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AUTHOR’S NOTE




I’ve always been a fan of the James Bond movies. I began collecting every movie poster and soundtrack when I was a kid. And when I went off to UCLA in 1980, and became a writer for the school newspaper The Daily Bruin, I made it my mission to interview everyone I possibly could who was involved with the films. I began with a lengthy interview with screenwriter Richard Maibaum who, at the time, had written almost all of the movies. The controversial Maibaum interview earned me a collegiate journalism award from Rolling Stone and was republished by Starlog Magazine, which then sent me to the San Francisco set of A View to a Kill, Roger Moore’s final turn as Bond, to interview the cast and crew, and later to England to write about The Living Daylights, Timothy Dalton’s first 007 outing.

Over the following years, I also interviewed actors Barry Nelson (the first man to play James Bond in TV’s Casino Royale), George Lazenby (Bond in On Her Majesty’s Secret Service), Desmond Llewellyn (Q), David Hedison (who twice played CIA agent Felix Leiter), Maud Adams, Barbara Carrera, and Patrick MacNee, screenwriters Tom Mankiewicz, Michael Wilson and Lorenzo Semple Jr., producers Albert R. Broccoli and Jack Schwartzman (Never Say Never Again), and directors John Glen, Peter Hunt and Irvin Kershner, to name just a few. The final 007 film I covered as a young journalist was License to Kill, Dalton’s second and final performance as Bond.

In the many years since then, quotes from my many 007-related interviews have been excerpted, with and without crediting me or the publications I wrote for, in just about every book that’s been written about the Bond movies. So if some of the quotes seem familiar, keep in mind that they came from my work first, particularly those from Richard Maibaum, who’d never agreed to an in-depth interview on his 007 work before meeting with me…and didn’t do any afterwards (because he took a lot of heat for what he told me).

This slim little book isn’t an exhaustive, detailed examination of the Bond films…there are plenty of those out there. It’s just a few snapshots in time from my years reporting on the films.

The first chapter, “The Name is Bond, James Bond,” is pegged on my 1984 visit to the San Francisco set of A View to a Kill, and cherry-picks the best quotes from the many Bond articles/interviews I did during my stint as a freelancer for Starlog. I thought it worked well as an overview of the Bond films that had been produced up until that point, so I started the book with that, even though it repeats some of the quotes and information you’ll encounter in the individual articles that make up the later chapters.

By the late 1980s, I left journalism to pursue a career as an author, screenwriter and TV producer. But my love affair with the Bond movies has continued to this day. I still rush out to buy every 007 movie poster and soundtrack. It’s the one part of my childhood that I am certain I will never outgrow.

Lee Goldberg

February 2022








CHAPTER ONE

THE NAME IS BOND. JAMES BOND… ON THE SET OF A VIEW TO A KILL (1985)




The crush of tourists on Fisherman’s Wharf encircle a tiny, dock-side corner of Tarantino’s. A heavy-set man, wearing a grey “I Survived the Demon” sweatshirt, holds his Nikon to his face like a mask. He snaps picture after picture, ignoring his wife’s insistent nudging.

“For God’s sake, Frank, there are sights to see,” she complains.

“Yeah,” he replies, snapping away, “but this is James Bond.”

Roger Moore, smoking his cigar, is wandering restlessly in front of the crowd as the crew of the fourteenth 007 adventure, A View to a Kill, set up their next shot. Suddenly, a woman breaks from the crowd with her baby and whispers something to the 55-year-old actor. He smiles, nods affirmatively, and takes the baby from her hands. Planting herself beside Moore, she motions to her husband, who comes out and snaps a quick picture with his instamatic … and then tells his wife to come over and take a picture of him with 007.

And through it all, Roger Moore grins.

James Bond is more than the most successful screen hero in motion picture history. Today, he’s a bigger draw than the Golden Gate Bridge, where the second unit toils atop the towering spires shooting footage for the film’s climactic finale—a battle that involves a blimp, a helicopter, and a vicious fist-fight on the cables.

Spectacular? It’s all in a day’s work for this tight-knit, seasoned crew. They’ve been doing it for 22 years.

But the cinematic adventures of James Bond had their beginnings even earlier—only nobody noticed.

They called him “card-sense Jimmy Bond” way back then, and he wasn’t the suave, witty womanizer he is now. And he also wasn’t one of the actors we’ve come to associate with the role.

The year was 1955, long before the adventures of 007 would explode on the silver screen, when Barry Nelson played James Bond in a live production of Ian Fleming’s book Casino Royale on CBS’ “Climax Theatre.”

“No one ever stops me on the street and recognizes me as James Bond,” jokes Nelson, who played the hotel manager in The Shining. “It’s kind of a novelty for me to be the first one. I’ve never pretended to be anything more than 001!”

The kinescope, which featured Peter Lorre as the sadistic Le Chiffre, wasn’t anything like the 007 stories moviegoers have spent $1 billion over the last two decades to see. Nelson’s Bond was a rough American gambler, more of a thug than a spy. “I was very dissatisfied with the part. I thought they wrote it poorly,” he recalls. “No charm or character or anything.”

And while audiences are accustomed to Bond films beginning with an exhilarating stunt, Casino Royale (again filmed in 1967 as a comedy starring Woody Allen, David Niven and Peter Sellers) opened with a dull pop from a late-firing gun.

“My entrance in the picture was really, truly funny,” he says, “and that’s too bad, because it wasn’t supposed to be.”

“It certainly is a curiosity,” he adds, “there being a James Bond film hardly anyone has ever seen.”

But Kevin McClory, a struggling producer, saw some potential. He contacted Fleming and, with writer Jack Whittingham, they developed a screenplay entitled Thunderball. No one was interested. CBS expressed some interest in a TV series, to be called “Captain Jamaica,” and even had Fleming write some episode outlines. That too fizzled, though Fleming used the outlines to develop For Your Eyes Only, a book of 007 short stories.

It wasn’t until 1960, when producers Albert R. Broccoli and Harry Saltzman bought the screen rights from Fleming, that the cinematic 007 took shape. They contacted writer Richard Maibaum, whom they had worked with on several Alan Ladd films, to re-shape Thunderball.

Complications (legal and otherwise) shelved Maibaum’s script and the producers selected another Ian Fleming novel, Dr. No, for their maiden effort.

The first thing they did was cast against type. Sean Connery was a virtual unknown and “was nothing like Fleming’s concept of James Bond,” says Maibaum. “If we had chosen somebody like David Niven, that was more like the way he wrote it.”

“Sean was a rough, tough, Scottish soccer player, not a suave, cultured gentleman of the Cambridge/Whitehall type,” explains Maibaum. “The fact we attributed to him such a high style epicure was part of the joke.”

The big question was whether audiences would laugh with them or at them.

Maibaum believes that by casting Connery they inadvertently took a larger than life role and made it someone the average person could relate to. “It enabled the ordinary guy and girl to look at the screen and say ‘That’s me. I could do all those things.’ It was a slight take off, not belabored or done consciously. But it came off as if it was planned and it was a great, great plus.”

Dr. No was a modest success and became the blueprint for the entire series. Joseph Wiseman, who played the villainous doctor (originally offered to Christopher Lee), served as the mold from which future Bond foes were cast. Maibaum believes Wiseman’s portrayal was responsible for “the elegance of many of the Bond villains.”

One of Maibaum’s favorite lines in the whole series is when Dr. No says to Bond “You disappoint me, Mr. Bond. You are nothing but a stupid policeman.”

“That was a funny line, “he says, “but the way Joe read it was delightful.”

However, the most remembered line from the film was far less creative. “When Sean, in the beginning of the picture, said ‘The name is Bond. James Bond,’ if you didn’t believe it then there would have been no series, Now, of course, the line seems like the understatement of all time because of course this is James Bond, and everyone knows it. They just get a kick out of hearing it anyway.”

From Russia with Love followed and, while that film is widely considered, as Maibaum says, “the most successful artistically” of the Bond films, the series really hit its stride with the next adventure, Goldfinger. The movie set the style for the Bonds that would come—the double entendres, the suggestive character names, the bizarre henchmen, the stylish deaths, the amazing stunts, the outlandish capers, the eccentric villain. And, above all, the Aston Martin.

The car was more than just another catchy gimmick; it was a spectacular vehicle driving on the treacherous road dividing comedy and drama. “We took into consideration the audience’s growing sophistication,” says Maibaum. “We dared to do something seldom done in action pictures. We mixed what was funny with what was serious.”

Jack Lord was asked to recreate his Dr. No role as CIA agent Felix Leiter, Maibaum says, but he demanded co-star billing, a larger part in the film, “and a great deal of money. I’ve never liked another Leiter, and as time went on, they hired older and fatter men to play the part in order to make James Bond look younger and more handsome.”

Shirley Bassey’s rendition of the Goldfinger theme (Maibaum says the musicians called it Moonfinger because it sounded so much like “Moon River”) and Maurice Binder’s sensual title sequence featuring lithe, silhouetted nudes became two other Bond motifs continued in subsequent adventures.

The formula continued to work through Thunderball and You Only Live Twice, by which time the audiences so identified Connery with the role that the advertisements proclaimed in bold letters: “Sean Connery is James Bond.”

So when Connery decided to quit, it’s no wonder the producers thought the series was in dire peril. If they believed their own hype, there could be no new 007.

What they didn’t see, and what they didn’t discover until much later, was that their advertising was true, but in a completely different sense. George Lazenby, an Australian male model, understood it intuitively before they did and used it to his advantage.

“I think the most acting I did was to acquire the role in the first place,” says Lazenby. “I walked in looking like James Bond and acting as if that’s the way I was anyway. And they thought, ‘all we have to do is keep this guy the way he is and we’ve got James Bond.’”

At first they decided to use the change of actors as a plot point. “We had this plastic surgeon idea,” Maibaum says. “Bond had to have plastic surgery because he was being recognized by all his country’s enemies. But, we thought that was awful and threw it out. Finally, I came up with that line, when the girl leaves him flat after she rescues her. Bond said ‘This never happened to the other fellow.’”

When George Lazenby delivered the lament at the opening of On Her Majesty’s Secret Service, it worked. The audience laughed.

“Because it was funny, the audience liked it,” Maibaum says. “It said ‘Look, you know it’s not the same James Bond, so we’re not going to kid you or do anything corny to excuse it. You’ll just have to accept this isn’t the same fellow.”

What they had was a man imitating Sean Connery and, in On Her Majesty’s Secret Service he did it poorly. But the producers finally realized what they unconsciously knew already. “When you cast James Bond, you’re casting a leading actor, not a character actor,” says Michael G. Wilson, Broccoli’s stepson and co-writer and co-producer of For Your Eyes Only. “What that means is, the actors to a certain extent are playing themselves.”

And Lazenby was himself, a man with no acting experience, a handsome model wearing someone else’s clothes—Connery’s clothes. What the producers needed wasn’t someone who would step into Connery’s shoes, but someone who would reshape Bond in his own image. They couldn’t find that man in time for Diamonds Are Forever. They signed John Gavin but, at the last minute, they stalled the inevitable by luring Connery back one more time—in exchange for a $1 million donation to his favorite charity and financing for two films of his choice.

Maibaum’s original Diamonds Are Forever script featured Goldfinger’s twin brother in a scheme to blackmail the world. But it met with lukewarm response from the producers. “I was heartbroken when they rejected it.”

Broccoli went looking for some young, new writer to rework Maibaum’s script. United Artists’ then-president David Picker recommended Tom Mankiewicz. Although he was a relatively unknown screenwriter, filmmaking was practically a family business. Tom is the son of famed writer/director Joseph Mankiewicz and nephew of screenwriter Herman Mankiewicz.

Maibaum’s script was radically altered in the Mankiewicz rewrite. Goldfinger’s brother was scrapped and Ernst Stavro Blofeld, the master-mind of SPECTRE, returned. And the ending became, as Maibaum describes it, “an interminable thing on an oil rig.”

Sean Connery was back as Bond, but even as the cameras were rolling, the producers knew he was a temporary solution to a big problem. A new James Bond had to be found. Paul Newman, Patrick McGoohan, Burt Reynolds, John Gavin, and even Timothy Dalton were among the dozens of actors considered before the producers settled on Roger Moore.

Moore made his name in television playing quick-witted, debonair adventurers like smooth-talking gambler Beau Maverick, globe-trotting adventurer Simon Templar “The Saint,” and notorious playboy Lord Brett Sinclair in The Persuaders. Somewhere along the line the roles, and the actor who plays them, became one. He seemed perfect.

When Moore replaced Sean Connery as James Bond, he didn’t just continue the role as George Lazenby did. Moore absorbed it. James Bond became yet another extension of himself. Beginning with Live and Let Die, he imbued James Bond with the same playful, coy charm that typified his TV characters, radically transforming the style of the series and making 007 undeniably his own.

“I’m not Sean Connery. In Live and Let Die, I didn’t do any of that tough stuff because that was what Sean would do. My personality is entirely different than his,” Moore says. “I’m not that cold-blooded killer Sean can do so well, which is why I play it for laughs. The producers encourage me to impersonate myself.” He believes the only difference between himself and James Bond is that he doesn’t carry around a Walther PPK.

Maibaum was unavailable to write the script, so the assignment fell to Mankiewicz. “I would have liked a crack at the movie,” says Maibaum. “I didn’t particularly like what they did to it. It was about nothing, a lousy cooking-some-dope-somewhere-in-the-jungle movie. That’s not Bond at all.”

Perhaps his biggest reservation about Live and Let Die lies with Moore’s portrayal of Bond. “In a strange way,” Maibaum says, “some people like Roger better than Sean. I certainly don’t. I think Roger does very well. He’s suave, witty, and so forth, but as far as I am concerned, he has a dimension of disbelief. He does what I considered unforgivable—he spoofs himself and he spoofs the part. When you start doing that, the audience stops laughing.

“The most important thing in a Bond picture is a pretence of seriousness,” he says. “If your leading man doesn’t really appear to believe in what he is doing as an actor or as the character, that’s bad.”

Roger Moore makes everything “so arch, and is so coy about everything. We knew Roger was not a rough, tough guy like Sean was, so we deliberately gave him things to do that would make him tougher. But you see, he hasn’t got it. You believed Sean could be pure steel if he wanted to.”

Live and Let Die, besides being Moore’s premiere outing, was also the first 007 film noticeably influenced by the competition. It was written when “blacksploitation” movies were the rage, thanks to the success of Shaft and Superfly. So this time, the villains were black, the caper involved drugs, and ex-Beatle Paul McCartney was hired to give 007 a hot title tune.

The ploy backfired. By the time Live and Let Die came out in 1973, the blacksploitation craze was dead and the film, by trying so desperately to be trendy, came off looking tired and out-of-step. Only the song was a hit.

For Moore’s second outing as 007, Mankiewicz was asked back to write The Man with the Golden Gun. Mankiewicz envisioned it as a High Noon–like confrontation between Jack Palance and Roger Moore. Director Guy Hamilton (Goldfinger, Live and Let Die) envisioned it differently. Mankiewicz was out, and Maibaum was in.

The Man with the Golden Gun was trounced by critics, who panned it as small-scale and unimaginative in comparison with early 007 films. It performed badly by Bond standards at the box office and took a critical drubbing. Variety, the bible of the entertainment industry, said the film was placid and Bond himself had become stale. “At this rate, the [next] film might be phoned in.”

The James Bond phenomenon, it seemed, might finally be ebbing. Clearly, something had to be done. Producer Albert R. Broccoli bought out partner Harry Saltzman and took on the naysayers with a vengeance. The Man with the Golden Gun cost $7 million; for The Spy Who Loved Me, Broccoli doubled the budget. If The Man with the Golden Gun was small in scope than The Spy Who Loved Me would be gigantic.

And they went back to Maibaum to craft it. In his original script, the story opened with a group of terrorists, comprised of everyone from the Red Brigade to the Weathermen, breaking into an ultra-modern SPECTRE lair.

“They level the place, kick Blofeld out, and take over,” explains Maibaum. “They’re a bunch of young idealists and in the end, when Bond comes in and says ‘All right, you’re going to blow up the world. What do you want?’ they say ‘We don’t want anything, we just want to start over–the world is lousy. We want to wipe it away and begin again. So, there’s no way we can be bribed.’”

Broccoli didn’t like it. Instead, Broccoli hired screenwriter Christopher Wood and turned to the most extravagant Bond film, You Only Live Twice, virtually lifted the entire plot, and embellished the whole thing with elaborate special effects and gadgetry. The future of 007 was riding on a steel-toothed villain named Jaws, a sports car-turned-submarine, and Roger Moore, who was heartily encouraged to run wild.

It worked. The Spy Who Loved Me made $78 million, twice as much as the Man with the Golden Gun, and the critics loved it.

“I think after The Man with the Golden Gun we started letting a little more of my humor creep in,” says Moore. “The first two Bonds I did were a little experimental, but with The Spy Who Loved Me, I think we found the right ingredients, the right level of humor, the right approach.”

By now George Lucas and Steven Spielberg were setting box-office records with Star Wars and Close Encounters of the Third Kind. Broccoli apparently felt threatened by the young upstarts, and the special-effects savvy audience they were creating. With Moonraker, it was as if he was trying to prove he could do it bigger and better than they could.

Moonraker was a special effects spectacular involving stolen space shuttles (which were still a few years away from being a reality) and climaxing with a laser battle at the villain’s orbiting space colony. It cost $30 million, twice as much as The Spy Who Loved Me. And while it did out-of-this-world business, $87 million worth, it didn’t wow the fans.

“I can understand a Bond purist saying ‘God they ruined him,’ but I think the Bond films have changed properly with the times,” says Tom Mankiewicz, writer of Live and Let Die, and co-writer of Diamonds Are Forever and The Man with the Golden Gun.

“The moment that gadgetry appeared in Goldfinger, the audience went bananas,” says Mankiewicz. “It was as if the producers were then under an obligation to make each picture bigger, a little more filled with gadgetry, until the audience came to expect that from Bond.”

James Bond, 007 had changed all right. The hard-edged, quick-witted spy had become a caricature of himself. Moonraker left James Bond in outer space and, despite the film’s financial success, producers Broccoli and Michael G. Wilson, his stepson, realized it was time to bring 007 back to earth.

“You try different ways to go and I think with Moonraker we went that direction about as far as we could,” says Wilson.

They tried to reverse the trend by toughening Bond up in For Your Eyes Only and concentrating on the espionage rather than the special effects. But it didn’t work artistically. “We tried to go back to the earlier films with For Your Eyes Only, but we didn’t have Sean Connery to make it real,” says Maibaum, who co-wrote the script with Wilson.

There were other problems, too.

“For Your Eyes Only, I suppose, was the most different in the villain respect and perhaps the film suffered for it,” says Wilson. “The villain was not central enough to the story.”

And some say, neither was James Bond. One critic wrote that Moore had been reduced to being “an occasional stand in for the stunt man.”

“It’s true. I don’t think it’s good. I think it’s five times better when they have the stunts and a real James Bond, too, and there’s no reason why we can’t do it,” says Maibaum. “I think we blew an opportunity to go back to the From Russia with Love Bond.”

They tried, once again, to toughen Moore’s portrayal of Bond. In the film, there’s a scene in which a bad guy’s car is precariously perched on the edge of a cliff. Bond gives the car a kick, sending the bad guy inside to his death.

“Yeah, there was a big discussion about whether that was too brutal,” Moore says, “not unlike the discussion we had in Man with the Golden Gun when I wrestled with Maud Adams and she said ‘you’re hurting my arm’ and I said ‘I’ll break it.’ Look, I play the role differently. I can’t play the cold-blooded killer that Sean could.”

Nor can he deliver the jokes as well, Maibaum says. The one-liners in For Your Eyes Only and other recent Bond films, weren’t as sharp as they once were and Maibaum places the blame on Roger Moore. “My lines are ‘red wine with fish, that should have told me something’ and ‘she had her kicks’ (both from From Russia with Love). Those are my lines, the ones I claim and I enjoyed writing. Some of the stuff I think is awful, like ‘something big is coming between us.’ Roger insists on making some script changes and is very proud of them and tells everybody. And some of his improvements are just awful.”

The next adventure was Octopussy, the Bond film Moore feels best exemplifies his approach to 007.

“I think we reached a peak with Octopussy, which was very outrageous,” Moore says. “What we were saying to the audience was ‘Look, you’ve been seeing these things for twenty-two years and they are intended to be fun and we want you to laugh with us, not at us.’

“The Bond situations to me are so ridiculous, so outrageous. I mean, this man is supposed to be a spy and yet everybody knows he’s a spy,” Moore adds. “Every bartender in the world offers him martinis that are shaken and not stirred. What kind of serious spy is recognized everywhere he goes? It’s outrageous. So, I think you have to treat the humor outrageously as well.”

Because Octopussy was so much a reflection of Roger Moore, it served as a strong counterpoint to Sean Connery’s rival Bond film, Never Say Never Again. Connery’s film was a remake of Thunderball, the exclusive rights to which Broccoli lost in a lengthy and complicated court battle with Kevin McClory.

McClory sold his share of Thunderball’s licensing rights to Fleming, who sold it to Broccoli and United Artists. When the rights reverted back to McClory ten years later, he announced the production of a remake entitled Warhead, which he co-wrote with Sean Connery, and novelist Len Deighton. Broccoli and United Artists took McClory to court, trying to stop the project on the grounds that they owned the James Bond character. They lost, but McClory failed to get the project off the ground despite his on-again, off-again announcements to the contrary.

At one point, Paramount Pictures was reportedly backing Warhead, with Orson Welles cast as Blofeld and Trevor Howard as M. A frustrated McClory even threatened to turn James Bond into a television series if feature film backing didn’t materialize soon.

Then along came entertainment attorney-turned-producer Jack Schwartzman, who cut through the legal red tape and convinced Warner Bros. to back the project, which Schwartzman had hired Lorenzo Semple, Jr., to rewrite.

“Warhead never got off the ground because McClory was supposedly a very difficult personality,” says Semple. “I heard that as long as McClory wasn’t actively connected with the picture it would get made. Schwartzman persuaded McClory to take the money and step into the background. In effect, he arranged for McClory to step out.”

Never Say Never Again portrayed Bond as an elder agent, put out to pasture by a new regime running the secret service, but he was still as hard-edged as ever.

The actual competition between Connery and Moore, now no longer a philosophical issue but a real box-office battle, seemed to put the hotly debated question “who is the real Bond?” to rest. Audiences flocked to see both. And although Octopussy beat Never Say Never Again at the box office, they were both extremely successful.

Albert R. Broccoli emerged unscathed and ready for A View to a Kill, the fourteenth in the series. Roger Moore, as he has done every time since Spy Who Loved Me, told the press he was finished with the role—only this time he sounded half serious. While Maibaum and Wilson developed a treatment, Broccoli went looking for Moore’s possible replacement.

The candidates in the widely publicized Bond hunt included Pierce Brosnan, Oliver Tobias, Lewis Collins, Tom Selleck, James Brolin, Mel Gibson, and Ian Ogilvy. Insiders felt Collins, the star of the British series The Professionals and the movie The Final Option, had the best shot. However, MGM/UA had their hearts set on Moore and managed to coax him back for $3 million plus.

So Roger Moore packed his bags, strapped on his triple-draw holster, and headed for San Francisco for his seventh performance as James Bond 007.

“Actually, I’m playing James Bond again because I feel sorry for Cubby” (producer Albert R. Broccoli), Moore says, his playful grin never waning. “He’ll have a terrible job finding anybody else who will work as cheap as I do. Actually, I enjoy the work. I’m glad people are still misguided enough to employ me.”

The only time he regrets taking on the role “is when the explosions start” and says he’s “encouraged to impersonate myself.”

He approaches an interview like a performance at the Comedy Store. But that’s his way of staying congenial in the face of the countless reporters and autograph-hungry fans who have assaulted him since he arrived in San Francisco. A View to a Kill, the fourteenth in the series, is the first Bond film to shoot in the United States since Live and Let Die.

“I can’t say that Roger likes it,” says producer/writer Michael G. Wilson, “but he’s very easy-going about it.”

Dealing with the hype and hoopla is “easier than saying dialogue,” Moore quips. “Actually, I’m running for governor of California. Wait, I can’t, I’m not American-born. I could become dictator….”

But, to die-hard 007 fans, he’ll never become James Bond, at least not the James Bond that Sean Connery created.

“The comparisons between me and Sean stopped until Never Say Never Again and the British paper had the headline ‘The Battle of the Bonds,’ which was picked up everywhere,” Moore says. “I never saw Never Say Never Again. We weren’t having a battle, we’re friends.”

Moore was even approached to be in Connery’s film.

“They had an idea I might walk through a scene. Sean would say to somebody that he was getting tired and didn’t want to be a spy anymore and I’d walk past and wink at him. But, it was a rival production.”

And, as far as fans are concerned, Connery and Moore are still rivals as regards the Bond role.

“Sure, people are going to still compare,” Moore says. “Christ all mighty, though, 4,000 actors have played Hamlet. Chacun à son goût.”

Moore fights against efforts to toughen him up in Connery’s likeness and prefers his own, light approach. “Basically, we have very little brutality in Bond,” Moore says. “As Cubby once said, we are sadism for the family.” He has no doubt Bond will continue if, and when, he leaves it. “And that actor will have his own interpretation.”

Right now, though, the film is rolling on Roger Moore.

Two films crews work simultaneously during the day. One crew is devoted to shooting the climactic battle on the Golden Gate Bridge involving a blimp, helicopter, and dozens of stunt men. The city refused to let them toss a dummy off the bridge—for fear it would inspire suicide attempts—and demanded a $4 million insurance policy to cover the shooting.

The other crew follows the actors around from locations at City Hall, Dunsmuir House, Fisherman’s Wharf and the Richmond Harbor.

Another $100 million policy was taken out to cover accidents on the streets where a third crew labors from 8 p.m. to dawn. They’re shooting a hook-and-ladder firetruck, driven by Moore’s stunt double, as it roars down Market Street pursued by a fleet of police cars.

“It’s a great chase,” say director John Glen, who also helmed For Your Eyes Only and Octopussy.

Bond thwarts an attempt to bomb City Hall, is mistaken for the villain by police, and steals a fire truck to make his escape.

“If you look at that fire truck, you’ll realize that it was made for filmmaking. The angles are fantastic. The vehicle is a big, heavy piece of machinery that swings around and has great character,” Glen says. “The camera positions are ready-made. You can scramble all over it and find beautiful shots everywhere you look.”

“This is certainly the hardest Bond film we’ve ever made,” adds Glen. And at $30 million, it’s also one of the most expensive.

“We don’t cheat the public,” says Glen, “We spend a lot of money and every penny of it is on the screen.”

The Bond films have always been extravaganzas, and A View to a Kill is no exception. Evil computer genius Max Zorin (Christopher Walken, The Dead Zone), with the help of his assistant May Day (Grace Jones, Conan), plans to control the computer market by triggering an earthquake that will plunge California, and its “Silicon Valley,” into the sea.

It’s up to 007, aided by Patrick Macnee (The Avengers), Tanya Roberts (Sheena) and newcomer David Yip, known to British television audiences as the “Chinese Detective,” to stop Zorin and claim a unique microchip that could change the balance of world power.

The plot sounds a bit familiar.

“Somebody told me this sounds like Superman,” says Wilson, who co-wrote the script with 007 veteran Richard Maibaum. “I didn’t even remember it. I went back and saw it and yeah, the bad guy had a plot to sink California and turn Las Vegas into beachfront property. Our plot tends to be more realistic. This is something that could almost be done. In other words, once you see this picture, you’ll see that it’s a little frightening. Everything from a geological standpoint is absolutely true.”

But the story is familiar in other ways, too. Once again, Bond is battling a megalomaniac bent on apocalyptic evil.

“They are all different, each story is different,” says Moore. “There is a formula, you know, a white knight riding out to combat evil with evil in different shapes and in this one it’s Max Zorin, played by Christopher Walken, and his aide May Day, played by Grace Jones. She’s fun to work with if you keep out of the way of her feet and her handbag.”

Moore doesn’t see any way to get rid of the megalomaniac villains.


“How else could you do it differently? That is the formula. Bond has to combat something,” Moore says. “The more evil the villains, are the better it is. The more the audience roots for 007.”

Though, Moore admits that, “Yeah, I’d like to play the villain. They are the best parts.”

Max Zorin is the product of steroid injections given to pregnant women by the Nazis, who were trying to create super-intellects. The off-spring, Zorin included, turned out psychotic.

Sting and David Bowie were among the actors originally approached to play Zorin before producers settled with Walken.

“I think for an actor it’s probably an interesting thing to do,” Bowie told Rolling Stone, “but for somebody from rock, it’s more of a clown performance. And I didn’t want to spend five months watching my double fall off mountains.”

He’s not the only rock star the producers courted. They’ve had Grace Jones in mind to play a Bond villainess for some time.

“Grace Jones was first suggested to us by Barbara Bach [Spy Who Loved Me],” says Glen. “Grace has such an electric personality.”

“We always thought she’d be a colorful character,” says Wilson, “To some extent, the part in this film was written with her in mind. We were thinking of her for Octopussy but couldn’t quite arrange it because she was performing on the road. We managed to see some of Conan II and were very impressed with her.”

Wilson, Broccoli’s stepson, left the legal profession to join the Bond team as assistant producer on The Spy Who Loved Me. He was upped to executive producer of Moonraker, which did well financially but was critically assailed for its campy approach and an outlandish plot that launched 007 into outer space.

The stunts, though, are still as abundant and wild as ever.

“There’s nothing wrong with stunts as long as they arise naturally out of the story and are not just injected artificially,” says Glen.

“I don’t think a really, well done, honest-to-goodness stunt is ever bad,” Wilson says. “We only have two or three that are really, really breath-taking.”

The rest, he implies, are merely exciting.

“It’s one thing to think the stunts up and another to think how to do them. I won’t write anything unless I’ve already figured out how it can be done safely and not be a cheat,” Wilson says. “Sometimes we’ve had stunts rattling in the back of our minds that we never got around to doing because they weren’t suitable to the plot. The Eiffel Tower stunt in this film is a good example. It was originally in an early Moonraker script.”

Bond meets a contact on the Eiffel Tower. Before the man can talk, he’s killed by an assassin who makes her escape by parachuting off the tower.

By those standards, things are much tamer on the Fisherman’s Wharf set. Crew members rush around, setting up the background “atmosphere.” One guy barks orders into a walkie-talkie, preparing the choreographed movements of cable cars, taxi cabs, fishing boats and, ironically, dozens of actors hired to play tourists. A crew member tosses bits of fish into the air to attract seagulls.

“Action!” Glen yells. Fishing boats chortle out of the harbor. Seagulls ride the wind. Tourists bustle on the sidewalk. A cable car bulging with passengers comes to a stop.

This is the raw excitement of movie-making, an establishing shot that says “this is San Francisco.”

“Cut,” Glen says, “that’s great.”

Maud Adams, the star of Octopussy, slinks through the crowd of on-lookers unnoticed and slips onto the set. She’s come to watch her boyfriend, Beverly Hills doctor Steven Zax, do a cameo in the next scene. She’s followed by Maurice Binder, the designer of the Bond title sequences, who is in town to plot out the sales campaign with MGM/UA execs.

In this scene, Bond meets CIA agent Chuck Lee at Tarantino’s fish market. No gunshots, no car chases, just simple exposition.

For David Yip, the actor playing Lee, “This is like a holiday. No one recognizes me here and the work is great fun.”

In England, Yip is TV’s famed “Chinese Detective,” “a metropolitan, plainclothes detective, an off-beat ‘Columbo’-type figure.” But to American audiences, he’s an unknown. Well, not completely.

“I’m the fellow who gets shot right at the start of Indiana Jones,” Yip says. “It was nice, I was the first corpse.”

After playing opposite cult heroes like Indiana Jones and James Bond, Yip jokes “I can only go downhill from here. Unless there’s a part for me with Superman.”

Yip says there’s nothing stereotypically Chinese about his character in A View to a Kill. “What I like about Chuck Lee is that you could have played him,” he says, “He could have been anyone, not necessarily Chinese. That’s nice. It’s a challenge and I’m grateful for it. I mean, they brought me, a British actor, all the way over to America to play an American.”

“We originally thought since we were in the United States, we would use Felix Leiter,” Wilson says. “But then we thought, since we would be in San Francisco, in Chinatown, it would be a good idea to use a Chinese/American agent.”

Besides, this CIA agent won’t be celebrating any more birthdays.

“My character survives for quite a while in this,” Yip says, “but after my four-minute bit in Indiana Jones, nothing seems short anymore.”

When writing on A View to a Kill began, the producers were faced with the possibility that Roger Moore wouldn’t return. The uncertainty about who would play Bond didn’t hamper the start of the screenwriting process.

“In the treatment stage, Bond is just a character,” Wilson says. “But when we get down to writing the scenes, we tailor it to Roger. He has a particular personality and the scenes have to be written accordingly.”

Wilson says they haven’t thought about the next Bond film yet and dismisses the possibility that they are searching for Moore’s replacement.

“There’s lots of speculation about that but we’re shooting on Roger Moore right now, not anybody else,” Wilson says. “I think Roger is a good Bond.”

But is he the only Bond?

“I think we could make a picture with a new Bond,” Wilson says. “But he looks good. I don’t know if Roger is ready give up the role yet.”

Neither is Moore.

“I always say this is going to be the final one,” Moore says. “Why should I change my dialogue now?”








CHAPTER TWO

THE FIRST JAMES BOND
BARRY NELSON INTERVIEW (1983)




They called him card-sense Jimmy Bond then, and he wasn’t quite the suave, witty womanizer he is now.

He also wasn’t Sean Connery, George Lazenby or Roger Moore.

The year was 1955, long before the adventures of Agent 007 would explode on the big screen, when Barry Nelson was asked to play James Bond in a live television production of Casino Royale on CBS’ Climax Theatre anthology series.

Twenty-seven years later, the black and white relic was uncovered by Chicago film collector Jim Shoenberger, who has screened the kinescope at various James Bond festivals around the country.

“It certainly is a curiosity,” Nelson says of the kinescope, “there being a James Bond picture hardly anyone has ever seen. I had forgotten it years ago.”

Nelson doesn’t hold a grudge against the later, more popular Bond characterizations by Connery and company. “It’s kind of a novelty for me to be the first one. I’ve always approached James Bond with humility. Sean Connery was 007 and 1 never pretend to be anything more than 001. No one ever stops me on the street and recognizes me as James Bond,” he says. “Casino Royale was a modest effort for what it was. We didn’t have all the stuff that they have in the Bond pictures. This show was done live at CBS Television City on a budget of about $25,000. while the Bonds today are done for $25 million or more. When Connery looks over his shoulder and sees he’s been followed, he can just adjust his ring and zzzzzappp! The bad guys are wiped out and melted. I couldn’t get a ring like that.”

The 1955 James Bond was a far cry from the 007 audiences are used to seeing today. Nelson’s Bond was a rough American gambler, more of a thug than a spy. “I was very dissatisfied with the part, I thought they wrote it poorly,” he recalls. “No charm or character or anything.”

And while audiences are accustomed to Bond films beginning with an exhilarating stunt. Casino Royale—filmed for theaters in 1967 with David Niven, Peter Sellers, Peter O’Toole and Woody Allen—opened with a dull pop from a late-firing gun.

“My entrance in the picture was really, truly funny and that’s too bad because it wasn’t supposed to be.”

Just before airtime, Nelson recalls, the producers realized that the episode would run about three minutes too long. “So, they went through and cut three words here, a line there, a half-a-word here, and the script ended up looking like a bad case of tic-tac-toe. I tell you it was so frightening that when 1 entered my only thought was, ‘Oh, God, if I could only get out of this mother!’ ”

Nelson laughs. “When some people get nervous, they get a facial twitch. Well, I had a body twitch. Somebody said, ‘He’s trying to imitate Bogart.’ I wasn’t trying to imitate anyone. It was sheer fear.”

Peter Lorre, who played the shrewd villain Le Chiffre in the TV episode, was as wickedly funny and sadistic as any of the later Bond foes—apparently off-screen as well as on-screen.

“Peter Lorre saw me shaking and said, ‘Straighten up. Barry, so I can kill you!’ ”








CHAPTER THREE

THE FORGOTTEN BOND GEORGE LAZENBY INTERVIEW (1983)




He’s the guy no one seems to remember, an actor whose entire career can be summed up in a popular trivia question: “Who played James Bond after Sean Connery but before Roger Moore?”

He’s a man who has lived in the shadow of 007 ever since, an actor frequently called away from bit parts in kung fu flicks and day gigs modeling in commercials to portray James Bond-types once again in exploitation movies and television cameos.

Most recently, he played a thinly disguised 007 in the TV movie The Return of The Man From U.N.C.L.E.

“I could be working my gut out right now if it hadn’t been for James Bond,” George Lazenby laments. The lanky Australian concedes he took the U.N.C.L.E. part “because they paid me. I don’t get that many roles.”

He says his portrayal of superspy James Bond in 1969’s On Her Majesty’s Secret Service has been a “total hindrance” to his career. “I didn’t realize it at the time,” Lazenby says, “or I wouldn’t have given up the role the way that I did. I would have continued to do it at least until I became a millionaire.”

Or multi-millionaire. His fellow secret agents have done very well. Roger Moore collected a reported $3 million to encore as 007 in Octopussy, while Sean Connery scored an estimated S5 million for toting a Walther PPK in Never Say Never Again.

With both Connery and Moore espionage epics premiering this year, Lazenby has become the odd man out. “Why doesn’t someone make one with me?” he asks. “That’s my competitive nature speaking. But James Bond fan clubs from Texas to Berlin are pushing to get me back in as 007.”

If offered the chance to play the suave superspy again, he would “consider it, no doubt about it. I’ve got nothing to lose. And I would do it better than I did it last time; there would be no point otherwise. I still feel my Bond stands up to the portrayals by Sean Connery and Roger Moore and that was before I was an actor. Now I would really blow ’em away, wouldn’t I?”

George Lazenby was plucked out of male model obscurity to play James Bond when Connery left the role following You Only Live Twice. But after On Her Majesty’s Secret Service, the film in which 007 marries Diana Rigg, it was clear that Lazenby’s license to kill would not be renewed. The press branded him an egomaniac who was just too difficult to work with, a constant problem on the set. Critics tore apart his performance like a pack of starving wolves while the public picked at the bones with unfavorable comparisons to the departed Connery.

And the film didn’t raise much of a stir at the box office, either.

Lazenby says there was some validity to the critical assaults on his acting. “I think the most acting I did was to acquire the part in the first place,” he declares.

When he was cast as Bond, Lazenby says he was “just fresh on the horizon as an actor, although, to begin with I wasn’t an actor. I was like what you might call your leading man type—someone who can say his lines and hit his marks. And as far as acting was concerned, I thought. ‘Leave it to the character guys, the ugly boys.’ ”

Lazenby laughs. “It’s a terrible way to say it now, but that’s where I was at the time. I had no acting experience, I was coming from the male-model point-of-view. I walked in, looking like James Bond, and acting as if that’s the way I was anyway. And they thought, ‘All we have to do is keep this guy just the way he is and we’ll have James Bond.’ ”

Lazenby contends that stories about his so- called egotism on the set were circulated by 007 series producer Albert R. Broccoli when he turned down an offer to continue as the British secret agent in future films.

“I mean, that was such a kick in the tails to their egos,” Lazenby says. “They couldn’t believe some actor wouldn’t want to play James Bond, so they passed the word along that I was hard to get along with. The only way I was hard to get along with was that I wouldn’t sign their contract.”

The producers, he claims, wanted him to sign a seven-year contract. “When I read it, I said, ‘Look, I’m not going io do all this for seven years, so count me out.’ ”

The actor passed up the offer because he felt he could make more money doing other movies. “I was offered a few films, like Italian westerns and what have you. and 1 could have gotten three times the amount of money they would have given me for a James Bond film,” he says. “So. 1 opted to get out of Bond and take those kind of offers—which never came around. By then. Connery was back in the role [for Diamonds Are Forever], Roger Moore was waiting in the wings, and [producers] Broccoli and [his then-partner. Harry] Saltzman and I had all insulted each other in the press. So. there was small chance of me ever being Bond again. I didn’t chase after it at all.”

And he’s not chasing after the role now. Even in the extremely unlikely event that they did ask him to return. George Lazenby isn’t so sure going home again as Bond would work out.

“Broccoli wouldn’t want me interfering or getting deeply involved in the film.” he says. “When I did On Her Majesty’s Secret Service. 1 tried to get involved with the music, the direction and the writing. They said ‘Get out there, get on your marks, and do what you’re told. We don’t want you involved in any other areas.’

“I was trying to get away from what they were doing with Sean Connery. But they didn’t want some new guy coming in and telling them how to run their show after they had been very successful at it for 10 years before they even saw me.”

Lazenby says he tried to convince Broccoli to hire Blood, Sweat and Tears for the sound track of OHMSS. “In 1967, 1 had an underground tape of them before they even recorded an album.” He says. “Some guy laid it on me to introduce them to Broccoli. In July 1967,1 was telling the producers about this group; when the film came out. in 1969, they had five hits.”

Among hardcore Bond fans, the biggest criticism of George Lazenby lies in his performance during the final reel of On Her Majesty’s Secret Service, where audiences saw 007 emotionally hurt for the first time, as he cradles his murdered wife. Tracy, in his arms, noting they have all the time in the world.

“Read the last page of the book; that’s what I did before I played that scene. I had nothing else to go on. I mean, no one was talking to me at that stage. Everyone was upset with me because I didn’t want to play Bond again,” the Australian actor explains. “The director [Peter Hunt] and I hadn’t spoken throughout the whole film. So, I was completely on my own and the only place I could get guidance was Fleming’s novel.”

Lazenby says he did the last scene in two takes—once with tears, once without. “The director said. ’James Bond doesn’t cry, can you cut the tears?’ So the second version was without tears—that’s the one used.”

Now, more than a decade later, when George Lazenby watches himself On Her Majesty’s Secret Service as Agent 007 he sees “an inexperienced actor—that guy could have done it better.”








CHAPTER FOUR

DIRECTING ON HER MAJESTY’S SECRET SERVICE PETER HUNT INTERVIEW (1987)




Nobody calls up Peter Hunt and asks him to direct a romantic comedy. Or an intense courtroom drama. Or even a teens-in-heat flesh-fest. They want Peter Hunt when they have sets to blow up, cars to wreck, and people to kill.

Producers think of Peter Hunt as “a guy who’s good with action.” He has proved himself by editing the first six Bond films and directing On Her Majesty’s Secret Service, Gold, Shout at the Devil, Death Hunt and Wild Geese II.

“There’s nothing wrong with being good wasn’t until Dr. No, that Hunt’s skills as an editor won broad acclaim. The incredible pacing he helped create in the next four Bond films would set a standard for the series—and for action films in general.

When the Bond series faced its greatest challenge—the 1969 resignation of Sean Connery and the search for a new 007—it was Hunt who was assigned the delicate task of introducing the newcomer in On Her Majesty’s Secret Service. The producers had selected George Lazenby, an Australian model with no previous acting experience.

“George Lazenby would never have gotten the job if I had said, ‘No, I don’t want this guy.’ When I took him on, I gave him a long talk. I said, ‘You are the luckiest guy in the world. I don’t want you to get big-headed, but if this film becomes a success, which it should be and everything points to it, you’re going to be a big star,’” Hunt recalls. “And he literally said—and I wish I had a tape recorder there so I could prove it–‘I promise you I won’t become big-headed and I’ll do everything I can to help you. I will be exactly what you want me to be and I’m dy ing for this chance.’ I said, ‘That’s great, we just have to make sure Diana likes you.’”

Diana Rigg, of Avengers fame, had been cast as Bond’s love interest who, by the movie’s end, would become his wife.

“I pulled Rigg aside privately and said, ‘I have this boy I want you to meet. He’s very good looking, has all the stature, but he’s not an actor. We’ll have dinner with him and then I want you to tell me whether you can get along with him. If you tell me you can’t, then I promise you we won’t go with him, we’ll find someone else.’ ” Hunt remembers. “They had dinner. They got on very well. They met privately and they were very friendly and happy. She came back to me and said, ‘He’s fine and I’ll help you every way I can.’ I was thrilled. Well, you know what happened. He would fall out with her and say ridiculous things to her, and he lost her confidence.”

Not to mention Hunt’s. Lazenby has criticized Hunt for not giving him the direction he needed, especially in the scene in which Bond mourns his wife’s murder. Lazenby’s barbs make Hunt laugh.

“He got all the direction he wanted. That scene is beautifully played. Where did he think he got that direction? How would a wooden model know how to play that?” Hunt says. “I like to develop character and one of the great things people will say about On Her Majesty’s Secret Service is that Bond, for the first time, is a real person. I don’t care what George Lazenby says, he certainly didn’t put that there. I did, together with my writers.”

Writers? Richard Maibaum, who has sole credit for the screenplay, takes great pride in calling it his own. “Although Maibaum doesn’t like to share the credit, a fellow named Simon Raven and I rewrote much of the dialogue and scenes. Maibaum is marvelous at taking a book and breaking it down into a screenplay, which is not an easy task. He’s a craftsman. When it comes to dialogue, I don’t think he’s that hot. I shot with the book in one hand and script in the other,” Hunt says.

Once the film was wrapped, and despite Lazenby’s difficulties, 007 producers Albert R. Broccoli and Harry Saltzman asked the actor to continue.

“They offered him a seven-year contract to play Bond,” Hunt says, but after unsuccessful salary negotiations, United Artists decided to pull the offer. And Hunt is sorry they did.

“He was a very fortunate boy in so many ways—he was well looked after and he was excellent in the film. I think he was his own worst enemy,” Hunt says. “While we were doing the film, he was awkward a couple times but no more than many others. He wasn’t difficult to the point of impossibility or making one’s life hell. He did everything I asked him to do–he followed instructions, was always cooperative, always, even if complainingly. He would have made a very good Bond if he had been more sensible.”

Lazenby wasn’t the only one who left 007 behind after On Her Majesty’s Secret Service. So did Hunt.

“I did not have a falling out with the producers, not at all,” Hunt explains. “People tried to make it seem like I did, because I didn’t do another film with them. They asked me several times to do films, starting with Diamonds Are Forever. For one reason or another, I was busy doing something else or developing something. I spend eleven years with them. I did six Bonds and The Ipcress File, it was time to do something else.”

In the years since On Her Majesty’s Secret Service, Hunt has been trying “not to end up as just ‘the Bond film director.’

“Everyone in this business wants to pigeonhole me. They love to put you in a pigeon-hole, then they’ve got you classified and that’s lovely,” Hunt notes. “I’m trying not to be.”

Although he has worked steadily since then, Hunt isn’t entirely happy with the way his career has gone. He is, very much, the pigeonholed director he didn’t want to be.

“I’m never really happy with anything. I always feel I should be doing something better. I always feel I have the capability but haven’t had the opportunity,” laments Hunt. “You always want to do something different and better, even when you’ve done it and you’ve done it the best you can.”

Even if he doesn’t break out of the pigeon-hole, he’s in trouble. They just aren’t making his kind of films anymore.

‘‘I don’t think my kind of adventure stories are doing well right now,” Hunt says. “They’ve gotten a bit mad with Rambo, Commando and Terminator. They’ve lost story, but they’re making a fortune. I haven’t been offered those mindless things yet.”

Even the Bonds have changed.

“They may be very successful and entertaining—I’m not decrying them in any way—but I liked the Bonds as they were,” Hunt comments. “I hate to think they didn’t realize what they were doing. They’ve gotten silly and tired. I love Roger Moore, he’s a great friend, a lovely man, but 1 don’t really think he’s James Bond. He’s too weak and gentle, not strong and sexy enough, though he made the part his own through seven movies.”

What Peter Hunt would really like to do now is leave action entirely behind and do “a very nice fairy story. I would like to make a musical fairy story. I’ve even got the title: Give the Cat Another Goldfish.”








CHAPTER FIVE

007’s PUPPETMASTER RICHARD MAIBAUM INTERVIEW (1983)




You would think even James Bond would grow weary of battling megalomaniacs bent on destroying the world. But, he won’t—not as long as screenwriter Richard Maibaum keeps creating new ways to prevent 007’s license to kill from expiring.

“The most difficult thing,” says Maibaum, who has had a hand in writing nine of the 007 escapades, “is coming up with a great caper for the villains. That’s the thing that just drives us up the wall.”

But with Octopussy, the latest Roger Moore 007 film and the 13th in the United Artists series, Maibaum thinks he has surmounted the obstacles. “I can’t tell you much about the story. It’s a state secret, what with the other James Bond film and all. But, it’s not a far-out kind of thing, though there are some marvelously unusual action sequences. There’s none of that space colony crap like they had in Moonraker.”

Maud Adams, returns to the series for a second time, joined by Kristina Wayborn and Louis Jourdan. ‘‘Octopussy owes very little to the book and it’s the least gadgety of any of the films. We have a most unusual caper this time and the most exciting Bond ending ever. And several other action sequences are just great. It’s nothing like anything ever written by Ian Fleming.”

That’s no surprise. Little of Fleming’s stories, except their titles, have made the transition to the screen for several years. The screenplay is based on two treatments Maibaum wrote with producer Michael G. Wilson and a rejected script by George MacDonald Fraser, screenwriter of The Three Musketeers and The Four Musketeers and the author of the Flashman series of books. Maibaum declines to go into any detail about the Fraser draft, its incorporation into the final script, or the reasons for its rejection.

The story will have to be as good as Maibaum says it is because, for the first time, James Bond has some equally tough competition: James Bond.

Roger Moore will be vying for this summer’s box office dollars with Sean Connery, who is packing a Walther PPK once more for the Thunderball remake, Never Say Never Again.

The Connery film, Maibaum concedes, may have an edge. “We know that for the last four or five pictures, the overseas audiences have preferred Roger to Sean, if grosses are any indication. But Sean may have an edge in the U.S. because he’s less English. It will all depend on which picture is actually the better picture. Never Say Never Again has a good writer (Lorenzo Semple, Jr.], a good director [Irvin Kershner], and a good star. It should be a good film.”

Albert R. Broccoli, who owns the rights to the 007 character, will be watching Never Say Never Again very closely (remake rights to Thunderball were awarded to Kevin McClory in a court battle and later packaged for this project by producer Jack Schwartzman). “If they deviate too much beyond the limits of a remake,” Maibaum warns, “there will certainly be legal action.”

Rumors had surfaced that Moore would not be returning for Octopussy, and at one point, actor James (Marcus Welby) Brolin reportedly tested for the superspy role. “It was desperation time,” Maibaum admits, adding there never really was much doubt that Moore would return. Or that he will be back yet again.

“For three million dollars or whatever the hell he’s making, he’ll do another one,” Maibaum maintains. “By the way, I hear that Sean is making six million dollars.”

Can Moore compete with Connery head-to-head, theater marquee-to-theater marquee? Maibaum thinks so: “Roger Moore looks better in this film, somehow, than he’s looked in any of the others. My only objection is that he fools around with the lines. He fancies himself a great wit.”

Richard Maibaum never intended to write witty spy dramas when he began. His roots are in Broadway, where he had his first play produced while a 19-year-old student at the University of Iowa. After several plays and a brief acting stint with the Shakespearean Repertory Theatre, Maibaum journeyed to Hollywood, where he would eventually write such films as O.S.S., The Great Gatsby, and Captain Carey, USA. During their making, he cultivated a close friendship with the late Alan Ladd, which led Maibaum, in turn, to London in 1951. Ladd had been signed by Broccoli for three movies Maibaum would later be hired to script.

A few films later, Maibaum was back in the United States and working for MGM-TV. Broccoli and his then-partner Harry Saltzman made him an offer: would he write the first in a series of James Bond motion pictures, Thunderball?

Complications (legal and otherwise) shelved Maibaum’s script and the producers selected another Ian Fleming novel, Dr. No, for their maiden effort. Cameras started rolling on Dr. No in 1961, with a virtual unknown, Sean Connery, as the sexy superspy.

“Sean was nothing like Fleming’s concept of James Bond. If we had chosen somebody like David Niven, that was more like the way he wrote it,” says Maibaum, grinning. “But the very fact that Sean was a rough, tough, Scottish soccer player made him unlike the kind of English actors that Americans don’t like. In other words, Sean Connery was not a gourmet, not a suave, cultured gentleman of the Cambridge/Whitehall type—he was a down-to-earth guy. The fact that we attributed to him such a high-style epicure was part of the joke.

“We were not aware of it at the time, but, in retrospect. I’m quite convinced that the image had a great deal to do with the films’ success and the success Sean had in the role,” he continues. “It enabled the ordinary guy and girl to look at the screen and say, ‘That’s me, I could do all those things. ’ It was a slight take-off, not belabored or done consciously. But it came off as if it was planned and was a great, great plus.”

Dr. No was a hit and became the blueprint for the entire series. Joseph Wiseman, who played the cold-eyed villain, served as the mold from which future Bond foes were cast. Maibaum believes Wiseman’s portrayal was responsible for “the elegance of many of the Bond villains.”

“Dr. No also delivers one of the writer’s favorite lines in the whole series, telling 007. You disappoint me, Mr. Bond. You are ‘ nothing but a stupid policeman.’ That was a funny line,” Maibaum says, “but the way Joe read it was delightful.”

However, the film’s most quoted dialogue—now almost a cliche—was far less creative. “When Sean, in the beginning of the picture, said, ‘The name is Bond, James Bond,’ if you didn’t believe it, there would have been no series. Now, the line seems like the under-statement of all time because, of course, this is James Bond, and everyone knows it. They just get a kick out of hearing it anyway.”

From Russia with Love followed Dr. No and is considered by many Bond fans as the best in the series, an assessment Maibaum shares. “I think it was the most successful artistically.”

The 007 series, however, hit its stride with Goldfinger. With this adventure, many Bond signatures became etched into cement: The double entendres. The suggestive character names. The bizarre henchmen. The amazing stunts. The outlandish capers. The stylish deaths. The eccentric villain. And above all, the Aston-Martin.

The car was more than just another catchy gimmick; it was a spectacular vehicle driving on the treacherous road dividing comedy and drama. Maibaum points to it as an example of how the James Bond films—Goldfinger in particular—revolutionized the telling of action/adventure stories.

“We took into consideration the audience’s growing sophistication,” he says. “We dared to do something seldom done in action pictures: we mixed what was funny with what was serious.”

Jack Lord was asked to recreate his Dr. No role as Bond’s CIA liason friend Felix Leiter in Goldfinger, Maibaum says, but he demanded co-star billing, a larger part in the film, “and a great deal of money. I’ve never liked another Leiter, and as time went on, they hired older and fatter men to play the part in order to make James Bond look younger and more handsome.”

Maibaum finds the notion of a black Felix, as portrayed by Bernie Casey in Never Say Never Again, “certainly an interesting idea.”

Shirley Bassey’s rendition of the Goldfinger theme (Maibaum says the musicians called it Moonfinger because it sounded so much like “Moon River”) and Maurice Binder’s sensual title sequence featuring lithe, silhouetted nudes, became two other Bond motifs continued in subsequent films.

“I must say, there have been times when we have not been bright enough to make the villain different and interesting enough from what has gone before. In Thunderball, the next film, Largo was a disappointment, partly because it was played by an actor who I thought was miscast. I had to invent other people to augment his villainy.”

Maibuam was unavailable for 1967’s You Only Live Twice, which was penned by Roald Dahl and overshadowed by Sean Connery’s intention to leave the role. At the film’s end, James Bond faced a more deadly challenge than SPECTRE had ever tossed his away: an identity crisis. It was time for a new 007.

While the producer kicked around the casting problem, Maibaum toiled with how to deal with the change of actors story-wise. Should he ignore it or work it into the story?

At first, the latter course was selected. “We had this plastic surgeon idea,” Maibaum says. “Bond had to have plastic surgery because he was being recognized by all his country’s enemies. But, we thought that was awful and threw it out. Finally, I came up with that line, when the girl leaves him flat after he rescues her. Bond said, ‘This never happened to the other fellow.’”

When George Lazenby, as the new James Bond, delivered the lament at the opening of On Her Majesty’s Secret Service, it worked. The audience laughed.

 “Because it was funny, the audience like it. It said, ‘Look, you know it’s not the same James Bond, so we’re not going to kid you or do anything corny to excuse it. You’ll just have to accepi that this just isn’t the same fellow.’ ”

Although Maibaum was disappointed with Lazenby’s performance, he feels OHMSS is “the picture where Bond is more of a human being than in any of the others. And despite the fact that Lazenby was not ideal for the part, I thought it was a marvelous script.”

He should. He received sole screen credit for it.

John (Psycho) Gavin was signed to portray 007 in Diamonds A re Forever in 1971, but at the last minute, United Artists managed to coax Connery back for one more film, reportedly paying him $1 million (which he donated to charity) and agreeing to finance two films of his choice.

Maibaum’s original Diamonds Are Forever script featured Goldfinger’s twin brother in a scheme to blackmail the world.

“This fellow is supposed to say to Bond at one point, ‘Oh, my brother Auric—mother always said he was a bit retarded.’ We were going to cast Gert Frobe again, but it didn’t work out,” he muses.

In a watery climax. Las Vegas gambling magnates hoodwinked by Goldfinger chase the villain across Lake Mead as he attempts to make his escape. They pursue Goldfinger in everything from Chinese junks to Roman Galleys—exotic ships that prominent Las Vegas hotels keep on the lake.

“What I had was this fleet of boats in pursuit of Goldfinger,” Maibaum recalls, “because he gave the city such a bad name. They wanted to do something patriotic to catch this terrible villain. I thought I had one of the best lines in the entire series when Bond, in the lead boat, broadcasts to the fleet, ‘Las Vegas expects every man to do his duty,’ a take-off on what Admiral Horatio Nelson said at Trafalgar. Just for the sake of the line, I was heartbroken when they rejected it.”

Broccoli called in Tom Mankiewicz to rewrite Maibaum’s screenplay and, in the process, Goldfinger’s brother was scratched, and Ernst Stavros Blofeld, the mastermind behind SPECTRE, returned. And, Maibaum says, his “smash ending” became “an interminable thing on an oil rig.”

Although Maibaum was asked to write Live and Let Die, the first Roger Moore foray into the role, he declined due to other commitments. “I would have liked a crack at Live and Let Die,” he admits. “I didn’t particularly like what they did to it. It was about nothing, a lousy cooking-some-dope-some- where-in-the-jungle movie. That’s not Bond at all. To process drugs in the middle of a jungle is not a Bond caper.”

Live and Let Die signaled a new era for Bond, marked chiefly by Moore’s portrayal and a shift in plot emphasis from spy stories to easy laughs and a reliance on gimmicks.

“The reason the Bond movies have been successful is that certain charm which has been associated with them,” Maibaum explains. “It’s not a sickly, lugubrious charm, but the charm Sean Connery has, you know what I mean? Lately, in the writing of these pictures, I find that the charm is gone. It’s so bad I kind of flinch. I may be guilty of it myself. In nine pictures, not everything you do will be Shakespeare.”

Perhaps his biggest reservation about Live and Let Die and other recent films lies with the choice of Roger Moore as Bond. Maibaum, like many others, favors Connery’s portrayal.

“Bond should be played like someone, like Sean, who is convincingly physical. One of my reservations about Roger is that he is not physical; he is not the physical superman Sean made you believe Bond was.

“In a strange way,” Maibaum continues, “some people like Roger better than Sean. I certainly don’t. I think Roger does very well. He’s suave, witty, and so forth, but as far as I’m concerned, he has a dimension of disbelief. He does what I consider unforgivable: he spoofs himself and he spoofs the part. When you start doing that, the audience stops laughing. Just play the part.

“The most important thing in the Bond pictures is a pretense of seriousness. If your leading man doesn’t really appear to believe in what he is doing a either an actor or a character, that will count against the performance’s effectiveness.” Maibaum shrugs his shoulders and sighs, “Of course, I may not be right because Moonraker, my least favorite Bond, was very successful.”

Moore “makes everything so arch and is so coy about everything,” Maibaum contends. “We knew Roger was not a rough, tough guy like Sean. So, we deliberately gave him things to do that would make him tougher. But you see, he hasn’t got it. You believed Sean could be pure steel if he wanted to be.”

For Moore’s second outing as 007, screenwriter Mankiewicz was asked to write The Man with the Golden Gun. He left the project after a disagreement with director Guy Hamilton; Maibaum arrived to do a rewrite. Critical response to the film was lukewarm and one national magazine wondered if this was the end of the line for 007. Maibaum,’ however, was soon at work on The Spy Who Loved Me, which proved to be a critical redemption.

His original screenplay opened with a group of terrorists, comprised of everyone from the Red Brigade to the Weathermen, breaking into an ultra-modem SPECTRE lair.

“They level the place, kick Blofeld out, and takeover,” explains Maibaum. “They’re a bunch of young idealists. In the end, Bond comes in and asks, ‘All right, you’re going to blow up the world. What do you want?’ They reply ‘We don’t want anything. We just want to start over—the world is lousy. We want to wipe it away and begin again. So, there’s no way we can be bribed.’

“I never had Stromberg—or whomever the hell it was in that movie—or that interminable thing which went on in the tanker.” Maibaum’s draft was rewritten by Christopher Wood, who would later pen Moonraker, and polished by Tom Mankiewicz. “Rightly or wrongly. Cubby thought it was too political,” he recalls. “So many young people in the world support those people that we would have scrambled sympathies in the picture. Cubby is a very astute man. He knows…” Jaws, the steel-toothed mercenary, also lurked in Maibaum’s draft, though he feels the producers later “made a schlemeil out of him in Moonraker.” In Maibaum’s original script for Spy, Jaws met his death in a furnace.

For Your Eyes Only, the most recent 007 entry, was meant to signal a return to the style and flavor of the Connery adventures, a welcome change from Moonraker’s camp fiasco.

“We tried to return to the earlier films with For Your Eyes Only, but we didn’t have Sean to make it real,” Maibaum says. “And I was very disappointed with the way the love story was handled. The whole idea was that the great lover James Bond can’t get to first base with this woman because she’s so obsessed with avenging her parents’ death. Nothing was ever done with it. It was as if the director didn’t feel there was a love story there at all.”

One critic wrote that in the movie, Moore “was an occasional stand-in for the stuntman.”

“It’s true,” Maibaum says. “I don’t think it’s good, I think it’s five times better when they have the stunts and a real James Bond, too. And there’s no reason why we can’t do it. I think we blew an opportunity in For Your Eyes Only to go back to the From Russia With Love/On Her Majesty’s Secret Service Bonds.”

Maibaum, to put it mildly, was not happy with the film’s one-liners. “My lines are ’Red wine with fish. That should have told me something’ and ‘She had her kicks’ [both from From Russia with Love]. Those are my lines, the ones I claim and enjoy writing. Some of the stuff I think is awful, like, ‘Something big is coming between us.’ Roger insists on making some script changes. He’s very proud of them and tells everybody. And some of his ‘improvements’ are just awful.

“Sean would come up with pretty witty lines at times,” Maibaum recalls. “Sean is a witty man. And so is Roger. But God, the lines, please..”

For now, there are no Bond lines in Maibaum’s future. “I’m resting, recharging my batteries, playing golf.”

He has no idea what lies in store for Broccoli’s 007, and insists that the Never Say Never Again producers are legally barred from continuing with their version of Bond as a series.

However, Richard Maibaum isn’t throwing in the towel as the superspy’s screenwriter. For him, writing Bond films is, ‘‘a case of Walter Mitty. I’m law-abiding and non-violent. My great kick comes from feeling that I’m a pro. That I know my job, and that I have enough experience to create a solid screenplay.”

A mischievous grin, worthy of Goldfinger or Blofeld, plays on his lips. “I do think I can write a better Bond script than anyone else, but don’t say that too many times in your story…”

And then he laughs.








CHAPTER SIX

CAN BOND SURVIVE?
INTERVIEW WITH TOM MANKIEWICZ (1983) 




He’s just a little too slow. All of a sudden, its no longer skill, but damned good luck. His physical abilities are no longer as quick as his wits, and those pursuing him are in better shape, bigger, and more agile.

This is Tom Mankiewicz’s vision of James Bond’s last stand. 

“I’d have Sean Connery play it right now, without his toupee. At the end, he’d marry some smashing movie star and go retire in Scotland with Miss Moneypenny in the guest house.”

Mankiewicz chuckles, spread out on a couch in his 20th Century Fox studio office. “Poor Miss Moneypenny. Lois Maxwell was two years old when she started the series and now she’s 130. They’re going to start wheeling her out to wink at Bond.”

Mankiewicz is well-acquainted with large-than-life heroes. He began in the Bond series by re-writing Richard Maibaum’s Diamonds Are Forever script, then he wrote Live and Let Die on his own, then wrote the first draft of The Man with the Golden Gun, and then polished the scripts for The Spy Who Loved Me and Moonraker. 

Mankiewicz followed that up with creative consulting work on the first two Christopher Reeve Superman movies, and is now toiling over a Batman screenplay. 

“It’s a source of pride to be associated with the Bond films,” he says, “but, like anything else, writers can get typecast just like actors can. All of a sudden, a studio will think of you in just one way: ‘For slam-bang action or for a comic book adaptation, get Mankiewicz!’ That’s typecasting."

Show business is in the family. He is the son of famed writer/director Joseph Mankiewicz (Alice in Wonderland, Sleuth, All About Eve) and nephew of Herman Mankiewicz (screenwriter of Citizen Kane). He attended Yale Drama School, toured as an actor in summer stock, and works for producer Lawrence Turman on the movie version of The Best Man before selling his first script, a story for Bob Hope’s Chrysler Theatre.

Then came stints writing specials for Nancy Sinatra and the Tijuana Brass before he hammered out his first screenplay, a surfing flick called The Sweet Ride, which featured Jacqueline Bisset in her film debut.

“At the time, I thought the picture was Gone With The Wind,” he said. “I was 24 and just amazed. I couldn’t believe I was seeing rushes, and had written the dialogue. Then, I went to Broadway where I had a nice, big flop with the musical Georgy. We were nominated for six Tonys and closed in three nights.  It lost a staggering amount of money. So, I fled back to Southern California with my tail between my legs, having written a mediocre surf movie and a flop Broadway play. I was wondering whether 1 should stop trying to conquer everything. And that’s when Diamonds are Forever came along.”

United Artists president David Picker , “one of three people who saw the musical,” he says, recommended him to 007 series producer Albert R. “Cubby” Broccoli, who was searching for a young American to rewrite Richard Maibaum’s script.

Following Diamonds are Forever, Mankiewicz penned Live and Let Die and the first draft of The Man With the Golden Gun. He was not at all pleased with what was then done to his Golden Gun screenplay. The story, as originally envisioned by Mankiewicz, was a High Noon-like confrontation between Jack Palance and Roger Moore. However, disagreements with director Guy Hamilton, and the feeling that he was writing the same film for the third time, led to Mankiewicz’s resignation from the project. 

Nevertheless, he was asked back to fine-tune the script for the next 007 entry, The Spy Who Loved Me, which he did, and then supplied the original treatment for Moonraker, a film “which didn’t turn out exactly as I’d hoped, but I think Cubby has started to correct that. Writing the original stories has always been kind of a committee exercise.  Cubby certainly knows the character as well as anybody and always has his own ideas. I think, at a certain point, Bond got in to competition with all the special effects films which were going around, and that isn’t the series’ strong point. The strong point is the James Bond character.”

Mankiewicz won’t be involved with the upcoming Octopussy, a fact which doesn’t disappoint him. “I’m glad I’m not doing another Bond film. I mean, how do we start making things different and fresh?

You’ve already had a car chase, a car that turns into a boat, a car that turns into an airplane, a skydiving thing, a balloon thing, a parachute thing, a hook thing, a whatever thing. There have been jet skis and speedboats and underwater and up-in-space and...my God, am I glad I’m not doing another Bond film. There’s no vehicle that exists in the world that hasn’t been used in a Bond chase."

The secret to 007’s screen success, Mankiewicz believes, is that “every guy would love to be Bond and every woman would love to sleep with him. I think it’s that elemental. James Bond, at his best, is a total man’s man and a total ladies’ man. And nothing has ever worked as well in the series as sending the heavy’s girl to kill Bond,” he says. “She, of course, sleeps with him and winds up falling in love. It worked every time. Every guy understood it and wished he had that same power. And every woman said, ‘I guess I would have changed, too.’ ”

The Bond films are the “Rolls Royce of action films,” he says. “Audiences just love the way they are presented.”

However, he acknowledges that some fans feel the Rolls Royce could use a tune-up.

“I understand a Bond purist saying, ‘God, they ruined them,’ but I think the Bond films have changed properly with the times. I think at a certain point Bond got into competition with all the special effects films that were going around. But special effects isn’t their strong point. Bond can survive only as long as they concern themselves with his wonderful character.”

The character, however, has been played by three very different men who added new slants to Bond’s screen persona. Mankiewicz doesn’t like the idea of comparing Sean Connery to George Lazenby and Roger Moore because he feels no one successfully competes with the first person to play the role. He says, however, that Connery presented Bond “as a little more of a bastard. There was something more inherently dangerous about Sean, though Roger is closer to Ian Fleming’s idea of Bond."

Mankiewicz says the difference between them is that Connery could sit across a dinner table from a woman and either kiss or stab her under the table and then say to the waiter “Excuse me, I have nothing to cut my meat with.” 

“The audience would love Sean doing either, Roger could kiss the girl, but he would look nasty sticking a knife in her under the table."

As for Lazenby, Mankiewicz says “the poor guy had a double whammy going in: following Sean for the first time and being a very inexperienced actor.”

But, he says, there is one big obstacle facing any new actor who steps into the role: “When you say those immortal words, ‘The name is Bond, James Bond,’ the audience may say, ‘No, you’re not.”








CHAPTER SEVEN

NEVER SAY NEVER AGAIN (1983) LORENZO SEMPLE JR. INTERVIEW




“The name is Bond. James Bond.”

When Sean Connery says his first line in Never Say Never Again, he’ll be doing more than garnering thunderous applause. He’ll be declaring war.

Connery can be seen as a sheep who strayed only to return as the wolf preying on the flock. After playing Bond in six Albert R. Broccoli produced adventures, Connery is returning this summer to do box office battle with Broccoli’s 13th Bond film, Octopussy. starring Roger Moore as Bond. Both films open this summer.

Industry insiders predict that that Never Say Never Again will do better business in the U.S. than Octopussy, which is expected to capture the lion’s share of the 007 audience abroad. The biggest winners will be the Bond fans themselves, who will be getting a double dose of 007.

Moore is playing Bond for the sixth time in Octopussy, which begins as a plot to steal the priceless Faberge Egg and soon develops into a monstrous scheme of world-endangering proportions. Once again Bond is sur-rounded by the usual bevy of women, headed by Maud Adams in the title role, and is outfitted with such dandy gadgets as an acid squirting pen.

John Glen directs from a script written by Richard Maibaum and Michael G. Wilson, which is based on a treatment by George MacDonald Fraser from the Ian Fleming short story, “Property of a Lady” (included in the book Octopussy). Robert Brown replaced Bernard Lee as “M,” while Louis Jourdan steps in as the villain Kamal Khan.

Maibaum, who like other Octopussy personnel, is bound to secrecy as far as the plot is concerned, said the film follows in the footsteps of For Your Eyes Only and will downplay gadjetry and camp in favor of “incredible action sequences.”

Never Say Never Again, meanwhile, is basically a remake of Thunderball, the highest grossing of the Connery Bond films, and stars Edward Fox as “M,” Bernie Casey as 007’s CIA friend Felix Leiter, Barbara Carrera as the seductive Fatima Blush, Kim Bassinger as Domino, and Klaus Maria Brandauer as Blofeld’s stooge Largo. Blofeld hasn’t been cast yet and Q and Miss Moneypenny are not part of the film.

Irvin Kershner (The Empire Strikes Back) is the director. Stephen Grimes, who worked with Peter Yakes on Krull, is the production designer and Les Dilly, who won Oscars for his work on Raiders of the Lost Arc and Star Wars is the supervising art director.

“The fact that Connery is doing this film is the sole reason it’s getting made,” said Lorenzo Semple Jr., who wrote the screenplay. “Connery has an unusual amount of control because it depends on him. He is very much in charge of this production.”

The production is the end result of a decade-long legal battle between Broccoli and Kevin McClory, who produced Thunderball for Broccoli from a treatment he wrote with Bond creator Ian Fleming and writer Jack Whittingham.

McClory sold the licensing rights for ten years to Fleming, who turned the material into a book and sold it to Broccoli and United Artists. When the rights reverted back to McClory in the 1970s, announced the production of a Thunderball remake entitled Warhead, written by himself, Connery, and novelist Len Deighton. Broccoli and United Artists took McClory to court and lost, but McClory failed to make the project materialize after years of on-and-off against announcements.

At one point, Paramount Pictures was reportedly backing Warhead, with Orson Welles cast as Blofeld and Trevor Howard as “M.” McClory also threatened Broccoli with the prospect of turning James Bond into a TV series after financing for his film proved elusive.

Semple credits entertainment attorney Jack Schwartzman with make the project a reality at Warner Brothers. “Warhead never got off the ground because McClory was supposedly a very difficult personality,” Semple said. “I heard that as long as McClory was not actively connected with the picture, it would get made. Schwartzman persuaded McClory to take his money and step into the background. In effect, he arranged for McClory to get out.”

Never Say Never Again is not touted as a remake but as a re-adaptation of the same material from which the movie Thunderball was made. Sound confusing? Well, it is, even to Semple, who had to tangle with the legal subtleties throughout the writing of the script.

“The film has to be sufficiently close to Thunderball so we couldn’t be accused of making a totally different film,” Semple said. “At the same time, however, it’ s not a remake. It’s a parallel story based on several early screen treatments, and drafts. It’s still about the hijacking of two cruise missiles by SPECTRE, but, for legal reasons, they are being treated as a new organization. We don’t have Bond saying, Oh, SPECTRE again.”’

Although Bond is brought out of retirement in this caper, little notice is paid to his age. He’s still as agile and inventive as ever. Still, the Secret Service isn’t wild about renewing his license to kill.

“They don’t want him back at all.” according to Semple, whose film writing credits include Flash Gordon and Three Days of the Condor. “In fact, he forces his way back in. Times have changed. His type of thing just isn’t done anymore; it’s all done with computers now. They don’t approve of uncontrollable operatives. In the original draft Bond was working in Scotland on a North Sea fishing boat. In the final version, he never really left the service. He was given this ridiculous job of going up to Scotland and watching for Russian subs from a fishing boat. He was in the service but not really in it. Bond was safely out of the way.”

Because Semple hasn’t been involved with the film since he completed his script, he isn’t certain how much of his story was captured on celluloid.

“I’m not sure what the opening stunt is,” he said. “I hear that the one we wrote is going to be too difficult to shoot. At one point, we considered not having a theme song or an opening stunt, but we decided that might confuse the audience.”

Semple attempted to capture the flavor of the early Bond films and downplay the special effects in his script. But not all the gadgets and wizardry will be missing. Warner Brothers subsidiary Atari designed an electronic game which figures in a key sequence when Bond bests villain Emilio Largo at some arcade fun, Bond-style. The game transmits electric shocks to the loser through its joystick controls, and displays a holographic airplane battle.

Thunderball was noted for its remarkable underwater scenes, including the climactic deep-sea battle between Bond and SPECTRE. However, Bond will barely get his feet wet in Semple’s adaptation.

“We all felt underwater stuff is basically boring,” Semple said. “I mean, it’s all slow motion to begin with. We were required to have an under-water battle more than we wanted one.”

As for the ending, Semple has no idea what sort of climax has been planned. “I’m sure I’ll barely recognize the ending when I see it.” he said. “There were various endings on it. I had a tag where Bond contrived it so everybody thought he was dead, but in a surprise ending we discover he’s really alive and on an island with a girl. I like that. But I think the film makers feared that was too soft. They want the film to end with big explosions and then get the curtain down as quickly as possible.”

Semple isn’t sure how much of his script has been used or what’s been changed. Francis Ford Coppola is rumored to have done an uncredited rewrite job on Semple’s screenplay. Producer Jack Schwartzman is married to Talia Shire, Coppola’s sister. Coppola’s publicist, Bruce Feldman, called the rumors “far fetched.”

“I can’t imagine Coppola making it worse,” Semple said. “It would be an honor, but I’m sure it never happened. The biggest fear I have is about changes made on the set at the spur of the moment by enthusiastic actors and directors.”








CHAPTER EIGHT

NEVER SAY NEVER AGAIN (1983) BARBARA CARRERA INTERVIEW




People are dying to make love to Fatima Blush. Slender and beguiling in her black, leather pants and sheer blouse, she has no trouble luring men to her bed…where her passion is positively fatal.

Men who embrace Fatima Blush are embracing death. Hiding behind her blood red lips and dark, Latin eyes is a common working girl with a demanding job that involves a lot of overtime. Her paychecks are signed by Ernst Stavros Blofeld, the enigmatic leader of the global crime network known as SPECTRE. Fatima Blush is their most lethal weapon, an assassin who takes her victims to the heights of physical pleasure before introducing them to the agony of death.

Blush has a new target, an easy kill, a fifty three-year-old British spy brought out of virtual retirement to thwart SPECTRE’s apocalyptic threat to detonate two stolen nuclear warheads unless they are paid a huge ransom.

The elderly gent is James Bond.

“This Mr. Bond, whoever he is, I’m ready for him,” says Fatima Blush as embodied by Barbara Carrera, the Nicaragua-born model-turned-actress. “We’ve looking into him and found he used to be quite a dangerous boy. No matter. I’m going to get rid of him.”

Carrera laughs easily. She’s discovered how much fun villainy can be, approaching her role in Never Say Never Again the way a child would a giant chocolate sundae.

“Oh, I’ve had a great time with this character,” she says, relaxing in her a one–piece bathing suit and a long, white blouse in the cluttered kitchen of her Los Angeles home. “It was a lot of fun.”

The fun started early.

“To get to know Fatima, I rented an incredible villa in the south of France, a beautiful place the likes of which you’d see only in a Bond film. It was an exquisite place with some 30 rooms and I lived in it by myself, with a small staff, and got into Fatima’s character.”

That’s an expensive way to assume a role.

“Yes, but I got a good per diem which covered it and she has to live in style, she’s the kind of person who would make that her home,” Carrera says. “I got very, very involved in every level of the character. I went to London a month early specifically to work with the costume designer.”

The fun was just beginning. Carrera soon learned there was more to becoming Fatima Blush than fancy digs, nice clothes, and a careful reading of Lorenzo (Three Days of the Condor) Semple Jr.’s screenplay.

“I had to learn to drive a Renault stick-shift for the movie and I was very bad at it. I was very impatient, too. Instead of having the first lesson someplace where there were no cars, the instructor taught me on a busy street,” she smiles slyly as she weaves her tale. “There was thing big truck full of bananas in front of us. All of a sudden one of the bloody banana cartons fell of the truck right in front of me. I ran over it and sped around the truck. The driver was irate and chased after me. It was like a Bond scene, you know? I had never driven a stick in my life and I was going all over the place. My instructor took over and we pulled into an alley and lost him.”

She laughs as if it had just happened again, her eyes wide with the same exhilaration and fear she must have felt racing down that Monte Carlo street.

Once filming began, Carrera immersed herself in the Fatima Blush character, maintaining the persona off-screen as well as on. So when director Irvin (Empire Strikes Back) Kershner suggested the stylish temptress should fondle a live Boa constrictor, Carrera didn’t blush with fright. No small feat. She’s absolutely terrified of snakes.

“Kershner took advantage of the fact I got involved with my character. They didn’t present the snake to me until I was in too deep. I just didn’t have time to indulge my phobia. I just did it,” she says. “I found myself letting the snake crawl all over my body. I even let it kiss me on the cheek with its darting tongue.”

She grins slyly. “I think I even kissed it, too!”

She was able to accept a snake slithering around her curvaceous body. Scuba diving, Kershner’s next request, was a different matter.

“Anything below ten feet deep is another planet to me. I played hookie with my instructors and drove them wild,” she says. “I got one instructor so nervous that when he put on my mask he forgot to turn on the air. I got under water and couldn’t breathe. I bolted out of the water and screamed ‘no way, no way, get a stunt woman, I’m never getting in the water again!’

“A clever stunt man watched me and came to my hotel later and asked if I would let him get me acquainted with the scuba equipment in shallow water. I felt guilty and so okay,” she says. “He cleverly and carefully got me comfortable with the equipment and we got deeper and deeper in the water until and fell in love with it. I found myself wanting to go deeper and deeper and deeper.”

She knew the remake/sequel to Thunderball would offer such exhilarating personal and professional challenges. She was so certain, in fact, that she fearlessly took on the role before seeing the script.

Kershner and producer Jack Schwartzman had seen Carrera as the sex therapist-turned-killer in I, The Jury and decided she was a perfect foil for Sean Connery’s suave superspy.

“So Kershner, who is very excitable and can talk a snake into coming out of its skin, sat down and told me about the character. He did it with such enthusiasm that I had to do it,” she says as if stating the obvious. “Look, there was no way I could get screwed. Sean, after staying away from Bond for such a long time, wouldn’t come back and make a fool of himself and Kershner has a good reputation, too. I trusted them…until I saw the first draft. And then I almost died.”

She leans forward and laughs, brushing aside some imaginary crumbs from the table.

“The way Kershner explained the character and the way it was in the script were two different people. I didn’t like it at all. It was a cliche. Anyhow, all that changed. When I got to London I was quickly reassured that writers were coming in to take care of it.”

Dozens of writers have toiled over the past decade with the Bond project, a story based on a handful of treatments hammered out in the 50s by Bond creator Ian Fleming, Kevin McClory and Jack Whittingham. There have reportedly been ten rewrites alone of the Never Say Never Again script, including one allegedly scribbled by Schwartzman’s brother-in-law, writer/director Francis Ford Coppola.

Naturally, Carrera’s main concern was turning Fatima Blush into something she was interested in performing. To shed the villainess stereotype all Fatima Blush had to do was “show a little intelligence, that’s all. She’s not like all of the Bond girls. All those beautiful girls were wasted in most of those films because they weren’t given anything to do. They were just decoration or novelties.

“This character is not any of that,” she insists. “She is very strong and very feminine as well, but not the way some people would think. Somehow a lot of people are under the impression that to be feminine and strong you have to be the female version of macho. Fatima is very feminine all the time.”

Carrera isn’t used to having so much input into the shaping of her characters. This time, however, she was encouraged to get involved.

“This is the first time I’ve been allowed such freedom,” she says. “I was always restricted and being cautioned not to be too strong. I felt like a wild stallion being held back. In this film, for the first time, the leash was given to me. Kershner was very supportive, so was Sean. In fact, Sean told everyone at the very beginning ‘We want everyone to shine here. We are taking out all stops and let’s everybody shine.’ And so, knowing that I had all stops removed, I did shine. I was given a lot of leeway.”

That doesn’t mean she hasn’t tinkered with her characters before. She’s had to out of necessity.

“Mostly you’re dealing with scripts written for men by men. Females are thrown in for sexuality. The writers don’t take the time to develop their characters,” she says. “They have most women doing what they think women should be doing. And guess what that is?”

Carrera has no qualms about doing that in a movie and doesn’t rely on the old “if it enhances character” reasoning so many actresses do to justify their participation in explicit sex scenes.

“Depending on how hungry you are you either do it or you don’t. It comes down to whether you need the work or not. I have no hang-ups about nudity, none at all. It’s when it’s mistreated that I object. I wouldn’t do anything that was vulgar,” she says. “I’ve done 11 films and only had nude scenes. In Embryo, it was unavoidable. It was totally warranted. If I had hang-ups then I would have quit acting then and there. In I, The Jury, I knew it was a Mickey Spillane story and I realized all his books deal with two things: sex and violence. And that was what the film was about.

“In the script the love scene was dreadful, written in a vulgar, harsh way. It was written for someone else and I asked if we could change it. They said we won’t drop it but you can change it. So we did,” she explains. “Now, whatever you heard about that scene let me tell you the truth. We worked on that film like bloody trojans, 14 to 22 hours a day because we were anticipating a strike. It was my last day of shooting when we did the love scene. We were all exhausted to the bone and wanted to do it in one take. The cinematographer made it look beautiful. What appears in the scene to be ecstasy was really pain. Just to move was an effort. It looks erotic but it was agony!”

What does bother her is the emphasis people put on her nude work in films, “Why is everyone so preoccupied with sex? I get irritated having to explain it all the time. No one asks me about the other things I’ve done. It makes me feel like a teacher having to repeat myself to five-year-olds.”

That doesn’t mean she won’t do any more hot sex scenes. “My job is duplicating life. I will be doing nude scenes until people give up sex.”

Carrera has been living off her extraordinary good looks since she was 15 years old. Fashion designer Lily Dache spotted her walking down Fifth Avenue and offered her a modelling job. A year later Carrera copped the cover of Harper’s Bazaar and was on her way. Five years and a dozen of magazine covers later, the novelty had worn off for Carrera and she was getting restless.

Then Hollywood beckoned.

“When my agent called me in the South of France where I was on a modelling assignment and said ‘Mr. Billy Jack would like you for a screen test,’ I said ‘Who?’

Tom Laughlin, the independent director/producer/writer who struck box office gold with his portrayals of Billy Jack, wanted Carrera for his Master Gunfighter project.

Carrera dropped everything, took the part, and decided to continue as an actress. Roles in Embryo, Condorman, Masada, When Time Ran Out and Centennial quickly followed.

“Once I got the Fatima Blush part it was the hardest secret I’ve ever had to keep. I wanted to talk about the Bond film but they asked me to stay quiet so they could make a big announcement later. It was especially hard since there were all these girls running around a screaming they had the part,” she laughs. “It was very funny sometimes. I couldn’t tell them ‘Sorry, honey, the part is taken.’”

The movies she’s been in up until now haven’t had the audience-grabbing potential (or the budget) that Never Say Never Again boasts.

“You understand now why I accepted the part before I had a script. This is a business here, there’s no illusion about that,” she says. “To maintain this business we need all those fans out there who love James Bond. I need them all. This film will reach all of them around the world. That’s really the reason why I did it, apart from everything else. I need the audience.”

And she thinks she knows why there is such a large audience for 007 films. “I can understand the great attraction. Everyone wants a hero who will do things for them. So many times I wish I had somebody I could sic on others. It’s a fantasy we all have, someone who can get rid of our enemies and at the same time be capable of warmth and niceness. James Bond can slit a person’s throat and then help an old lady cross the street.”

If Never Say Never Again is a success, Carrera may find herself swamped with offers to play seductive witches.

No problem.

“After so many films where I was really sweet, villainy is fun!”








CHAPTER TEN

A VIEW TO A KILL (1985) ROGER MOORE INTERVIEW




When Roger Moore replaced Sean Connery as James Bond, he didn’t just continue the role as George Lazenby did. Moore absorbed it. James Bond became yet another extension of Moore himself. Beginning with Live and Let Die, he imbued James Bond with the same playful, coy charm that typified his TV characters, radically transforming the style of the series and making 007 undeniably his own.

Over the last eleven years as Bond, he’s weathered lackluster box-office (Man with the Golden Gun), enormous success (Spy Who Loved Me), critical failure (Moonraker), pressure to toughen his character (For Your Eves Only), and faced a new incarnation of Sean Connery’s “original” James Bond (Never Say Never Again). And, despite it all, he’s hasn’t grown tired of being a superspy. He’s back again in A View to A Kill.

“Actually, I’m playing James Bond again because I feel sorry for Cubby (producer Albert R. Broccoli),” Moore says, his playful grin never waning. “He’ll have a terrible job finding anybody else who will work as cheap as I do. Actually, I enjoy the work. I’m glad people are still misguided enough to employ me.”

The only time he regrets playing 007 is when the inevitable explosions start. “And I don’t mean the explosions when I go in and discuss money,” he says. “I mean the explosions on the set when everything around me blows up. I’ve been injured several times. I don’t like loud noises. I’m quite

quiet, peace-loving and well-balanced. I’m not cut out for this sort of thing.”

He grins. “That shows what a good actor I am. I look as if I’m enjoying it.”

Actually, he’s enjoying it more now than ever before. And not only because the money keeps getting better.

“I think after Man With the Golden Gun we started letting a little more of my humor creep in. The first two Bonds I did were a little experimental, but with The Spy Who Loved Me, I think we found the right ingredients, the right level of humor, the right approach.”

He attributes that to a change in directors. “Guy Hamilton, who was sticking to his formula Bond left, and Lewis Gilbert, who is much freer and shares my sense of humor, came on,” Moore says. “I think we reached a peak with Octopussy, which was very outrageous. What we’re saying to the audience is ‘look, you’ve been seeing these things for 22 years and they are intended to be fun and we want you to laugh with us, not at us.’”

“The Bond situations to me are so ridiculous, so outrageous. I mean, this man who is supposed to be a spy and yet everybody knows he’s a spy,” Moore adds. “Every bartender in the world offers him martinis that are shaken and not stirred. What kind serious spy is recognized everywhere he goes? It’s outrageous. So, I think you have to treat the humor outrageously as well.”

That is sharp contrast to the Bond style set by Sean Connery, a contrast that diehard Bond fans never stop debating.

“The comparisons between me and Sean stopped until Never Say Never Again and the British paper had the headline ‘The Battle of the Bonds,’ which was picked up everywhere,” Moore says. “I never saw Never Say Never Again. We weren’t having a battle, we’re friends. I was even approached to be in it. They had an idea I might walk through a scene. Sean would say to somebody that he was getting tired and didn’t want to be a spy anymore and I’d walk past and wink at him. But, it was a rival production.”

As far as fans are concerned, Connery and Moore are still rivals where Bond is concerned.

“Sure, people are going to still compare,” Moore says. “Christ all mighty, though, 4000 actors have played Hamlet. Chacun à son goût.”

Moore fights against efforts to toughen him up in Connery’s likeness and prefers his own, light approach. “Well, in Live and Let Die, I didn’t do any of that because that was what Sean would do. My personality is entirely different than his,” Moore says. “I’m not that cold-blooded killer Sean can do so well. Which is why I play it for laughs.”

The violence of the Bond films doesn’t clash with Moore’s light approach. “Basically, we have very little brutality in Bond. As Cubby once said, we are sadism for the family. We don’t have slow motion blood spurting out of people. In fact, we rarely see any blood in a Bond film at all,” Moore says, “except when I miss-time my stunts and put my hand through a plate-glass window, as I did in A View to a Kill. Then there’s blood all over the place.”

That’s just one of the dangers of playing a sexy superspy. Another is boredom. Sometimes playing Bond can be “a drag. Some days they are fun to do and some days they aren’t.”

“Sometimes I get fed up hanging around for scenes when I have relatively little to do. I pass the time with Time’s cross word puzzle, Scrabble or Backgammon games with Cubby,” he says. “The days I enjoy most are the days when I have something to do. If you read the scripts, you’ll find that I have very little to say. Lots of action but not much dialogue.”

When he’s not making a movie, he returns home to Gstaad, , Switzerland, where he lives with his third wife Luisa Mattioli, whom he has been with for over twenty years, and their three children.

Moore was born in the South London suburb of Stockwell. His father was a policeman and amateur magician, talents Moore would later incorporate, albeit to an exaggerated degree, in Simon Templar and James Bond. His first job was as a cartoonist, “though I wasn’t very good.” He was right. Moore was fired and found work as an extra in films. Eventually, Moore got into the Royal Academy of Dramatic Arts and graduated with a degree “and an Equity card that said I was an actor. I still don’t believe it—and nobody else does either.”

After toiling, largely unnoticed, in films like Caesar and Cleopatra, The King’s Thief and Diane, he migrated to America and was put to work on the television production line. He became a familiar guest-star in several Warner Brothers’ series before landing starring roles in such series as The Alaskans, Ivanhoe, and Maverick.

Everyone knows Moore for his later heroic characters but few remember him as Beau Maverick, the British conman who rode the west for one season in the classic series Maverick. When James Garner left his Bret Maverick role in a contract dispute, Moore replaced him.

“The original story of Beau Maverick was told very briefly but would have been a great, funny episode. It would all be about how he ended up sounding English,” Moore recalls. “He was a prisoner in the Civil War and was playing poker with the General who captured him. So, Maverick is sitting there playing with the General and the other staff officers when, just at the moment that the General throws his cards down and says ‘I give up, Maverick,’ the good guys burst into the tent. So, the army thinks Beau has captured these guys. Beau becomes a hero and that is a disgraceful thing for a Maverick to do so Pappy ships him off to England.”

Moore left the popular series after only one season.

“I was not served well, I’m afraid, with the Maverick scripts when I was on the show. They were tired scripts by the time I got them. They blurred in my mind while I was

doing them. I was suspended by Warners because I refused to do them. Jack Warner called me in for a meeting. I sent word back that I was sick and in Las Vegas doing therapy for my fingers at the crap tables,” he says. “Eventually, I went in to talk. I didn’t think my scripts were any good. So, so they promised that they would tailor them the way I felt they should be. They didn’t, so I left. If I had scripts like Marion Hargrove (he did Gunshy, the episode that spoofed Gunsmoke, among others) used to write for the show, I would have stuck around.”

Instead, he went off to England and starred in The Saint, a television series based on Leslie Charteris’ internationally successful books chronicling the adventures of a rogue hero.

After saving hundreds of lives during his years as The Saint and a few more, with co-star Tony Curtis’ help, on The Persuaders he graduated to James Bond and saved the world six times.

In A View to a Kill, Bond once again battles a bad guy bent on a scheme that will kill millions and fatten his checking account. Even after seven films with a similar plot, Moore hasn’t grown weary of the familiar plot, nor does he think audiences have.

“How else could you do it differently? That is the formula. Bond has to combat something,” Moore says. “The more evil the villains are, the better it is, the more the audience roots for 007.”

Though, Moore admits, he’d like to play the villain for a change. “They are the best parts.”

He has no doubt Bond will continue if, and when, he leaves the role. “And that actor will have his own interpretation.”

Will someone else be getting that chance soon?

“I always say this is going to be the final one. Why should I change my dialogue now?” Moore replies. “I think my wife, Luisa, would like me to hand in my license to kill and move on to something more dramatic. I’m sure she’d like to see me win an Oscar. She obviously has ideas above my station. This isn’t to imply that Bond isn’t serious stuff—with a $30 million budget, how much more serious can you get?”








CHAPTER NINE

WRITING A VIEW TO A KILL (1985)
RICHARD MAIBAUM & MICHAEL G. WILSON INTERVIEW




Computer genius Max Zorin, the psychopathic progeny of Nazi genetic experimentation, has a nasty scheme  —  he’d like to trigger an earthquake that will plunge California, and its “Silicon Valley,” into the sea. A monopoly on the world’s microchip market will be his and, with it, a means to achieve global tyranny. 

It’s an ingenious, evil scheme that could only be hatched by a twisted, corrupt mind… or born in the interaction between two inspired screenwriters like Richard Maibaum and Michael G. Wilson. “We work together like two collaborators always work,” Maibaum says. “We argue a lot.” 

Maibaum got his start writing stage plays before migrating west to Hollywood, where he wrote several Alan Ladd films, including The Great Gatsby and Captain Carey. 

When Ladd was signed for three films by producer Albert R. Broccoli, Maibaum was asked to write them. When Broccoli acquired the rights to Ian Fleming’s James Bond novels, Maibaum was hired to do the adaptation. 

Since then, he’s written 11 James Bond adventures, including For Your Eyes Only and Octopussy with Wilson, Broccoli’s stepson.

For Maibaum, writing Bond films is “ a case of Walter Mitty. I’m law-abiding and non-violent. My great kick comes from feeling that I’m a pro, that I know my job, and that I have enough experience that I can write a solid screenplay.” 

“Michael is very receptive and is the only man I’ve actually worked with on the Bonds,” Maibaum says. “Other writers have come on before or after me, but never with me until Michael. He’s very receptive, he has lots of ideas and I think we like each other, which always helps.”

“Dick is very experienced in this field, he’s written many Bond films over the years,” Wilson says. “I find him a great collaborator. The actual writing we do separately, although we work together on revising the material. Sometimes he will lead off and write the first draft and I’ll rewrite behind him or it’s the other way around.”

Wilson, who studied to be an electrical engineer, left the legal profession to join the Bond team as assistant producer on Spy Who Loved Me. He was upped to executive producer of Moonraker.

Both Maibaum and Wilson agree the hardest part of a Bond screenplay is devising the all-important, villainous scheme. They are limited by credibility  —  and the evil dreams of past Bond baddies. 

For instance, Auric Goldfinger tried to blow up Fort Knox with an atom bomb, thereby destabilizing the economy and driving up the value of his own gold. Ernst Stavro Blofeld stole two nuclear warheads and held the world ransom. Later, he threatened the world with a diamond laser satellite. Karl Stromberg envisioned an underwater dynasty of his own and nearly sparked global warfare to make it come true. Hugo Drax had similar dreams  —  only his empire would be in space. 

Maibaum and Wilson have to top the Bond films of yesteryear every time they sit at the typewriter to create their a new caper. “That’s what drives us up the wall every time,” Maibaum says. “It must be new and contemporary. It can’t be small, it has to be of world-shattering proportions. It also must have a kind of underlying, sardonic humor to it.” 

The Ian Fleming tales aren’t much help anymore. The producers depleted their supply of Bond novels with For Your Eyes Only and have been using Fleming’s short-stories as starting points ever since. “For all practical purposes, we’ve been out of material for the last five films,” Wilson says. “We still bring in occasional Fleming elements from the books that haven’t yet been used in the films. But that’s not much help when you get down to basic plotting.” 

Once Maibaum and Wilson, along with director John Glen and producer Broccoli, decided on devastating the Silicon Valley, they had to come up with a way to do it. Originally, they thought about “having Zorin manipulate Haley’s Comet so it comes crashing down,” Maibaum says, but opted instead for a more realistic approach. 

“The Silicon Valley lies between the Hayward and San Andreas faults,” Maibaum says. “Zorin decides to create an earthquake that will send the Silicon Valley into the Pacific.” Wilson did some geological research and, mixing fiction with fact, worked with Maibaum to give Zorin the means to give California to the fishes. 

“Our plots tend to be fairly realistic. We will never be believable, though. This is a fantasy film. We don’t try to be realistic. But, within the terms of our genre, the reality that we deal in, we like them to be believable,” Wilson says. “Zorin’s plot is something that could almost happen.”

Or, as Maibaum says, “like all Bonds, this is documented fantasy.” A View to A Kill, like many of the Bond films before it, revolves around Bond’s encounters with a megalomaniac bad guy. The film is replete with the classic Bond motifs  —  the villain’s kinky and lethal henchman, the sacrifice of 007’s assistant, the arctic and underwater scenes, the villain’s super base, and, of course, the future of the world lying in the balance. The similarities are not lost on Maibaum and Wilson. “The villains are megalomaniacs but you want characters that are intriguing and will work within the genre of a Bond picture,” Wilson says. “We have to be what we are.”

“We do the same thing but change it enough so the audience doesn’t object. I think it amuses the audiences,” Maibaum says. “For example, there’s a scene I like with Zorin when he presents his caper to the other microchip producers in his blimp. One of the men objects and is, ah, taken care of. It’s like a scene in Goldfinger, It has a family resemblance yet it’s altogether different.” The audiences don’t seem to mind. Each Bond film is a bigger success than the one that preceded it. 

“Well, you know, after fourteen, what can I say. We are in the same position as the members of the US House of Representatives, every two years they come up for re-election,” Wilson says. “Every two years we come out with a new Bond film. People go to the box-office and vote. We are either voted back in or we are not.” 

The Bond production team hasn’t let success lull them into complacency. Bond has adapted to the times  —  and the competition posed by heroic gents like Indiana Jones and Superman.

“Bond has changed with the times,” Wilson says. “There is more heart to him, and his attitude toward women is different. In Spy Who Loved Me, he even met a woman who could rival him for the first time. In For Your Eyes Only, we had to convince Roger Moore to be more ruthless than he, as an actor, feels comfortable being.” 

They have made a conscious effort in A View to a Kill, and other Bond films in recent years, to downplay the fantasy elements and gadgetry in favor of emphasizing Bond’s wiles. 

“You try to go different ways and I think we went in that direction as far as we could with Moonraker," Wilson says. “The Bonds are more down-to-earth now. I think there is a consensus now to be less fantasy oriented.” 

“I don’t like gadgets. We’ve seen too many. I think those are always a cheat,” he continues. “Usually, you set up a gadget that can only be used in a very unique situation that wouldn’t apply generally. I like it best when you set up a situation that the gadget is perfect for and Bond really needs it. Just as he takes it out of his pocket it’s knocked from his hand and plummets nine stories down to the ground.” 

“We don’t want to make a non-action film, but there are different ways to be exciting,” he adds. “We’ve kept gadgets to a minimum and put Bond in situations where he has to use his own resources to survive.” 

As an example, Maibaum refers to a scene in A View to a Kill where Bond is knocked unconscious and put into a car which is dropped into a lake. He awakens shortly after going underwater but can’t swim away  —  or the baddies standing on the shore watching his apparent demise will really kill him. 

“In Thunderball we gave Bond a little gadget that gave him five minutes of air,” Maibaum recalls. “This time he uses what’s available. He breathes the air from one of the tires.”

While Bond’s methods have changed, the amazing stunts the 007 films are famous for are still as abundant and wild as ever. Bond’s faces certain death many times in A View to a Kill  —  he faces it in a fight to the death on the Golden Gate Bridge’s towering spires, racing down the streets of San Francisco in a stolen fire truck, leaping ice-flows in the frozen tundra, and braving raging sea water in abandoned mines deep in California’s fragile crust. 

“We do try for the spectacular, and I think that’s part of what people look for in the Bond films. I don’t think a really, well done, honest-to-goodness stunt is ever bad,” Wilson says. “We only have two or three that are really, really breath-taking. But it’s one thing to think the stunts up and another to think how to do them. I won’t write anything unless I’ve already figured out how it can be done safely and not be a cheat.” 

“Sometimes we’ve had stunts rattling in the back of our minds that we never got around to doing because they weren’t suitable to the plot,” Wilson says. “The Eiffel Tower stunt in this film is a good example. It was originally in an early Moonraker script.”

Bond meets a contact on the Eiffel Tower. Before the man can talk, he’s killed by an assassin who makes her escape by parachuting off the tower. A breathless chase ensues through the streets and waterways of Paris. 

“I think John Glen, who also did For Your Eyes Only and Octopussy, is the best action adventure director in the world today,” Maibaum says. “He always has something startling, new and unexpected in his chases and stunts. He keeps up a frantic pace. He has a fertile imagination for stunts and has the ideas and the ability to photograph them.” 

James Bond is the most successful continuing hero in motion picture history. There have been many imitations  —  from Matt Helm to Flint to a rival 007  —  yet the James Bond saga endures. But after two decades and 14 films, how much longer can James Bond go on? 

“There’s no reason the Bonds can’t go on forever,” Maibaum says. “Some characters are immortal  —  Robin Hood, The Three Musketeers, Sherlock Holmes … and now James Bond.”








CHAPTER ELEVEN

THE LIVING DAYLIGHTS (1987) RICHARD MAIBAUM & MICHAEL WILSON INTERVIEW




Sean Connery is James Bond.

That’s what the advertisements for the 007 adventure You Only Live Twice proclaimed back in 1967. But the statement was wrong.

True, to many moviegoers Sean Connery is the one and only James Bond. But that James Bond is dead. When Roger Moore portrayed James Bond, James Bond became Roger Moore. Alas, now Moore’s 007 is dead, too.

So forget Sean. Forget Roger. Now Timothy Dalton is James Bond. Whether you like it or not.

“When you cast a James Bond, you’re casting a leading actor. They aren’t character actors,” says Michael Wilson, producer and co-writer of The Living Daylights. “What that means is, the actors to a certain extent are playing themselves.”

George Lazenby wasn’t a leading man, he wasn’t even an actor. He was a male model and, hence, his characterization in On Her Majesty’s Secret Service wasn’t so much a reflection of himself, but a pale reflection of Connery as Bond.

When Roger Moore played James Bond, he says he was “encouraged to impersonate myself.” His Bond was different than Connery’s Bond simply because, “my personality is entirely different than his. I can’t play the cold-blooded killer that Sean can do so well, which is why I play it for laughs.”

When Wilson, who co-wrote and produced the last three 007 films, and veteran Bond screenwriter Richard Maibaum wrote The Living Daylights script, they didn’t know who would be James Bond—all they knew was that Roger Moore wouldn’t be.

“Roger realized it was time for a change,” says Wilson, “time to get off the treadmill.” The producers—namely Wilson’s stepfather, executive producer Albert R. “Cubby” Broccoli—didn’t argue with him. Suspending disbelief is one thing, but it was getting pretty hard for audiences to swallow a 57-vear-old 007. Besides, Moore’s price tag was getting pretty steep—reportedly over $3 million a picture.

At first, the producers toyed with a radical reaction against the aged, tongue-in-cheek 007 Moore has come to represent. Wilson and Maibaum crafted a story that would take Bond back to his origins, to his very first adventure as a spy.

“We thought as long as we were changing Bond, why not go for a younger man that wre traditionally think of for the role? Maybe do it as a period piece?” he says.

The writers wrote a treatment, and even screen-tested some younger actors, people under 30 years old that Wilson prefers not to name. Actors who don’t cost anywhere near $3 million.

“We had some very good things in it,” says co-writer Richard Maibaum. “But Broccoli felt the audience doesn’t pay to see James Bond as an amateur. Naturally, if you tell that story, you have to show him making mistakes and how he learned his trade. It cuts out to many of the things the audience enjoys watching Bond do.”

“It just didn’t work. There’s something about James Bond that makes you believe he wasn’t ever an apprentice,” says Wilson. Part of Bond’s charm is the fact he is an expert, an expert in just about everything.

So the writers shelved that treatment (“we still may want to use the story some day,” Wilson says) and began a new one, which eventually evolved into The Living Daylights. They still didn’t know who would be Bond, but knowing it wasn’t Roger Moore gave them some freedom.

“I think with Roger, the films were more of a romp; it was fun action/adventure,” says Wilson. Moore admittedly couldn’t play tough guy convincingly, so the writers had to take that into account. Now they didn’t. They could get tough.

The producers have paid lip service to “toughening” Bond before, most notably after the outer space silliness of Moonraker, ironically the biggest grossing of the 007 films. And while For Your Eyes Only did bring Bond down to earth, it was still Roger Moore’s Bond.

The last Bond film, A View to a Kill, was a cartoon, a big-budget, critically panned extravaganza that epitomized the Moore tenure as 007. Because it wasn’t well received, “we did feel as a reaction to that we would go this direction,” says Wilson. And now, they weren’t bound by Roger Moore’s self-professed limitations.

“Roger brought a certain style to the films, his style, and you have to write scenes a certain way to fit that style,” says Wilson.

The Living Daylights script was completed without an actor in mind, although “we did know that, depending on who we got and how the words fit in his mouth, some adjustments would have to be made,” he says. “By that I mean, you are generally dealing with dialogue changes and the way the scene is played rather than adding or subtracting scenes.”

The producers originally wanted Timothy Dalton, whom they had tested in 1971 for Diamonds Are Forever and then later for For Your Eyes Only, but he was tied up indefinitely on the London Stage with The Taming of the Shrew for its run and “it put him out of the running.”

Scores of actors came in, and were screen-tested acting out scenes (under John Glen’s direction) from On Her Majesty’s Secret Service and From Russia with Love. The producers finally narrowed it down to Pierce Brosnan and “one other serious contender,” whom Wilson won’t name. United Artists, which finances the 007 films and distributes them worldwide, was rallying for Pierce Brosnan, a marketable name thanks to his years as Remington Steele on NBC.

“We thought well, for someone who is available, he is okay. We could have a James Bond with Pierce Brosnan,” says Wilson. “We did want him. We would have hired him at that point.”

But NBC changed its mind about cancelling Remington Steele, and MTM Enterprises, which makes the show, held Brosnan to a contractual obligation to return.

MTM offered to delay production so Brosnan could be James Bond before returning to Remington Steele. Naturally, it was in MTM’s favor to do so. The publicity surrounding the Bond film, and the inevitable hoopla that would swirl around Brosnan as the new 007, could only stoke the popularity of Remington Steele. In the end, it was that possibility that nixed the deal. The 007 producers couldn’t live with Brosnan juggling two major roles. “We didn’t see how he could be two heroes in the audience’s mind,” Wilson says.

More importantly, they didn’t want to see their big screen Bond as a small screen hero every week. If Brosnan could be seen roughly as “James Bond” every week, for free, on television, it could seriously undercut the popularity and box office viability of future 007 films.

“When this happened with Pierce, we stopped dead,” says Wilson. Luckily, The Taming of the Shrew closed and Dalton was now available. That was that. Brosnan was out; Dalton was in.

And, as the producers expected, adjustments had to be made in the script. Dalton wanted his characterization to capture the flavor of Ian Fleming’s literary Bond and be more of a human being than a suave superhero. For one thing, he did something few actors would ever do—he asked for his lines to be cut down.

“He said don’t worry about giving me a lot of dialogue, I’d rather play it quietly,” Wilson says. “He believes there’s more menace and strength in a man of few words, a man of action. And for him, it works.”

“If you remember in Dr. No, there was a scene where a tarantula crawled up Bond’s arm. We saw him sweating and agonizing and, when it got to the pillow, he smashed it with a shoe. Then he ran in the bathroom and threw up.” Wilson says. “Now, that scene works for some actors and for some it doesn’t.”

It wouldn’t for Roger Moore. It does for Timothy Dalton. “I think that sort of human vulnerability has been a part of Bond, but with Roger’s style it was less prominent. Roger was a fine Bond, he took us in a different direction than Sean or this fellow will. He created a very successful characterization.”

Dalton knows he’s inheriting a “Roger Moore audience” and is worried they may not accept his harder approach. Wilson isn’t concerned. “I think people are naturally resistant to change. Certainly, the people that love Roger will need a period of adjustment,” he says. “I think the people who hate Roger Moore, and there are such people, will need a bit of time to get used to it too. By the end of the film, they’ll be completely sold on Timothy Dalton.”

Dalton gives the movies a “new lease on life,” according to Richard Maibaum, and Wilson agrees. “Absolutely. I think this takes us in a whole new direction.”

In many ways. Virtually the entire cast has been changed (though Desmond Llewelyn is still Q, and Walter Gotel is still a KGB chief), and a new continuing character has been added—John Rhys Davis as the head of the KGB. And over a dozen children of veteran behind-the-scenes personnel—for instance, Broccoli’s children, now producers, Michael Wilson and Barbara Broccoli—are taking on more responsibility with each film.

“We do have what you might say is an apprenticeship style of working,” Wilson says. “Based on the people who have tried to imitate us, it doesn’t seem to me we are missing anything by not going ‘outside.’ We will go outside when we feel we need to. I don’t think changing for changing’s sake is good.”

Nor does Wilson entertain any serious notions of doing other film work. Why bother? “We seem to have the tiger by the tail with Bond.” Besides, there just isn’t time.

“We have an audience, and an expectation that every two years we will provide a film,” Wilson says. “By the time we get one out, we start worrying about the next one. And before you know it, two years go by.”








CHAPTER TWELVE

THE LIVING DAYLIGHTS (1987) TIMOTHY DALTON INTERVIEW




The new secret agent is frightened, and he has good reason to be. He nervously lights yet another Benson and Hedges special filter and eyes his dozen adversaries warily.

Their weapons are poised to fire, and his future is on the line.

“Are you ready for the third-degree,” asks one of the steely eyed interrogators, pointing his pen at him. And Timothy Dalton nods, taking a deep drag on his cigarette. “As ready as I’ll ever be.”

Thus begins, on the morning after the gala Royal Premiere of The Living Daylights in London, what promises to be months of gruelling interviews with the world press. Dalton faces this daunting task in the same way any secret agent would—reveal as little as possible, and stick to the prepared speech.

Granted, Dalton isn’t exactly trapped alone in some grimy cell in some evil villain’s clutches–he’s luxuriously ensconced in the plush Dorcester Hotel and protected by a cadre of smiling publicists. But the stakes are still life or death, in the service of Her Majesty.

At risk is Dalton’s career, and the fate of a $1 billion industry so important to Britain, that Prince Charles and Princess Diana visited the set and hosted the premiere.

Dalton has accepted the coveted License to Kill, and as the new James Bond, he can’t just play the role, he has to make it his own. If he succeeds, the 25-year-old series survives to make more millions for the movie-makers and the Royal coiffers—and he will become an international star able to command a stellar salary and major roles.

If Dalton fails, he may suffer the fate of George Lazenby, who was fired after his single stint as James Bond in On Her Majesty’s Secret Service and has languished in obscurity playing limp 007 clones ever since.

Dalton is well aware of the precarious position he’s in. “If I cock this up, it’s going to put a full stop to my career for a year or two.”

Which is why he is reluctantly facing the press. He doesn’t like doing it, especially when they start asking questions about his personal life, but it has to be done. The people have to know the movie is there, and that it’s good.

The big question, and the one he has best-armed himself to answer, is whether he can overcome the memories of Sean Connery and Roger Moore and, more importantly, whether he can bring something new to the role.

When Roger Moore became 007, he overcame the unwelcome comparisons to Sean Connery by completely reshaping the role to fit his own light-hearted personality.

And Dalton has a similar problem: he can’t play the wise-cracking playboy Moore created. “I knew there was only one approach I could take.”

Dalton knows he is inheriting an audience that thinks Roger Moore and James Bond are one and the same. Rather than tackle the issue head-on, Dalton has wisely chosen to side-step it completely by embracing a higher authority—Ian Fleming, author of the James Bond novels.

“The only way I can work as an actor is to find out what the man is I’ve got to play, in this instance its right there in the Ian Fleming books,” says Dalton, in what has become his tireless refrain to reporters. His Bond is Fleming’s Bond. It’s almost as if he’s invoking Ian Fleming’s name to justify his hard, realistic portrayal to Moore audiences, as if to say “It was Moore who was doing it wrong, not me.”

While Roger Moore says he was “encouraged to impersonate myself,” Dalton says he tried to “capture the original essence and spirit of those books that were the springboard of this series. I don’t think it’s right to just make an abstraction, to just say ‘how would I play Bond?’ That, to me, is not the correct approach. The last thing I would ever aim to do would be to impersonate myself.”

Actually, the Bond producers feel he must if he is to make the role truly his own. And, he probably has. But rather than have his Bond compete with Moore’s Bond, he is letting Fleming’s Bond take the heat. After all, Fleming is a far stronger, and better-known, personality to take on Moore than Dalton himself.

The James Bond character Dalton found in his pre-production crash course in Fleming literature is “a very real human being, not a superman at all. Fleming was always writing about how anxiety-ridden Bond was, how his guts were wrenching in fear, how frightened he was, how he’d take pills or drinks to get him through it. There’s no doubt that Bond has tenacity and resolution, but he’s an ordinary man beset with moral confusions. Bond often thought he had a very dirty, very nasty job.”

Dalton takes the role seriously, something Roger Moore openly admitted he didn’t. “That’s the only way I could do it, because that’s the way I think all work should taken,” says Dalton. That’s good news to fans of Connery’s Bond, but Dalton is careful not to invite comparisons between himself and Connery, nor is he foolhardy enough to criticize Moore and risk the ire of his fans.

“I wouldn’t say anything against Roger Moore whatsoever because, God knows, he made the movies a terrific success,” says Dalton, on the verge of a shrewd discourse that once again downplays Moore’s portrayal and dubs his own as more authentic. “Those films developed, they became rather fantastical films didn’t they? They became very gimmicky films, they became very light-hearted films. Whether that was the writers moving towards Moore or Moore moving to the writers or just a good creative blending of the two, I don’t know. But I don’t think that was Fleming.”

And guess what is? He would have us believe that The Living Daylights is pure Fleming, and that Timothy Dalton isn’t a new James Bond, he’s the old James Bond.

It’s a pretty nifty strategy, and best of all, it works. Just when it seemed like the Bond series had finally become tired, The Living Daylights takes the character back to its roots, back to the wild espionage stories and back to the ruthless spy who takes his job very seriously.

While Dalton makes it seem as though he single-handedly turned Bond around, he does, under questioning, admit “the script was pretty well there. But you have to realize the script is a blueprint. There is a story there that has all the potential to be a very good film, but during the course of working there are some creative alterations.”

The “creative alteration” of dialogue was where Dalton was allowed to reshape Bond so the character fit him—Timothy Dalton, not Ian Fleming. The biggest alteration was the cutting of as much dialogue as possible. “Film is a visual medium, if you can cut away anything that’s unnecessary or superfluous, make your point more economically, so much the better. I mean we cut quite a lot, yes.”

And the first thing to go were the jokes. “I cut most of those flippant lines. They had to go. I think there’s real good humor in the movie, but it’s not humor in the flip sense, it comes from the situation and from the believability of it. I think what we did was right, but there are still some terrific one liners, aren’t there? Some big laughs.”

Dalton’s Bond may have cut back on his jokes but he regained his penchant for smoking—a vice abandoned late in the Connery era. It’s not so much a return to Fleming’s character but a reflection of Dalton’s own pack-a-day habit.

But Bond’s near-monogamy in The Living Daylights is neither a reflection of Fleming’s character nor Dalton’s morals, nor is it a statement about AIDS. “It’s absolute baloney. James Bond is not defending the realm against AIDS,” says Dalton. “It’s nonsense. Bond can’t get involved with women on a mission. It’s too dangerous. He can’t afford it. He has to be quite ruthless.”

The Living Daylights is the culmination of a 15-year courtship between Dalton and the series producers, who first made a pass at him in 1971 when Connery finally left the series. Dalton had already won critical acclaim on the London stage in various plays and on the screen in The Lion in Winter, but he wasn’t interested in having a License to Kill.

“You couldn’t beat Connery, it would have been pretty damn stupid to try. I had a very good career going in movies as a young man, having done Cromwell, Wuthering Heights and Mary, Queen of Scots and trying to take over from Sean would have been stupid,” he says. “But, a more objective and practical reason is, I was twenty-four or twenty-five years old and Bond can’t be that young.”

He went on to do such films as Sextette, Agatha, and Flash Gordon as well as various television and London stage work before he was, once again, wooed by the Bond folks for For Your Eyes Only when Roger Moore was making noises about quitting. But Moore didn’t, and Dalton went on to star in the movie Doctor and the Devils and the mini-series Jane Eyre among other things.

After A View to a Kill, both Moore and the producers decided it was time for Moore to quit. Suspending disbelief is one thing, but it was getting pretty hard for audiences to swallow a 57-year-old 007. And it was getting even harder for the producers to swallow his salary demands, which were now in the $3 million range.

The producers popped the question to Dalton, who had to turn them down once again—he was tied up doing Shakespeare on the London stage. Pierce Brosnan, NBC’s Remington Steele, was eventually signed, but when he couldn’t wiggle out of his TV contract, he was dropped.

“Then someone had the bright idea of asking if I was out of my play now. So they called up and I said, yes we are coming off next week, but I’ve just signed up to go to America and do Brenda Starr,” says Dalton. “But, since I was only on that for four or five weeks they said fine, we can deal with that. They started shooting. When Brenda Starr finished, I left America on a Saturday, got to London on a Sunday, and started work on Bond on a Monday.”

Although Dalton doesn’t command a salary in the Connery or Moore range just yet, he does admit “I’m getting very handsomely paid but when you’ve been very fortunate to start in a film like Lion in Winter and to work in movies on and off for twenty years, you get very well paid. My salary in this represents an increase, a most significant increase, but I think that reflects the nature of my responsibility in this project and of course if its a very long schedule and that does add up. But, as a professional, I have a professional price.”

He has two very basic criteria for choosing his projects, and he used that same criteria in weighing whether or not to play Bond—and accept all the responsibility (and press) that comes with it.

“There’s my artistic criteria, which is do you like the story, is there something about it that appeals to you? Then there’s the purely pragmatic one, do I need to earn some money? Life is always a blending of the two.”

Like Brenda Starr, with Brooke Shields. In that, he gets to play “a man who has one eye and lives in the depths of the Amazon jungle, where he drinks the juice of black orchids to avoid going insane. I mean, certainly there’s a curiosity to that. I’ve also always enjoyed working in America very much and here was another nice opportunity to work there.”

One of the reasons he finally decided to do Bond was that the benefits outweighed both the risks and the downsides. “Anybody has qualms about any job they do. You’ve got to look at things objectively and rationally. What you have to believe is that you can overcome the problems.”

“I had never done anything like it before. It was the first modern contemporary action role I’d ever done,” he continues. “There is also the challenge of pulling off a major international picture, one of the few that offers a leading part of a British actor.

“I was very conscious of the problems of taking it on. There is a weight of responsibility. But if it’s a success, it will increase my commercial viability. I think it should help my career. Films are a business, it’s a commercial business and it’s a ruthless business. If you are a successful, you get offered more roles. Already a lot more scripts have come through my door. If it increases choice, or if it increases my ability to get films that would normally not get made without some kind of backing, then that’s terrific.”

But whether Dalton, who is signed for four 007 adventures, will get to enjoy that “star” status is still yet to be seen. So he’s grudgingly traveling around the world, talking to reporters, fending off questions about himself, and eschewing his party line.

As his publicists pull him away to yet another pack of quote-hungry reporters, Dalton snubs out his cigarette and lets a little pride sneak out.

“I hope the audiences get a cracking good piece of entertainment, a movie that I feel is a lot more believable, a lot more watchable, a lot more interesting, and a lot more realistic.”

Take that, Roger.








CHAPTER THIRTEEN

LICENSE TO KILL (1989) MICHAEL WILSON INTERVIEW




Few things age as badly as movie heroes. They are products of an era, and when that time is gone, they become dated, or worse, caricatures of what they once were. The cutting edge never stays sharp, and what was unique becomes ordinary.

Agent 007 is different—to a degree.

James Bond was born during the chilliest days of the Cold War and has weathered two af the most turbulent decades in American social and political history, countless imitators, several different stars, and the likes of Luke Skywalker, Rambo and Indiana Jones.

For 25 years, the producers of the 007 series have been performing a delicate balancing act, keeping James Bond both new and unchanged at the same time. For the most part, they’ve succeeded. But they have occasionally fallen by being too trendy too late, as with their embarrassing foray into blacksploitation (Live and Let Die), and by relying too much on formulaic elements (A View to a Kill). So far, those haven’t been fatal mistakes. But the balancing act doesn’t get any easier, only more perilous.

“You can’t disappoint the audience, but you can’t give them what they expect,” explains Michael Wilson, co-writer (with Richard Maibaum) and producer of License to Kill.

Wilson concedes that he, and long-time 007 producer Albert R. Broccoli are “running scared,” attempting to maintain the formula while also “being slightly ahead of our time.” But how long can James Bond remain a cultural icon, and a money-making machine, and not become an anachronism? Wilson admits they “worry about it all the time.”

For one thing, they must keep a close eye on the international scene. In the post-Cold War thaw of Watergate, feminism, glasnost and AIDS, they must pick their villains and their stereotypes carefully.

“We have to be aware of the world situation and what people will accept as a ‘loosely based on reality’ sort of plot,” Wilson says. The Red Threat just won’t wash today, not with Gorby-mania in the headlines. “I guess people are more hopeful today than ever before and don’t want someone undermining that hope.” Today, the average moviegoer is less afraid of what Mikhail Gorbachev will do, than they are of the powerful drug lords working out of South America. And that, with a touch of “Miami Vice” for good measure, is where License to Kill finds its menace and its perspective going into the nineties.

This time, Bond’s adversary is Franz Sanchez (Robert Davi), a powerful drug lord in a fictional South American country. “Actually, drug lords are very political. There are countries where legitimate institutions of democracy are undermined by the huge wealth and power of drug lords.”

Americans don’t have to look much further than General Noriega for the reality upon which this particular Bond opus, Timothy Dalton’s second as 007, is based. The changing face of Bond, from Sean Connery to George Lazenby to Roger Moore to Dalton, has actually been a mixed blessing. With each actor comes the opportunity to tell the Bond stories in a different way, freshening the series while keeping it the same until, as with Moore, the freshness becomes stale.

That fact is born out financially as well as artistically. The Living Daylights outperformed the last Roger Moore, A View to a Kill, both domestically and internationally. Exit polls showed diehard Bond fans were “extremely satisfied” with Dalton, and that women, especially young women, found Dalton more appealing than Moore.

And The Living Daylights scored high marks with critics, who applauded the more serious tone and the realism that Dalton brought to the role, a fact not lost on the producers.

“Timothy gives us a different direction to go in,” says Wilson. “I think the films with Roger emphasized his talents. For Timothy, a gritty, more reality-based piece is the way to go. Giving him one-liners won’t play to his strong suit. He plays it fairly straight.”

Dalton gives producers the chance to show a darker, more violent side to Bond who, in this film, “is thrown out of the service, and he has lost the objectivity he normally has, and that makes for a rather impassioned, exciting film.”

And violent. Bond is best man at the wedding of his old friend, CIA Agent Felix Leiter (David Hedison). Hours later, Leiter is maimed, and his wife murdered, and Bond goes rogue, seeking vengeance. Bloody vengeance. The producers had to trim some of the more gruesome scenes from the final cut in order to maintain the series’ standard “PG” rating, even in a day when most adventure hits are in solid “R” territory.

“This film’s thrust is that Bond loses his professional objectivity because of his vendetta,” Wilson says. “In a sense, it’s the awakening in him of the realization that when he loses his objectivity, he begins to make things worse for himself.”

Bond also lost a wife (On Her Majesty’s Secret Service) and went looking for vengeance (Diamonds Are Forever), but those events aren’t touched on in this film, which obviously tackles similar themes. “There is a reference, but very indirect, to Bond being married before, and it’s sort of bittersweet,” says Wilson. “We never really saw Bond go for revenge before. It wasn’t a very developed idea in those films.”

Although grittiness doesn’t lend itself to the series’ more cartoonish elements, the producers have compensated by emphasizing the stunts, some left over from other movies. “I have stunts I haven’t even unpacked yet,” Wilson jokes. “The truck chase in this film is something [director] John Glen has wanted to do for years.

“We find our stunts where we can. Normally, we think the stunts up in house or go with a person we’ve worked with before. For instance, the stunt with Bond and the seaplane was done by Sparky Green, the fellow who directed our air unit in the last film. He gave me this stunt and it blended perfectly with the narrative, which was fortunate. Otherwise it would have gone on the back shelf.”

The balancing act that keeps Bond alive depends, to a large degree, on the continuity behind-the-scenes. Albert R. Broccoli has been producing the films from the start, and Richard Maibaum has written (or rewritten) almost all of them. Wilson has been working, in one capacity or another, on the films since The Spy Who Loved Me. John Glen, now directing his fifth 007 film, served as an editor and shot second unit footage on many of the early Bonds. And so it goes, all the way down to the publicists.

This time, though, the Writers Guild strike drove a wedge between Wilson and Richard Maibaum during the film’s writing. They worked together on the outline, which was turned in just before the strike. Wilson wrote the script alone, while Maibaum walked the picket line, although Maibaum shared the script credit. “I said to Dick that we’ve worked a long time together over the years, and I didn’t feel I wanted to go through an arbitration, I told him I would be happy to share credit, and he said wonderful,” Wilson says. “He was put in a difficult spot, and I wasn’t prepared to make it more difficult.” (Wilson maintains he did not violate any WGA rules by working during the strike. The WGA, through a spokesman, had no comment.)

The producers have bowed to the old Bond films by eschewing a pop band in favor of a “power ballad,” in the tradition of Shirley Bassey’s Goldfinger and Tom Jones’ Thunderball themes, by Gladys Knight. “We had gone with Duran Duran, which paid off handsomely, but A-Ha was a disappointment. We thought that we’d be better this time to go with a power ballad, a ballad with guts in it.”

And the producers have also stuck with Desmond Llewelyn as Q, the only series regular not yet replaced. They turned to David Hedison to reprise his Live and Let Die role as Felix Leiter rather than rehire John Terry, the fresh face they used in The Living Daylights.

Ever since Jack Lord played Leiter in Dr. No, the producers have been looking for someone to replace him with no luck. “We’ve never found someone who was that solid a performer. This time, we were looking for someone whom we’ve seen as Felix, and whom the audience might have some association with. David Hedison fit the bill.”

Wilson won’t say whether Q will be back next time, though “people love him so much, we would like him to stay on.” (Lois Maxwell had to be replaced as Miss Moneypenny because “it would have meant a change in the playing of the character, and we wanted to keep that relationship intact.”) It’s certain Timothy Dalton will play Bond again, but Wilson feels it’s “not appropriate to discuss his contractual situation” beyond that, although there are no more Ian Fleming books or stories to plunder, there are several new 007 bestsellers written by John Gardner, though “we haven’t seen anything in those books that are useful for films,” Wilson says. Nevertheless, the books are “encumbered by us. No one can option those books to anyone but us for perpetuity.”

That’s optimism. Diamonds Are Forever, but is James Bond?

The character’s immortality is assured, but the future of the most successful series in film history still rides on a movie ticket—and time.








CHAPTER FOURTEEN

LICENSE TO KILL (1989) DAVID HEDISON INTERVIEW




David Hedison became famous submerged on Voyage to the Bottom of the Sea, but when he emerged four years later, he found his career had taken a dive.

Hedison, like so many other lantern-jawed TV heroes of yesteryear, found that after series stardom in a one-dimensional role, “no one takes you seriously,” and you’re relegated to cruises on The Love Boat, dying on Murder, She Wrote, and summers spent in dinner theaters.

And now he’s reprising his 1973 Live and Let Die role as Felix Leiter, James Bond’s stalwart CIA buddy, who, up until now, has been played by a different actor every time.

“I expect it will be good for a trivia quiz one day,” says Hedison, talking from the set of a Murder She Wrote two-parter. “Who’s the only person to play Felix twice?”

This time, Felix is more than an extraneous plot point. In License to Kill, the 16th 007 opus, and Timothy Dalton’s second outing as James Bond, Felix is now a Drug Enforcement Agent miami vicing in the Florida Keys. On the eve of Felix’s wedding to shapely Priscilla Barnes, Felix and his best man James Bond foil a plot by evil druglord Sanchez (Robert Davi)–who takes revenge by killing Felix’s wife and tossing him to the sharks (a fate Felix suffered in the book Live and Let Die, but was spared in translation to the screen). Felix survives, minus an appendage or two, and Bond goes on a vengeful rampage, losing his license to kill in the process.

Still, it’s just more of the same for Hedison, a glorified guest-shot in the most successful movie series in history and, he concedes, not something that’s going to change the one-dimensional image that has dogged him since his Seaview days.

“Live and Let Die didn’t really do much for my career,” he says. “I got some wonderful fan mail, sent my pictures out, but it didn’t lead to any work at all. I think in this kind of film, it won’t lead to other work unless you do something stand-out with a really wonderfully written scene. Otherwise you’re just doing a job, part of the ensemble. And in this case, I have lots of action scenes, but no one scene that is memorable.”

David Hedison isn’t so much reprising a role as filling it once again. The Felix Leiter character is interchangeable because there is no character to play.

“Felix is a fairly one dimensional character, you never get into any depth. You do what you can,” Hedison says. ‘There’s not much to play. All you can do is perform it with a simple reality.”

Unlike other Bond standbys like M, Q, and Miss Moneypenny, Felix Leiter has never taken hold in the series–even though the character, played by Jack Lord, was introduced along with James Bond in Dr. No. Since then, Felix has been played by Cec Lander (Goldfinger), Rik Van Nutter (Thunderball), Norman Burton (Diamonds are Forever), Hedison (Live and Let Die), John Terry (Living Daylights), and, in the rogue 007 production Never Say Never Again, black actor Bernie Casey.

The role has been short-changed over the years because, Hedison believes, “they probably thought it’s not worth paying good money for a part that’s so unimportant. They would get a beginner or a new actor or someone like that and save on the budget.”

Hedison thinks he was asked back, rather than John Terry, the last Leiter, because “there was much more to do in the film than in the past, and they were afraid of using an unknown or someone they were not quite sure of.”

He had a tremendous time doing the film, which “has some wonderful gimmicks at the beginning. Jumping out of helicopters, shooting guns. I just had a ball for eight weeks.”

This is a much harder-edged Bond, which reflects Timothy Dalton’s talents in much the same way the light-hearted romp suited Roger Moore, an old friend of Hedison’s.

“Roger was a clown, a lot of fun, always kidding around on set. Tim is much more earnest and serious,” Hedison says. “Off the set, we got on very well. I found him to be a remarkable person to work with, very caring, very conscious of the scene. He gave a lot to his fellow actors, he was not playing the big star.”

Hedison has seen a rough cut of License to Kill and says it’s “really wonderful, certainly much better film than Living Daylights, which I liked, but it was not one of the better Bond films. I just thought Living Daylights was bland. This one is much more relentless, particularly the second half. It didn’t stop. I found it very exciting. Very well done.”

In fact, the film is so relentless and bloody, the producers are “having problems with License to Kill because this is much more violent than any of the earlier Bonds,” he says, “they’ve cut quite a bit of it out. All the Bonds have been PG, and this one might get an R, and that is what they are trying to avoid. This sort of film is for Saturday matinee audiences, and with an R, kids can’t get in.”

Timothy Dalton was good in his first film, but in his second outing, Hedison says, “he really comes around. Sean Connery, the more he played Bond, the better he got. Same with Roger. Tim just plays it so well.”

Hedison professes to like the approach Roger Moore, his old friend, took to Bond as much as the tougher tone Dalton prefers. “Roger does whole different thing, and that’s Roger and what Roger does. Tim is great at what he does.”

He has nothing but praise for director John Glen, who marks his fifth Bond film with License to Kill, besting the previous “most 007s” record held by Guy Hamilton, Hedison’s director in Live and Let Die.

“They are two totally different directors. John is very quiet, very unemotional, and very caring for his actors, and just got an wonderful even temper. Guy I hardly remember what he did. he got the job done and did a very good job.”

Which is, basically, what Hedison has done with the Felix Leiter role–he got the job done. “It was running around, bang bang, getting wet, screaming and yelling, and all kinds of fun, but not serious acting.” Where was the miss-step that put Hedison on the guest-star treadmill rather than easy street? He’s thought about it.

Perhaps he should have stayed in LA rather than move to London after the Voyage ended.

“I liked London very much. I just wanted to go and spend a couple years there. I was able to do wonderful stuff like Tennessee Williams’ Summer and Smoke with Lee Remick on BBC. It’s two years I’m not sorry for. The problem was, when I came back to the U.S., it was more difficult getting work then.”

Perhaps he should have taken the Robert Reed role on Brady Bunch when it was offered. “I turned it down because after four years of subs and monsters, who needs kids and dogs?”

And perhaps he should never have taken the Voyage to the Bottom of the Sea role to begin with–a part he had initially turned down in the 1961 feature film that inspired the series because it was a “one-dimensional bore.”

Robert Sterling nabbed the film part, but Hedison let buddy Roger Moore, then the star of The Saint, talk him into taking the TV series. But unlike what The Saint did for Roger, Voyage didn’t develop a lucrative, engaging persona for Hedison. It only reinforced the nagging perception that he was yet another cardboard leading man (Moore, still a close friend, snagged Hedison roles in Ffolkes and The Naked Face and they hope to work together again).

“In your career, you have to be so careful, otherwise you get caught in a particular image and it’s hard to break,” he says. “When people think of David Hedison, they think of Voyage. They don’t think ’Jesus, great acting job,’ or of anything with any particular depth.”

And it’s that four years of one-dimensional performing that has dogged him ever since.

“There was no emphasis on character, it was all on action and monsters and gimmicks and effects. I wanted more of a realistic character.” Instead, Capt. Lee Crane was a simple, interchangeable character. “If I was sick, they’d just give my lines to someone else.”

“Irwin Allen is very big on special effects, loves all that stuff. That’s what he’s good at, what he loves. I can’t fault him for that,” Hedison says. “For me, the real joy was working with Richard Basehart.”

Hedison finds his solace on the stage, which is where he finds the meaty roles and “where I get most satisfied. I did a new play with Elizabeth Ashley, Come into my Parlor and toured in Florida and Texas. It was a terrific acting part. I felt good about myself. Then I did a new Bernard Slade play, Return Engagement, in summer theater, that too was great experience.”

“When I go back to theater feel good about myself. When I do films or TV, it’s to make a little bread to pay mortgage or whatever, and when I’ve made money, I do theater again.”

“When I get a part I like, I can work on, that satisfies. I feel good about myself. Most of the time I don’t even watch what I do on TV. I go in, get the job done, and just know it’s just nothing. It’s a job. Sometimes I try something different, and I will watch out of curiosity. Generally, I don’t watch too much of what I do on tv. Movies are basically the same, except its more money spent on sets.”

“Occasionally on TV I’ve done something particularly interesting, but not enough. I would love to do L.A. Law, Thirtysomething a movie of the week, an interesting part. All the parts I do on tv are murder mystery suspects or the bad guy with no dimension and I play them as best I can, but its not enough,” he says. “You can say, I won’t do any more tv, and turn down a lot of episodic, eventually, you say I got to work.”

Nonetheless, he’s proud of his Bond work.

“I saw Live and Let Die on TV, and I thought God, what a good film. You forget. You see a film once, and then may see it five years later and it’s better than you thought originally.”

“Of course there are pictures you never want to see again–most films I ever made, like The Fly, Lost World, Marines Let’s Go,” he says. “There’s a whole slew of shit I avoid like the plague and, when I know they will be on TV, have a dinner party and invite all my friends over so they can’t see it.”

Those films were made back in the late 50s, when Hedison was a busy 20th Century Fox contract player. “I didn’t want to do Lost World, but I was under contract to the studio, it was something I had to do. If had to do it today, I would be put on suspension.”

His best TV or film role, in his opinion, lasted one night, and will never be seen again. It was during his sojourn in London, when he did a television adaptation of Summer and Smoke with Lee Remick. To obtain the rights, the BBC had to agree to erase the tape 48 hours after airing it. It was the 1970s, a decade before the VCR age. Even Hedison doesn’t have a copy.

The fact it wasn’t seen in America, and will probably never be seen again (unless a copy is gathering dust in a BBC vault) hurts.

“It does pain me, The London Times gave it such a glowing review. Very painful. It’s like having a wonderful scene in movie and finding it cut.”

But, when all is said and done, Hedison is happy in his craft. “As long as they pay me, I’m not complaining,” and he hopes maybe, just maybe License to Kill could change his career.

“I hope it makes a lot of money,” he says. “It would be nice to play Felix with one leg.”








AFTERWORD

THE JAMES BOND FILMS




Nothing can stop James Bond—not megalomaniac villains, not middle age, and certainly not an identity crisis.

The coveted License to Kill has passed from Sean Connery to Daniel Craig and surely more actors to come, but there’s no doubt James Bond will emerge victorious, unscathed by either the vicissitudes of the box office or the slings and arrows of critics.

It’s been sixty years since the first 007 movie, and now, after 25 official films, six stars, and billions of dollars in revenues, people will still line up around the block for more. It is a success story “so far beyond the movie business dreams of glory as to be mind-boggling,” wrote author Richard Condon.

James Bond has grown past the boundaries of mere popular entertainment to become a cultural artifact—not one relegated to history, but one that’s still going strong.

“The elimination of James Bond, either by Her Majesty’s enemies or by the disfavor of the movie public is not to be thought of,” wrote novelist Anthony Burgess. “He goes on.”

However, much of what audiences love about the James Bond films is the formula they all know so well.

How much longer can the formula last before audiences get bored of it?

“We are in the same position as the members of the U.S. House of Representatives. Every two years they come up for re-election,” Michael Wilson told me. “Every two years we come out with a new Bond film. People go to the box office and vote. We are either voted back in or we aren’t.”

“There’s no reason the Bonds can’t go on forever,” Richard Maibaum said to me, “Some characters are immortal—Robin Hood, the Three Musketeers, Sherlock Holmes … and now, James Bond.”

Which is why the last credit in every Bond film is this promise and guarantee:

JAMES BOND WILL RETURN
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