There is one comestible he enjoys regularly and with great pleasure in Devil May
Care, as pointed out by Leith: “What he likes above all, though, is eating eggs. I think Faulks
had a bet with himself about the egg-count.” (par 30) Furthermore, Leith comments on
Bond’s excessive consumption having serious effects on his digestive system, which is taken
care of by the 60 Turkish cigarettes he smokes a day. (see Leith par 33-34) The challenge his
body has to deal with due to the consumption of a large amount of eggs, is conquered by the
cigarettes he smokes which help him digest. Thus, Ferguson has a similar opinion on this
subject, when he reasons that “[...] all he seems to have done is eat scrambled eggs, buy
black knitted ties, swim a bit and get phone calls telling him things.” (par. 11)

Where Bond and Scarlett are travelling together, the food is no longer to Bond’s taste.
He has to eat what they can get, which is nowhere near haute cuisine. At times it is reduced
to bread and cheese and water from a fountain in a park. (see DMC 353) As a result of that

type of provisions “His body ached for the West.” (DMC 353)
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When Bond’s mission is over, they - Bond and Scarlett - finally enjoy the dinner they
imagined during their mission. Food is, however, not the focus any more, they finally enjoy
each other as a dessert. As long as Bond’s focus is on the successful completion of his
mission, a luxury lifestyle is unimportant. He has to adapt himself to the situation, even if it
means bread, cheese, and water only. Faulks’ super spy has to accept a simple life. Presenting
the agent in such simple circumstances gives the reader another chance for identifying with

Bond.

4.6.,5 The Good Trousers

James Bond’s appearance is one of the key aspects, one of the puzzle pieces if you like, of
the whole picture created by Fleming. As to be expected from 007, he always dresses
appropriately, a habit Faulks also describes in Devil May Care . There is the simple woollen
jacket, which he combines with charcoal trousers and a pair of black loafers to go out for
dinner in a traditional Roman restaurant (see DMC 25) and there is the “[...] dress shirt and
white dinner jacket with a black cummerbund.” (DMC 25) Faulks successfully manages to
include the typical James Bond style.

The James Bond in Devil May Care — like Fleming’s - knows how to dress for the
occasion. He puts on: “[...] a sea-island cotton shirt, short-sleeved, charcoal trousers and a
blazer.” For going to the tennis club, as “in his experience such places in France generally
tried to out-British the British in their display of checks and loud ‘club’ ties.” (DMC 72)
What Bond thinks is of interest, since it not only reveals that he is experienced in dressing
appropriately, but also that French people imitate British people in their style, and when they
do, they exaggerate. Here, Faulks hints at the particular relationship between France and
Britain; they are what could be called “best enemies”.

James Bond’s style is not only eccentric and fashionable, but it also requires a certain
level of functionality. “He dressed in a short-sleeved white shirt, loose cotton trousers and
black moccasins with reinforced-steel toecaps.” (DMC 119) He also wears a tropical weight-
jacket, providing enough room for his gun without showing it.

There is some humour implied when Hamid, the driver who got Bond to Noshahr, comes to
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007’s room to bring him clothes he had to buy. What Hamid does not know is that on the
other side of the door Bond and Scarlett were just about to take their clothes off. (see DMC
197) 007 and his female companion want to take their clothes off, when Hamid provides
even more. Nothing has happened between them yet. After being disturbed when kissing
Scarlett, 007 gets dressed and “[...] was wearing a casual white shirt and some navy cotton
trousers. They were a little loose at the waist, but the outfit was surprisingly tasteful, he
thought, by comparison with what most men in Noshahr appeared to be wearing.” (DMC
198) This illustrates that Faulks’ James Bond is always dressed in his very own style, even
when he does not buy his clothes himself.

Not only what 007 wears is of interest but also the clothes of the villain are worth
elaborating on. Apart from the obvious white glove Julius Gorner wears on his monkey hand,
there are also a few other particularities in the way he dresses. When 007 sees him for the
first time, without even knowing at that point that he is to become his opponent in the near
future, he observes: “He was dressed in a beige tropical suit, probably from Airey and
Wheeler, with a pale blue shirt and scarlet tie such as one sees in the windows of Jermyn
Street.” (DMC 21) James Bond’s knowledge of what to wear and where to get it is obvious.
Not only does he pay attention to what Gorner is wearing, but also knows where he bought
his garments. It is just before the tennis match that Faulks gives us another glimpse of Bond’s
great opponent: “He wore a long-sleeved white flannel shirt and grey slacks with a single
glove on his outsized left hand.” (75) This presents the man in his dual character. The grey
slacks point to the gentleman, English-style, the single glove introduces the element of
oddity and strangeness, which will develop into brutal menace as the novel progresses and
as the reader spends more time in his company.

Julius Gorner never appears to be without his white glove. Not even at the match, for
which he wears “[...] new white Lacoste shorts that showed off muscular, tanned legs. He
had retained the long-sleeved flannel shirt and the white glove on his large left hand.” (DMC
79) The one time he takes his glove off is when he feels absolutely safe and in control. It is
in his lair, where he holds Bond captive and all he is solely focused on is to demonstrate his

power. (see DMC 224-225)
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The way the Bond woman dresses seems to be worth commenting on. When 007 lays eyes
on Larissa Rossi for the first time in Rome, she wears an expensive Dior suit, sheer nylons
and elegant court shoes. (see DMC 26) Larissa dresses rather elegantly, also when she
surprises Bond in his Hotel room in Paris as Scarlett. She wears a suit again and underneath
“a white blouse and black stockings with low-heeled black shoes.” (DMC 57) She wears
“dark glasses and a distractingly short red linen dress” when she drives Bond to the tennis
club in the Bois de Boulogne. (DMC 72) Here red symbolises passion, which can be
interpreted as an indication of the physical relationship between herself and Bond becoming
hotter. At the same time red, as already mentioned above describing Dr Gorner’s poppy red
office, can stand for madness and blood. Colours often express ambivalent concepts, as is
shown here. On the one hand, there is blood, and on the other hand, there is passion, even
love maybe. Because one colour symbolises these two very different notions, it also
establishes a connection. In other words, passion and love can lead to madness. When
Scarlett claims to be Poppy she appears in “a white sleeveless blouse and a navy blue skirt
to the knee, with elegant bare legs and silver-thonged sandals.” (see DMC 162) What is
rather striking about this is that Faulks introduces her as elegantly dressed as well, not at all

what a drug addict is expected to look like. She wears what a good girl would wear.
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5 William Boyd - Solo

The words “Back again Mr. Bond” greet the agent in the first part of William Boyd’s spy
thriller, Solo, published in 2013, and take the reader on another 007 adventure. Boyd is of
Scottish descent and one of the carefully chosen Bond authors — of which there are now
thirteen. The primary issue of this chapter is to analyse whether Solo is justifiably called a
Bond thriller according to the already established criteria, and also to find out if there is any
truth in Nicolas Lezard’s claim that Boyd might even have outdone Fleming. (par 3)

Before dealing with the individual aspects of the thriller, a few words should be
devoted to the creator of Solo. William Boyd is of Scottish descent, was born in Accra,
Ghana, and grew up there and also in Nigeria. (see AGMIA) His first novel, 4 Good Man in
Africa, was published in 1981 and won the Somerset Maugham Prize as well as the
Whitbread First Novel Award. In 1983 he was already considered one of Britain’s most
promising young novelists (see Elices 19). Boyd’s second and third novel (4n Ice Cream
War, Stars and Bars), “confirm the author as a master of black humour and farce, which he
embodies within a satiric framework that enables him to explore the twentieth-century
political, social, historical and religious panorama from multiple and illuminating
perspectives.” (Elices 11) His books reveal a strong connection to the African continent
owing to his personal roots there. At the age of nine he was sent to a Scottish boarding school,
which strengthened the connection to his Scottish family background. After that he studied
French in Nice, Philosophy and English in Glasgow and Oxford, and later taught at a college
in Oxford. According to his website, Boyd is married and divides his time between the
southwest of France and London. (http://williamboyd.co.uk/)

He became an ardent fan of lan Fleming’s Bond thrillers after reading From Russia
with Love, experiencing it as “an illicit thrill” after lights out at boarding school. (see Brown
parl5) Lezard speculates that everyone — writers are no exception — wants to be James Bond
at some point, which is why any author who gets the chance to take on the adventure and

write a Bond thriller does so in a heartbeat. (par2)
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5.1 Structured Action

The novels of Fleming exploit in exemplary measure that element of foregone play
which is typical of the escape machine geared for the entertainment of the masses.
Perfect in their mechanism, such machines represent the narrative structure which
works upon a material which does not aspire to express any ideology. It is true that
such structures inevitably entail ideological positions, but these do not derive so
much from the structured contents, but from the way of structuring them. (Eco 161)

Based on Eco’s analysis, it seems worth pointing out that Boyd’s books are often concerned
with a political matter, whether they have an important issue in history at their core, or deal
to some extent with political change. (see Braitenthaller 63) Breithaller goes even further
when he mentions that in William Boyd’s work “[h]istory and its events provide a fixed
structural framework around which the narratives are organised.” (Braitenthaller 81)
Similarly, Fleming’s Bond thrillers are connected to certain historical incidents, which,
however, constitute only a minor component of the plot. In Solo 007 is confronted with a
civil war in a fictional country called Zanzarim in the 1960ies, modelled on the Biafra
conflict. At that time World War II was still haunting survivors in their dreams; Bond, as the
reader learns at the very beginning of the book is no exception. Delmore Schwartz wrote a
poem called In dreams begin responsibilities, where a boy dreams about going to the movies,
watching how his parents met and got together. He has absolutely no influence on the course
of actions, no matter how loud he screams at the screen. “In dreams begin responsibilities”
(3) takes the reader into Bond’s past, the time he has already spent at war and faced his
responsibilities for his country. There is absolutely nothing 007 can do when reliving this
situation in his dream. He is restricted to the position of a witness, he cannot change
anything. Throughout the whole day his thoughts circle back to these traumatising events,
wherever he goes, he cannot stop thinking about that time. Right after his dream he wakes
up at a hotel room at the Dorchester, where he had celebrated his birthday with a delicious
dinner the night before.

Solo consists of five parts. The nine “moves” that Eco has established are included
in this description of the plot, since the story reveals an interesting arrangement:
DACDEBFGFGIHL

The following pages describe the phases of the plot as well as include these moves:
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The woman and Bond meet (D) in an elevator at the Dorchester. There is some trivial talk,
but they do not introduce themselves, only later, when they accidentally meet at the check-
out desk: her name is Bryce Fitzjohn. Shortly after this encounter 007 is introduced to his
future task by M. (A) Testing a new vehicle, Bond drives to Bryce’s house because she had
invited him to a cocktail party. On his arrival there are no other visitors there. When Bryce
does not answer the door, he breaks in thinking that it is his duty as a gentleman and
professional agent to make sure the lady is well, which turns out to be the case. The revealing
pictures of Bryce Bond discovered in her house still on his mind, 007 drives to M’s office
for further instructions. What follows is the first “encounter” between the villain and Bond
(C). Bond meets with Gabriel Adeka, his opponent’s brother, in London, only to find out
that they have not spoken with each other in years. Consequently, he is no help finding his
brother Solomon Adeka, the ruler of Zanzarim, the country he is about to go to.

Arriving in Zanzarim, 007 meets Blessing Ogilvy-Grant (D) who, as he thinks at that
point, is his contact person in the country to help him find the country’s leader, Salomon
Adeka. They start driving through the war zone. When they stop at a hotel, a clever trick gets
Bond and Blessing into bed together (E). Suddenly, they are woken up by Kobus Breed, the
leader of the Dahumian soldiers who points a gun at Bond and takes them captive (B). 007
and Blessing are tortured (F), but they manage to escape. However, Blessing disappears in
the bush and 007 makes his way to the city all by himself, walking through the jungle and
having to witness the horrors of war (G). He eventually reaches Dahum, where he meets
Breed again and is introduced to Hulbert Linck, the mastermind behind the whole criminal
organization named AfrikaKIN, which pretends to help children in the war zone. Waiting to
get a chance to talk to Adeka, Bond helps Breed to succeed in one of his military strikes,
after being promised a meeting with the country’s leader in return. Not long after this
meeting, Adeka passes away and there is a state funeral. His death is supposed to bring major
changes to the country, but this does not happen. 007, already on the plane on his way back
to Britain, is captured again and put into a room (F). Breed enters, furiously accusing him of
being responsible for the disappearance of the witch priest. The priest is important because
he is used to justify the killing of people. Since people are very superstitious, they believe in
witchcraft of a certain kind. The manifestation of this deep conviction is the aforementioned

priest, which in turn gives reason to his important part in the evil entanglement. Blessing
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turns out to be alive and then shoots at Bond and injures him (G).

The first chapter of part three, “Care and Attention”, begins with Bond undergoing
treatment in a military asylum. M pays him a visit and fills the gaps in his memory. During
their friendly conversation, Bond learns that Blessing is not who she had claimed to be.
When M tells 007 to take a month off, he realizes that all he really wants is revenge. Bond
collects some personal belongings from his apartment and his gun. Arriving there, he finds
his housekeeper injured, which only increases his urge for revenge. Bond finds out that the
new AficaKIN headquarters have been moved to Washington, and so he is determined to go
there. He “borrows” Bryce’s passport, assumes her identity, since the name does not give
any indication whether the person carrying it is male or female, and takes a flight to the US.
There he rents an apartment across the street from headquarters, where he sets up a gun and
can observe the building and the people coming and going. He notices that Breed and
Blessing are frequent visitors. After a few days he is caught by the CIA and is told that
Blessing is one of their members. He meets Blessing again and she tells him all she knows
about the current CIA mission. Shortly afterwards he finds her dead, brutally killed with a
hook by Kobus Breed (I). Furious and determined to take revenge, Bond makes a plan. He
observes the planes coming in from Africa with sick children who are taken to Rowanoak.
This is where he finally wants to strike. Hulbert Linck gets shot by the CIA and Breed
disappears after a serious fight with Bond (H). Bond and Felix Leiter, one of his true friends,
go back to Zanzarim to find the last missing pieces to the puzzle. After a lecture from M,
who also acknowledges that Bond has done a great job, 007 visits Bryce once more, sleeps
with her again and secretly returns her passport. He has an uneasy feeling when he is with
her, as if Breed were somewhere near, and since he does not want to put her in danger, he
leaves her (I).

Boyd uses Eco’s “Already Known”, and manages — like Fleming — to maintain a
certain level of suspense by creating his own arrangement. Particularly striking about Solo
is the appearance of two female characters, Bryce and Blessing, although more than one
woman is not a novelty in a Bond thriller. 007 has a history of amorous encounters with
women, even more than one per book. What is remarkable though, is what they stand for,

and this becomes clear in all detail later.
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Additionally, the F category occurs twice in the structure of the plot. James Bond is caught
by Kobus Breed, escapes, and eventually finds himself captured again. Although 007
manages to get away the first time, he has to face a terrible walk through the wild all by
himself without anything to eat, and completely unarmed. Bond has to walk through the heat
of the jungle without food or drink, and experiences the cruel reality of war in all its horror.
His struggle through the jungle can be interpreted as an equivalent or variant form of torture,
corresponding to Eco’s concept: “Even the basic concept of torture undergoes variations,
being sometimes injustice, sometimes a kind of succession or course of horrors that Bond
must undergo, either by the explicit will of the Villain (Dr No) or by accident during escape
from the Villain, but always as a consequence of the moves of the Villain [...]” (157)
Another issue are the cleverly positioned turning points, unexpected twists in the
course of the action. This feature is exemplified at the end of chapter 18, the end of part two,
where it is combined with a cliff-hanger ending. Blessing, who Bond believed to be dead,

walks into the room and tries to shoot him:

He heard the door slam shut and sensed his consciousness begin to leave him,
encroaching shadows gathering at the edge of his vision. He tried to sit up but his
hands slipped in the spreading pool of his own blood and he fell back to the floor
again. Best not to move, he told himself as the room went steadily dark, best to stay
very still. The last thing he heard was the sound of the Constellation taxiing to the
end of the runway and the roar of its engines as it took off, fading, fading, fading...
(Solo 176)

Another situation with a cliff-hanger ending occurs when Bond is in Washington, spying on
the employees of ArficaKIN. The agent is peering through his unloaded gun, which enables
him to watch people more closely than through his binoculars. Suddenly he experiences
something familiar: a gun being held to the back of his head. Two agents of the CIA are right
behind him, telling him to drop his gun. The chapter ends with the two men revealing that
Blessing is one of them. (see Solo 243) There is a similar situation after the fight between
Bond and Breed at Rowanoak, where the former, together with Felix Leiter, walks back to
where he has left his opponent, only to find out that he has disappeared.

These three scenes imply acute tension, not only because of their position in the

course of action, but also because they increase the reader’s curiosity. This happens on
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various levels, one of them being the language used. The words Boyd uses put the reader in
a bystander’s position: he is watching what happens. An insight into the agent’s thoughts
creates even more empathy, the reader is completely drawn into the story.

Apart from these cliff-hanger endings, there are many other situations full of
suspense, as for example: “Bond stood up immediately, turned his back and walked
unconcernedly down the corridor to the restrooms. He was through the service door in a
second and clattered down the stairs. He found himself in a storeroom full of cleaning
equipment and rubbish bins. He threw his hat and his glasses into a bin, took off his jacket,
turned it inside out and folded it over his arm. He opened another door and emerged at the
rear of the elevator banks.” (230) The thrill is created by different parameters: first, the
vocabulary. Words such as “immediately” and “in a second” indicate a short length of time.
Secondly, the brevity of sentences, the leaving out of any unnecessary description at this
point, adds to the hasty atmosphere. Additionally, four consecutive sentences start with the
pronoun “he”, thus shifting the focus onto the agent and his curiosity to find out what is
going to happen. All this mirrors Fleming’s style: The quick escape is presented in just a few
brief sentences, whereas the situation leading up to it is another long and detailed description.

In Solo William Boyd presents another play situation, another game with 007 and the
enemy as players. The first round — which Bond does not win — is played in Africa, but the
game is not over yet. Strong as ever, 007 is back after his recovery and ready to proceed to
the next level of his challenging engagement. He watches his opponent’s move with patience
and endurance, waiting for his next strike. The rules are clear and Bond makes one step after
the other — carefully — since he wants to win. This game unfolds —with mounting suspense,
as the following example mirrors: Bond and Bryce meet after he decided to go solo and is in
need of a passport. She invites him to her house and 007 welcomes that as a convenient
combination of business and pleasure. The chapter ends with Bryce’s invitation, and the
following one begins with Bond getting out of her bed. The agent gets up, takes Bryce’s
passport from her study, sits down in the living room, and recalls everything that happened
that evening. So what Boyd does here is to let the reader experience the incident through
Bond’s thoughts in a flashback, creating a different angle at the bedroom scene. William
Boyd outsmarts his reader with a device that is generally used to provide background

knowledge.
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Chapter titles are of interest as well. Solo contains some examples that hint at what is about
to happen, without giving away too much, as for instance “OUT OF THE DARK?”, the final
chapter of the novel where Bond and Bryce meet again after he has successfully completed
his mission. He is back in Britain and after all the dark - the horrors he had to face - it is time
for some light, some time to spend with this beautiful woman. They make love again and for
a little while Bond feels almost like an ordinary man. However, this feeling does not last
very long, and it almost seems as if Bond could never truly get out of the dark, because of
his profession. Restlessness is part of his life. He has to leave Bryce, since he is too worried
about her being harmed by Kobus Breed, who is suspected to be still alive, hell-bent on
revenge. Thus, Breed can still be seen as a danger lurking out there in the dark somewhere,
able to reappear at any time. Consequently, it is he who may suddenly be coming “out of the
dark”, or perhaps some other threat that could hit Bond unexpectedly.

The title of “ONE-WAY TICKET OUT?”, the last chapter of part two, makes the reader
expect that it implies the agent flying out of Zanzarim on one of the planes from Janjaville,
which might be the only way to get out of the country at that point. Another interpretation
could be that for Blessing there is only one way out of this situation. She is a CIA agent,
which neither Bond nor the reader knows at that time. In order to save her cover her only
choice is to shoot 007 to demonstrate her loyalty to Breed. An additional example is “A SPY
ON VACATION?”, part four, chapter eleven. The events at Rowanoak, where Hulbert Link
is killed and Bond fights Kobus Breed, precede this chapter. After the mission is completed,
it seems only logical for the agent to finally take some time off and go on holiday. However,
this 1s not what happens. The title refers to what Felix Leiter says, “not bad for a British spy
on vacation”, when complimenting his friend on his solo mission. (294) What Leiter’s words
imply is the notion that for a super spy like 007 a mission like the one he has just completed
is not much more than a vacation — a walk in the park really. Officially 007 was on vacation,

MI6 did not know anything about his going solo at this point.
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5.2  Welcome to Zanzarim and Dahum

Solo takes the reader to a fictional country on the African continent: “Bond is sent by M, and
minimally equipped by Q, to Zanzarim, a small and potentially extremely oil-rich West
African state in the grip of civil war, and where things do not go entirely smoothly.” (Jones,
Expecting 41) William Boyd’s choice does not come as a surprise. Boyd feels comfortable
in Africa, since he was not only born there but also spent some of his early life in Ghana and
Namibia.
Fleming gathered his experience from travelling, which he used for creating his spy thrillers;
William Boyd’s expertise when it comes to Africa is rooted in his childhood there. As a
consequence, he shows a deep understanding of the dynamics of a country like Zanzarim
from an insider’s perspective. In Solo it is, however, not Boyd himself who appears as the
insider, he uses James Bond to function as this informed consciousness or point of view.
Considering the time this spy thriller is set in, a certain level of misogyny and racism
— as also expressed in the original Bond thrillers — is to be expected. Supporting that, Boyd
remarks that they are a reflection of the attitudes of a man living in a certain era, being part
of a particular class and the education that comes with it. (see Brown par 12) In addition,
Mark Brown mentions that William Boyd did not make his 007 “ultra-modern”. Given the
time though, Boyd does not show the agent as being ignorant of the way values, and with
them society, were shifting. (see Brown par 13) These changing values are mentioned by
Burnett, too: “the character began 60 years ago as a pulp hero standing up for Western values
against a morally corrupt, vindictive, and spreading communist empire. lan Fleming created
a hero that embodied the West and its ideals of individualism, perseverance, and greatness.”
(175) The West, first of all Britain — is supposed to be portrayed as an empire in all its
strength, which is done here, with Bond as its representative. There is no doubt, Britain was
—and still is - a great nation, but nonetheless it lost some of the extraordinary significance it
had after World War 1. Analysing this issue of Britain’s changing status, using Boyd’s 4
Good Man in Africa (1981) and Armadillo (1998), Ross states how Boyd’s comedy shows
that British people in postcolonial locations often were not able to recognize the “loss of
hegemony” caused by decolonization. (see Bentley 3) In the character James Bond this

notion of greatness continues, preserving the belief in Britain as an influential and powerful
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country.

The major part of the action takes place in Africa, some of it is set in Britain, and then, “[i]n
the second half the action moves to Washington DC, where a more complex web of domestic
and geopolitical intrigue begins to emerge.” (Jones, Expecting 41) The US and Britain are
known to have shared close relations throughout history, including various forms of spying.
This aspect is also dealt with in Restless, a spy story written by William Boyd, where the
main character Sally Gilmartin appears as a British spy in the US, working for a special
agency to distribute false information, fake news. In contrast to 007 - both Fleming’s and
Boyd’s — the main female characters appear a lot more aware of the seriousness involved in
being a spy. While Bond always makes it seem easy, Sally, who is actually called Eva
Delektorskaja, shows just how dangerous this occupation can actually be and what extreme

danger comes with it.

5.3 Characters

Fleming’s Bond thrillers are characterised by their focus upon 007, Solo features Bond as
well, but William Boyd is not his inventor. This chapter seeks to analyse whether the James
Bond presented in Solo stays true to the traditional picture of this super spy or not. The other

main characters, as well as their relations, will also be considered here.

5.3.1 The Spy

When 007 meets Bryce Fitzjohn, he introduces himself: “My name is Bond, James Bond!”
(10). It seems to be a must to include this introduction, since it is considered one of the most
prominent features of a James Bond thriller.

Guy Burnett points out that the 007 in the Fleming novels “is a resourceful man who,
through an unwavering belief in himself and his mission, can overcome all of the evil minds
and dastardly plans of a ruthless and growing collectivist empire.” (176) The basic idea -

also in Solo — is, if anyone can save the world, it is James Bond. His confidence is not only
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based on his appearance, his behaviour and training, it is additionally influenced by his
relations with other characters.

As for the various facets of 007 in Solo, the most striking aspect seems to be his
appearance. His hairstyle remains true to the Hoagy Carmichael image: “Bond combed his
hair, smoothing back the forelock that kept falling forward out of position, as if it had a life
of its own.” (Solo 5) He always pays attention to his grooming and never disappoints the
reader in the matter of how he dresses.

In addition to the first impression Boyd gives the reader of James Bond, he draws
attention to the agent’s looks at the asylum where 007 is recovering: “Bond went into his
bathroom and looked at himself in the mirror above the sink. He was pale and he’d lost
weight and the scar on his face stood out more starkly, he thought.” (186) Boyd shows that
a super spy like James Bond is not completely invincible, even he shows the traces of a rough
life. Thus he provides the reader with an opportunity to identify with the main character.
Another opportunity of that kind appears when William Boyd’s James Bond brings a book
for preparation on the plane to Africa, Graham Greene’s The Heart of the Matter, since it is
about a spy in Africa. This, according to Mayo, is appropriate, since Boyd has not only been
compared to Greene before, he also stays faithful to lan Fleming, whose agent likes to read
too, revealed in From Russia with Love. (par 2) Mentioning one of the most common hobbies
of a great number of people, makes the reader realize that he does something a super spy like
James Bond enjoys doing as well.

Lezard calls Boyd’s Bond “a little too decent”, although he emphasises that 007
never was a bounder in Fleming’s books, his cruelty is restricted to his smile only. In addition
he claims 007 in Solo to be “A Good Man in Africa” after he tries to rescue starving children.
(see par 5) The Bond presented by William Boyd is the direct opposite of the main character
as for example in his first book 4 Good Man in Africa. According to Elices, Morgan Leafy,
the main character in 4 Good Man in Africa, is “a[n] epitome of the antihero and epicentre
of the political disputes that originate in the little region where the story takes place.” (12),
and “a source of contradictions and contrasts, which inevitably cause in him a deep sense of
social and professional insecurity.” (12) Although 007 does not show much insecurity, traces
of doubt surface occasionally, but “[...] the external war that is being fought conceals much

more private, internal disputes.” (32) Such a moment of doubt occurs here: “Bond climbed
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upstairs to bed in a bad mood, wondering if he should just pay the S100, quit Dahum and
admit failure. It went against his nature, but he couldn’t see how there was any way he could
get close to Adeka, short of storming his headquarters.” (129) 007 might be confronted with
emotional struggles at times, but his profession keeps him from letting doubts take over.

Regarding character traits the 007 in the novels — the literary Bond — is a very
complex character, compared to the Bond the audience encounters in the movies. The agent’s
fascinating dark side drives him into disobedience and sometimes a little trouble. This side
of the agent becomes visible when he cannot keep back his emotions and simply punches
people at random. When he is attacked by some younger men in the streets of Washington,
he dislocates the wrist of one, kicks another with his steel toe loafers (see Solo 133), so that
the third takes off. Later, he realises what has just happened, feels bad for a second, before
brushing it aside, thinking that it is too bad for them. Besides, he seems to have recovered
fast from his injuries. He fights now without any apparent difficulty and feels in good shape
afterwards. This is not professional behaviour, but it shows once more that even a super spy
makes a mistake sometimes, he is human after all.

007’s emotional side is revealed in the following quotation: “Sometimes, he
reasoned, the stakes — the rewards — can become so high that illegitimacy, malfeasance, even
murder seem entirely reasonable, not to say logical, courses of action.” (308) A lot of
responsibility generally goes hand in hand with a lot of pressure and to withstand that can
be challenging. Even though Bond is able to think that “revenge is a dish best served cold”
(Solo 231) without a flicker of emotion, there are still moments in which he cannot ignore
his human nature: 007 is in the jungle with Kobus Breed, who kills people with a big hook.
Although he has seen men getting lynched before, this now is different and he feels truly
uneasy, so he is” happy to leave the village and its shade tree with its hanging fruit of
dangling corpses.” (Solo 134)

Commenting on the behaviour of James Bond in his spy thriller, William Boyd
claims: “Bond himself would not be bowing to modern expectations, continuing to drink and
chain smoke his way through his next adventure”. (Furness par5) Furthermore, emphasizes
that he did not see the necessity to alter 007’s habits; just because times have changed, it
does not mean that this iconic figure we all know and love has to change as well. (see Furness

par 16) The 007 in Solo still preserves his well-known habits, living his life his way, which
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can be witnessed on numerous occasions where he has a drink or enjoys a smoke, either by
himself, or in company. Whatever the circumstances, what Bond does, he generally does in
style: “Anyway, he thought, if you’d decided to ‘go solo’ you might as well do it in style.”
(210) With these words he buys a first-class ticket, since he does not enjoy flying at all.

The reader is introduced to different sides of James Bond. To him business and
pleasure are generally not too far apart (see Solo 214), and in addition, in his job he can enjoy
many ways of satisfaction. (see Solo 238) Like everybody else, 007 has a boss, even though
he would prefer being independent. Conflicts with the authorities occur when it comes to
spending money, or — as in Solo — when it is about sticking to the plan. Obedience is not one
of Bond’s strengths. His rather unconventional mix of his own choices and the following
procedure not only makes the missions exciting to read, but also guarantees success in the
end.

Bond shows his professional training in starting with a military plan made up on the
spot, hiding his extra money in his toiletry bag (114), and entering and leaving his own
apartment through the back window, “as if it were the most natural way in the world of
leaving your house.” (195) Furthermore, the ability to get in and out of a building unnoticed
is another example. He manages to visit Bryce’s house without being seen, only his note lets
her know afterwards. To spy on the people of AfricaKIN in Washington he rents an apartment
across the street and gets some equipment. Moreover, he uses a disguise to walk straight into
the building, and escapes onto the busy street: “Never enter a room without assessing the
various ways available to exit it, he reminded himself — Bond had never forgotten his early
instructions in procedure.” (Solo 229) This well trained agent has been given “the licence to
kill”, he has permission to neutralise someone, either an archenemy, and the associates of
one, or in general, anyone who threatens the completion of his mission. In Solo the
expression “licensed to catch lizards™ (85) surfaces, which is Boyd’s humorous way of
expressing Bond’s capability to do anything.

Even when he has no support from the MI6, he knows where to go and how to
proceed. When he is in need of a passport the idea of stealing someone else’s crosses his
mind briefly but then decides against it, stays professional and borrows Bryce’s, bringing it
to Denis. He is “a forger de luxe” (209), a man who offers special services like passports and

other documents. James Bond simply knows the right people and within a few hours he turns
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into Bryce Fitzjohn. (199) Besides, his choice of where to stay is another proof of the quality
of his professional work, since he books a room at the Fairview, a very busy hotel with a lot
of customers so he can easily stay anonymous. The concept of a spy and spying procedures
is not a novelty for William Boyd. His books contain characters like Sally Gilmartin in
Restless, a female spy who undergoes her own training.

When it comes to the way how Bond treats women, we see that he has fairly good
manners. Not only is he polite and friendly most of the time; when his new secretary gets on
his nerves, which makes him talk to her disrespectfully, he apologizes and continues the
conversation in a much gentler tone. (see 38) Defending Blessing’s honour, he even punches
Geoffrey Leham, a fellow journalist in Dahum, when the latter implies that she is a prostitute
and need not to be respected. (see 66) It would not be the James Bond we know if he did not
think carnally when it came to women. He fantasises about Blessing, but then reminds
himself to stop, he even resists kissing her. (see 78) The question that arises is why? Perhaps
he already senses that there is more to her than her pretty looks.

With women, his human nature surfaces. When he and Kobus Breed talk about
Blessing, 007 shows that he has compassion, although not openly, because, he would never
show his feelings in the presence of the enemy. Only the reader gets a glimpse of his
emotions. (see 111) When Bond is separated from Blessing in the jungle and does not know
what happened to her, he is haunted by the worst nightmares, in which she appears. (see 167)
Additionally, after Blessing having nearly killed Bond he sees her again, even if only through
a sniper-scope: “He felt contrasting emotions seethe within him. His heart had lurched
spontaneously when her face had grown large in the sniper-scope, as he remembered her
beauty and the tenderness she’d shown him.” (235) but then he remembers her shooting at
him in cold blood. He reminds himself that she acted like a “highly trained operative” using
her body, knowing how to shoot and kill if needed, in order not to get distracted. (see 236)
Blessing is not the only woman with whom James Bond gets involved; there is also Bryce
Fitzjohn. She provides him with a new identity, and when his mission is over, they meet and
make love again. After their passionate night, Bond starts worrying about Breed being after
him. As he does not want to put Bryce in danger, he decides to leave her. The agent cannot
stay with one woman for long, which is the price he has to pay as a spy. (see 22) It could be

argued that he feels restless, like Sally Gilmartin in Restless; both can never be at ease, they
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are always waiting for something to happen.

Restless, is another example of such a trauma, with Ruth Sally Gilmartin always aware of
everything around her even though she “retired” a long time ago. She too remains deeply
affected by what she was confronted with as a spy in World War II, and will probably be
restless for the rest of her life.

The relationship between Bond and M deserves some attention, since it is one of the
main character relationships. M is the only person who visits 007 at the asylum, and the
encounter is surprisingly intimate. M, a man who is not known for his emotional side “turned
and smiled.” (181), furthermore calls him “James”, tells him that he looks exceptionally well
and even shakes hands with him. Finally, when Bond tells him that he has not had a drop in
weeks, M having expected this takes a half-bottle of Dewar’s whisky out of his pocket. They
enjoy a drink together. “Bond took a cautious sip of the whisky. It was the first alcohol he’d
drunk since Dahum. He felt its wondrous, comforting warmth bloom and fill his throat and
chest. ‘Perfectly, magnificently therapeutic’ he said and topped them both up.” (182) Later,
M tells Bond to take a month off and go somewhere to relax. Then they have a smoke
together, M lights his pipe and Bond a cigarette, and the agent is told what happened to him
after he was shot. The end of this visit is characterised by both men trying to show their
mutual appreciation, without too much emotion, however, since that would be considered
foolish.

Although Bond and M’s relationship is officially solely based on their work, what
has just been said proves that it has become more than that. 007 and M share an affectionate
relationship, which in certain situations has the character of the bond between father and son.
For instance, when Bond has to face M after having completed the mission all by himself,
he is rebuked like a child for having done something wrong. Calling the agent James again,
M soon starts pointing out what Bond did well, even though he went solo. 007 wins some
praise and M puts his hand on the agent’s shoulder, telling him that he made them — the MI6,
or even the whole country — proud, by doing exceptionally well. (see 313-314)

Felix Leiter, who makes a welcome appearance (see Jones, Expecting 41), deserves
some acknowledgement as well. They have known each other for some time and have been
on serious missions together. On one of them Leiter was attacked by a shark and seriously

injured. They discuss the current events, as well as the mission on their way back to Africa;
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this, of course, accompanied by a glass of something strong. (see 300) Two men who know
how the world works discuss the situation of the Adeka brothers and how it developed, what
Bond calls a Thomas a Becket situation. Thomas of Canterbury, Archbishop of Canterbury
in the 12 century was involved in a conflict with Henry II, and was consequently murdered
by the King’s associates upon his orders. (see Encyclopaedia Britannica) So like Thomas of
Canterbury Gabriel Adeka is involved in a conflict and the one who is in the way, so he is
killed. Here Boyd’s historical knowledge surfaces in Bond’s casual remark.

With Ian Fleming in mind, whose James Bond reflects some of the former’s own
character traits, as well as showing some autobiographical aspects, it is of interest to discuss
this aspect in Boyd’s novel. Like Fleming and his agent, William Boyd as well as his Bond,
are of Scottish descent. (see Ferguson, Solo, par2) Boyd’s super spy even goes one step
further; or backwards to be precise. Fleming never got the chance to take part in any of the
missions he planned, which is known to be one reason for his creating 007. The following
example illustrates a biographical detail of Fleming’s, when Boyd has his agent answer:
“Ever heard of WWII?” to the question “Ever been in combat?”” (136) Another situation
illustrating this aspect can be found only a few pages later: “[...] it had been incredibly
exciting: the gratification of seeing mental concepts vindicated so completely in a small but
classic wartime encounter between infantry units — one so skilfully turning defence into
attack and eventual victory. The Battle of Kololo Causeway could be usefully taught at
military academies, he thought, with a little justified pride.” (146) These two passages can
be understood as a homage to lan Fleming. Boyd, according to himself a Bond devotee, may
have taken this opportunity to appreciate the strategic, planning genius of lan Fleming.
Moreover, William Boyd has drawn a connection to historical events, which, in Bond

thrillers, are generally only of minor importance.

5.3.2 The Man with the Two Faces

When 007 fights the enemy, it is never just the evil opponent and his associates only - it is
also what they stand for. In Solo, a former British colony needs help since it is facing a

serious civil war. In order to show that Britain is still a great Empire, Bond is sent there to
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end that war. He embarks on a mission to free Zanzarim from conflict, and at the same time
save the whole world as he always does, following the well-known 007 pattern.

The antagonist is one of the main and thus most iconic components of a spy thriller,
of a Bond thriller. In Solo the enemy — like the ones in the original thrillers — comprises one
main villain and his associates. Apart from Kobus Breed, the primary evil opponent, there
are Hulbert Linck, also referred to as the pet millionaire, colonel Denga — commander-in-
chief of the Dahumian forces — and of course, Salomon Adeka, the leader of the country.
Although Adeka is the official leader of the state of Zanzarim, he is not — as would be
expected — actually involved in cruel deeds himself, since he has been tricked into a drug
addiction to stay out of the way. There are other characters worth mentioning in connection
with the enemy: Toni Masour, the voodoo priest, and Blessing, who is associated with the
“bad guys” for a while, although she is a CIA agent.

An analysis of the individual characters and their origins reveals that Hulbert Linck’s
heritage is very hard to pinpoint. Nobody seems to know more than that he is “a very tall
European man”. (123) In contrast, Kobus Breed is from Rhodesia, a British colony at the
time, today an independent country and known as Zimbabwe. Fleming’s “bad guys” have a
Slavic, Central European, even Mediterranean or completely uncertain background, or are
often of mixed blood. The evil opponents are - to a certain extent - often associated with
Russia. Consequently, Burnett argues that “[t]he Soviets are often the enemy perpetrating
the most heinous crimes against humanity in Fleming’s novels.” (177) He also mentions that
at some point Fleming stopped establishing a connection with Russia, just in case the
political situation were to develop differently, since there was a summit between the Soviet
Union and the West scheduled to take place back in the 60ies. (see 177) William Boyd
completely omits the Russian connection, neither the country, nor the KGB is mentioned in
Solo. Without that connection there is no association with SMERSH or SPECTRE, the two
famous organisations repeatedly appearing in the original Bond thrillers. This choice can be
interpreted as an aspect to make this Bond thriller his own. Furthermore, Boyd deliberately
leaving out one crucial aspect of the originals could also be mentioned to show awareness
of Russia’s situation in the bigger context of world politics.

The outer appearance of the enemy is also important. Apart from being tall, Hulbert

Linck, for example, is described as follows:

117



Six foot six, perhaps, like a basketball player, and he had all the lanky awkwardness
and ungainliness of the very tall. He was in his fifties and his thinning, fine white-
blond hair was blown into a kind of hirsute halo by the evening breeze. He wore
faded jeans and canvas boots, his shirt had a tear at the elbow. He looked more like
some crazy inventor than a shrewd international businessman and multimillionaire.
(Solo 123)

The reader is introduced to Hulbert Linck, an unattractive man, who - on top of that - does
not fancy the latest trends in fashion, but wears rather shabby clothes, thus confirming a
stereotype about criminals. Another character who does not show great interest in his
garments is Kobus Breed. He mainly wears military style clothes. Women do not like him,
since his face is disturbing. One half shows scars from battle, the details being left a mystery.

Following Fleming’s example of making the bad guys ugly, Breed fits into this scheme:

Closer to him, Bond could see that half his face looked different from the other,
normal, half. The glinting that Bond had spotted was caused by tears — his left eye
didn’t blink and tears flowed unchecked from it — tears that he wiped away with a
constant motion of his thumb or dried on his cuff. There were two small round scars
below his left eye — bullet entry wounds — that looked like a stamped umlaut and the
contours of the left-hand side of his face were strangely dished, the cheekbone
missing. (Solo 88-89)

Not only do these lines paint a vivid picture of the distorted face of Kobus Breed, they are
also an example of a very detailed description, reminding the reader of lan Fleming. The fact
that tears run down Breed’s cheek, even though he does not show any emotion at all is ironic.
This detail shows Boyd’s talent of using irony. Breed’s weeping face is not the only
unattractive detail, his scars and his smile are not very appealing either, because “[w]hen he
smiled he showed both top and bottom rows of teeth — small teeth which resembled the
radiator grille of a cheap car.” (109-110)

As to appearance being an indicator of success with women, Bond is definitely doing
a lot better than his opponent. Women are always drawn to the agent due to his looks,
whereas they are repelled by Breed. There is no such thing as the appealing villain to be
found in the Bond thrillers; neither in Fleming’s, nor Boyd’s. In Restl/ess Romer, the former

lover of Sally, has turned into the enemy and therefore also lost his appealing looks over the
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course of time. In contrast to that she has kept her beauty although she got older as well.
Often it is not just the appearance of the enemy, it is their whole aura. Their presence simply
exudes something repugnant. From their first encounter, Bond is suspicious of Linck. For all
he knows, Linck is the one coordinating the planes for ground attacks. He is not only the
“pet millionaire” (see 112), but also the mastermind behind the entire covered up smuggling
operation. Fleming’s villains are known for having great business skills, the know how to
use them for profit, which is also true of the antagonist and his associates in Solo. All this
knowledge sometimes turns into megalomania; the villain feels superior and too comfortable
in his position, even lets Bond in on his evil plans. It is Linck who tells Bond all about their
further use of the planes. The experienced reader knows that this is the beginning of the end
of the sinister plan.

Although Roger Jones acknowledges that “[t]he hokum is never on the scale at which
Fleming’s more deranged villains have operated” (Jones, Expecting 41), it seems worthwhile
to point out that there is quite a lot of hokum going on, a lot of which only surfaces towards
the end of the novel. Bond finding out about the chicanery with the Adeka brothers, and the
sick children being used for smuggling, these issues definitely count as some serious
humbuggery.

Furthermore, using a witch priest to justify killing can be considered hokum as well. The
soldiers are tricked into believing that their actions serve a different purpose than what they

actually do.

5.3.3 The Bond Women

Women in the Bond thrillers are never ordinary women. They do not conform to the
prevailing picture of women in the 50ies and 60ies, and neither do the women in Solo.
Although set in the past, the female characters in Boyd’s thriller can be considered modern.
They are not married, they do not have children to take care of, they both have jobs — Bryce
as an actress, Blessing as a secretary mainly — and are consequently not financially dependent
on men. Sally Gilmartin in Boyd’s Rest/ess, is not either although she was married and has

a daughter, Ruth, who in the course of the novel gradually finds out that her mother used to
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work as a spy.

William Boyd has repeatedly stated that he is not fond of the expression “Bond girl”, a term
commonly used to refer to the female characters in the films. This term has become
prominent, even several literary critics have used it in their articles. Boyd suggests that they
are called “Bond women” since “their role was deeper than the nickname” (Furness par4) -
they are grownups. The term seems, to a certain extent, appropriate, when it comes to how
they are treated. Even though they appear strong and independent at times, they still need to
be taken care of, in incidents that call for male assistance and protection.

In Fleming’s thrillers it is for example Solitaire in Casino Royale. In Sebastian
Faulks’ Devil May Care two women are in need of help; it is Scarlett who asks Bond to help
her find and rescue her sister. In Solo it is Blessing who needs 007 to come and “rescue” her
from the lizard in her room. Bond, the perfect gentleman, rushes to the “damsel in distress”.
This incident should be seen as an exception though, because Blessing makes use of “the
lizard trick”, which eventually leads to their finding themselves in bed together. There is
another woman in Solo, Bryce, alias Vampira — Queen of the Dark — with whom he also
sleeps. He actually falls for her, but leaves her in the end, for her own protection. By leaving
Bryce he protects her from any further entanglement in his mission and his life in general,
but other than that she does not need any help from him. She is not another damsel in distress
but another woman who cannot resist the irresistible James Bond.

Bryce, the first woman Bond meets in Solo, intrigues him immediately, presumably
because of her appealing appearance: “She was a tall rangy woman in her mid-thirties, Bond
estimated, with a strong handsome face and thick honey-blond hair brushed back from her
forehead and falling in an outward curve on her shoulders. Blue eyes. Scandinavian?” (7)
With her 007 can imagine himself engaging in more than just a few nights. She awakens
empathy in him — a side hidden deep in his heart. He can, however, never give in to this side
of his personality, because this is simply not in his job description: “Precisely because of his
job, Bond cannot have one of the most enduring values of the West: a family. Bond
recognizes his job is full of exotic intrigue and adventure, but it’s hollow compared to the
ubiquitous human emotions of love, betrayal, tragedy, and forgiveness.” (Burnett 178) There

are quite a few of what Burnett refers to as “exotic adventures”, one of them is called
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Blessing. Although Bond has feelings for Bryce, when he gets to Africa, he sleeps with
Blessing nonetheless. To him Blessing is a very attractive and alluring woman, but he has no

future intentions concerning her:

A young African woman [...] — a pale-skinned Zanzari, Bond thought, slim, petit,
pretty, her hair knotted in tight neat rows, flat against her skull, which had the curious
effect of making her brown eyes seem wider and more alert. She was wearing a ‘Ban
the Bomb’ T-shirt, pale denim jeans cut off raggedly at the knee and around her neck
hung a string of heavy amber beads. Ogilvy-Grant’s secretary, Bond assumed. Well,
he could certainly pick them — she was a beautiful young woman. (60)

At the beginning of their acquaintance he tries to resist her, which can be interpreted as a
warning. It could be argued that on some level he senses that this woman means trouble. At
this point he does not yet know that her name is Aleesha Belem and that she is an undercover
CIA agent. This reminds the experienced Bond reader of the situation with Vesper in Casino
Royale, where he — when he starts working with her — also has this strong premonition. In
addition to that another aspect of this encounter is of interest. When he first meets with
Blessing 007 assumes that she must be Ogilvy Grant’s secretary. He is noticeably surprised
having expected a male contact person. He is surprised because this field of work is mainly
associated with men, women were supposed to be far away from this kind of danger.

Despite all his attempts at resistance, the “lizard trick” that Blessing uses gets 007 to
her room and into her bed. This is, however, not the only trick used in So/o. When they meet
again in Washington, it is Bond who deceives Blessing. First, he scares her by showing her
that he is still alive and surprises her in her hotel room later. By pretending to be an engineer
he gains access to her room where she tells him all about her working for the CIA, and says
sorry in a special way - by shedding her clothes. This whole situation can be interpreted as a
play situation. Both, Blessing and 007, know the rules and follow them to set up a proper
game. Another example of such a playful encounter is one between Bond and Bryce: “Bond
allowed the nature of his carnal appraisal to register in his eyes for a split second and saw
her own eyes flash back: message received.” (7)

Bond in Solo shows no trace of shyness whatsoever, as expected. Bond uses Bryce
to take her passport and Blessing to help him make his way through the jungle, but his

conduct always remains respectful. His respect is mirrored in his behaviour when, for
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example, he looks at nude photographs of Bryce and puts them back without any comment,
or when he defends Blessing in front of Kobus Breed. These examples show that the women
in Solo are not simply depicted as unrespected objects, as many critics maintain for
Fleming’s thrillers: “The role of women in the Bond novels has been interpreted (and
misinterpreted) to show that Fleming was a rabid misogynist who sought vengeance on
women.” (Burnett 177)

007’s confidence and success with women has been interpreted as a depiction of
Britain’s supremacy. (see Jenkins 309) This can also be claimed for Boyd’s novel. Bryce is
Scandinavian, Blessing African, and both are — as Jenkins puts it - conquered. (see 313)

The following lines express a notion many critics share:

There is none of Bond’s — how best to put this? — reprehensible attitude to women
here, or homosexuals, or anything else (bar a little drink-driving) that might jar with
contemporary standards. A tacit clean-up job has been done on the seamier aspects
of the spy’s character, which is a failure of nerve, if an understandable one; although
at least when he somewhat implausibly acts the valiant knight, defending a woman's
honour, he does so with satisfying violence. (Lezard par 5)

At the asylum, 007 meets Sheila, the nurse he likes best. She “was in her late twenties with
an animated, fresh prettiness about her.” (180) He seems fascinated with the profession of
nurses, since “[w]ords like prudish, embarrassed, shocked, disgusted or ashamed simply
weren’t in their vocabulary. Perhaps that is why people — why men — find them so attractive.”
(180) Bond reflects on why women working in this profession are so interesting though,
without making a move on Sheila. He behaves like a gentleman and enjoys her company,
which is surprising, because he is James Bond, the man known for his reputation as a
womanizer.

Then there is Donalda, his housekeeper. He can always rely on her, and when he gets
back to London after going solo, he meets her in a small café and asks her to help him with
his alibi, without giving her the reasons. She is excited to see him and tells him that he does
not look too well. He explains it with a cold, in order not to worry her. This shows that he is
capable of feeling empathy with women and does not just reduce them to sexual objects as
often claimed by critics. More of this empathy is visible after his housekeeper is attacked in

his apartment: “[...] Bond felt an unreasoning fury mount in him, not so much about this
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violation of his personal space but because Donalda — his Donalda — had been so brutally
attacked. Do not prey on my people, Bond said to himself, the consequences for those who
do tend to be fatal ...” (194) Boyd presents a professional who is good at his job, yet

occasionally reveals human behaviour.

5.4 You Are All Talk

The opening scene in Solo is a special one, since it presents the agent in the middle of a
dream. James Bond is sound asleep, dreaming of his time at war. 007 is out there in the war
zone fighting for his life, killing someone, which apparently still haunts him. There are
several theories on dreams, of which the following seems most plausible: the Finnish scholar
Anitti Revonsuo claims “that dreams allow us to rehearse behaviour that we may rely upon
in daily life — particularly in life-threatening situations.” (qtd. in Winston 160) So when 007
dreams about what happened out there in the war zone, it is like training for another
upcoming mission. He goes through a routine, so that in case he needs it again in battle, he
can rely on it. The reliance on his instincts as well as on his training helps Bond through his
missions, but it also helps him off duty, which is shown in the first chapter of Solo “Breaking
and Entering”. Boyd outsmarts his reader here, using a chapter title that hints at a crime.
Breaking and entering is commonly used to describe a criminal activity of some kind, in this
context breaking a law by getting into someone’s house without a key or without their
knowledge. It is not really seen as a crime here, since it is the agent himself who gets into
Bryce’s house, intending to protect her from potential crime. “Entering” could also refer to
Bryce, since this is the chapter in which she appears for the first time. Moreover, the entering
part could also indicate the start of the game between 007 and the woman.

Wherever 007 is sent on a mission he never faces any problems with the language
spoken there. Solo is also an example of the agent’s capability of speaking various languages.
One situation supporting this notion is Bond drinking schnapps with Breed, where - instead
of saying “cheers” - he says “Prost”, the German word. (see 134) In addition, Bond uses the
word “spielraum” (11) to refer to his apartment and the area around it. Apart from German,

French is used as well; for instance, right after Bond has helped Breed and his men in a
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manoeuvre, “reculer pour mieux sauter” is mentioned (141), with reference to the
consequences of this course of action. Introducing an agent familiar with various languages
is not only part of the Bond experience, but also no novelty for William Boyd. He created
Eva Delectorskaya — the main character in Restless; he knows what to do. Boyd’s distinct
awareness of language is mirrored in the names of certain characters, first of all Blessing.
The agent introduces himself as James Bond and the lady replies: “My friends call me
Blessing.” (60) She offers him help to get closer to Adeka and will actually turn out to be
true to her name, a blessing for him, not simply because she sleeps with him, but also because
when she shoots him, she misses the vital parts, which is why he survives. Although it is not
his name but an epithet, “pet millionaire” used for Hulbert Linck, it may be considered
relevant in this context. A pet animal is usually the master of his masters and although “pet
millionaire” has a humorous ring to it, the power of Hulbert Linck to have people doing what
he wants them to do is very real.

Since Fleming is known for his detailed descriptions, this stylistic feature of Boyd’s

is strongly connected him:

[...] it appeared to be a typical, bustling provincial capital, even though there were
many soldiers on the streets. Otherwise it seemed bizarrely normal; police directed
traffic at crossroads, the roadside food stalls were busy with customers, street-
hawkers harassed them when they stopped and, as they passed a church, Bond saw
that there was a wedding party emerging. Port Dunbar gave no sign of being
beleaguered, besieged city. [...] on the roofs of the higher buildings — office blocks
and department stores — there were batteries of ground-to-air missiles. (112)

This detailed description enables the reader to imagine what the city looks like. Another
suitable illustration of a description with the same effect is the first “love making” of Bond
and Blessing, which creates an intensely erotic atmosphere — heat perfectly transformed into
words. (see 85-86)

As Roger Jones asserts “Solo is no Fleming pastiche — it is all Boyd, cleverly plotted
and elegantly written, at ease with Bond.” (Jones, Expecting 41) It is the ability to walk this
fine line between retaining the style of Fleming and adapting it to his own requirements and
authorial personality that gives the novel its special quality. Some critics claim that Boyd’s

Bond thriller is done even more skilfully than the originals. William Boyd is referred to as
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“a literary chameleon” who does not want to be restricted to one specific type of novel. (see
Biswell qutd in Braitenthaller 3) As to that, Elices highlights that William Boyd’s versatility
is one of the most characteristic features of the author (19). His passion for experimenting
with different genres has put him in touch with a diverse mix (see Elices 24), ranging from
short stories to film scripts and now a Bond thriller. Restless, owing to its particular structure,
is a mixture of diary, epistolary novel, spy thriller and in a way features aspects of a romance
novel and therefore supports this notion.

When writing a work of fiction, the author always faces the challenge of making his
book to a certain extent believable and William Boyd is no exception. His major challenge
is to make his thriller a believable Bond thriller. Thus, Boyd keeps inserting details and facts
the reader knows from the original Bond thrillers, as for example the friendship between
Bond and Felix Leiter, or the agent’s favourite cigarette brand, Morland, the one actually
produced for him exclusively. Thus, he creates the effect of another Bond adventure and
establishes a comprehensive picture of the agent, his habits and surroundings.

To further ensure the thriller’s plausibility as a Bond novel as well as “actual” spy
work, Solo contains a published newspaper article. When the war in Zanzarim ends, the
paper reports on what happened in an article titled “Death of a small country” and no word
about James Bond is to be found in it. (see 182-183) Like in real spy work, the name of a
secret agent working for a secret agency, cannot surface in a newspaper.

In an interview with The Esquire, Boyd mentions that “[y]ou need a lot of stamina to
be a novelist!” (par 6) He refers to the writing process itself, and to the fact that it takes more
than finding the right words. It is about everything around it from the idea for the book to
the special routine every author develops. Fleming’s was dominated by alcohol and parties,
Boyd’s is not, but they both share an established routine.

Ferguson not only criticises Boyd but also Fleming when he claims that “[...] an
exposition on a small oil war in tribal west Africa is arguably more interesting, then and now,
than Fleming’s own expositions on the histories of voodoo or the Kentucky Derby”
(Ferguson, Solo par 6). Apart from this niggle, as he calls it, he encourages the reader to
engage in Solo, even though it is longer and differs from what is known from Fleming’s
work in terms of sex, snobbery, and sadism: “[...] the quiet snobberies and sexism are there,

just a little less obnoxiously so. Apart from anything else, it’s simply a bloody good thriller.
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A triumph. Bond is back.” (Ferguson, Solo, par6)
5.5 Themes and Motifs

Solo provides the typical themes and motifs known from Fleming and other writers of spy
novels: Getting involved with women, only to lose them again, play situations, the battle
between good and evil and many more. To discuss all of them here would be repetition,
therefore the focus is on the twists and particular examples in Solo.

According to Juan Elices, “the image of the Englishman abroad is a motif Boyd is
very fond of exploring.” (see 22) Consequently, this motif appears in several of his novels,
starting with A Good Man in Africa, where Morgan Leafy is First Secretary to the British
Deputy High Commission in Kknogsamba in the fictional West African country of Kinjanja.
In Restless, Eva Deletorskaja is of Russian origin and lives and works in the US, before
retiring in Britain. In Solo it is Bond, the British spy, on a mission in Africa. All share the
motif of the Englishman in a foreign country. This enables Boyd to dramatise cultural
differences or clashes and reflect on the cultures themselves.

Inseparable from a James Bond thriller is the issue of killing; death belongs to the
spy’s job. Where there is war, there are people dying. Consequently, war is part of Merry’s
“paraphernalia of death” (57). People are shot out in the jungle, others killed by explosions,
or hung from a tree. Death can occur in various ways, for instance, in the shape of an old
man in a village out in the bush - a “symbol for death”. (105) - who refuses to help the
children left behind.

Bond is repeatedly asked to eliminate individuals, because after all he has a licence
to kill. He never really feels comfortable about it but “[i]t was kill or be killed. He must just
do it efficiently.” (Burnett 177) Apart from occasional doubts, Bond has no choice but to
follow instructions, unlike Kobus Breed, who celebrates a personal ritual of killing with a
hook:

Then Breed had a man bring him a clinking, heavy sack and from it drew out what
looked like giant fish hooks, six inches long, with a large eye. Breed attached the
dangling ropes to the hooks and then, to Bond’s shock and surprise, he thwacked the
sharp end in and under the jaws of the dead soldiers, like a stevedore walloping a
bale hook into the sack. He tugged sharply at the hook to make sure its grip was
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secure under the jawbone. (131)

Not only does this scene provide an additional detailed description, comparable to Fleming’s
torture scenes, but it also emphasises the status of rituals. All over the African continent a
great variety of customs and practices can be found, often with a religious background,
ranging from praying to honouring spirits, to celebrating rituals and special ceremonies.
These ceremonies often show a strong connection to death and the deceased. Some of these
rites are also used in battle, some to demonstrate power and to intimidate the soldiers, others
to create faith. There is one in Solo, where the “witch doctor” performs a ritual to make the
fighting men immortal. After that ceremony they are supposed to fight even harder and
believe in life after death. (see 133) In fact, the soldiers can be tricked because they are
superstitious, they become more obedient. People are threatened with bad juju, bad luck with
the spirits, a topic Boyd has used before. In 4 Good Man in Africa he shows a group of
people who practise a particular way of handling dead bodies. The situation escalates when
the main character of the novel — Morgan Leafy — shows no respect whatsoever for those
traditions. This reveals Boyd’s “grotesque humour”, or as Elices also calls it, “graveyard
humour”. (see Elices 25) In Solo this humour surfaces, when Bond kidnaps the witch priest
in order to sabotage Kobus Breed’s strategy of making the soldiers believe that they are
invincible. With the priest gone, Breed and his soldiers feel lost and weak. An incident like
that has a comic effect, since those who appear ruthless and without fear are intimidated by
superstition.

Humour is not a primary ingredient of Fleming’s thriller recipe. It is, however, one
aspect that distinctively shows Boyd’s style of writing and one motif in Solo that appears
again and again in various shapes. Not so much an example of graveyard humour but rather
a slapstick moment is presented to the reader when 007 meets an old school mate at the
airport. Bond would like to pretend not to see Bloater, but is left with no chance to do so.
Bloater, who turns out to be called Turnbull Mc Haig, is excited about meeting Bond but the
same cannot be mentioned for 007: “It’s a bloody nuisance, Bond thought, turning away with
a false assurance that he’d call, a grin and a cheery wave. Over my dead body.” (217)
Bloater is known as a fish, a red herring in the food service industry, an expression that has

a distinct meaning in the world of spies. What is understood as such is an event or a
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manoeuver intended to distract or to mislead. Why is there a necessity for deflection?

It could be reasoned that it is the author’s intention to mislead the reader by introducing a
character that seems to be of importance. A former schoolmate of 007 suddenly appears, an
associate of the villain? Perhaps he will reoccur later in the story? Yes, he does, but he is
really just a minor character in the overall plot who turns out not to be adjunct to the enemy,
but to support Bond on his mission.

An additional humorous passage perfectly illustrates what Leacock expresses with
these words: “Humour, at its highest, is a part of the interpretation of life.” (193: 12) When
M visits Bond at the asylum he mentions that he had thought about bringing grapes but then
chose alcohol instead. (181) This puts a smile on the readers face because “real men” do not

eat fruit but drink alcohol, of course.

56 Symbols

5.6.1 The Jensen FF

Since the creation of James Bond in 1953 he has been associated with a gun metal grey
Bentley, the 007 car. Boyd briefly refers to this tradition: “The old car, much loved, and
lovingly customised over the years, was showing signs of its age and its rambunctious history
and was beginning to cost him serious money just to keep it roadworthy.” (17) So, Bond still
has this vehicle, but is thinking about replacing it. The Bentley cannot be used, because it
has to get its gearbox replaced, and so the agent gets the chance to look for a new vehicle.
Roger Jones calls his choice - the Jensen Interceptor - an “idiosyncratic choice”. (Jones,
Expecting 41) The experienced reader does not expect anything else from 007. He most
certainly does not need an ego boost, but suggests a car like the Jensen FF for someone who
might need that. (19)

There is no hint whether he actually buys it. The quotation above can also be interpreted as
an indication that the agent himself might need replacement, he is already 45 years old.
Moreover, a new car can also be associated with a new chapter in someone’s life. This could

be a hidden hint at the agent pursuing a solo mission at a later stage of the story.
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Following Fleming’s example, Boyd’s Bond is fascinated with cars: “He liked the
Mustang - he’d driven one before — and there was something no-nonsense about this hefty
new model - two-tone, red over black — with its big blocky muscled contours and wide alloy
wheels. No elegant European styling here, just unequivocal 300-plus horsepower in a brutish
V8 Ramair engine.” (217)

The car, known as a symbol of power and masculinity, also expresses sex appeal:
“Bond slipped into the driving seat and rested his hands on the wooden rim of the steering
wheel, his eyes taking in the grouped dials on the fascia, his nostrils filled with the smell of
new leather. It worked on him like an aphrodisiac.” (18) Driving a car is an expression of
having power, being in control.

The car is also associated with luxury, even for 007, when he comments on not
knowing whether he could afford the Jenson or not. Driving a car can be invigorating and

since Bond was mentioned to be getting older it is something to stay young, keep his youth.

5.6.2 The Gun and other Toys

Boyd’s Bond — like the original — is not provided with a lot of gadgets. It is decided that he
should even travel without a gun, since he is a member of the press and they do not carry
weapons. What he gets from the MI6 is “a zipped pigskin toilet bag” with a “luxury shaving
kit: safety razor, Old Spice shaving stick and badger-bristle brush, aftershave, talcum
powder, a deodorant roll-on, all tucked in their respective pockets and slings.” (39-40) A
coat of the talcum powder can make fingerprints visible, so it is also a “tool” 007 can use for
his work. Additionally, one of his loafers has a blade hidden in its heel which he, for example,
uses to get into Bryce’s house. (see 20-21) The gadgets he uses are not considered weapons
in the original sense, they are simple items that can be used as such if the one using them
knows how to, which is the case with 007.

It is not until he gets to the US that he is sufficiently armed for the job. Only there
does he decide that “It was time to equip himself.” (222) He visits a store whose sign reads
“SAM M. GOODFORTH. GUNS ‘N’ AMMO” and underneath “Your Firearm Dreams

Answered.” (222) There he gets everything he needs — a mat, and the weapons — he asks for
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a Walther PPK and is shown a Beretta M1951 (223) Bond likes Berettas and knows also how
to handle this gun. (see 224) A slight hint of criticism of the accessibility of weapons in the
United States can be detected, when 007 reveals that he is not surprised by “how easy it was
to arm yourself in the land of the free.” (225)

The label “weapon” cannot only be applied to guns and gadgets. 007 himself is
considered a machine, one main “gadget” Britain uses for defence. Moreover, at some point
the aforementioned witch doctor Tony Msour is considered a secret weapon by Kobus Breed.
This leads to the interpretation that the priest is a symbolic figure for support, for success in
the battles. He fuels peoples urge for superstition and so pushes them to fight. In fact he is

someone people need to believe in and so justify their horrible actions.

5.6.3 Time for a drink, food and a cigarette, of course

According to Jones, the 007 the reader meets in Boyd’s spy thriller “knocks back heroic
quantities of alcohol and smokes like a chimney.” (Jones, Expecting 41) With the first
breakfast in the thriller comes the first cigarette of the day. Even before his strong black
coffee, scrambled eggs, rashers of bacon are served, he lights one up. (see 7)

In Solo 007 shows his particular attitude towards food and drink as known from the
originals: “Bond went to the lobby bar to gather his thoughts and ordered a vodka martini,
explaining to the barman the best way to achieve the effect of vermouth without diluting the
vodka too much. Ice in the shaker, add a slurp of vermouth, pour out the vermouth, add the
vodka, shake well, strain into a chilled glass, add a slice of lemon peel, no pith.” (248) -
James Bond at his most idiosyncratic behaviour at the Fairview.

At one point he even goes as far as telling the maitre d’ that it is his birthday and he
is a fussy eater, slipping him some money, just to make sure everything meets his demands
precisely. (see 268) With his meal he orders a bottle of Chateau Lynch-Bages 1953, as well
as the ingredients for his special vinaigrette. Bond is a gentleman who knows how to live. A
“Schweinsbraten” and a cake would not meet his demands of life. He is a gourmet, a
bonvivant: “[...] a small lacquered tray was brought to his table that contained all the

ingredients necessary to make the vinaigrette to his own secret formula: a little carafe of
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olive oil and one of red-wine vinegar, a jar of Dijon mustard, a halved clove of garlic, a
black-pepper grinder, a ramekin of granulated sugar, a bowl, a teaspoon and a small balloon
whisk to mix the ingredients together.” (268 — 269)
At the bar at the Grand Central Hotel in Port Dunbar Bond orders gin, a bottle of Gordon’s
and with it a bucket of ice, a lime and some glasses. 007 himself mixes the drinks at the table
and tells Felix that this is called an “African dry Martini” (see 300) Boyd’s Bond appears to
be so particular about what he eats and drinks, he not only explains how it should be done,
he does it himself. His behaviour reveals Bond as an artist. He does not only enjoy his food
and drink when it is served up to him; as an artist he enjoys creating it. He is not a “control
freak”. Boyd’s Bond lives in style. After he has just decided to go solo, he treats himself to
a delicious meal: “he dressed in a dark navy flannel suit, white shirt and black tie” and went
to an oyster bar “where he ordered a bottle of Veuve Clicquot, a dozen oysters and smoked
salmon and scrambled egg.” (189) Shortly after he gets on a train to London, where the
steward offers him tea and biscuits — “Bond ignored the tea — he didn’t drink tea — but gladly
ate the biscuits.” (189)

Sometimes the agent simply has no choice but to eat what is available at that time.
After his first night in Port Dunbar for instance, he gets orange juice, an overcooked omelette
and watery coffee for breakfast. Another day he eats “a vast tough steak with some French
fries” (219), or “[he] lunched on a ham and cheese sandwich in a diner, had a badly made
dry martini in a bar”. (227)

Boyd also implies that the only food available is often bad; worst is the coffee in the
United States. One morning 007 “stop[s] at a diner for scrambled eggs and bacon and the
hot brown liquid that passed for coffee in this country.” (242) This is not the simplest meal
the agent eats in this thriller, out in the jungle the only thing he can find is the fruit from a
pawpaw tree. (see 104) Even though he is known to be very picky when it comes to his
eating and drinking habits, he still tries something new every now and then, develops a taste
for Lebanese food, but calls the wine - Blue Nun Riesling and something called Syrian
Burgundy-Style — a joke, and orders the local beer, the Green Star instead. (see 64) A beer
with his dinner- a first for 007. Bond’s fastidiousness about his own food is one thing, but
he appears to be choosy about other people’s eating choices as well. The reader encounters

an agent who mentions never having liked a vegetarian, but that Blessing would have been
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an exception of course. (see 64)

A serious talk between men often goes hand in hand with a serious drink, which is
exactly what happens with Leiter and Bond at one bar. Different places call for different
drinks, and so it happens that the James Bond in Solo goes through a variety of drinks. On
the plane 007 has a Brandy and soda, on a different occasion he enjoys some whisky (see
66) while ordering a gin and tonic for the lady accompanying him. Furthermore, he tries
local alcohol: in the middle of the jungle, in a half destroyed village, 007 gets some beer,
referred to as the “liquor of the gods”. (108) He drinks bourbon with the rest of the people
drowning their sorrows (see 217), Jim Beam with Blessing when they meet again in the US
after she tried to kill him.

Boyd admitted he had experience of the heavy drinking culture that Bond inhabits,
because of his upbringing in Africa: "My father, who was a doctor for heaven’s sake, would
come home from his clinic and have two very large pink gins before lunch ... and then drink
whisky in the evenings." (Brown par 9) William Boyd reveals that he included some rather
personal aspects in his thriller, as for example the aforementioned vinaigrette and the perfect
Martini. (see Brown par 8) As Fleming, Boyd draws from his personal involvement with the
consumption of alcohol in his spy thriller. The author himself does not drink as excessively,
but watched his father do so. People drink for different reasons, some of the most common
ones are addiction, to forget their sorrows or simply to relax. The last one seems to be the

case with Bond drinking alone at the hotel bar. (151)

5.6.4 Quite an Appearance

William Boyd presents an 007 in the late 1960ies, who dresses the way Fleming’s Bond
does: “Bond shaved and dressed in a dark blue worsted suit with a pale blue shirt and a black
silk knitted tie.” (4) He wears a nice suit when he meets Bryce again — not just a suit, but a
nice one. (see 316) This proves that 007 pays attention to his clothes. He always seems to
know exactly what to wear for the occasion, for example, when he dresses to go out in Africa:
“He changed into a cotton khaki-drill suit, a short-sleeved Aertex shirt and navy-blue knitted

tie. He slipped his feet into soft brown moccasins, thought about removing his socks but
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decided against it.” (54) 007’s decisions on what to wear are as particular as his choices of

food in Solo, like they are in Fleming’s Bond thrillers.

In need of a disguise, he briefly has to change his style and gets a “red and green tartan
jacket, heavy black spectacles with clear lenses and a cream pork-pie hat” (228) He also uses
a disguise when he dresses like Kobus Breed - in military clothes and a kepi - tricking the
witch doctor into believing he actually is Breed although Bond’s and Breed’s looks are not
similar at all. Hulbert Linck does not wear the latest fashion either, walking around in canvas
boots, a shirt with a tear at the elbow and canvas boots. (see 123)

Apart from the way men dress in Solo at a time known for a growing awareness of
fashion, the appearance of the female characters also deserves consideration. 007 is very
observant and notices a lot of details of what the women around him wear. At their first
encounter, when Bond meets Bryce in the elevator, he sees the following: “She was wearing
a jersey all-in-one navy cat suit with an ostentatious gold zip that ran from shortly above her
groin to her neck. The tightness of the close-fitting material revealed the full swell of her
breasts.” (7) When he comes back to visit Bryce and to make love to her again, she wears
“[...] a black velvet dress to just above the knee with a low scoop neck. Two diamonds
glittered at her ears and her thick blonde hair was brushed casually back from her brow.”
(206) Both descriptions indicate that Bryce chooses her clothing according to the latest
fashion. Furthermore, it suggests that fashion also has a sexual connotation. At the beginning
of Solo Bond sits in a café, observing a pretty girl in a transparent blouse, thinking that “there
was something to be said for modern fashion after all.” (15) There is a sexual undertone, and
007 definitely seems intrigued by this kind of fashion.

With the second Bond woman in Boyd’s spy thriller, Blessing, the reader encounters a very

different style:

The plaited rows had gone and it was now oiled flat back against her head almost as
if it was painted on. She had a shiny transparent gloss on her lips and was wearing a
black silk Nehru jacket over wide flared white cotton trousers, and had some sort of
crudely beaten pewter disc hanging round her neck on a leather thong. She looked
very futuristic, Bond thought, with her perfect caramel skin, the colour of milky
coffee, as if she were an extra from a science-fiction film. (Solo 65)
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Being inspired by the fashion in Africa, her taste in fashion does not only differ from Bryce’s,
but also changes when she is in the US and Bond spies on her: “She looked different — she
was wearing a belted beige trouser suit with wide flared trousers but her hair had changed
and was now styled in a short busy Afro, natural and unoiled — very much the young radical,
he thought.” (235) When they meet again a bit later, she proves to be knowledgeable about
how to dress, since “[s]he was wearing an eau de Nil satin blouse with balloon sleeves and
tight, bell-bottom pale blue jeans. Her feet were bare.” (250) She knows exactly what effect
her chosen clothes and style have. Bare feet and loosened hair are both traditionally full of

sexual suggestion. They suggest that a woman is showing that she is ready for bed.

5.6.5 Brands

Although William Boyd opted for making some profit with product placement recently in a
short story sponsored by Land Rover, he has not included contemporary brands in Solo for
the same reason. What he has done is what Brennan and McCalman stress when they claim
that “[a]cross literary genres, branded products are frequently used by writers to create a
natural setting, a historical and social context, to increase verisimilitude, or to aid
characterization.” (qtd in Avramova 38) Boyd uses the brands we know from Fleming in
order to create a proper James Bond thriller experience. Brands like Morlands, Bentley,
Beretta, and Walther PPK, as well as Rolex and Ronson are mentioned repeatedly. The brand
names evoke the glamour of luxurious consumerism. Nothing that Bond uses is cheap or
common. This is an interesting matter, since Bond sets himself apart from average people
through those luxury items, while in the same thriller he also tries to appear human and like
everyone else.

When it comes to cigarettes, Fleming’s Bond does not solely smoke his custom made
Morlands, he smokes other brands too, but in Solo the African cigarettes are quite different
from what his lungs are used to. When he is in Africa, he relies on a regional brand called
“boomslangs”. In his review of Solo, Nicholas Lezard mentions that apparently Boyd
considers these cigarettes a little lightweight, but according to his own experience they “feel

like grenades going off in your chest.” (par4) The effect of smoking this brand indicates the
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circumstances people have to face in the particular political situation in Zanzarim. A parallel
can be drawn between 007 getting in touch with a brand he is not familiar with, and getting
to know a new country - even though a fictional one.

In addition to these two brands of cigarettes, he also occasionally smokes Tuskers, offered
by Blessing in Zanzarim — another regional brand - as well as Rothmans. The latter is a
British brand with its roots in 19" century London.

Amongst the brands of cars mentioned in Solo are, of course Bentley, Jensen, Citroen,
Peugeot, and Mercedes. Kobus Breed drives a black Mercedes, a German car, which could
be interpreted as a hint at the enemy being associated with Germany, although Breed is
originally from Rhodesia. Still, the colour of the vehicle is black, which is associated with
the dark side. Although it needs to be mentioned that black in connection with cars and
cocktail gowns is considered a mark of elegance. Could being evil be interpreted as elegant?
Well, what can be observed with villains and their acquaintances is often a very luxurious
life style. They travel with their private plane, only wear the most expensive clothes and dine
in well-respected restaurants. So the fact that they are evil does not make them elegant per
se, but because of their criminal wheelings and dealings they can afford a certain luxury and
pursuant to that a certain presence.

It is no secret that James Bond likes to have a drink, and he does not limit himself to the
Vesper, the Martini created by him. In the course of Solo he enjoys Dimple Haig Scotch, one
of his favourites, Johnnie Walker - for medical use, Jim Beam when he is with Blessing, as
well as champagne, Taittinger Rose 1960, on his birthday with the first course and Chateau
Batailley 1959 with the second. Champagne to celebrate his birthday, even though he is
alone, and then red wine with red meat — this man really knows how to eat and drink well.
This knowledge is rooted in a certain way of living, being able to handle and enjoy luxury.
He enjoys a variety of alcoholic beverages, all of excellent quality and taste, and from
countries ranging from Scotland, to the US, to France. Whisky, of course, traditionally
Scotch, like the agent himself, therefore his preference is not a surprise. For practical reasons
mainly, he consumes whiskey of an American brand too. Moreover, he seems fond of French
alcoholic beverages and to know exactly which beverage to choose for dinner, or any other

occasion — he is James Bond after all — the man expected to know about such matters.
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6 Conclusion

Faulks’ book is a Bond thriller, since it contains a large number of the criteria constituting
such a book. Nonetheless, it differs from Fleming’s work in several aspects as shown above.
Can Faulks’ novel be considered a very good example of a Bond sequel? Devil May Care
contains many of the features of Fleming’s spy thrillers, such as the structure presented and
explained by Eco, the agent’s particular taste in food and drinks, special gadgets, an evil
opponent, and various brand names. Additionally, there is the beautiful and mysterious Bond
girl. Faulks manages to create tension between the agent and the woman, as well as to
surprise the reader with the fact that the woman, who is on 007’s side during the whole
mission, turns out to be the new 004 agent M had mentioned.

What Faulks presents is an agent who is also a human being, not just a functioning
machine. Although this notion can also be found with Fleming’s 007, for example when he
wants to get married in Casino Royale, Faulks’ spy shows a stronger connection to his human
side. The fact that in Devil May Care he is seriously considering quitting his job at the MI6
at the beginning of the book - he looks at himself in the mirror and decides to stop doing
what he has been doing for so long - shows a more emotional side of the super spy. Like
Daniel Craig in the movies, Bond in Sebastian Faulks’ book is shown from a slightly
different angle, making it possible for the reader to look behind the mask of the agent as he
is generally known.

Janet Maslin’s comment can only be considered partially valid for this investigation
when she claims that: “What he delivers is a serviceable madeleine for Bond nostalgists and
a decent replica of past Bond escapades. But if you didn’t pick up “Devil May Care”
convinced that Bond was an enduring pop-cultural landmark, you would not come away with
that conclusion.” (par 2) As mentioned above, what the reader encounters is an agent not
quite as fierce as the 007 Fleming created, which is why some truth has to be credited to
Maslin’s comment. Likewise, Julian’s opinion holds true for this analysis to a certain extent:
“After turning over the last page of Devil May Care, the reader can only be deeply
dissatisfied. Among other things, he’s apt to wonder: What happened to the sex, snobbery,

and sadism?” (par 19) Sebastian Faulks took on the job of trying to write as lan Fleming, a

137



really difficult task. Thus, he presents a few aspects from a slightly different angle but
generally manages to implant some Bond spirit into his spy thriller.

Concerning William Boyd, Ferguson seems to word it appropriately: “All faithful,
down to the guns, and the nipples, to Fleming’s obsession with detail. But we also get the
prose of Mr Boyd, which is frankly superior to that of Mr Fleming.” (on Solo, par4)
According to him Boyd is a better prose writer than Fleming, which opens up room for
further discussion, but would exceed the scope of this analysis. It is a fact that Boyd has
successfully written a Bond adventure that outshines a few of the other Bond thrillers written
since Fleming’s originals. Additionally, Ferguson observes that “[Boyd] has succeeded
indubitably in lifting to his lips the poisoned chalice of the Bond books franchise where so
many, from Kingsley Amis on, have to a lesser (Amis) and greater (Sebastian_Faulks) degree
failed. Not only lifted it but drained it, then licked those lips. This book is more true to
Fleming’s intentions than some of the less good (and frankly padded) originals.” (on Solo,
par3) Going that far seems a little exaggerated, but he has definitely succeeded in creating a
great Bond thriller. Unlike Sebastian Faulks’, Boyd’s attempt was not to write his Bond
thriller pretending to be lan Fleming. Boyd has managed to combine his very own style with
Fleming’s and turn it into his own Bond thriller. (see Ferguson par5) According to Ferguson,
the spy genre in general is no new territory for the author of books like Rest/ess, which might
even have increased Boyd’s chances to create a book so “immensely believable.” In
accordance with Ferguson, it should be highlighted that Boyd has not turned his James Bond
thriller into a pastiche, a mistake others have made before him, often with little success. (see
pard)

Trying to answer the question why Bond thrillers, including Solo, are still in vogue,
Burnett claims that “[e]ven though the Cold War ended more than two decades ago, Bond’s
popularity continues because he is still seen as a lone Western warrior against the tide of
oppression and terror that continues to swell throughout the world. Democracies will always
need their heroes, and Fleming’s superspy is poised to fill that role for decades to come.
(179) In other words, what Fleming wrote is timeless. Boyd’s Solo can be considered equally
impressive, since it contains so many elements Fleming had established in the originals. It is
authors like William Boyd, who are capable of creating a spy thriller that is both, a true Bond

novel, as well as their own book, who continue the legacy of the great James Bond.
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9 Zusammenfassung

Die zentrale Frage dieser Arbeit ist, ob es Sebastian Faulks mit Devil May Care und
William Boyd mit Solo gelungen ist jeweils einen zeitgemif3en James Bond Thriller zu
verfassen, der sich mit den Originalen von Ian Fleming messen kann. Dariiber hinaus wird
untersucht, inwiefern sich die beiden Werke aus den Jahren 2008 und 2013 voneinander,
beziehungsweise von den originalen Bond Biichern unterscheiden.

Dabei wird zunichst eine, fiir diese Analyse passende, Definition des Genres
vorgenommen, da es unter dem Begriff ,,espionage fiction unterschiedliche Einteilungen
in zahlreiche Kategorien gibt. Wie sich zeigt, sind die beiden Begriffe ,,spy thriller* und
,»Spy novel* adidquat, welche somit im Verlauf dieser Arbeit synonym Verwendung finden.
Des Weiteren werden die formalen Techniken, welche einen solchen Agententhriller
generell ausmachen angefiihrt. Hierbei wird gezeigt, dass die Grundzutaten fiir einen
perfekten Agententhriller, nimlich ein furchtloser und gutaussehender Spion, eine reizvolle
Frau, ein unattraktiver Gegenspieler und eine fremde und gleichzeitig spannende
Umgebung nicht alles sind, um ein perfektes Abenteuer zu schaffen.

Darauf folgt ein kurzer Abriss der Entwicklung von ,,espionage fiction* und der
bedeutendsten Autoren dieser Materie, welcher lan Fleming und seine Bond Thriller in
einen historischen Kontext setzt.

Folglich werden aus Fleming’s Werken jene Kriterien herausgefiltert, welche diese
Texte so aulergewohnlich machen. Diese Merkmale werden anschlie3end als Grundlage
fiir die Analyse von Devil May Care und Solo herangezogen. Im Sinne einer umfassenden
Auseinandersetzung werden damit verschiedene Ebenen der Werke beleuchtet. Es wird
unter anderem verglichen, wie sich die Handlung entwickelt, in welches Land sich der
Agent auf geheime Mission begibt, wie 007 sich verhélt, wie sich sein Umgang mit Frauen
gestaltet und natiirlich wie er seinen Gegenspieler und dessen Entourage tiberlistet und

schlieBlich besiegt — ist er doch schlieflich noch immer - Bond, James Bond!
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