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			Introduction

			

			

			If there was one thing that brought me to watch Doctor Who week after week, it was the monsters. My earliest memories are of the Cybermen lurking in London’s sewers and of the Yeti roaming the web-strewn Underground tunnels. My fascination for these unsung heroes of the show has lasted to this day and, almost as soon as I was able, I delighted in seeking out and talking to all those men and women who were responsible for bringing my childhood nightmares to life. This book is foremost a celebration of the work of those people. The many creative talents that combined behind the scenes to bring monsters to viewers’ television screens week after week.

			According to the dictionary definition, a monster can be many things, and not just some shambling, drooling, multi-legged alien horror. In fact, in one of Doctor Who’s frequent early forays into history, a story called The Aztecs, one of the Doctor’s companions rants at Autloc, an Aztec high priest: ‘You’re monsters, all of you, monsters!’

			Whether this line was included in the scripts in order to point out that monsters come in all shapes and sizes is a subject for debate but this is not the focus of this book. The loose definition of ‘monster’ being used here is something that is generally non-humanoid and which involved a degree of costume and make-up skill to create. I therefore include such beings as the Voords (although they are visibly humanoid and are actually described as ‘men’) because they are an early example of an alien life form created through the use of a fairly basic costume and Davros (who is really nothing more than a crippled humanoid) because as the creator of the Daleks, he holds a special place in Doctor Who mythology. We will not be meeting monsters of the human kind.

			There are bound to be some favourite creatures that are not covered in detail in this book and this is because of the constraints of space and time. Doctor Who featured many different alien species, monsters, creatures, deformed humanoids, robots, exotic plants and other assorted life forms during its run on BBC television and the resources required to document them all fully are more than I have available for this volume. However, by way of compensation, there is an illustrated gazetteer to help identify many of the alien life forms that the Doctor faced during his televised adventures in time and space.

			Over Doctor Who’s original twenty-six year span it was produced by no fewer than nine producers and the scripts for the show were commissioned and monitored by fifteen different script editors (a post which was officially termed a ‘story editor’ for the first five seasons). The producer and script editor between them formulated the style and direction of the show and so, as people moved on and new faces arrived to take their place, Doctor Who changed. In addition, the actor playing the Doctor has changed seven times (from William Hartnell, through Patrick Troughton, Jon Pertwee, Tom Baker, Peter Davison, Colin Baker, Sylvester McCoy and, in the nineties, Paul McGann – although, as of writing, the eighth Doctor has yet to encounter any true monsters), and along the way he picked up and left behind numerous travelling companions. Because this book concentrates on the monsters, some of the chapters cross the boundaries between producers, script editors, Doctors and companions. In order to simplify the text, it will be assumed throughout that these personnel change from time to time and the text will refer to whoever was currently incumbent in the given roles whichever period in the show’s history is being discussed.

			During the first two and a half years of Doctor Who’s on-screen life, each episode was given an individual on-screen title. Overall story titles did not start to be used on-screen until The Savages, transmitted in May/June 1966. In this book, the overall titles as used internally by the BBC at the time of production are used for the stories prior to this, with individual episode titles specified to identify episodes within stories where appropriate.

			One final comment. In many of my previous books about Doctor Who, a deliberate policy has been adopted of taking a totally impartial view of the show. Personal comment and criticism has, on the whole, been taboo. For this book, however, I have relaxed this ‘rule’ slightly to allow for some of my personal preferences and dislikes to be aired.

			I was brought up on Doctor Who and its monsters. Let’s go meet them ...

			

			David J Howe

			

			

		

	


	
		
			Chapter 1

			

			The Monsters Are Coming

			

			

			monster (mon’ster) [O.F. monstre, L. Monstrum, a portent or omen, from monére, to warn], n. Something misshapen, abnormal, out of the ordinary course of nature; an abortion, a deformed creature; an imaginary animal, usually compounded of incongruous parts, such as a centaur, griffin, mermaid, gorgon etc; an abominably cruel or depraved person; a person, animal, or thing of extraordinary size; a prodigy, a marvel, a portent.

			From The Concise English Dictionary, fourth edition, 1990, pub. Cassell.

			

			

			Doctor Who would not be Doctor Who without the monsters.

			It is almost impossible to think of the series without experiencing a heady rush of nostalgia at all those times when the programme scared viewers witless and sent thousands of children hurrying behind the sofa, out of the room or into the safety of their parents’ arms.

			Many people have many memories associated with the show, mostly tinged with a childish fascination. I remember being wary of travelling by London Underground for years after I ‘discovered’, thanks to a 1968 Doctor Who story called The Web of Fear, that giant, furry, robot Yeti prowled down there, armed with deadly web-spewing guns. Even today, some thirty years after The Web of Fear was transmitted, I still feel a shiver of excitement when faced with the dark and somehow foreboding mouth of a beckoning London Underground railway tunnel. Others may remember the Cybermen and recall how childhood games were perhaps played by wearing a knitted balaclava helmet on backwards to simulate the Cybermen’s blank, expressionless face. A Dalek was easier still for children to emulate. All you needed was a cardboard box, or a green metal school rubbish bin, and boys and girls across the country could be transformed into the Doctor’s deadliest enemy.

			Before we launch into a more detailed look at the monsters, perhaps some explanation as to what Doctor Who is and how it all started is appropriate.

			Doctor Who was, in 1989, the longest running science fiction television series in the world, and one of the longest running shows of any type. Its first episode was shown on Saturday 23 November 1963 and was billed in the BBC’s television listings magazine Radio Times as consisting of ‘adventures in time and space’. In a short article in the edition dated 21 November 1963 to accompany the transmission of the first episode, the basis for the serial was explained:

			

			Dr Who? That is just the point. Nobody knows precisely who he is, this mysterious exile from another world and a distant future whose adventures begin today. But this much is known: he has a ship in which he can travel through space and time – although, owing to a defect in its instruments he can never be sure where and when his ‘landings’ may take place. And he has a grand-daughter Susan, a strange amalgam of teenage normality and uncanny intelligence. 

			Playing the Doctor is the well-known film actor, William Hartnell, who has not appeared before on BBC-tv.

			Each adventure in the series will cover several weekly episodes, and the first is by the Australian author Anthony Coburn. It begins by telling how the Doctor finds himself visiting the Britain of today: Susan (played by Carole Ann Ford) has become a pupil at an ordinary British school, where her incredible breadth of knowledge has whetted the curiosity of two of her teachers. These are the history teacher Barbara Wright (Jacqueline Hill), and the science master Ian Chesterton (William Russell), and their curiosity leads them to become inextricably involved in the Doctor’s strange travels.

			Because of the imperfections in the ship’s navigation aids, the four travellers are liable in subsequent stories to find themselves absolutely anywhere in time – past, present, or future. They may visit a distant galaxy where civilisation has been devastated by the blast of a neutron bomb or they may find themselves journeying to far Cathay in the caravan of Marco Polo. The whole cosmos in fact is their oyster.

			

			Doctor Who was initially transmitted on Saturday evenings, sandwiched between the popular sports show Grandstand and a puppet film series called The Telegoons. As time went on, the Saturday evening line-up of television programmes became more and more important as each TV channel attempted to come up with a formula which would ensure that viewers stayed tuned in to them. The BBC’s line-up was, for many years, generally considered superior. When Doctor Who started, following the News at 5.40 pm came Juke Box Jury, a popular pop music show presented by David Jacobs. This was then followed by Dixon of Dock Green, a long-running police show starring Jack Warner as PC George Dixon, Wells Fargo, an American-made western series, and finally ‘the Saturday Film’. As time progressed so the schedule developed and in the seventies shows like The Generation Game, presented by Bruce Forsyth, became hugely popular with the public and, along with The Basil Brush Show and Doctor Who, kept viewers tuned to BBC-1 in their millions. During the eighties, the BBC’s programme schedulers decided to move Doctor Who from its traditional slot and the show found itself being transmitted on weekday evenings, for a time scheduled against the long-running soap opera Emmerdale Farm and finally against Coronation Street, one of the consistently top-rated shows of all time.

			Until this time, for nearly two decades, Doctor Who was the reason why children and adults settled down by their television sets on Saturday evenings. This pattern was repeated in colleges and universities, with the show as much a part of student life as the scheduled lessons, lectures and bar opening times.

			Doctor Who’s first story was called 100,000 BC and, while it did not feature any monsters, was a good example of how Doctor Who would work as a series. It would be partly educational, in this case it explained about prehistoric man (although the anachronism that they could speak was somewhat glossed over) and how fire was an important and vital tool for man’s development; partly moralistic, in this instance showing how friends could turn into enemies and how enemies could be friends together; and partly adventurous with the Doctor and his companions getting themselves into difficult situations that they then had to work a way out of, for example being captured by a stone age tribe and sealed in a sacrificial ‘cave of skulls’. There would also be fantastical elements, as in the opening episode of 100,000 BC when the Doctor’s and Susan’s non-human origin is revealed and viewers are introduced to the Doctor’s space-time machine called TARDIS – an acronym for Time And Relative Dimension In Space – a name invented by Susan to describe the Doctor’s ship.

			As mentioned, the original idea was that Doctor Who would be partly educational, with viewers learning a little of the culture and lives of those the Doctor and his friends met in historical circumstances. These historical escapades would alternate with tales set in the future, and a third type of story, the ‘sideways move’ was also developed. The drive to produce this mix was great enough for story editor David Whitaker to consider in April 1964 hiring writers as ‘experts’ in each area – Terry Nation was suggested as a senior writer to handle the futuristic stories, and another – unnamed – writer, was suggested to handle the historical stories – in order to reduce the number of writers employed on the show and to try to ensure a degree of consistency and growth with the regular characters.

			This mix of stories ensured that the show was constantly changing and one of the most exciting things about Doctor Who was its unpredictability. Every few weeks the Doctor’s time-space machine, the TARDIS, materialised somewhere new, and, almost without fail, the Doctor and his companions found themselves confronted by all manner of alien creatures, hostile monsters or megalomaniacal humanoids. Viewers knew that anything could, and probably would, happen. Doctor Who also made effective use of what was known as a ‘cliff-hanger ending’. This method of storytelling had been popularised in three Flash Gordon serial films made between 1936 and 1940 and starring Buster Crabbe as the eponymous hero. At the end of each episode, Gordon, his friends, or some other character was revealed to be in hideous danger – probably from Ming the Merciless – and the only way to find out how they escaped was to return to the cinema the following week. 

			Doctor Who operated in the same way with the added benefit of there being many more different adventures than Flash Gordon had enjoyed. The first episode of each story was especially key in this regard as, often, its ending revealed the first view of the monster. This may have been nothing more than a glimpse, a shadow or maybe a strange sucker on a stick, but the tradition of cliff-hanger endings is one that no other television show has exploited so successfully.

			The menaces that the Doctor came up against were legion but their inclusion in the plot tended to be for the same basic reasons: to show that good most often triumphed over evil (but not always) and that sometimes the line between ‘good’ and ‘evil’ was blurred. These themes provided the basis for the vast majority of the Doctor’s adventures. Like all good drama series, where a structure was worked out in advance and a line was drawn which marked the apparent boundaries of the series, occasionally these boundaries were crossed and the Doctor would find himself up against demons from within. These adventures concerned no visible threat to the Doctor or his companions except that which they themselves had created. This type of story allowed for the all-important interplay between the main characters which, in turn, allowed for character development. Doctor Who mixed all these elements together and the result was an often potent brew of science fiction, adventure, horror, suspense and fantasy that managed to surpass the restrictions imposed by making a television show and which presented imaginative stories told in a way which enthralled children and adults alike.

			Doctor Who was also not afraid to moralise, or to use real-life events as the basis for the Doctor’s adventures, but this aspect of the show was never thrust upon the viewers. Most often, the stories contained subtexts and layers and could be appreciated on many levels. For example, the fifth Doctor story Warriors of the Deep is, on the surface, an action adventure tale about two species of reptile creatures called Silurians (land) and Sea Devils (aquatic) attacking an underwater military Sea Base in order to launch some nuclear missiles and trigger a war between human superpowers. There is intrigue aplenty in the plot with human spies and double-agents as well as the involvement of the reptiles. There is, however, another level to the story, where the humans find themselves forced to use a gas lethal to all sea-life in order to destroy the invading creatures. In the fighting that follows, almost everyone, human and reptile, on the Sea Base is killed. The Doctor just manages to prevent the nuclear missiles from firing and the Earth is saved, but at what cost? ‘There should have been another way,’ mutters the Doctor in exhausted exasperation at the story’s conclusion, and this is perhaps the moral. The Sea Devils and Silurians – who are in the Doctor Who universe the original inhabitants of Earth – only wanted to reclaim their planet from the ‘apes’ who had risen to prominence while the reptiles hibernated, and the humans only wanted to live in peace (admittedly a peace enforced by a nuclear deterrent). The Doctor advocated discussion and diplomacy all along but when one is being attacked, fighting back is the natural emotional response with the perhaps predictable result that death will follow. Doctor Who always tried to promote ‘another way’ and showed that peace and morals were something worth fighting for, but not in a manner that may result in the deaths of innocent creatures.

			The monsters, aliens and other life forms encountered by the Doctor tended to be the focus through which the other important aspects of the series could be presented. With a nasty alien horror threatening a planet with slavery, destruction, or in some cases both, it was perhaps easier to create the moments of drama, tension and entertainment that form the bread and butter of a television series. There was always some area of conflict which the Doctor had to try and resolve. If there was no threat then there was no story and the more the odds were stacked on the side of the oppressor, the more the Doctor had to use his intelligence and ingenuity to win out.

			The life forms encountered by the Doctor have not all been intent on evil deeds. Some have no intelligence and simply react to situations around them (like the bell-plants on Tigella [Meglos]or the Dalek-spotting eye plants on Spiridon [Planet of the Daleks]) while others are nothing more than amoral, having no good or bad side and creating havoc simply because they can (like Azal [The Daemons] or Sutekh [Pyramids of Mars]). There have been pacifist races (the Gonds [The Krotons], the Dulcians [The Dominators], the Thals [The Mutants, Planet of the Daleks, Genesis of the Daleks], the Xerons [The Space Museum] and the Rills [Galaxy 4]), militaristic races (the Sontarans, the Moroks [The Space Museum] and the Drahvins [Galaxy 4]), and races which have both good and bad sides represented (humans, Draconians [Frontier in Space], Kaleds [Genesis of the Daleks], Ice Warriors, Mentors [Vengeance on Varos, The Trial of a Time Lord] and Minorians [Carnival of Monsters]).

			It is this mixture of motivation which makes Doctor Who so interesting as it is a true reflection of real life. If a one-off monster or an alien people has been created with care, then their motivations will have been well defined. Many of the most enduring of the Doctor’s alien friends and foes have had an established history and what might be termed a ‘back story’ developed for them. This, combined with some superb characterisation and acting from those artistes hired to bring the creatures to life, have ensured their place in Doctor Who history. Not all of these memorable monsters appeared on Doctor Who more than once but many of them did. Exceptional performances by talented actors like Bernard Bresslaw as the Ice Warrior Varga [in The Ice Warriors], Kevin Lindsay as the Sontaran Linx [in The Time Warrior], Michael Wisher as Davros [in Genesis of the Daleks] and Nabil Shaban as Sil [in Vengeance on Varos] won these creatures and races return matches against the Doctor. Other creatures were instantly popular because they were conceptually inspired. The Daleks and the Cybermen are both good examples of creatures which inspired the imagination and which have gone on to earn their own chapters in Doctor Who’s history.

			But just how did Doctor Who develop into a show that is remembered for its monsters? What were some of the key creations in its history and how did they come about? To find the answers, we must go back in time to 1963 and to the beginning of a legend.

			

			

			Chapter 2

			

			The Sixties

			

			

			‘I was chosen for my size. We had these cumbersome costumes to wear. Very uncomfortable but very pleasing because you frightened everyone you met!’

			Actor Sonny Caldinez on playing an Ice Warrior

			

			

			During the setting up of Doctor Who during late 1962 and early 1963, everyone involved had been very keen that this new science fiction series should be educational and should not pander to the sensationalist elements that had become typified by many American ‘B’ movies in the fifties. Aliens arriving in spacecraft to experiment on our women, giant mutant ants attacking Earth’s cities and hostile alien blobs found on Mars would not form the basis for the Doctor’s adventures.

			Instead, Doctor Who would present human stories that contained elements of soap-opera-like drama, with problems being resolved in a rational and caring manner, without resorting to blowing up whatever threat had revealed itself. The Doctor relied on his wits and his intelligence to survive and his companions were, partly, expected to do the same.

			While these wishes were all well intentioned, there was a wild-card in the equation that no-one could predict, and this was the viewers. The great British viewing public could be very choosy about what they liked and disliked. And if they disliked something then they had no hesitation in switching their television sets off or to the other channel in their millions. Likewise, if they liked something, then they were not slow to show their appreciation.

			What happened in the case of Doctor Who was that a seemingly innocent story involving a race of humanoids mutated beyond all recognition and forced to live in metal life-support machines, turned out to be one of the most influential pieces of fiction ever presented by Doctor Who. The Mutants (to give the story its correct overall title, although it is also more commonly known as The Daleks) featured Doctor Who’s greatest success, the Daleks, and we will be taking a closer look at this particular race of monsters later in the book.

			The Daleks, as well as being the most popular, were also the first living alien creatures presented by Doctor Who. Their impact and influence on Doctor Who did not really start to make itself known until the second season, although the public clamour for their return started almost as soon as the story that introduced them ended on television. The majority of the first season stayed within the format of alternating historical and science fiction stories.

			One result of the Daleks’ popularity was that Terry Nation, the author of The Mutants, who had also been scheduled to write a historical story called The Red Fort, was asked instead to pen another science fiction tale. This was The Keys of Marinus and, although it did not feature the Daleks, it did introduce another alien race, the Voords.

			Nation recalls that on this occasion he was asked to produce a monster on a budget. His initial idea was that the creature be somehow eel-like, and the idea of using a wet-suit had been decided upon by the time he started his scripts.

			In the camera scripts, the creatures were described as follows:

			

			A HAND AND ARM ENCASED IN BLACK RUBBER, THE FINGERS WEBBED

			

			And later on:

			

			BIG CLOSEUP OF VOORDS HEAD CASED IN A BLACK RUBBER MASK. RESPIRATOR TYPE.

			

			HUGE GLASS EYE PIECES. AS SINISTER AS POSSIBLE

			

			‘The main bodies were basically black rubber diving suits,’ explained costume designer Daphne Dare in 1989. ‘I designed the heads which were then produced, individually to scale for each actor to ensure, for example, that the eyes would be in proportion with everything else.’ The masks and the webbed hands for the creatures were created by a firm of freelance prop-builders run by Jack Lovell who worked on a great many Doctor Who props and monsters during the sixties.

			The Voords were the first in a long line of Doctor Who monsters the playing of which resulted in great discomfort for the actors. Martin Cort and Peter Stenson played two of the Voords in The Keys of Marinus and they both recalled that their experience of playing the creatures was ‘hot, sticky, uncomfortable and visually impaired.’ This comment has been echoed by actors and actresses throughout the entire history of Doctor Who. Playing a monster is not a easy task.

			There were other problematic aspects as well. ‘You couldn’t see anything,’ recalled Cort. ‘Your vision was very restricted by the mask. Consequently I used to keep walking the wrong side of the camera. In the end someone had to lead me along the corridor and then push me to tell me which way to go.’

			Stenson also recalled the problems of not being able to see in the costume. ‘I had to drag Kathy Schofield [who was playing one of the human characters, Sabetha] along for reasons best known to the writer of the plot, and we had to go through a triangular doorway which was supposed to slide open as we approached it – there were two scene hands on either side to open the door. When we rehearsed it I said to them, “Now, you will remember to make sure that the door is properly open because I can’t see.” They told me to stop worrying. When we came to record the scene, they opened the top half of the door, but the bottom half got stuck and stayed closed. I went striding along the corridor and tripped over the bottom of the door. I swore audibly and waited for them to stop the shot but they didn’t and so we just carried on with the rest of the scene.’

			Cort’s prevailing memory of making the story involved William Hartnell. ‘One thing that I remember particularly about that story was that Bill Hartnell, as the Doctor, had to hit me on the head. I was pretty much in awe of Mr Hartnell at the time and when we recorded the scene, he hit me quite hard. I didn’t like to ask him not to hit me quite so hard, so I had a word with the floor manager and asked him if he could ask Mr Hartnell not to hit me so hard. When we came to do the shot again, he hit me even harder. I wondered again if I should complain and I again spoke to the floor manager, yet on the third occasion Mr Hartnell hit me so hard I saw stars.’

			After the success of the Daleks, the press were quick to recognise that Doctor Who was a potentially rich source of filler material featuring horrific monsters and pretty girls. As the costumes for the Voords consisted of little more than a rubber wet suit, the press seemed more than happy to run photographs of one of the creatures hugging the attractive Carole Ann Ford in its arms.

			The various alien monsters and creatures encountered by the first Doctor tended to be a bit of a mixed bag. There were the mostly good (the Sensorites, the Rills), the bad (the Animus) and the ugly (the Rills again). On the whole, though, the threats faced by the Doctor tended to be more home grown and humanoid which was itself a reflection of the partly historical slant that the series as a whole seemed determined to stick to. In addition, the production team were striving to find another creation which would be ‘the next Daleks’ – something that would repeat their success. This was, unfortunately for them, something that they were not to achieve.

			One story, however, was significant in that it featured no humanoid characters other than the Doctor and his companions. This was The Web Planet by Australian writer Bill Strutton.

			‘I had to come up with something different from the robot-style Daleks,’ Strutton said in 1965. ‘Browsing through an encyclopedia, I thought of the giant ants and butterflies.

			‘Then my wife stepped in with the “Zarbie” name. It’s got a nice menacing sound. I think they look frightening but they are not intended to horrify.’

			Strutton also claimed as inspiration, seeing as a child a couple of bull-ants fighting in his garden and this, combined with seeing his two stepsons fighting together, led to the idea of a planet, Vortis, whereupon all the creatures were giant forms of insects found on Earth. There were the Menoptra, man-sized butterfly-like creatures, the Optera, wingless cousins to the Menoptra that lived in holes underground, the Larvae Guns, wood-louse creatures which could spit poison from their snouts and, finally, the Zarbi, giant black ant-creatures.

			In the camera scripts, the Zarbi were introduced as follows, and it is interesting that no analogy to an ant was drawn at this point:

			

			A TWO-PINCERED CLAW COMES INTO SIGHT, GRIPPING THE ROCK.

			

			A SLEEK, SHINY HEAD APPEARS FROM BEHIND THE CRAG, ITS CYCLOPEAN EYE WATCHING THE TELEPHONE BOX

			

			A CHIRRUPING SOUND EMANATES FROM IT.

			

			As had become the norm with Doctor Who, the task of realising these creatures fell to the various designers allocated to work on the story. In the case of The Web Planet, these were primarily designer John Wood and costume designer Daphne Dare.

			‘I seem to recall that the production team hadn’t initially decided what type of creatures they should be, or what shape the Zarbi should take,’ commented Wood. ‘Most of the people who worked on it were unhappy with the insect idea, as they felt it would be very difficult for the artists to operate these things. Verity Lambert, the producer, was very enthusiastic though.

			‘Once it was settled that the Zarbi would be ants, I worked out a costume idea and did a sketch to show what I had in mind. The main thing was to disguise the human form as much as possible. Obviously I couldn’t get the shape of an ant exactly, because at the end of the day the costume had to be worn by an actor. There was no way of avoiding the human legs. That didn’t really matter, though, as the rest of the costume was sufficiently ant-like that it drew the viewer’s attention and created the right impression.

			‘The Zarbi were built by Shawcraft Models and were basically just fibre-glass shells. Fibre-glass was used as we didn’t have the benefit of a lot of lightweight materials in those days. The Zarbi were quite easy to assemble: they were made up more or less like suits of armour – they came in various bits and pieces, which all strapped onto the actor.’

			One of the actors to play a Zarbi was John Scott Martin, an actor who went on to appear in Doctor Who many more times playing monsters. 

			The trouble with the Zarbi was that it was so heavy. You could not stand upright. If you can imagine, the body of the Zarbi was taller than I was, our hands controlled the head and the eyes. The tail of the Zarbi was longer that I was so once you were bolted into the costume, you couldn’t stand upright, and in life, when you can’t stand upright, that’s what you want to do. The only way we could ease our bodies was to stand on a block with our tail tucked over the end. 

			‘In one occasion in the midst of rehearsal I just had to stand upright. I stood on the end of a ramp, flicked my tail over the edge, over-balanced and landed on my back six feet below, floundering like an overturned beetle. They thought I’d killed myself, but I was quite happy. I was comfortable for the first time.

			‘The biggest problem was the lack of vision. You were looking out of a small hole about the size of a letter box which had black net over it so that people couldn’t see your face and the Zarbis were quite useless because once we got mobile we were crashing into cameras and into scenery.’

			Work on The Web Planet progressed far from smoothly, with numerous difficulties ranging from the sets not being ready on time, to having to allow longer breaks than usual between scenes to allow the actors playing the Zarbi to get into position. Although there had again been significant press interest in the creatures, they were not deemed to be a major success in the studio and were not to return. However they did feature, along with the Menoptra and the Voords, in the first ever Doctor Who annual published in 1965 by World Distributors.

			As well as the humanoid creatures, there were several robotic life-forms encountered by the Doctor during the sixties. Aside from possibly the Ice Soldiers in The Keys of Marinus (it is never stated quite what these creatures are in the series but as they are discovered encased in ice it is unlikely they are flesh and blood), an android replica of himself, and robot versions of Count Dracula and Frankenstein’s monster, beings called the Mechanoids were the first totally robotic race encountered by the Doctor and his friends.

			The Mechanoids appeared in a story called The Chase, again scripted by Nation and once more featuring the Daleks. Nation’s original story outline was called The Pursuers and in this he introduced the Mechanoids as follows: ‘On the planet Mechanus, [the Doctor and his friends] find a society of machines. Machines built by a man-like creature a thousand years before, who was destroyed by his own invention. With all life ended, the machines created new versions of themselves. Hideous mechanical monsters, with, built into the memory cells, the order kill.’

			In the rehearsal script for the story’s fifth episode (The Death of Doctor Who), in which a Mechanoid is seen for the first time, Nation described it as it emerged from a lift entrance as follows: 

			

			ADVANCING FROM IT, A MECHON. (SAY MECK-ON) IT IS A MECHANICAL ROBOT THAT MOVES ON THE SAME PRINCIPAL AS THE DALEK. THAT IS TO SAY, LEGLESS. HERE, THE SIMILARITY ENDS, FOR THE MECHON IS SHAPED LIKE A LARGE SPINNING TOP. SLIGHTLY CONVEX AT THE TOP. WIDE AT THE ‘SHOULDERS’, THEN TAPERING AS IT NEARS THE GROUND. THE TAPER THEN SPREADS INTO THE BASE UNIT. IMAGINE A CAPSTAN WITH A PRONOUNCED TOP. 

			SPROUTING FROM THE MECHON ARE ANTENNAE, NO SUGGESTION OF HEAD ARMS OR ANY HUMAN FEATURE. HOWEVER THERE ARE A NUMBER OF FLASHING DISCS BUILT INTO THE SURFACE OF THE MECHON...

			THE MECHON VOICE MIGHT BE PRODUCED IN THE SAME WAY AS THE VOICE IN THE RECORDING OF ‘SPARKY AND HIS MAGIC PIANO’.

			

			Although Nation called the creatures Mechons in the script, and the Daleks have dialogue which refers to the creatures as this, all the other characters, including the Mechanoids themselves, refer to the robots as ‘Mechanoids’.

			The Mechanoids were designed by Raymond P. Cusick. ‘They were robots, of course,’ he explained, ‘and in designing them I was inspired by the work of an American architect named Buckminster Fuller. It was he who devised the principle of geodesic construction, in which dome shaped structures are assembled from a configuration of small triangular elements. Geodesic structures are noted for their great strength; in the Second World War, for instance, they were used in the design of aircraft such as the Wellington bomber, which could be virtually shot to pieces and still hang together. So I was inspired by that.’

			The Mechanoid casings were constructed in two halves, top and bottom, and featured extendible arms which could be used to grab and hold, and also a single flame-thrower gun which pointed from the middle-front of the casing. They were also very large indeed, being over six feet wide. ‘I’ve heard it said,’ commented Cusick, ‘that the Mechanoids might have been re-used in another story if I hadn’t made them so big and unwieldy. There wasn’t any mention of that at the time, though, and everyone seemed very pleased with them. I mean, I designed them to suit the requirements of this particular story, which as far as I knew was going to be their one and only appearance. They were going to be used on a very large set at Ealing, so I could afford to make them quite big. I had real flame-throwers built into them to make the battle scene as spectacular as possible.’

			Nation was reportedly upset at their eventual appearance, as he had hoped to create another monster like the Daleks that would re-appear again and again and which would lend itself to many merchandisable spin-offs. Unfortunately the size of the props caused numerous problems in the studio and Nation quickly realised that his hopes of another success along the same lines as the Daleks were over. The Mechanoids did go on to appear in several instalments of the Dalek comic strip which was running in TV Century 21 magazine and there were two plastic models made available in the shops to buy, one produced by Cherilee which was around three inches tall and one manufactured by Hertz Plastic Moulders which stood around six inches high.

			Although monsters had always been a large part of Doctor Who’s mix, they had always been on a more-or-less equal footing to the historical stories. During the sixties, several behind the scenes factors led to a gradual shift away from the historical/science fiction split.

			Primary among these was the departure of producer Verity Lambert. She had steered the show through its formative years and, with the support of Sydney Newman, the BBC’s Head of Drama, had fulfilled the original brief to keep Doctor Who as a semi-educational series. David Whitaker, the original story editor, had, during Lambert’s tenure, handed over to Dennis Spooner, and Spooner passed on the reigns to Donald Tosh shortly before Lambert left.

			Between them, the producer and the story or script editor define the look and direction of any television show, and Doctor Who was no exception. Under Spooner’s guiding hand, the scripts became slightly more whimsical and comedic, eschewing real historical drama for light hearted farce, in which the characters could be used to greater effect without the constraints of having to depict a historically well-defined period.

			Tosh and incoming producer John Wiles introduced a more fantasy-based element into the show, being perhaps more experimental with the stories. The next changes in behind the scenes staff were the ones that had the most impact on the future of Doctor Who. Wiles’ approach to Doctor Who was very much opposed by William Hartnell and Hartnell had the support of the BBC’s Head of Serials, Gerald Savory. This conflict was one of the factors ultimately leading to Wiles resigning as producer in January 1966, followed shortly afterwards by Tosh. Sydney Newman appointed Innes Lloyd as the new producer and Gerry Davis came in to handle the role of story editor.

			Lloyd and Davis had their own view as to what direction Doctor Who should take, and this was down the path of science fiction adventure rather than historical romps. There was one final change that occurred, and this was the introduction of a concept, later to be called ‘regeneration’, which enabled the production team to change the actor playing the Doctor.

			William Hartnell had just begun to suffer from arteriosclerosis – a hardening of the arteries – and one of the symptoms of this disease was a gradual loss of memory. It was becoming apparent to everyone involved that he could not carry on with the rigours of weekly recording and so Lloyd decided to replace him and introduce a new actor as the Doctor. This was Patrick Troughton and with the change-over, it seemed that the fiction/fact mix of the Hartnell era truly had given way to a new era for the show, one in which the stories themselves were more firmly geared towards terrifying the young viewers rather than educating them, although Lloyd was still keen to use ‘real science’ stories in the mix.

			Alongside the Daleks and the Cybermen (who were introduced in Hartnell’s final story as the Doctor), several other monsters were featured, leading many observers to label the show’s fifth season (the first full season in which Troughton played the Doctor) ‘The Monster Season’. Indeed, this sequence of seven stories, which started transmission in September 1967 and ended in June 1968, introduced two of the most memorable of the Doctors adversaries. The furry robot Yeti and the Ice Warriors from Mars.

			Many of the classic Earth legends and mysteries have been featured on Doctor Who, whether they are being explained as the work of some alien being, human scientists or even as being true! One of the most enduring Earth mysteries involves the Yeti of the Himalayas. These reclusive creatures are supposed to inhabit the caves and ravines of the mountainside, and are only occasionally glimpsed by civilised Man. Other explorers find nothing but trails of apparently giant footprints in the snow.

			Mervyn Haisman, the writer who, together with Henry Lincoln, brought the Yeti to Doctor Who commented to an interviewer in 1989 that the idea of doing these mysterious creatures came out of a chance remark by Patrick Troughton. ‘Henry knew Troughton as a fellow actor, and Pat had casually remarked that he was looking for something different. So we thought of an idea that is recognisable yet turns out to be different. That’s when we hit upon the idea of the Yeti.’

			Haisman remembers that he and Lincoln made numerous suggestions regarding the look of the story called, perhaps unsurprisingly, The Abominable Snowmen. ‘Henry and I, having both stemmed from a mutual theatre background, actually drew the sets and did drawings of the Yeti ourselves. We didn’t quite envisage them with such baggy legs. We were after something that looked fairly cuddly but had this surprising ferociousness about it. We also did a lot of the design work for the monastery and so on because we felt, certainly in those days, actually suggesting ways of doing it showed that you’d done a lot of homework on the subject.’

			The camera scripts, however, were vague as to what the Yeti should look like, with perhaps the most revealing description appearing in the script for episode one:

			

			TRACKING SHOT FOLLOWING LARGE FOOTPRINTS. TRACKS LEAD INTO TREES. FOLLOW THEM UNTIL WE PICK UP AND SEE THE FOOT OF A YETI HIDING BEHIND A TREE, SLOWLY, THE CAMERA STARTS TO PAN UP THE SIDE OF THE BODY. A LARGE HAND COMES INTO VIEW.

			

			The Yeti were revealed in the story as being robots and this was a logical extension of the story’s basic concept, that of people being controlled and manipulated. ‘We knew from our first thoughts that the Yeti would have to be the pawn of some other intelligence, which gave us the name, I suppose,’ commented Haisman in 1986, talking about the fact that the power behind the Yeti was called the Great Intelligence. ‘You couldn’t have these Yeti talking, could you? Visually they were tremendous, and they looked very powerful on screen but that was as far as they could go.’ This idea of the Yeti and other characters as being pawns was further reinforced on screen by the idea of the robots being controlled and given instructions via the means of a chess-board upon which Yeti-shaped chess pieces were placed.

			‘Our first thought was, “what on earth is a Yeti!”,’ said Martin Baugh, the story’s costume designer. ‘The costume ended up being a kind of bird-owl creature, or a bear. The costume had an owl-like beak and eyes rather like a motorbike rider’s goggles. We knew the story was set in Tibet, which is a cold place, and so, logically, the Yeti either had to have feathers or fur and we chose fur because it was easier to realise than feathers. The shape of the head and body was meant to be slightly owl-like.

			‘The problem with designing any monster is trying to alter the shape of the human that is inside it. With the Yeti, we attempted to hide the shape of the actor by giving it padded arms and legs so that it was not obvious where the crotch was.

			‘The costumes were basically bell shapes made on cane frames. All the actors playing them were about six and a half feet tall and whenever they got anywhere out in the open on location they would just blow over. Once they fell over, they couldn’t get up. I had not worked with fur before because “fun fur” was a new material – it was just coming in. We couldn’t have used real fur because the costs would have been extraordinary and also it would have been far more identifiable. Fun fur was very cheap – something like 63 shillings a yard in those days – and was simple to use, but not terribly effective when seen in the cold light of day. I always felt that the Doctor Who monsters should not be seen until the end of the first episode and before that maybe just glimpses of a shadow or a silhouette. In the context that they were seen, I felt that they worked well.

			‘To give the Yeti a “face” I simply sprayed the fur with a black car spray. I started doing it in the wardrobe department at the BBC but was soon banished out to the scene dock to spray them because of the smell of the paint. I generally sprayed over all the costume to give them a little more texture.’

			The costumes were constructed from bamboo frames, padded with foam rubber and then covered with fur. The framework was needed to give the bodies some defining shape as one of the problems with working with a soft substance like fur is that, inevitably, something is required to provide the basic shape, over which the soft outer covering can be placed. Their hands and feet were moulded from rubber. At the end of the story, a ‘real’ Yeti was briefly seen and for this, the framework was removed from one of the Yeti costumes making the resultant creature far less bulky and intimidating.

			The Yeti were deemed by the production team to be very successful, so much so that Haisman and Lincoln were commissioned to write a second story to feature the creatures, even before the first had been transmitted. The Yeti in this second story, called The Web of Fear, were of a slightly different design to those in the first.

			‘There was some feeling, I gather,’ said Haisman, ‘that after the first one went out, they decided that original design of the Yeti looked too cuddly and was having the wrong effect on children, who wanted to have a Yeti as a pet!’

			To try and overcome this problem, the costumes were made slightly slimmer and smaller, and were equipped with glowing eyes and fangs. ‘We lit the eyes up in that one,’ recalled Baugh, ‘because we knew that the story was taking place in the London Underground, where it is dark, and we wanted the creatures to be able to register their presence on the viewers. I redesigned the eyes and then someone from special effects supervised putting in the lights. We wanted them to look sinister in a dark environment and also, by putting the light in, it slightly blinded the camera so that you didn’t see as much of the rest of the costume.’

			When the Yeti was first seen in the first episode, it was presented as one of the original costumes, but once the Intelligence gained control of the robot, the creature transformed into one of the new breed of Yeti before attacking a helpless victim.This unscripted transformation was acheived using a simple technique whereby one image was mixed across to a second image.

			The combination of images presented by The Web of Fear – darkly lit, cobweb strewn underground tunnels, Yeti patrolling with their web-firing guns, silent aside from the persistent beeping trill of their control spheres – resulted in one of the most frightening and memorable Doctor Who adventures from this decade. Doctor Who had always set out to frighten the children, but stories like The Tomb of the Cybermen, The Web of Fear and Fury from the Deep, all from the fifth season, took that one stage further and presented almost out and out horror.

			‘The intention,’ asserted Baugh, ‘was always to scare the children, but just to behind the sofa, not out of the room completely. We were trying to scare people up to the age of about twelve and one expects the older children to suspend their disbelief and go along with the story.’

			Actor John Levene, who was to go on to play the regular character of Sergeant Benton in Doctor Who started out playing monsters. His first role was as a Cyberman in The Moonbase, but he also played one of the Yeti in The Web of Fear. ‘As a Yeti, when you fell over, it was like being in a theme park. Because of the foam, you simply bounced. I loved it. The difficulty was when you wanted to go to the toilet. Putting your hand up as a Yeti doesn’t quite have the required effect.

			‘One day, we were down in the Underground at Covent Garden. Frazer [Hines, who played the Doctor’s companion Jamie] got on like a house on fire and one of the first things that happened was that Fazer pinned a number on my back and then we did a ballroom dance around Covent Garden, with me dressed up as a Yeti.’

			Following The Web of Fear, the Yeti and the Great Intelligence would have made one further appearance on Doctor Who in a story set in the Scottish Highlands with the working title The Laird of McCrimmon. McCrimmon being the clan name of the Doctor’s young Scottish companion, Jamie. Unfortunately, Haisman and Lincoln suffered severe creative differences with the production team over their third story for the series (which did not feature the Yeti), The Dominators. These differences resulted in the latter story being transmitted under the pseudonym of Norman Ashby and Haisman and Lincoln vowing never to work for the show again.

			The second of the memorable adversaries to make their debut appearance in the fifth season were the Ice Warriors. Created by writer Brian Hayles, the Ice Warriors were a race of gigantic, intelligent, lizard-like humanoids from the planet Mars who could indulge in conversation and who could also scheme and plot. Speaking in 1978, Hayles explained how the Martian giants had originated. ‘They were evolved because we wanted to have an adventure which introduced a new kind of monster, and not necessarily rivalling the Daleks or the Cybermen. At the same time we wanted something from outer space, and I happened to be interested in Mars and concocted, from the evidence that we knew at that time of conditions on Mars, a kind of reptilian biped that might conceivably just have existed. Having got the monster and where they came from, we wanted to do a setting and I think I’d read somewhere about a Mammoth, I think, discovered in Russia, buried in the ice, and the thought came to me that perhaps we could find the Ice Warriors buried in the ice, and then develop it from there.’

			In Hayles’ camera script for the first episode, when one of the creatures is first found buried in the ice of a glacier, the following description is given:

			

			INSIDE THE ICE, DISTORTED BUT RECOGNISABLE, IS WHAT APPEARS TO BE A HELMETED WARRIOR. THE HELMET IS HOOD-LIKE AND OMINOUS, IN THE STYLE OF THAT USED UNDER THE OPENING TITLES OF ‘HEREWARD THE WAKE’. THIS IS VARGA.

			

			Later, as the Doctor examines the frozen body, the Warrior is described as having an electronic earpiece:

			

			ALMOST A SCULPTURAL DESIGN AS IN MODERN SPACE HELMETS

			

			And finally, at the end of the first episode, the following description appears:

			

			WHERE ICE HAS FALLEN AWAY FROM ITS HELMET, THE ELECTRODE IS NOW TOUCHING BARE METAL.

			

			ON THE NEARBY HELMET, WE CAN SEE WHAT LOOKS LIKE A STRIP OF GLASS, PHOTO-ELECTRONIC CELL FACETS. THEY BEGIN TO PULSE WITH LIGHT.

			

			The costumes were again designed by Baugh. ‘If you say “Warrior”, that’s armour, and if you say “Ice”, that’s cold and hard,’ he explained. ‘It was those ideas together that gave me the concept for the creatures. They were a bit like a crocodile, really, and the design was of a crocodile with a shell. You think of these people fighting their way through ice, so they’ve got to be uncrushable, this leads you to think of crustaceans like lobsters or turtles. The armour wasn’t meant to be something they put on in the morning, it was intended as an integral part of them, like a turtle’s shell. The helmet was based on a Viking helmet, again carrying through the idea of the warrior.

			‘They were built by Jack Lovell and he and I used to have lengthy discussions about using fibre-glass and what we could achieve for the costumes. 

			‘I remember that the crew bolted me into one of the costumes just before a dinner break, it was the first time that we’d ever issued the dressers with spanners, because the costumes were held together with nuts and bolts. The costumes stank as well. The rush was always so great that I think the costumes arrived from Jack on Friday and we used them on Saturday and the fibre-glass was pretty pungent.

			‘Wearing the costume was terrible and, unlike the actors who had to wear them, I wasn’t being paid to wear it – and it was five minutes before lunch!’

			The director, Derek Martinus, remembers that they had many problems with the costumes. 

			‘They were made of fibre-glass and were very smelly inside. Fibre-glass cures as it sets and gives off gases, and, especially at the start of recording, the actors tended to get a bit cured as well.

			‘To cast the Warriors I first looked through Spotlight to see who was over six foot four and I came across Bernard Bresslaw, so I thought why not. I talked to his agent who told me that he wouldn’t dream of doing it, so I had lunch with him and he said he’d do it, but that there might be a problem as he wore glasses. It was very tough work for Bernard as he couldn’t see properly and had to be navigated around the set.’

			‘I was at the Edinburgh festival when I was asked to play the Ice Warrior, and that was in 1967,’ recalled Bresslaw when speaking about the role in 1980. After discussions with Martinus, Bresslaw, who had made his name in the TV series The Army Game, working alongside William Hartnell, and who had also appeared in a couple of Peter Rogers’ Carry On films, agreed to play the part of Varga.

			‘Then BBC wardrobe got in touch with me and said, “About your wardrobe ...” So I thought I’d go into Bermans or wherever you normally go to get your costumes ... but no. It was something like the London metalwork company! Something very strange, a firm that normally made yachts. So I went down there and was measured up very carefully – normally when you go for a costume fitting it’s a tape measure to the chest and waist and that’s it, but here they used callipers and took very detailed head measurements ... I just didn’t know what was in store for me!

			‘I wasn’t prepared for the incredible lizard-like structure which was mostly fibre-glass, rubber and plastic that was meant for me. Of course, it meant that you couldn’t see me at all, which was a shattering blow initially to my morale and ego.’

			The Ice Warriors stood about seven feet tall and were encased in a green, scaly carapace. Their heads were covered in a helmet which featured perspex panels covering the eyes and a lower opening through which the mouth could be seen. Their arms ended in clamp-like hands which also contained an in-built sonic weapon. Matted fur could be seen at the joints of the creatures’ arms and legs.

			‘It was very uncomfortable in costume,’ said Bresslaw. ‘The problem was the joints – there was very little mobility or flexibility. Fibre-glass is pretty rigid, so the joints had to be rubber. The visor was plastic, transparent plastic. It was difficult to move and it was enormously hot inside.

			‘They made up my eyes for some reason – I mean, you couldn’t see my eyes through the visor. My mouth was painted green, with latex which hardens to a rubbery consistency to give the reptile-like skin effect. It took ages to get into costume.

			‘I had enormous fun doing it, but the thing about playing in something like Doctor Who and being asked to play the first Ice Warrior is that it really gives an actor a very free reign to create not merely a part but an alien being. That’s a marvellous challenge. It takes a lot of thought and brings the best out of you, really. You can’t rely on your face and you can’t rely on your body, in effect, because you’re encased in this costume – and that in itself makes a statement. Once seen, an Ice Warrior makes an impression on the viewer, and so you’ve got to find something to go with that, and that really is a challenge.

			‘There was a problem in how to play, vocally, the Ice Warrior. There, the costume was a help; I saw it in reptilian terms, obviously, and so thought of lizards and the hissing sounds that snakes make, and that gave it to me. I worked very hard, taping the voice and playing it back to myself to get the right effect, and the director was very pleased. It was essentially my own interpretation. That was why it was such an exciting thing to do; it was entirely me – no electronic gadgetry in the reproduction of our voices.’

			In fact, because of the problems with speaking in the costumes and make-up, all the Warrior voices were pre-recorded by Bresslaw and one of the other actors to play a Warrior, Roger Jones, and then played back during the recording to allow the actors to open their mouths and move their lips accordingly.

			Following the filming at Ealing for The Ice Warriors, several changes to the Warrior costumes were requested by Martinus. In a memo dated 3 October 1967, he said:

			

			On the whole the costumes are highly original and most successful. Many thanks. However there are a few things that must be done before we go into the studio.

			

			
					Please see that full movement is possible in all “human” costumes.

					The Warriors. Costumes must be tailored to allow much more freedom of movement.

					The head must be capable of moving fully from left through 180° to the right. The actor must also be able to look down to his feet. The helmet appeared to be very top heavy. Anything that can be done to make it far lighter and better balanced would be worth-while.

					Bodily movement must be improved to allow the actor to crouch and to give free movement of the arms. The actors complained of great discomfort under the crotch. Can anything be done about this?

			

			

			We have to remember that Varga is a long part, involving much more than is usual with a “Who” monster. He has only his voice and movement to make his impact. If only a limited amount of alteration is possible, Varga must come first. He must have freedom and comfort.

			

			At the same time as sending this memo, Martinus also contacted Bernard Wilkie of the BBC’s Visual Effects Department. In this note he requested that, ‘Ice Warrior sound sensor to be built into hand of Warrior.’ And, ‘Check to get “eyes” and “ears” of Warriors in working condition.’

			Although there was an initial plan for the Warriors’ eye panels to glow, this idea was ultimately dropped as the costumes were very hot to wear, and the addition of a light behind each eye would have increased the temperature and discomfort of the actors significantly.

			To enable the Warriors to be able to look at their feet – possibly initiated by their need to look at and operate the controls in their space craft – Baugh designed a flexible neck piece made from rubber and latex. The end result of all these changes between the material filmed at Ealing and the studio recording was that Varga’s costume is visibly different depending on where the footage originated.

			The ‘sound sensor’ built into the hand of the Warriors by Visual Effects was intended to be a devastating sonic weapon. The effect of it being fired was achieved by reflecting the intended victim in a large sheet of mirrored plastic called mirrorlon which was mounted on a wooden frame. When the centre of the reflection was pressed from behind at the moment of attack, the image distorted. This impressive yet simple visual effect was retained throughout all the stories in which the Ice Warriors appeared.

			Hayles believed that the Ice Warriors were successful because they were unusual. ‘I think it was because, out of all the monsters, they were slightly more emotional. They could have emotion, they could latch onto people, although they were essentially Martian. They could, in fact, relate to people, and therefore, when you have a creature like that, whether it’s good or bad, in terms of good and evil, you can find some point of identification with them.’

			Following their initial appearance, Hayles was asked to engineer their return in a further story. He was asked on 22 July 1968 to submit an idea and came up with an outline called The Lords of the Red Planet in which the Martians invade the Earth by using the moon as a base. This outline was progressed to a full scene breakdown, dated 5 August 1968, but after completing re-writes to the scripts for the first two episodes, agreement was reached with Hayles that assistant script editor Terrance Dicks would carry out major revisions and re-writes on the final four episodes of the story.

			The Warrior costumes used in this story, which was re-titled The Seeds of Death for production, were the same as those for The Ice Warriors. In fact, the original costumes would be used in all the stories in which they appeared. There were, however, some additional pieces of information about Martian culture revealed in this story. Leading the attack on the moon was a creature named Slaar (in the original outline there had also been a second creature called Visek). Slaar looked significantly different from the Warriors in that he was of a slighter build and wore no scaly body armour. His helmet was also sleeker. The ‘traditional’ Warriors in The Seeds of Death were reduced, for the best part, to being silent guards, only speaking when they had to. Their voices were again pre-recorded, this time by Steve Peters, and played in during recording of the episodes.

			In The Seeds of Death, Slaar was played by Alan Bennion, and Bennion went on to play this variant of the Warriors – which was eventually termed an Ice Lord – in a further two stories.

			‘They started off with a latex suit,’ he explained when asked about the costume in 1993. ‘Then there was the helmet which came down to end-of-nose-level. The bottom half of my face was still visible but they then started sticking little pebbles of stuff around my mouth. I remember I was most upset, because I’d just had my teeth capped, very expensively, and I was there in make-up looking in the mirror thinking “Oh, the teeth look good don’t they?” and then Michael Ferguson [the director] came in and said “I think we’ll have the teeth backed out as well!” So I disappeared completely.

			‘They put transparent orange gel in the eye holes and then, for some reason, they put in a very fine mesh, a sort of wire netting, as well. Then they discovered that the gel was glaring into the cameras, so they came round with some anti-glare spray, which meant I could hardly see a thing!

			‘Because hearing was so difficult I couldn’t hear a cue. If I had the first line in a scene, the floor manager would normally give me a hand signal to start. However, I couldn’t see anything, so he had to give me a karate chop on the back of the legs.’

			As well as Slaar, The Seeds of Death featured another Warrior variant called the Grand Marshal, although only his head was seen. He was similar in appearance to Slaar but with added glittery embellishments on his helmet. The Grand Marshal, played by Graham Leaman, spoke normally, without hissing, the rationale for this being that the air on the Marshal’s ship was suitable for the Martians whereas the air in the lunar base was not. This is a good example of the production team taking care over the details, all of which combine to give a greater sense of realism to the characters.

			Following The Seeds of Death, Hayles continued to submit ideas and storylines to the production office and eventually Dicks picked up on several elements contained within two ultimately unused storylines, The Brain Dead and Shape of Terror, and suggested that Hayles work on an outline which would enable the production team to make a totally studio-bound story in order to try and offset a number of stories with extensive and costly location shoots. The story that Hayles came up with was rumoured to have been initially called The Curse, but the scripts were eventually commissioned on 14 May 1971 with the title The Curse of Peladon. These were based on an undated storyline apparently written by the production team which set out the basic premise of the story and summarised the plot.

			The Curse of Peladon featured a novel twist on the idea of the Doctor’s foes always being foes, and presented the Ice Warriors as allies for the Doctor rather than the bad guys. ‘Having done them twice as the dirty villains,’ explained Hayles, ‘I wanted to play a trick, perhaps turn the whole thing upside down. Very often when you find monsters like them or the Daleks or the Cybermen, you know they’re going to be villainous. So we started off the series, and as soon as they appeared everybody would say: “Ah ha. They’re into something dirty.” And, of course, we turned them round and they actually became, in a sense, the co-heroes of the plot with a certain nobility of purpose. But if you followed their psychology, they were still basically the same people. It simply happened that, for once, their motivation was similar to the Doctor’s.’

			For The Curse of Peladon, Izlyr’s costume was the same as that created for Slaar, but with a helmet of a slightly different shape and the addition of a belt and a cape. ‘I asked for that cape,’ said Bennion, ‘because I felt that my original costume didn’t make my figure look its best. It gave me more bulk and a bit of “top”. Without the cape, I felt I looked a little bit like a kind of pregnant lizard.’

			Playing Ssorg was actor Sonny Caldinez, who had played Warriors in both The Ice Warriors and The Seeds of Death. ‘They wanted some very big people to play Ice Warriors because they had to dominate all the scenes in which they appeared,’ he explained. ‘I was chosen for my size. We had these cumbersome costumes to wear. Very uncomfortable but very pleasing because you frightened everyone you met!

			‘It’s very difficult working inside a costume. The Ice Warrior’s costume was very uncomfortable to wear. You were bolted in. You couldn’t go to the toilet, you couldn’t sit down, you couldn’t lie down and you stood in one place for a long while and just sweated.

			‘In one story my character was killed and I had to fall over. I had about four foot of fibre-glass in front of my stomach and I was a bit dubious about falling on the floor. When I did it, I nearly decapitated myself down below because that’s where the bolts holding the costume together were. It wasn’t funny at the time, but that was one of the hazards of the job.’

			Alan Bennion remembers that Caldinez’ costume started to get tight as, over the years, the actor put on weight between appearances. ‘His costume was very tight! Men were always running up with spanners to loosen it. I remember he had to fall over an awful lot and he couldn’t get up again, so the same little men had to come and put him on his feet again.’

			Despite the discomfort, Caldinez remains proud of his association with Doctor Who. ‘I’ll never get fed up of being a monster, because, deep down inside, I want to frighten people all the time! I like to see shock on peoples’ faces.’

			The fourth, and final, appearance of the Ice Warriors came at the end of the Jon Pertwee era, in a 1974 story that was devised as a sequel to The Curse of Peladon.

			In The Monster of Peladon, once again an Ice Lord was in charge of the force of Warriors, this time called Azaxyr, but again played by Alan Bennion, and Caldinez was on hand as the leading Warrior, Sskel.

			‘We were quite a team by then,’ said Bennion. ‘I think it was probably the fact that they knew we more or less fitted the costumes. I think it got to the point where we’d done the job before and they liked our work, so we were automatically contacted.’

			Once more, the original costumes for the Warriors were re-used and Azaxyr’s outfit was the same as used for Izlyr in The Curse of Peladon.

			The costume designer for The Monster of Peladon was Barbara Kidd. ‘The Ice Warrior costumes were just lethal,’ she said, ‘They were fibre-glass shells that were bolted together so that once the guys were inside them they couldn’t get out, there was no release mechanism. They also couldn’t sit down easily and unfortunately the actors had to wait around for hours before they got to their scenes. When they did sit down, their heads would disappear into their bodies like a turtle.’

			After The Monster of Peladon, the Warriors did not re-appear in Doctor Who again. A part of one of the original Warrior costumes was glimpsed in the 1975 story Genesis of the Daleks as a mutant creature, and there were plans to include the Warriors in a story intended for the twenty third season, written by Philip Martin with the working title Mission to Magnus, before the original stories in that season were scrapped during a hiatus in the production of Doctor Who during 1985. They were due also to have appeared in a story in season twenty-seven, but this too came to nothing as production of the series was discontinued at the end of season twenty-six.

			Despite the fact that the creatures appeared in only four stories, their impact was such that they are still fondly remembered by all who saw them in action. The combination of their impressive build and hissing voices made them all the more appealing to the viewers who liked their monsters to be truly monstrous. The fact that they were also eloquent and could construct and operate complex machinery added to their charm. 

			With the Cybermen, Yeti and Ice Warriors gaining Doctor Who much attention in the fifth season, it was logical for the production team to try and repeat the formula with the following year’s stories. Thus the Cybermen made a further appearance and the Ice Warriors returned. However, the remaining stories featured mainly robotic menaces. The Mind Robber, a story set entirely in a land of fantasy and fiction, made use of several already-existing robot costumes from an episode called The Prophet from a series called Out of the Unknown, as well as some new costumes for a squad of giant clockwork soldiers and other ‘guest’ appearances from mythological creatures such as the Medusa and the Minotaur, not to mention a unicorn. The Dominators, on the other hand, featured an eponymous race of humanoid aliens who are served by the robotic Quarks, small spiky-headed box-like automata with high-pitched, almost unintelligible voices, and a devastating weapons system.

			By far the most complex creations, however, were the Krotons, a crysalline life-form which appeared in the final Troughton season in a story of the same name.

			The Krotons started life as an idea submitted by writer Robert Holmes to story editor Donald Tosh on 25 April 1965. It was not followed up by Tosh because at that time scripts would have been required very quickly and Holmes was busy on another series, but in May 1968, Holmes discovered his original outline while clearing out some old files. Considering that the idea still seemed valid, Holmes again sent it in to the Doctor Who production office.

			In his letter, Holmes commented, ‘If you don’t like it, please chuck it away – I don’t want it back in the files!’

			The basic outline for the story was contained in the original letter to Tosh and read as follows:

			

			On an uninhabited planet, the travellers find a great space craft. They approach it cautiously but can detect no sign of life within. Vegetation has grown up around it in a way that indicates it may have lain there for centuries.

			Growing bolder, they move still nearer, start searching for the entrance hatch. Inside the space ship a dynamo purrs into life. A robot-figure in the control room moves a switch and Dr Who and his companions flicker into vision on the television scanners etc ...

			Anyway, after a bit of this sort of thing, the travellers find themselves briefly surrounded by a thin, clammy mist which seems to come from nowhere and disperses as mysteriously as it appears. At first, they feel no ill effects and press on in their search for the entrance.

			Actually, they have been enveloped in amnesia gas which progressively anaesthetises their memory cells. They forget their most recently acquired skills and knowledge first, then their purpose, what they are supposed to be doing, who they are, where they have come from – gradually it all goes until they are reduced to a state of almost infantile helplessness.

			Then they are collected by two Robots and taken into the ship.

			In the next episode they find themselves weighed and measured and scientifically examined in a variety of ways. The temporary effects of the gas are wearing off. The Robots offer no explanation of what is happening. They make two or three attempts to escape but their actions always seem to have been anticipated. When they need food and drink they have to ‘win’ it through intelligence and manual dexterity; they realise they are being treated like chimpanzees in London Zoo.

			In the third episode the human controllers of the space ship wake from their state of suspended animation and we get an explanation of the set up.

			Thousands of years earlier the ship had been cruising through space when it had run into a galactic ionisation belt – or whatever. The brutal deceleration involved had split the ship’s thermal shield, killing five of the eight man (woman or mixed) crew. They had made an emergency landing on this deserted planet to carry out the necessary repairs.

			When these had been completed, however, they faced the problem of handling a fresh blast-off with only three crew members – a complicated operation physically possible only for a crew of twice their number. The Robots, pre-tracked to perform only a certain number of functions, could not be utilised; in any case, they had built-in governors precluding them from being adapted to carry out humanoid tasks.

			The solution had been that the humanoids had put themselves into suspended animation, prepared to wait for thousands or millions of years, while the Robots maintained a lonely sentinel duty – pre-tracked to catch any sentient creature that might stray near the space craft during the rest of time.

			The Robots are charged to obtain three such captives, possessing a certain minimum level of manual and mental ability, enough to fit them for training in crew duties, before re-animating their humanoid masters.

			In a word, Dr Who and his companions have been press-ganged and now find themselves facing the prospect of a long trip to a distant planet and with no hope of ever returning to the TARDIS.

			Before the ship can take-off, however, they have first to be trained in their flight duties. As there are four of them (and the humanoids only require the services of three) they discover that at the end of the training period the least proficient of them will be bumped off. The humanoids are quite without sentiment.

			In the end, of course, they manage to sabotage the ship and make their escape. There are two or three ways that occur to me in which this might be done but I don’t want to go into too much great detail at this preliminary stage

			The best point of the idea, to my mind, is that it gets away from the usual pattern up to now – in part, at any rate – so that Dr Who & Co have only themselves to worry about.’

			

			This concept was liked by Doctor Who’s producer, Peter Bryant, and he passed it on to assistant script editor Terrance Dicks who commissioned Holmes on 4 June 1968 to develop it further, taking into account that the Doctor was now played by Patrick Troughton and that there were only two companions with him in the TARDIS.

			The outline returned by Holmes was called The Trap (although it had been commissioned under the title The Space Trap and this was also the title used on the rehearsal scripts) and presented a somewhat altered version of the original outline, in which the Doctor and his companions arrive on a planet inhabited by the humanoid Gonds who are slaves to a massive machine. Inside the machine are the Krotons, beings awaiting sufficient mental power in order to revive themselves. The Doctor and his companion Zoe provide the required power and the Krotons are re-animated.

			The camera script described the creatures as follows:

			

			THE PATTERN OF DOTS HAS NOW SOLIDIFIED INTO A RECOGNISABLE HUMANOID SHAPE, LYING SUPINE INSIDE THE TANK. THE BODY MOVES AS THOUGH AWAKENING...

			

			A SILVER HAND AND ARM, COVERED IN METAL PYRITES, COMES OUT OF THE LIQUID AND GRIPS THE SIDE OF THE TANK.

			

			and later:

			

			KROTON ONE IS CLIMBING SHAKILY OUT OF THE TANK. IT IS BIG, SILVER, AND HAS A SCABROUS, CRYSTALLINE SURFACE. ONCE OUT OF THE TANK THE KROTON STANDS SWAYING DIZZILY. THEN IT GROPES FOR ONE OF THE TANK PIPES AND CLIPS IT INTO A SOCKET AT ITS WAIST. IMMEDIATELY THE KROTON SEEMS TO BECOME ALERT.

			

			IT STOPS SWAYING AND STRAIGHTENS UP, SCANNING THE CONTROL ROOM LIKE A HUNGRY LION EXPECTING DINNER. 

			

			There was a long running rumour among Doctor Who fans that the design of the Krotons originated from a ‘design a monster to beat the Daleks’ competition run the previous year by the BBC children’s programme Blue Peter. Although there was a vague resemblance between the Kroton and the ‘Aqua-Man’, one of the winning entries in the Blue Peter competition, this rumour was perhaps borne out more by the fact that the Kroton looked as though it might have had its origins in a cardboard egg-box than on any factual basis. In fact, the Krotons were designed by the BBC costume designer allocated to work on The Krotons, Bobi Bartlett.

			‘I based their shape on crystalline structures in keeping with the plot,’ she explained. ‘I was pleased with the design and the fact that they had rotating heads, which worked effectively and appeared quite sinister as they had no defined face or features.’

			The basis for the costumes was that the creatures were crystalline and had formed themselves from a liquid slurry. Therefore the creatures were given crystal-like ‘heads’ and their bodies also reflected the notion that they had been grown. To hide the operators’ feet, a black rubber skirt was placed around the base, and they were connected via large tubes to the vat of crystal slurry that powered them.

			Having designed the costumes, Bartlett handed her designs over to Jack Lovell Ltd for construction, and the overall cost was agreed to be handled by the effects department.

			Bartlett was disappointed with the final result. ‘They were perhaps a little bit too large and bulky for my liking, due to the over-large men cast to wear them.’ A further problem had been that the props had been constructed to the wrong scale and had ended up far larger than had been intended. ‘As I remember,’ said Holmes, ‘they were a pretty impractical design. Once imprisoned in the costumes, the actors had a very limited field of vision and had to be led around the studio.’

			As the sixties drew to a close, Doctor Who’s producers, Peter Bryant and Derrick Sherwin, realised that the cost of creating new monsters for Doctor Who was increasing. In addition, there was a general expectation from viewers and from within the BBC that Doctor Who had to deliver the goods.

			As an indirect result of their experiences with the Daleks, the BBC had expanded their group responsible for the marketing and licensing of programmes so that they were more able and more active in seeking out potential avenues which might be used to exploit the properties that they owned – in fact, the department was initially called BBC Exploitation before it was merged with BBC Radio Enterprises and renamed BBC Licensing. Bryant and Sherwin were well aware that Doctor Who was an important and lucrative source of revenue for the BBC and were upset that none of this money was channelled back into the show itself. Aside from the Daleks, which had resulted in a quite phenomenal boom in merchandise and income, the BBC also actively tried to generate interest in other properties: the Cybermen, Cybermats and Quarks amongst them. However the Daleks seemed to have exhausted the market and, when Dalek merchandise started to tail off in 1967, the manufacturers and publishers seemed unwilling to try other Doctor Who lines. Despite this, the feeling was that Doctor Who had to continue to develop and present new ideas which might have the potential to become the ‘next Daleks’.

			This feeling led to Bryant writing on 21 January 1969 to the BBC’s Head of Merchandising stating that, owing to the cost of making monsters for Doctor Who being so high, the production team had planned for the next six months without any. He went on to note that the monsters were deemed a popular draw, citing the recent audience figures of 9 million for The Krotons by way of example. The six month period he referred to covered the production of the final two stories of the sixth season – The Space Pirates and The War Games – which, between them accounted for sixteen episodes none of which featured any monsters, aside from brief glimpses of some of the Doctor’s adversaries during his trial by the Time Lords at the conclusion of The War Games.

			The adversaries conjured by the Doctor during this sequence were intended to remind viewers of some of the past successes of the show. Thus the Daleks were an obvious choice to be featured, as too were the Ice Warriors and Yeti, both of which had appeared twice to that date. The Quarks were also included – the only creature to appear in this sequence which never returned to the show – and so too were the Cybermen, the second most popular monster to be originated by Doctor Who. 

			

			

			Chapter 3

			

			Cybermen!

			

			

			‘We had no idea that the Cybermen would turn out to be so successful and popular. It’s nice to have been in at the birth of something like that.’ 

			Director Derek Martinus speaking in 1992.

			

			

			Alongside the Daleks, the Cybermen are one of the staple ingredients of Doctor Who that viewers tend to remember. For some, the Cybermen were far more terrifying and effective than the Daleks. With the Daleks, there were certain limitations: the creatures could apparently not negotiate stairs (although this shortcoming was rectified in a 1988 story), could not move very fast, and looked like robots, although they were not.

			The Cybermen, on the other hand, looked like people. They had legs and could walk up and down stairs with ease. They could run and hurry (although, like many monsters, they seemed to prefer a slow and ominous striding walk) and it was obvious that there was nowhere you could hide from them.

			A further aspect of their character which touched a nerve, was the idea that they could take a human being and physically turn them, against their will, into a Cyberman. This chilling concept made the Cybermen more than just an enemy to be defeated. They were really frightening, and if they caught you, then you wouldn’t just be killed, you would become like them.

			These very adult concepts came about because story editor Gerry Davis and producer Innes Lloyd decided that the show needed a scientific adviser. ‘I was trying to get someone who might provide ideas and vet programmes, hardening the science,’ explained Davis. He considered several notable scientists, including astronomer Patrick Moore and Doctor Alex Comfort – better known as the author of several good-sex manuals – before one of Innes Lloyd’s former colleagues in the BBC’s Outside Broadcast Unit recommended Doctor Kit Pedler.

			Davis and Pedler found that they enjoyed a good working relationship and this resulted in Davis commissioning Pedler on 17 May 1966 to write the storyline for what was to become the first Cyberman adventure.

			Pedler had long been fascinated by computers and the human brain. ‘I was thinking,’ Pedler explained in 1979, ‘that although I could imagine a logical machine reasoning to itself and manipulating events outside it, by no stretch of the imagination could I envisage a machine producing a poem by Dylan Thomas.’ It was from these initial thoughts that Pedler developed the idea of the Cybermen, a race of humanoid creatures who had replaced almost all their body parts with machines and who had as a result lost their humanity.

			Speaking in 1968, Pedler commented that he had been discussing the idea of spare part surgery with his wife who was also a doctor. ‘We conceived the idea of someone with so many mechanical replacements that he didn’t know whether he was a human or a machine.’

			The first draft scripts for The Tenth Planet, the story that was to introduce the Cybermen and, co-incidentally, to write out the first Doctor, played by William Hartnell, were completed by Pedler, but when Davis requested some re-writes in June 1966, Pedler was able to complete the work for only episodes one and two before he fell ill. Due to the pressure of time, Davis stepped in and completed the final two episodes.

			In Pedler’s final script for episode one, when the Cybermen first appeared, the following description was given:

			

			WE NOW SEE THEM AS TALL, THIN, CLAD IN A SILVER LINK ONE PIECE SUIT.

			

			THE TWO SILVER CLAD FIGURES START TO TAKE OFF [THE SOLDIERS’] PARKAS. AS THEY DO SO, THE SLEEVE ON THE ARM OF ONE OF THEM SLIPS BACK. INSTEAD OF FLESH THERE IS A TRANSPARENT “ARM SHAPED” FOREARM CONTAINING SHINING RODS AND LIGHTS. THERE IS A NORMAL HAND AT THE END OF IT.

			

			A CLOSE UP OF ONE OF THEIR HANDS REVEALS A METAL PLATE RUNNING BETWEEN CENTRE HAIR LINE FRONT AND OCCIPUT.

			

			Although the script clearly uses the word ‘hands’ in this final paragraph, the text is actually describing one of their heads. Later, in the camera script for episode two, the Cybermen were described in more detail:

			

			THEY ARE TALL, SLIM WITH ONE PIECE, CLOSE FITTING SILVER MESH UNIFORM, THEIR FACES AND HANDS ARE NORMAL BUT UNDER THE HAIR ON THE HEAD IS A LONG SHINING METAL PLATE STRETCHING FROM CENTRE HAIR LINE FRONT TO OCCIPUT. (THIS COULD BE DISGUISED BY A HAT)

			

			THEIR FACES ARE ALL RATHER ALIKE, ANGULAR AND BY NORMAL DEFINITIONS GOOD-LOOKING. ON THE FRONT OF THEIR TRUNKS IS A MECHANICAL COMPUTER-LIKE UNIT CONSISTING OF SWITCHES, TWO ROWS OF LIGHTS AND A SHORT, MOVEABLE PROBOSCIS. THEY ALL CARRY EXOTIC SIDE ARMS. AT THE SHOULDER JOINTS THERE ARE SMALL, RAM-LIKE CYLINDERS ACTING OVER THE JOINTS THEMSELVES. INSTEAD OF FLESH THERE IS A TRANSPARENT, “ARM-SHAPED” FOREARM COVERING CONTAINING SHINING RODS AND LIGHTS, BUT THERE IS A NORMAL HAND AT THE END OF IT.

			

			The story’s director, Derek Martinus, recalls the creation of the Cybermen. ‘Kit Pedler, the writer, was a very interesting guy. He was a brilliant research doctor and was working on this sort of thing himself. That made it fascinating, the fact that this fantasy of cybernetic men was just an extension of what he was working towards as a researcher in real life.

			‘The perennial problem with Doctor Who is that inside the monster there’s always got to be a human being. You’ve got to try and make a costume that can be worn by an actor, yet at the same time change the shape so that it looks less humanoid. The development of the look of the Cybermen came from discussions between myself, Kit Pedler, Sandra Reid [the Costume Designer] and Gerry Davis. Gerry and Kit would put their four penny worth in, but Sandra and I evolved it between us.’

			The original Cybermen reflected their origins as humanoids who had replaced their bodies with steel and plastic. Their bodies and limbs were covered in a transparent plastic material through which could be seen various coloured tubes. The head was encased in a grey material with eye and mouth holes cut in. When the creatures spoke, their mouths opened but although the lips quivered, they did not move in sync with the speech that emerged. They also had a vestigial nose visible on their faces. Their hands were still human, but their feet were encased in shoes. On their chests they carried a large and complex technical unit which supposedly replaced the function of their heart, lungs and other organs. Hung underneath this unit was a gun. This was a large, rectangular device which was held in both hands.

			‘We made the basic suit from a sort of plain knitted cotton jersey fabric,’ Reid explained. ‘On top of this was a clear plastic which made it very hot to wear – it was a marvellous way of slimming. In between the jersey and the plastic we used coloured strips made from a nylon tubing material. This was painted with a special spirit based paint which we used in the theatre for painting fabrics because it doesn’t flake off.

			‘The jersey head mask was separate so that the actors could take it off when they got too hot. We placed strips of silver vinyl around the eyes and the mouth, stuck onto the fabric. The black ear piece was made from foam rubber and the lamp-like device on the top of the head was made from fibreglass.’

			Working alongside Reid on the story was make-up assistant Sandra Exelby. ‘The costumes were very funny in those days,’ laughed Exelby. ‘It was just made from grey jersey and we would poke our finger into the actor’s face and ask, “is your eye there?” and then cut a hole in the cloth when we had the position correct. We did the same for the mouth. We then had to paint round the actors’ eyes and mouth with silver. The pieces on the costume covering the eyes looked like holes but we painted silver in the background so that if the camera caught a glimpse through, then you didn’t see the flesh. We did this even though Doctor Who was made and transmitted in black and white in those days.

			‘That one had a lot of polystyrene “snow” blowing about and the poor Cybermen kept getting mouthfuls of this polystyrene. I think they used a kind of salt on the floor, and they used light polystyrene chips when they wanted to blow it about. They couldn’t sit down very well either because hanging from their front was a metal computer, so we used to have to lean them against things.’

			‘I remember filming the scenes in the polystyrene snow at Ealing,’ said Martinus. ‘We used lovely great fans, with six stagehands chucking polystyrene around, and everyone got dry throats. I seem to remember we had an AFM with contact lenses as well who had some problems.’

			With the look of the Cybermen decided upon, what they would sound like was another priority. As with the Daleks, everyone working on The Tenth Planet knew that the Cybermen’s voices had to be something special. They also had to be different as the last thing they wanted was to have the sound too close to that of the Daleks. ‘There was endless discussion about the Cybermen’s voices,’ confirmed Martinus. ‘I wanted something that had an eerie feeling to try and get away from the human voice but we didn’t want to repeat the Dalek voice. So we came up with the idea of them opening their mouths and then not closing them again. We hoped that would add an other worldly feel to it. We also developed the Cybermen’s elliptical speech patterns which worked quite well.’

			Roy Skelton, who had previously worked on Doctor Who providing the voices for the Monoids in The Ark was contracted to provide the Cybermen’s voices. They were intoned in a sing-song fashion which, when combined with the visual of the Cybermen opening their mouths and then closing them again at the end of the speech, without moving their lips in between, brought the required alien feel to the creatures. In the final episode of the story, Peter Hawkins, who had been voicing the Daleks since their first appearance, also provided some of the voices.

			The Cybermen were deemed to be very successful and on 18 November, less than a month after the story completed transmission, Davis commissioned Pedler to write an outline for The Return of the Cybermen which was re-titled The Moonbase for production. Once again Pedler was assisted during the writing by Davis, but this time Davis was to receive no on-screen credit for his work. 

			For this second appearance, the Cybermen were completely redesigned by Reid. Part of the problem in their debut story had been that the suits were very bulky and the actors were literally fixed in with nuts and bolts. For The Moonbase, Reid attempted to address all the problems found in the original design.

			‘We had a bit more time and money which allowed us to do more of what we really wanted,’ she explained. ‘They were simplified in style but they still retained the essential elements of the first lot like the piano accordion on their chests, and this time their hands were covered.’

			The costumes used in The Moonbase consisted primarily of a silver boiler suit which covered the actor’s entire body except his head. The hands had only a ‘thumb’ and two ‘fingers’. The head was constructed from fibre glass with two thin clear perspex tubes leading from the sides of the head to a small light mounted in the metal casing at the top. The eyes and mouth were outlined in black tape and there was no visible nose. The chest unit was far more compact than before, consisting of three rectangular units arranged vertically down the chest, the centre one thicker and longer than the other two. The arms and legs had long ribbed tubes (rather like those used as the flexible hose on a vacuum cleaner) with a small plastic ball punched with holes situated at the shoulder, elbow, wrist, thigh, knee and ankle.. The two balls at the shoulders had thin black piping leading to the top of the chest unit. A cyber-gun was situated at the base of the chest unit and was a small hand-held device, rather than the bulky arrangement of The Tenth Planet.

			Although designed by Reid, the costumes were constructed by Jack Lovell Ltd. In a 1989 interview, John Lovell, Jack Lovell’s son, explained: ‘I think they wanted to make them more horrendous because the first ones were a fudge up. We did the whole lot on the mark II Cybermen: the tubing, the costumes, the toy plastic balls – the whole lot. If you look carefully at a photo of a mark II Cyberman you can see the small holes we drilled into the side of the neck to let air in.’

			The director of The Moonbase was Morris Barry. ‘I knew that Cyberman actors had to be well over six foot two tall as a minimum,’ he explained. ‘Once we had the actors then their boots were blocked up by about four or six inches, which made them about six foot eight. On top were the helmets which made them very nearly seven foot tall. They were huge, really horrific.’

			One of the actors hired to play a Cyberman in The Moonbase was Peter Greene, and he recalled the moment when ‘his’ Cyberman had to die after being sprayed with a cocktail of solvents by the Doctor’s companions. ‘That death was quite extraordinary – a bit like death by custard! The costumes had pipes coming from the back, and when we started the shot, what looked like custard came spurting out of the chest units at the front. The director shouted, “Right, you’re dying. Do jerky movements.” I had to fall over, jerking all the time as this stuff pumped out of the front. We looked like badly iced cakes afterwards.’

			Continuing the theme from The Tenth Planet of the Cybermen opening their mouths and the voices coming out, for The Moonbase, the helmets were equipped with a small metal cover which the actor inside the costume could operate to uncover the mouth slot when the creature was speaking, and then to push the cover back down again when it had finished.

			‘The most extraordinary thing was having to learn the lines,’ remembered Greene. ‘Peter Hawkins did the voices and so we had to be able to give him a cue as to when to start talking. We had a piece of felt, I think it was, looped underneath our chin with a bit of elastic, so at the right moment, you’d drop your chin and that would open the mouth. Peter would then speak the lines, and we had to know what they were in order to know when to close the mouth again.’

			Along with the redesign of the look of the creatures, a decision was also made to change the voices. ‘I was sent to a good dentist who was a specialist in speech defects and he made a false palate for me,’ recalled Hawkins. ‘In this palate was a small aperture into which they placed a small vibrator – similar to the ones used by people who are unable to speak because they have lost the use of their larynx – connected to a switch and a battery. By pressing the switch, the vibrator started buzzing, and when I spoke I mouthed the words around the buzz and my voice came out sounding very alien. 

			‘The problem was that having something like that in your mouth, it made you salivate an awful lot – it was like having a big boiled sweet in your mouth! The buzzer became clogged up quite quickly and we often had to stop to free it up.’

			Morris Barry was very pleased with Hawkins’ work and, in a letter to the actor dated 2 March 1967, said that, ‘You may like to know that our four episodes have been considered highly successful – so much so that I believe they are planning to bring the Cybermen back for yet another go. It may even happen that I shall be directing it so, if you still have your palate, please refrain from jumping on it.’

			As it happened, Barry’s information was totally accurate and on 3 March, the day before the final episode of The Moonbase was transmitted, Pedler and Davis, who had by this time moved on from his story editing duties, were together commissioned to provide the storyline for Dr Who and the Cyberman Planet. During its production, the story underwent a name-change to The Ice Tombs of Telos but was retitled The Tomb of the Cybermen for transmission.

			The Cybermen costumes, aside from the addition of three more black tubes leading from the chest unit to the ribbed tubing on their legs, were identical to those seen in The Moonbase. However, there was an addition to the ranks of the Cybermen in this story: the massive Cyber-Controller, leader of the Cybermen.

			The Cyber-Controller’s costume was, like the standard Cybermen, basically a silver boiler-suit. However the creature did not have a chest unit, there were no tubes and balls on its arms and legs and its head, instead of having the two ‘handles’ leading from the sides of the head to the top, was instead highly domed. The head was again constructed from fibreglass but the dome was left untinted and clear, although a fine tracery of red lines was painted on it, so that a light could be fixed inside, powered from a battery concealed in the back of the helmet. This gave the effect of the Cyber-Controller’s head glowing with power, but it was ultimately unused in the transmitted story.

			The Cyber-Controller was played by Michael Kilgarriff. ‘It was very uncomfortable and claustrophobic,’ he recalled. ‘I remember during filming when I had been electrocuted, and I had to lie on the floor with smoke pouring from every joint. As I lay there with plastic tubes attached to me all over, tea-break occurred. Suddenly the lights were turned out and everyone vanished. I couldn’t move without assistance, let alone get up, so I shouted and yelled until someone came and helped me up, unscrewed the helmet and gave me a cup of tea.’

			‘Michael was six foot four to start with!’ commented Barry. ‘He was, quite rightly so, a little bit concerned about playing the part because he didn’t have any lines to say – the voice was again dubbed on by Peter Hawkins. Michael still had to know the lines because he had to make the mouth of the helmet open, but he didn’t actually speak himself.’

			Another aspect of Cyber-culture was revealed in this story. The Cybermen were trapped underground while the humans stayed above ground in the control room of the Cybermen’s complex on Telos, and the silver giants used small metallic rodent-like creatures to attack them. These were called Cybermats.

			‘Some of the Cybermats were radio controlled and some were pulled along on wires,’ remembered Barry. ‘Do you remember when they brought out the little toy Daleks which were battery operated? The mechanics of the Cybermats were rather based on that in that they had batteries and a motor to make them roll along, but to control the position and the direction they used radio control. It was the early days of using these sort of things in the studio, and I remember there was a problem with them. The floor manager has a radio link with the gallery so that he can talk to the director and vice versa, and the next studio has the same thing but on a different wavelength. I remember that when we tried the Cybermats they were an absolute headache, because they went out of control. They suddenly went round and round in circles, then they stopped or went shooting off in a totally different direction. Nobody could control them. What had happened, so they said, was that they had got onto the next studio’s wavelength, and whatever the studio was transmitting in the form of verbal messages was making the Cybermats go crazy; the operators weren’t controlling them at all. That was a big worry because we had a very short time to get the Cybermats to do the things that the script required.’

			The Cybermats were constructed by the BBC’s Visual Effects Department and the designer in charge of the story was Michealjohn Harris. Harris recalled that, in order to make the Cybermats move, several techniques were used, all at once. As well as the radio control, another method was employed, as he recalled: ‘Our heroes had gone to sleep and the Cybermats were crawling up to them, and obviously there is no way in which you can do it forward, so we did it in reverse and it was very, very effective because, curiously enough, when you do a thing in reverse like that it starts slowly and darts forward as though it’s made an effort, creeps forward and jumps, and the effect is very good.’

			As well as the radio-controlled and pull-along Cybermats there were also a number other props created, including one with meshing ‘teeth’ on its underside, and other, smaller model Cybermats.

			The BBC was very keen to try and market the Cybermen and the Cybermats and in August 1967, they agreed a deal with Pedler that any royalties would be equally split between the BBC and himself. As it happened, nothing came of this and no Cyberman or Cybermat products were produced in the sixties, although the creatures did make several appearances in the Doctor Who comic strip running in TV Comic. 

			The following Cyberman story, The Wheel In Space was not written by Pedler and Davis. David Whitaker, Doctor Who’s first story editor was instead commissioned on 14 December 1967 to write a set of six scripts based on an initial idea by Pedler. Primarily, the story featured only two Cybermen, and their costumes were re-designed once more, the basis now being a silver-painted diver’s wet-suit. 

			The re-design was carried out by costume designer Martin Baugh. ‘It was the beginning of cybernetics: aiding human movement by robotic means,’ he explained. ‘The tubes on the sides of their arms and legs were meant to be cybernetic enhancements to their own limbs. I wanted to get the idea of some sort of hydraulic system. I moved away from the loose silver suits which the Cybermen had worn previously because I felt they looked a bit floppy. If something’s baggy, it tends to indicate that the character is cuddly and floppy and in some way comic. If you want to make a character in a suit slightly comical then you put him in a suit that is baggy. I wanted to make the Cybermen much harder as they are nasty things and that was the basis of all the changes I made.

			‘I desperately tried to find a way of attaching the rods to the upper legs rather than placing them onto what looks like a suspender belt, but attaching them straight into the rubber wet-suit just tore the rubber. We didn’t really have the material to attach them properly.’

			The by now traditional chest unit was still present, but was the same prop from the previous two stories worn upside down. Reflecting the idea of a hydraulic system, the hose and ball arrangements on the arms and legs were replaced with a system of metal rods connected by small rectangular boxes. Black tubing came from the base of the chest unit and disappeared up behind the unit and a further length of back tube crossed the shoulders at collar-bone level, connecting the rods at the top of the arms together. This tube also helped to mask the join at the bottom of the helmet. The hands had only three fingers as before, but each finger was capped by a thimble-like arrangement.

			The helmet also underwent some re-styling. Small holes were added to either side of the eye holes (in a position similar to that of the tear duct on a human eye) and the mouth slot also had a hole cut in the bottom centre. The black edging around the eyes and mouth was absent.

			‘I never quite understood whether the Cybermen were meant to be robots or whether they were humanoid creatures wearing space suits,’ said Baugh. ‘People tend to assume that you as a designer know the history of these creatures, but this wasn’t the case.’

			At the conclusion of the story there was a short scene featuring a group of Cybermen walking in space. For this scene, the costumes were a mixture of those as previously used in The Tomb of the Cybermen, with the chest unit positioned correctly as for that story, and the two new costumes created for The Wheel in Space.

			The Cybermats appeared once more and were also re-designed. According to the script they attacked by using blasts of energy which could paralyse and kill their victim, presumably when that paralysis centred on the heart and lungs. The creatures therefore had to have some means of showing their operation and so large glowing eye-like sensors were added to the front of their heads and a measured bleeping sound was included on the soundtrack when they became active.

			The Cybermen’s voices were also changed for this story. The two Cybermen featured for the bulk of the story spoke with a humming, emotionless drawl, quite unlike the electronic buzzing created by Hawkins for the previous stories. Hawkins’ buzzing voice was, however, used for the Cyber-Planner, heard communicating with the Cybermen during the course of the adventure. The Cyber-Planner was described in the camera script for episode five as:

			

			ANOTHER CYBERMAN, SEATED IN A STRANGE SEAT FROM WHICH METAL WIRES BEND OUT FROM THE BASE AND ATTACH THEMSELVES TO THE HEAD OF THE CYBERMAN.

			

			The realisation of this creature was totally different and it was depicted simply as a glowing microphone-like device. The idea behind the Cyber-Planner was that this was a more sophisticated form of Cyberman, one which had been augmented to include the facilities for the complex planning of their numerous campaigns. The voices for the ‘standard’ Cybermen were created by Roy Skelton, whilst those for the Cyber-Planner were provided by Hawkins using the palate created for the previous stories.

			The following Cyberman adventure, The Invasion, was once more based on an idea by Pedler, and was commissioned by producer Peter Bryant, from Pedler and Derrick Sherwin on 6 May 1968. Sherwin was at the time also acting as Doctor Who’s script editor. Ultimately it was realised that Pedler’s original synopsis was far too brief and Sherwin, who was always intended to have actually written the scripts from Pedler’s synopsis, was left to craft and develop much of the plot himself.

			The Cybermen were again re-designed for the story, and we were introduced to the Cyber-Director, represented as a large and complex device constructed from perspex and metal, with a spinning central section and fitted with flashing lights. This was a very basic representation of the being as described in the script:

			

			THIS IS BASICALLY A METALLIC BRAIN-CASE-SHAPE PULSATING WITH PERIODIC INNER PRESSURE LIGHT COMING FROM INSIDE IT. TO IT GO LARGE COILS OF CORRUGATED TUBE FROM PERIPHERAL MACHINERY COMPOSED MAINLY OF LARGE ELECTRICAL COILS (SPRING SHAPED) FLASHING WITH LIGHT. THE SURFACE OF THE BRAIN CASE IS COVERED IN VEINS OF SMALL POINTS OF LIGHT ARE TRACKING OVER IT.

			

			THIS WHOLE COMPLEX IS HOUSED IN A TRANSPARENT UNIT WHICH HAS VARIOUS ELECTRONIC LEADS RUNNING TO IT. THE WHOLE COMPLEX BEGINS TO PULSATE WITH LIGHT AND SOUND WHEN IT IS REVEALED.

			

			WHEN THE CYBER DIRECTOR SPEAKS IT IS WITH A SYNTHETIC VOICE BUT THE WORD FORMULATION IS PERFECT, WELL MODULATED, CONTROLLED AND COMPLETELY WITHOUT EMOTION.

			

			The Cybermen’s costumes were once more based on a wet suit but the arms and legs had a single rod fitted to them rather than the double rods of The Wheel in Space. The rods were attached to small hemispherical connectors positioned on the arms and legs as before. 

			The helmets retained the ‘teardrop’ hole on the eye, but the hole below the mouth was removed. Two ‘pie case’ attachments were present on either side of the head from which the tubes leading to the top of the skull emerged. The chest unit was very much simplified, although retaining the gun fitting at the top of the central section.

			One of the actors playing a Cyberman in The Invasion was Richard King, who, unknown to the BBC, suffered from claustrophobia. ‘I hadn’t been forewarned as to what the outfit would be, and in our business you tend not to reveal to the BBC your little afflictions. When I turned up, they gave me this rubberised suit, which was fine, but when the dressers came to put the helmet on and screw the helmet down – which is what they had to do – I started to get very irritable. I just couldn’t stand it, but I had to in order to get through the job. The dressers were very understanding and would come between takes and remove the helmet so that I could calm myself down, ready for the next shot.

			‘The suits were very difficult to walk in and the way that the Cybermen walked, in a very staccato manner, was about the only way you could walk in the suit.’

			One of the most memorable scenes from The Invasion is when the Cybermen emerge from hiding and are seen marching over London. In particular there is a scene of them on a long flight of steps, with St Paul’s Cathedral towering in the background. 

			King remembered filming these scenes. ‘At St Paul’s, because of the limited field of vision that we had within the Cyberman costumes, which was further obscured by some gauze fitted over the eye holes, and also because the director wouldn’t let us move our heads down to see where the steps were, we literally had to walk down the steps feeling the way with our feet. 

			‘All in all, playing a Cyberman was very uncomfortable. The suits were difficult to wear, but the job was enjoyable in some ways. In this business, you have to put up with these things.’

			Costume designer for the story, Bobi Bartlett, also remembered the filming at St. Paul’s Cathedral, but for very different reasons. 

			‘There was a scene when the Cybermen came out of the sewers,’ she recalled. ‘And I was actually underground, in the sewers with them. The Cybermen’s helmets had to be screwed together, with a single screw at the back attaching them to the main part of the costume for quick release. They were made of fibreglass, as they had to be lightweight, but the actors couldn’t stay in them for more than about twenty minutes at a time before they became too hot and started to have problems with condensation as the eye visors steamed up. They could also get to feel claustrophobic. Consequently I had to be on hand throughout the filming, to take their heads off between shots and then screw them back on again when they were needed.

			‘Unfortunately, the director, who was usually extremely efficient, took an incredibly long time to film these particular shots of the Cybermen coming out of the sewers, so I was down there for ages, constantly taking Cybermen’s heads off and putting them back on again. What didn’t help matters was that there were also lots of rats in evidence! I had to say to the director, “I’m sorry, but I’m not going down there unless you let me have some men with big torches to scare the rats off, because if I see a rat it won’t be a Cyberman you’ll get coming out of the sewers, it’ll be me!” I got quite firm about it, because I knew that if I came out while they were filming, and ruined their shot, they would get extremely annoyed with me. In the end it worked really well and to great effect, as they conceded and gave me more warning before the Cybermen were needed each time.’

			In a significant change from the previous Cyberman stories, The Invasion did not use Peter Hawkins or Roy Skelton to provide the voices. Instead an actor called Peter Halliday, who was also guest-starring as one of the human characters in the story, did the voices of the Cyber-Planner and of the regular Cybermen. As a result they were completely different to those that had gone before. For the Cyber-Planner, Halliday adopted a kind of nasal emotionless drawl, not entirely dissimilar to the voice of the regular Cybermen in The Wheel in Space, while for The Invasion’s regular Cybermen (which only spoke in two scenes in the entire eight part story), the voice was distorted and overlaid with electronic twangs.

			Following the conclusion of The Invasion, the Cybermen didn’t make a further major contribution to the series for the next five years and missed any significant appearance with Jon Pertwee’s Doctor during his time in the role. This was unusual for a creature that had been such a success in the mid- to late-sixties. Perhaps a contributing factor to this was that shortly after submitting the initial storyline for The Invasion, Kit Pedler, together with Gerry Davis, was instrumental in the devising and setting up of a new BBC drama show called Doomwatch.

			During the era of the third Doctor, the Cybermen did make two very brief appearances, as one of the images experienced by the Doctor while he is being attacked by the alien mind parasite housed inside the Keller Machine at Stangmoor Prison (The Mind of Evil), and as one of the trapped specimens in Vorg’s Miniscope (Carnival of Monsters).

			The Cybermen’s next ‘proper’ appearance was in 1975, when Gerry Davis contributed a story called Revenge of the Cybermen. This started life as a storyline and four part story called Return of the Cybermen and was retitled Revenge of the Cybermen for production.

			Because of the long gap between The Invasion and Revenge of the Cybermen, all the existing Cyberman costumes had either been lost or damaged and so the Visual Effects Department had little choice but to start again from scratch. To create the costumes, an external contractor was assigned, Allister Bowtell.

			‘The Cybermen were based on the same kind of thing that had gone before and were based around a wet suit,’ commented Bowtell. ‘I think we were given a drawing to work from as well.

			‘We had to re-sculpt the head and the helmet was made from fibre-glass. We had about ten people working on that costume, all doing different parts. I remember making the basic shell of the chest unit, for example, and then someone else filled it with bits and pieces from broken television sets.

			‘The designs evolved. The BBC designer would come down to the workshop while we were making the costumes and make comments and suggestions.’

			Revenge of the Cybermen featured another new form of Cyberman, the Cyberleader. The costume for this higher ranking Cyberman was effectively the same as all the others, but with a predominantly black helmet as opposed to the silver of the others.

			The Cyberleader was played by actor Christopher Robbie, and, for the first time, the Cybermen’s voices were provided by the actors inside the costumes, rather than voice artistes being hired to do them separately.

			‘One had to try to find a vaguely mechanical voice,’ Robbie explained in 1985. ‘I think that I was led to believe when we were rehearsing it that the voice was going to be distorted through a synthesiser to a far greater degree than eventually it was. And that’s why I was speaking in that staccato way with deliberate pausing, so that any distortion would still allow the words to come through.’

			Following Revenge of the Cybermen, the silver giants were not to make another appearance in Doctor Who for a further five years. These absences were down to a lack of suitable opportunity rather than from a conscious policy by successive production teams not to feature them. When they eventually did return, it was with yet another radically different look.

			In 1981, producer John Nathan-Turner and script editor Eric Saward, turned their attention to the Cybermen. Saward remembered the creatures from Doctor Who’s past and wanted to bring them back to the show, bigger and better than before. With Tom Baker leaving after seven years in the role to be replaced by Peter Davison, Nathan-Turner wanted something in Davison’s opening season to make an impact.

			With the working title of Sentinal, Saward’s Cyberman story was commissioned on 24 July 1981 and eventually re-titled Earthshock for production. As with Revenge of the Cybermen, the story featured a Cyber Leader, and added a Cyber Lieutenant to the ranks as well as numerous warrior Cybermen.

			No consideration was given to re-using any costumes that might still remain in the BBC’s stores as Nathan-Turner wanted a radical new look for the creatures. The construction of these new costumes was given to a freelance company called Imagineering.

			Imagineering were approached by the costume designer allocated to Earthshock, Dinah Collin. ‘The Cybermen comeback was really quite difficult,’ she explained in 1985. ‘You are stuck with an image and because Doctor Who has such an enormous tradition, you can’t devise a completely new thing. I was asked to actually re-think the costume. We had to have elements of the original shape – the head was the main thing. They ended up with those handles on the sides, which I’ve always thought was a mistake, but the handles were somehow part of how people remembered them. As for the rest of it, I think we found a flying suit which was ex-army surplus, and covered with all these amazing tubes which we built up, and then put even more tubes on and that’s how it evolved. The other Cybermen wore terrible wellingtons. I didn’t get over that problem terribly well, I used moonboots which were sort of better.’

			‘We did a lot of sketches ourselves,’ said Richard Gregory, one of Imagineering’s founders, ‘to show Dinah how we thought the Cybermen should look and how they could be made and we were very lucky in that she agreed so many of them and we had a good amount of time in which to make them.’

			The Earthshock Cybermen did bear a lot of superficial similarities to those of the sixties. The helmets retained the tubes on the sides of the head, but the creatures were given a more sculptured and ‘hi-tech’ facial appearance than before. One innovation, suggested by producer John Nathan-Turner, was to give the helmets a clear perspex mouth piece through which the actor’s real mouth and chin could be seen moving. This was to reinforce the original concept that the Cybermen were not robots and that there was some remnant of a humanoid creature inside, and also to make clear which of them was speaking at any given time – something Nathan-Turner was particularly keen to achieve.

			The basis of the costume was, as Collin stated, an RAF G-suit. These suits were covered on the outside with a capillary system of tubes, all leading to a series of larger and larger tubes through which water was pumped in order to cool pilots when on high-altitude missions. The G-suit was taken apart and reconstructed on a cotton boiler suit in order to ensure that they would fit the actors. The capilliary tubes echoed the tubes featured on the arms and legs of the Cybermen in previous stories, and, as before, they were all connected up to the chest unit. 

			The chest unit was considerably smaller, and was split into two sections, upper and lower. Behind a perspex panel mounted on the front of the upper unit could be seen the bas-relief impression of a heart and veins, while the lower part of the unit was connected to the upper part via a flexible ribbed section.

			The costume was completed with moonboots for the feet and heavy motorbike gauntlets for the hands, both of which were sprayed silver to match the rest of the costume.

			To play the Cyber Leader, actor David Banks was hired. Like Christopher Robbie before him, he also had to provide the voice for the creature he was playing. ‘There is a difficulty when wearing the costume, as to where you put the radio mike. In Earthshock it was put up in the top of the helmet and held there with tape, but in the studio, it got hot, the tape came undone, and it slowly slid down my face. We had visible jaws in those costumes and we had a bit of a continuity problem as the microphone appeared in the jaw line.

			‘It’s probably nicer to feel in control of what you are doing and saying when you are saying the lines yourself rather than having someone speak them for you.’

			After their return in Earthshock, the Cybermen again started to appear on a semi-regular basis, and the first of these appearances was in the twentieth anniversary story The Five Doctors. The costumes used in The Five Doctors were identical to those in Earthshock – although they were reportedly a new batch built from scratch – with the exception that the perspex mouth pieces were sprayed over with silver. This was, apparently, not a deliberate design change, but one which came about gradually as the suits were touched up by the dressers between takes on location. David Banks recalls that even as early as Earthshock, the mouthpiece was being sprayed silver to try and hide the radio-mike as it slipped down his head.

			Banks again returned to reprise his role as the Cyber Leader and remembered one scene where the Cybermen were literally torn apart by a powerful and lethal robot. ‘I had the idea of holding some milk in my mouth and then spitting it out when I was attacked. I was fitted up with explosive charges and I sucked up the milk through a straw. If anything had gone wrong, I could really have choked.

			‘Stuart Fell, the stuntman, had green smoking slime stuck to his helmet, and he was suffocating, couldn’t get his helmet off, couldn’t shout. We thought him falling on the floor was just good stunt work ...’

			Although the Cybermen were the major monster to appear in The Five Doctors – the story also featured cameo appearances from a Dalek and a Yeti – it wasn’t long before they were back in another story of their own. Attack of the Cybermen started life as a storyline called The Cold War commissioned on 10 January 1983 and written by a friend of Saward’s under the name Paula Moore. More so than any other Cyberman story, Attack of the Cybermen was heavily reliant on Doctor Who’s past history and told of an attempt by the Cybermen to divert Halley’s Comet into the Earth in 1986 and thus prevent Mondas from being destroyed when it returned to the Earth (as seen in The Tenth Planet). In addition, the Cybermen had made their base in London’s sewer system (The Invasion) and also had a base on the planet Telos (The Tomb of the Cybermen). The Cyber Controller from The Tomb of the Cybermen also returned, albeit in a redesigned form, played, as before, by Michael Kilgarriff, and, in a nicely original touch, the Cybermen patrolling the sewers were painted black rather than silver, so that they would be camouflaged in the darkness.

			Once again the costumes were re-used from Earthshock with little modification, aside from the aforementioned colour schemes. The costume for the Cyber Controller, however, was new. The basis for this costume was again one of the flight suits, but in keeping with the original design as seen in The Tomb of the Cybermen, it had no chest unit, and the helmet was highly domed and did not feature the distinctive ‘handles’ on either side. In another nod to the original Cyber Controller, the dome of the helmet was originally painted silver with a red tint to give the impression of a brain beneath. This idea was dropped, however, and the dome was re-sprayed plain silver, although, as this was done part-way through recording, the red tint can still be seen in certain shots in the transmitted story.

			The Cybermen’s final appearance in Doctor Who was in a story made to mark the programme’s twenty fifth anniversary in 1988 – a silver anniversary in matrimonial terms – and what better monsters to return for such an anniversary. The story was commissioned from writer Kevin Clarke on 20 January 1988 under the title The Harbinger but was later retitled Silver Nemesis to reflect the nature of the anniversary.

			The Cybermen underwent yet another redesign for this story, this time courtesy of costume designer Richard Croft. One of Croft’s innovations was to make use of a chroming process on the helmets and chest units so that they seemed to be made from a highly polished and reflective silver metal. In an unfortunate side effect, over time, the silver chrome oxidised and changed to a gold colour which metal is fatal to the Cybermen.

			The costumes were again based on the flight suit principal but, by this time, the RAF were no longer making the suits that had been used as the basis for the previous costumes and so Croft had to re-create something similar. Instead of the capillary tubing on the arms and legs, he used clear plastic tubing connected together with electrician’s junction boxes, which encircled the lower legs and lower arms of the Cybermen. The gloves were American baseball catcher’s mittens and the actors wore lace-up boots on their feet, a concession to comfort that had actually been instigated from The Five Doctors onwards.

			‘These costumes were designed for comfort,’ said David Banks, who once more returned to play the Cyber Leader. ‘They’re lighter, the head is larger, and you can unclip the back panel and get it off yourself. It’s still very uncomfortable, though, in the hot sun.’

			One final idea for Silver Nemesis that was not to make it into the final scripts, was the reintroduction of the Cybermats. A design for the creatures had been devised by visual effects assistant Mike Tucker for the story but was not included. A further redesigned version of this Cybermat later appeared in a documentary made by the BBC to mark thirty years of Doctor Who in 1993.

			With the conclusion of Silver Nemesis, the Cybermen were not to appear in Doctor Who before its cancellation as a BBC production in 1989. After numerous appearances, spanning some twenty years, they had certainly made their mark and, like the Daleks, were earmarked for the series’ return in 2005. 
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