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1. Darko Kerim: 

(Ch 14)
a. Head of Station T

b. Has dark skin- hence called “Darko” ; Mother English- Father Turk; Mother taught to “regard England” (Pg 90); His English mother ensured that he was “better educated” than his father (pg 89)
c. Face “radiated life” (pg 81) vs Grant and Kronsteen who are harbingers of death
d. Trope of Eating and drinking (Pg 91)- “raw meat”; Darko Kerim eats all his food raw, and extols the virtue of Steak Tartare, which is "good for those who wish to make much love" (pg 91). Trope of Eating and drinking signifies: virility-sensuality- life- version of masculinity.
e. Bond’s spiritual companion {allies with England (nation/ capitalism/ West)+ “wins a Bessarabian hell-cat” referring to a girl from Beearabia region who he keeps “chained naked under the table” and throws “scraps” at when he ate – “She had to learn who was master” (pg 90) (gender politics)} [In printed text only]
f. “Primitive Masculinity / "Sophisticated" Stomach: Gender, Appetite, and Power in the Novels of Ian Fleming” Sue Matheson
https://drive.google.com/open?id=1lgu0NzkcD6cJa3ANoN37szrjYBvIE8hY
….a new pattern of male arose in popular literature in which one finds the evaluation of men ing to their physical strength and energy, the view of man as the master mal who could draw on primitive instincts when reason would not and the popularity of the metaphor in which a man's life was a competitive jungle struggle… Britain too has its long standing love affair with the masculine One of the best examples of this fascination with man as the master is not found in the British Western but in a series of spy thrillers els of Ian Fleming. A close examination of the 007 series, however, that these novels are a far cry from the celebration of the masculine tive that one finds in Hollywood movies. Fleming's depictions of culine-primitive form an incisive intelligent, well-read, and, at times, bic critique of the values associated with this type of masculinity” (15).
2. Istanbul- 
· Key action outside Russia

· Istanbul= Threshold of West and the ‘Other’

· “barrier between Europe and Asia” (Pg 79, Ch 14)

· “…Arabian Nights” vs “Modern Turkey”  (Pg 79, Ch 14)
· Both Russian and Western Agents operate from here.
3. “James Bond: Masculinity, Commercialism”
To market the Bond films, EON productions (which produced 23 of the 26 Bond pictures) created a dynamic masculine brand identity for the character of James Bond. Albert R. Broccoli and Harry Saltzman, the initial producers of the series, brought to the screen a solid male personality accompanied by a lifestyle that spotlighted the forbidden world of bachelorhood, sexual voyeurism, and adventure. Amid the ideological based advertising codes, in particular overt female sexuality, the Bond persona showcased a steady focus on trysts with beauty queens and actresses to spark viewer interest and facilitate long-term loyalty. As a result, the Bond series exploded into a financial boom reaching $2.5 billion in ticket sales (Streitmatter, 2004: 31).

EON based the commercial potency of the films on the formulation of socially-created meaning (Fiske, 1987. 61, 63). To “hook” viewer interest, the film industry creates personas around subjects that promise to stimulate feelings of excitement, attachment, pleasure, lust, internalization, and understanding (Williamson, 1994: 30, 36). Producers compose subjects within the structure of a film using various codes that transfer meaning: 
background (nationality and race); 
costume (suits, lingerie and masquerade);

storyline (suspense and voyeurism); 
technical effects (camera angles and

line of vision); 
and special effects (excitement and shock).

During the 1960s, the Bond persona made cinematic history by drawing on a controversial set of codes to define masculinity (Streitmatter, 2004:32). The producers ventured into new ideological territory by promoting Bond as a sexual nomad; a highly mobile and assertive man sworn to bachelorhood who unabashedly pursues young women adorned as sex kittens (Reynolds, Press, 1995: 2-5, 52). He forsakes the values and permanence of monogamy, fatherhood, and family life (ibid). Instead, Bond seeks casual sexual encounters with women while exercising emotional and sexual control. Zero-fault sex personifies his lifestyle. Women serve as leisure items for recreational sex. By inference, traditional marriage is pushed aside as outdated and long-term relationships are judged as emotionally constricting. Consider the persona of the sexual nomad—a prime example of male virility, power, independence, and authority (ibid). By branding Bond as a philandering hero, Life Magazine denounced the series for glamorizing amorality (Streitmatter, 2004: 30). 
Bond serves as a pseudo-celebrity by promoting his brand of masculinity to audiences as a form of counterfeit empowerment. The producers created Bond as a womanizer to spark an emotional and ideological connection with males of any age, race, class, and background. 

The persona connects images of the body and desire, popularity and wealth, identity and acceptance, and visual instruction through the seduction of women (Rutherford, 2007: 249). In turn, viewers are free to internalize his values and identity. The brand offers a false perception of personal agency with the belief that they, the viewers, become “cool” by remodeling their lives on the commodified values and standards promoted in the brand identity (ibid: 221; Fiske, 1987: 52; Blackwell, Stephan, 2003: 51, 143). The Bond persona showcases what producers believe male teenagers and all men crave, if they are conscious of their human nature: forbidden sex, an elegant lifestyle, freedom from marital and family responsibility, and extreme action. The model, quite evidently, is synthetic, commercial, and, ultimately, unsustainable as it becomes self destructive in the real world. Within Bond's fabricated world, the moral and legal repercussions that face him are surmountable since he is positioned above the law and beyond ethics. In an ironic leap, the producers of Bond glorify his character and the world around him as presumably “natural” while intrinsically defaming other social constructs as infeasible since they allegedly restrict human nature and altruistic patterns of behavior.
Bond’s motives and behavior are vital in understanding the next phase that defines the brand traits of his persona. Bond is presented as an authentically sincere ladies-man; fit, handsome and so absolutely suave that he can transform the most jaded femme fatale into his complacent lover, along with a variety of loyal female accomplices. Drawing from his manly charms he seduces women positioned as haughty, stylish, and, regardless of marital status, available. Bond seduces heiress Paris Carver (Teri Hatcher), the wife of media magnet Elliot Carver, to learn where Carver’s secret headquarters is located (Tomorrow Never Dies). Bond also seduces Domino (Claudine Auger), the trophy girlfriend of his enemy, Emilio Largo (Thunderball), to prove that no woman is free from the power of his seduction. To showcase his sexual charisma, the camera is often positioned to reflect Bond’s line of vision, which often details the feminine lines and sexualized appearance of Hollywood’s most buxom and alluring actresses, including Ursula Andress (Dr. No), Daniela Bianchi, (From Russia With Love), and Jane Seymour (Live and Let Die).

As a proxy for male viewers, Bond does not undergo feminine rejection, suffers no quandaries about his immoral behavior, and wastes no time securing his position of power above women (Streitmatter, 2004:32). Consequently, male viewers set box office records with the release of each new installment in the series (ibid). To ensure the acceptability of Bond's masculine formula among audiences, the producers employ a key code to position women as sex objects for male review (ibid: 30). In the film, Dr. No, Bond stands in the cover of a palm tree watching Ursula Anders emerge from the ocean and walk along the beach. Clad in a skimpy white bikini that showcases her figure as voluptuous, Bond surveys every inch of her feminine form, with the camera serving as a proxy set of eyes (ibid: 40). Imagine the impact that camera scene had on male viewers who were empowered through voyeurism and the internalization of Bond's identity. In From Russia With Love, Bond intently watches two young gypsy women wearing revealing tight clothing wrestle each other to determine who will marry a village man (ibid). Bond Later seduces both women (ibid). His voyeurism continues with a scene in which he is treated to the pleasures of a belly dancer who performs an exotic lap dance in his honor (ibid). Movie pundits argue that neither scene had any relation to the narrative (ibid). Therefore, the producers use the sexual sell to position the Bond series as an advertising pedestal to keep audiences entertained and in the theatre. The storyline becomes secondary.
Korte, Barbara. “Facing the East of Europe in Its Western Isles: Charting Backgrounds, Questions and Perspectives.” Facing the East in the West, Rodopi, 2010, pp. 1- 21.
the most blatant of which reflect the cold-war binarisms found, for instance, in Ian Fleming’s From Russia with Love (1957). Here the “Russians” demonstrate Eastern authoritarianism, militarism, danger and extreme ugliness, all of them embodied, quite unappealingly, by the grotesque Comrade Colonel Rosa Klebb, an a-sexual creature with a figure like a cello, ‘pale, thick chicken’s skin’ and ‘big peasant’s ears’
 (5)
Takors, Jonas. “‘The Russians could no longer be the heavies’: From Russia with Love and the Cold War in the Bond Series.” Facing the East in the West, Rodopi, 2010, pp. 219 – 232.
“Communist villains corroding Western society from within, like Le Chiffre, Mr. Big and Hugo Drax, already appeared in earlier Bond novels such as Casino Royale (1953), Live and Let Die (1954) and Moonraker (1955) respectively. Yet the presence of defectors introduces a new element to the Bond plots. In From Russia with Love, they are used to contrast the supposed values of the Western world, as exemplified by Britain, and the political system of the USSR. On the one hand, Red Grant deserts the British army to become SMERSH’s top henchman. On the other hand, Tatiana Romanova, a beautiful cipher clerk used as a lure in SMERSH’s plan to assassinate Bond, is finally convinced that going over to Britain is her only chance to lead a self-determined, happy life (221).”

“The two defectors and their decisions for going over to the enemy provide vivid contrasts within the novel. Fleming thus conveys an insider’s view of both political systems and uses the characters’ decisions to comment on the societies in which they choose to live. As the following discussion will show, correspondences and contrasts established within the novel can be read as a comment on the battle of ideas which the British – unsettled by recent defections – were afraid to loose. The image of the Soviet Union is built up to function as a contrastive foil for an overly positive image of British society. 



From the beginning, From Russia with Love presents communism as a serious threat when Colonel General Grozaboyschikov, the head of SMERSH, boasts of the USSR’s victories: ‘[R]evolution in Morocco, arms to Egypt, friendship with Yugoslavia, trouble in Cyprus, riots in Turkey, strikes in England, great political gains in France – there is no front in the world on which we are not quietly advancing’. The power of the Soviet apparatus is

further emphasised by the fact that more than the first third of the book deals exclusively with SMERSH’s departmental heads drawing their schemes for 007’s assassination (cf. pp.1-122). They muse on a potential aim for their ‘act of terrorism in the intelligence field’ (p.50)…(222).”
“Using conventional cold-war stereotypes, the two ‘bloc actors’ are contrasted with one another, and this contrast is set in black and white. It is further intensified by parallel events in the plot which take place both in the USSR and Britain. Concerning government, the Soviet state establishes rigid hierarchies which leave the subordinates of SMERSH in fear of their superiors: 

The moujiks had received the knout. General G gave them a few minutes to lick their wounds and recover from the shock of the official lashing that had been meted out. No one said a word for the defence […]. And no one questioned the right of the Head of SMERSH, who shared the guilt with them, to deliver this terrible denunciation. The Word had gone out from the Throne, and General G had been chosen as the mouthpiece of the Word. It was a great compliment to General G that he had been thus chosen, a sign of grace, a sign of coming preferment, and everyone present made a careful note of the fact that, in the Intelligence hierarchy, General G, with SMERSH behind him, had come to the top of the pile. (p.48)

In contrast, Great Britain turns out to be a society of almost equals both in its administration as well as in domestic life. For example, Bond endorses his housekeeper’s disregard for social hierarchy: ‘To Bond, one of May’s endearing qualities was that she would call no man “sir” except – Bond had teased her about it years before – English kings and Winston Churchill’ (p.124). In quite the same way, MI6 seems to have a flat hierarchy which rests on mutual respect: ‘“Can you come up?” It was the Chief-of-Staff. […] M gestured to the chair opposite him across the red leather desk. Bond sat down and looked across into the tranquil, lined sailor's face that he loved, honoured and obeyed’ (pp.133f.). Yet more importantly, the two characters which travel both worlds, the USSR and Great Britain, direct the audience’s sympathies and provide a telling contrast. Tatiana Romanova faces a predictable and party-controlled life before she becomes a part of SMERSH’s plotting: 
Of course, you had to pay for being in the MGB [Ministry for State Security]. The uniform put you apart from the world. People were afraid, which didn’t suit the nature of most girls, and you were confined to the society of other MGB girls and men, one of whom, when the time came, you would have to marry in order to stay with the ministry. And they worked like the devil – eight to six, five and a half days a week, and only 15 Price, pp.17-37 (p.17). 224 Jonas Takors forty minutes off for lunch in the canteen. But it was a good lunch, a real meal, and you could do with little supper and save up for the sable coat that would one day take the place of the well worn Siberian fox. (p.89) 
Romanova has resigned herself to these prospects and is even quite happy with them. However, this changes after she has met 007 for the first time: ‘The Romanov blood might well have given a yearning for men other than that type of modern Russian officer she would meet – stern, cold, mechanical, basically hysterical and, because of their Party education, infernally dull’ (p.196). And while initially Tatiana is grateful for a chance to advance in the MGB’s apparatus, her confrontation with a Western lifestyle leads her to abandon the Party’s values. Bond comes to symbolise all advantages of the Western World to her, and her choice is also one of sexual liberation: ‘There was a wonderful sense of freedom being alone with a man like this and knowing that she would not be punished for it. It was terribly exciting’ (p.233). Thus she experiences something common to all Bond girls, which Umberto Eco came to consider as one of the structural functions of all Bond narratives: ‘through meeting Bond she appreciates her positive human chances’ (p.154). (Pg 224)
In just the opposite way, Red Grant opts to defect to the Soviet side. However, his choice is not based on the desire to live a fulfilled life, but caused by his insane urge to kill. He is described as ‘an advanced manic depressive, whose periods coincided with the full moon’ (p.30). His lunacy leads him to kill animals at first, but then also humans on a regular basis (p.20). Growing up in Northern Ireland, he joins the National Service towards the end of the Second World War and, like Tatiana Romanova, briefly benefits from English influence: ‘The training period in England sobered him, or at least made him more careful when he had “The Feelings”’ (p.21).

Yet since his army superiors try to discipline him and punish his brutal fighting methods in army boxing matches, he decides to defect to the Soviet side for clearly stated reasons: ‘He liked all he heard about the Russians, their brutality, their carelessness of human life, and their guile, and he decided to go over to them’ (p.22). He uses a motorcycle to do so and applies at a military post: ‘I am an expert at killing people. I do it very well. I like it’ (p.26).

After initial doubts by a lower-ranking officer, Grant receives a post for reasons of policy:

A great deal of killing has to be done in the USSR, not because the average Russian is a cruel man, although some of their race are among the cruellest in the world, but as an instrument of policy. People who act against the state are enemies of the state, and the state has no room for enemies […]. In a country with a population of 200,000,000 you can kill many thousands a year without missing them. If, as happened in the two biggest purges, a million people have to be killed in one year, that is also not a grave loss. The serious problem is the shortage of executioners. Executioners have a short ‘life’. They get tired of the work. The soul sickens of it. (pp.30f.)

The message of this is straightforward: Grant’s mental illness links him directly to the Soviet political system since his individual desire to kill corresponds to administrative needs of the communist state apparatus as described in Fleming’s novel. Grant quickly becomes SMERSH’s top executioner and is rewarded with mass executions: ‘with a black hood over his head, he was allowed to carry out executions with various weapons – the rope, the axe, the

sub-machine gun’ (p.34). (Page 225)
“British anxieties of treasonous moles and defectors are heavily played on in the novel. Grant’s posing as an MI6 agent seems to confirm the fear of communists being able to disguise themselves as British citizens and endangering national security. Yet the defectors’ decisions reflect on both societies and assure the reader that Western values are superior to the Soviet terror state: Tatiana Romanova comes to realise that her life in the West will be better than within the Soviet party apparatus, despite her privileges there. Conversely, Grant assimilates into a society of ‘masochists’ (p.227) which – the novel suggests – best befits his perverse nature. One might argue that this portrayal uses the USSR as distorting mirror rather than as a looking glass, providing stereotypes more than anything else.” (page 226)

4. Miscellaneous:
https://flemingsbond.com/orient-express/
https://process.arts.ac.uk/sites/default/files/monica-germana.pdf
� Ian Fleming, From Russia with Love (Harmondsworth: Penguin, 2004), pp.63f. However exaggerated such descriptions seem, they have staying power. As late as 1989, a book by one of Britain’s most popular travel writers, Eric Newby, was advertised in terms of the old rhetoric. The blurb for the paperback edition of The Big Red Train Ride (London: Picador, originally published in 1978) promises a travel adventure heightened by the strictures and oddities of Soviet society: ‘Terrorised by awesome Soviet conductresses, hindered at every station by officialdom and bureaucracy, and hampered by the lack of palatable food and drink, Eric Newby’s party nonetheless heroically completed the journey from Moscow to Nakhodka in 1977.’





