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Liebe Buchhändlerinnen und Buchhändler,

erneut steht unser Sachbuchprogramm ganz im Zeichen  
absoluter Kultthemen, seien es der Superspion James Bond, 
die Giger-resken Alien oder das geschichtsträchtige Star 
Trek. Dabei bietet unsere kleine, aber feine Auswahl stets 
wunderschöne Coffee Table Books.

Der 256 Seiten starke Bildband BEING BOND präsentiert einen 
Rückblick auf Daniel Craigs fünf James-Bond-Filme als 007.

STAR TREK: DIE KUNST VON DAN CURRY zeigt die ver-
schiedenartigsten Schöpfungen des siebenfachen Emmy-
Preisträger Dan Curry, der zu den größten Talenten in der 
Geschichte des beliebten Franchise zählt.

In zwei wirklich gewichtigen Werken enthüllen wir die  
komplette Geschichte hinter zwei der berühmtesten Sci-Fi-
Horrorfilme aller Zeiten: ALIEN und ALIENS. Zusätzlich gibt 
es das ultimative Werk für Fans der ALIEN-Reihe auch im 
wunderschönen Schmuckschuber.

Da kann Weihnachten kommen …

Herzlichst
Ihr Cross Cult-Team

and related James Bond Indica © 1962-2022 Danjaq, LLC And Metro-Goldwyn-Mayer Studio Inc.
and related James Bond Trademarks are trademarks of Danjaq, LLC. All Rights Reserved.
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him and it almost does in Casino Royale.”

“The love story is very fundamental to Bond’s formation,’ 

says Eva Green, who played Vesper. “His heart is broken. His 

trust is lost. Later he’s going to become the best secret agent 

ever, because he’s so detached and can be like a robot and not 

be emotional.”

Long before Haggis was drafted on board, Wilson, Broccoli 

and Campbell had already begun their hunt for an actor to play 

their modern twist on a “back-to-basics” 007. “We wanted to do a 

twenty-first-century Bond and redefine what a classic male hero 

should be,” says Broccoli. “Casino Royale gave us the opportunity 

to get into Bond’s inner life. It tells you why he became the man he 

became, so we wanted an actor who could be an iconic image of 

the twenty-first-century man and who had the acting chops to be 

able to deliver the emotional inner life without a lot of dialogue, 

because Bond is a very internal character. It was a very, very tall 

order, and there were hundreds of people being discussed.”

Casting director Debbie McWilliams, whose association with 

the series dates back to the days of Roger Moore and who 

had been involved in the casting of Timothy Dalton and Pierce 

Brosnan, was given the herculean task of finding this new Bond. 

“The whole process was several months from me setting off with 

my backpack and passport going here, there and everywhere to 

when they actually chose him,” she recalls. “There are always the 

usual suspects, but I like to find people who aren’t well known or 

are slightly more unusual or a bit offbeat.” Initially she was looking 

for “young actors, much younger than Daniel was at the time, 

because it was about him becoming James Bond. I went to all the 

English-speaking territories and I met lots of people, and a lot of 

them have become very famous.” However, when it was decided 

that Bond should be young, but not that young, “we went up a 

level age wise, and it brought in a different group of people.”

One name had been on Broccoli’s list from the very beginning: 

Daniel Craig. A graduate of the National Youth Theatre and 

Guildhall School of Music and Drama, the Cheshire-born Craig had 

originally broken through with the BBC drama serial Our Friends 

in the North in 1996, before going on to prove his versatility in a 

succession of acclaimed film and television roles, with his taste 

erring towards the arthouse rather than the overtly commercial, 

be it as George Dyer, alcoholic lover and muse of artist Francis 

Bacon, in Love Is the Devil, the pampered son of Paul Newman’s 

mobster in Sam Mendes’s Road to Perdition, philandering poet Ted 

Hughes in Sylvia, or as a Mossad agent hunting down Palestinian 

terrorists in Steven Spielberg’s Munich. 

Broccoli remembers first seeing Craig in Our Friends in the 

North. “Everything he did, he always became the character 

and disappeared into the role,” she recalls, “but he also had an 

unbelievable amount of charisma. I always say, ‘He’s lit from within,’ 

because whatever scene he’s in, whether it’s on the stage or on 

screen, he’s completely captivating. He is a great character actor, 

but in the body of a movie star, and it’s a very unique thing.” While 

many critics saw Craig’s 2004 role as the nameless drug dealer 

determined to go straight in Matthew Vaughn’s Layer Cake as his 

“audition piece” for Bond, Broccoli insists it was his performance 

as Jesuit priest John Ballard in Shekhar Kapur’s 1998 period drama 

Elizabeth that convinced her Craig was the one. “I remember 

thinking, ‘Oh my God, he’s the guy,’ when he was in Elizabeth, 

walking down the corridor. I know that sounds crazy, but that 

was the moment I felt it in my gut. When your whole life is James 

Bond, some part of you is always looking for, Who could play the 

ABOVE: Craig's twenty-first-century 

Bond in action. 

RIGHT: Craig and Caterina Murino 

filming a close-up. 
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Mark Salisbury

•  Großes Resümee zum Abschluss der  
Daniel-Craig-Ära

•  Bond ist DIE Agentenikone der Geschichte 
•  Das perfekte Weihnachtsgeschenk für 

jeden Bond-Fan

BEING BOND 
Daniel Craig – Ein Rückblick

Der 256 Seiten starke Bildband bietet einen Rückblick auf Daniel Craigs fünf James-Bond-
Filme als 007.

Daniel Craig begann seine Amtszeit als James Bond 2006 mit Casino Royale, der lang erwarteten Verfilmung 
von Ian Flemings 007-Ursprungsgeschichte. Es wurde der erfolgreichste Bond-Film aller Zeiten (und wurde 
später von Skyfall sogar in den Schatten gestellt). Craig belebte mit seiner Bond-Darstellung das Franchise 
neu und spielte in vier weiteren Bond-Filmen mit: Ein Quantum Trost, Skyfall, SPECTRE und Keine Zeit zu 
sterben. Dieser aufwendige Bildband führt den Leser hinter die Kulissen von Daniel Craigs fünf Filmen als 
James Bond und enthüllt die Geschichten hinter der Entstehung der Filme mit exklusiven Fotos vom Drehort, 
Konzeptzeichnungen, Kostümentwürfen, Stuntpannen und mehr, begleitet von Interviews mit den Darstellern 
und der Crew.

Coverabbildung nicht final

MARKETINGAKTIONEN
• Werbung in Movie Magazinen
• Bond-Aktion / Gewinnspiel
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1: Casino Royale

TB | 208 S. | € 11,80 (D) 
ISBN 978-3-86425-070-5

8: In tödlicher 
Mission
TB | 260 S. | € 12,80 (D) 
ISBN 978-3-86425-084-2

18: Eisbrecher

TB | 380 S. | € 15,-- (D)  
ISBN 978-3-86425-454-3

25: Der Mann von 
Barbarossa
TB | 380 S. | € 15,-- (D) 
ISBN 978-3-86425-859-6

7: Goldfinger

TB | 400 S. | € 12,80 (D) 
ISBN 978-3-86425-082-8

14: Octopussy

TB | 148 S. | € 12,80 (D) 
ISBN 978-3-86425-096-5

17: Der 
Kunstsammler
TB | 380 S. | € 15,-- (D)  
ISBN 978-3-86425-453-6

24: Operation 
Jericho
TB | 380 S. | € 15,-- (D) 
ISBN 978-3-86425-858-9

2: Leben und 
sterben lassen
TB | 272 S. | € 12,80 (D) 
ISBN 978-3-86425-072-9

9: Feuerball 

TB | 372 S. | € 12,80 (D) 
ISBN 978-3-86425-086-6

15: Colonel Sun 

TB | 240 S. | € 15,-- (D) 
ISBN 978-3-86425-432-1

Gesamtbox – Alle 14 Romane 
von Ian Fleming 
14 TB im Schuber | € 160,-- (D)  
ISBN 978-3-86425-431-4

19: Eine Frage der 
Ehre
TB | 304 S. |€ 15,-- (D)  
ISBN 978-3-86425-770-4

26: Nur der Tod 
währt ewig
TB | 384 S. | € 18,-- (D) 
ISBN 978-3-98666-110-6

3: Moonraker

TB | 288 S. | € 12,80 (D) 
ISBN 978-3-86425-074-3

10: Der Spion, der 
mich liebte
TB | 220 S. | € 12,80 (D) 
ISBN 978-3-86425-088-0

20: Niemand lebt 
ewig
TB | 280 S. | € 15,-- (D)
ISBN 978-3-86425-771-1

27: Lass niemals 
Blumen sprechen
TB | 368 S. | € 18,-- (D) 
ISBN 978-3-98666-324-7

4: Diamantfieber

TB | 320 S. | € 12,80 (D) 
ISBN 978-3-86425-076-7

11: Im Geheimdienst 
Ihrer Majestät
TB | 368 S. | € 12,80 (D) 
ISBN 978-3-86425-090-3

21: Das Spiel ist aus

TB | 336 S. | € 15,-- (D) 
ISBN 978-3-86425-772-8

28: Operation 
Seafire
TB | 368 S. | € 18,-- (D) 
ISBN 978-3-98666-332-2

5: Liebesgrüße aus 
Moskau
TB | 350 S. | € 12,80 (D) 
ISBN 978-3-86425-078-1

12: Man lebt nur 
zweimal
TB | 286 S. | € 12,80 (D) 
ISBN 978-3-86425-092-7

22: Scorpius 

TB | 368 S. | € 15,-- (D) 
ISBN 978-3-86425-773-5

6: Dr. No 

TB | 350 S. | € 12,80 (D) 
ISBN 978-3-86425-080-4

13: Der Mann mit dem 
goldenen Colt
TB | 240 S. | € 12,80 (D) 
ISBN 978-3-86425-094-1

16: Kernschmelze 

TB | 240 S. | € 15,-- (D) 
ISBN 978-3-86425-433-8

23: Flottenmanöver 

TB | 368 S. | € 15,-- (D)
ISBN 978-3-86425-840-4

Mit der Absicht zu 
töten
PB | 320 S. | € 18,-- (D) 
ISBN 978-3-96658-964-2

Ewig und ein Tag 

PB | 336 S. | € 16,99 (D) 
ISBN 978-3-86425-759-9

Coverabbildungen nicht final | Alle Angaben ohne Gewähr
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BEST OF JAMES BOND

DOPPELT ODER NICHTS
PB | 496 S. | € 20,— (D)  
  ISBN 978-3-98666-200-4
BEREITS ERHÄLTLICH

DAS ULTIMATIVE  
JAMES BOND QUIZBUCH
PB | 448 S. | € 15,— (D)  
  ISBN 978-3-96658-681-8
BEREITS ERHÄLTLICH

UNNÜTZES  
JAMES BOND WISSEN
PB | 464 S. | € 15,— (D)  
  ISBN 978-3-96658-191-2
BEREITS ERHÄLTLICH

Coverabbildungen nicht final | Alle Angaben ohne Gewähr

007 wurde von einer zwielichtigen privaten Militärfirma 
entführt, vielleicht sogar getötet. Sein Aufenthaltsort 
ist unbekannt. Eine neue Generation von Agenten … 
Johanna Harwood, 003. Joseph Dryden, 004. Sid Bashir, 
009. Zusammen repräsentieren sie die Besten und 
Klügsten des MI6. Kompetent, entschlossen und mit der 
Lizenz zum Töten. Um ihr Land zu schützen, sind sie zu 
allem bereit. Das Schicksal der Welt ruht in ihren Händen 
… Tech-Milliardär Sir Bertram Paradise behauptet, den 
Klimawandel rückgängig machen und den Planeten retten 
zu können. Doch stimmt das auch? Die neuen Agenten 
müssen die Wahrheit herausfinden, denn die Zukunft der 
Menschheit steht auf dem Spiel.
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» Dieses Buch erzählt die faszinierende 
Geschichte, wie ALIEN von der simplen 
Idee des Drehbuchautors Dan O’Bannon, 
einen Film über einen außerirdischen 
blinden Passagier zu drehen, zu einem 
der unvergesslichsten Werke des 
Gruselkinos wurde.« 
SYFY

LETTING OFF STEAM

“Usually I would have chatted with and observed the technical crew,” 

Holm wrote, “but Alien wasn’t turning out to be the right sort of film 

for this kind of easy association. There was too much tension and suspicion.”

His fellow thespians were also still having a hard time. By mid-August, 

Kotto had his own agenda and ideas about how Parker could kill the alien, to 

the point where Scott avoided him. “Which door is Yaphet standing by this 

morning?” he would ask Powell so he could come in through another. “God 

bless him, Yaphet would come to me with a million ideas on a daily basis,” 

Scott said. 
“It’s true Ridley used to hide from him,” Christian said. “Yeah, Yaphet 

was enraged.” 

As the day of Parker’s death approached, Kotto could be heard saying, 

“I’m not a pussy—I’m going to fight this thing.” “He’d convinced himself 

that he was going to kill it,” Powell said. “He was going to rewrite the script.”

“Because Alien is a film about such terror and loss, after you have been 

working on it for a while—well, I’m not sure how far I ever got away from 

it,” Weaver said. “I did have one odd nightmare once. It was so strange. I 

dreamt I was visiting some people up in Vermont in a farmhouse, and all of 

a sudden the alien came out of the chimney.”

Holm invited Weaver down to his farm in Kent for a weekend or two, 

“just so I could stay sane,” she said.

“Sigourney Weaver came to stay at Wassall, and confided that she felt 

isolated and pretty miserable,” Holm wrote. “She came from a well-to-do 

American family, and clearly possessed both strength and intelligence. I 

think one of the producers took a shine to her, and though the bare facts of 

her eventual heroism were certainly present in the final shooting script, some 

of us were aware that the emphasis on her fortitude slowly shifted. During 

filming it became even more so. Ripley slowly became a star role, and the 

film lost a little of its ensemble feel.”

“There was a competitiveness among the actors,” said Powell.

“It was really an extremely hard film to do,” Cartwright said. “It was 

exhausting. Because there was so much technical stuff to do we had to wait 

really long hours for them to get it prepared. And it was very claustrophobic 

there on the set. It was like being in a real spaceship. Everyone was under a 

lot of pressure.”

“The crew still didn’t know that Ridley was deliberately stirring up the 

actors to make Sigourney feel insecure,” Beale said. “So when she was sitting 

outside the stage a couple of times crying, people wanted to comfort her, but 

I said, ‘Keep away. Let Ridley do that.’”

A good deal of the tension, as always, was due to cost and budget worries. 

“This did create some problems for me,” Vanlint said, “in that I had to have 

three crews on at once throughout quite a good part of the picture—rigging, 

de-rigging, and pre-lighting.”

Scott would remember a combative meeting with Beale. “The question 

everyday at 5 o’clock was, ‘How’d you do today?’ It wears you out!” said Scott. 

“The studio should be the support system, not the obstacle. When you’re 

constantly querying somebody, making the director more and more 

nervous—that’s how bad things happen.” 

Allder would remember that Scott was once sitting on a low couch and 

hearing rumors from Carroll that Fox executives were saying that he couldn’t 

handle himself, that he couldn’t stand the pressure. “Ridley was very fiery and 

could go into one in a big, big way,” said Allder, who described Scott’s 

reaction: He reeled off his accomplishments—and punctuated them by 

cracking his finger on the floor. “And apart from that,” Ridley shouted, “I 

think I broke me fucking finger!”  

Carroll went out and came back with ice.

RIGHT: Writer-producer David 

Giler on set speaking with Scott 

as associate producer Ivor Powell 

listens in.

FAR RIGHT: Scott looking tired.

LEFT: The fake head used for Ash. 

Choosing among the Polaroids, 

Scott matched Holm with the 

second from right. 

BELOW RIGHT: Scott painstakingly 

makes up Holm’s face (his body 

is below the table) to match the 

chosen Polaroid.

FAR LEFT, MIDDLE: Ripley 

contemplates the robot head.

FAR LEFT, BOTTOM: The fake head 

in its box.
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gory.” Giler’s ploy was also working, for the script also had Ladd recalling 
actress Tippi Hedren in another Hitchcock suspense film, The Birds (1963). 
He thought audiences might engage with a woman in peril.

“There was a strong consensus,” the Journal reported. “Mr. Wigan said he 
thought the script ‘had the same primal fear of the old story of the blind girl 
left alone in the house with a killer lurking about; it’s been told many times 
before, but I believe it’ll work.’” (Referring to something like Audrey 
Hepburn in 1967’s Wait Until Dark.)

Jay Kanter, senior vice president for worldwide production, thought the 
story was unique because it wasn’t “a space hardware picture, but a suspense 
thriller set in the future.” 

Ladd, Kanter, and Wigan were Fox’s ruling triumvirate; if they all agreed 
on a script—“our tastes were all alike,” Kanter said—that story had a good to 
better chance of being greenlit. Ladd decided to go forward, tentatively. It 
was not a commitment. He felt that the script would have to be rewritten, 
and Hill would direct. It may have been that Ladd wanted to wait until he 
heard and saw more of Star Wars. 

SQUID FIEND OF ALBION

I f Fox chose to make Alien in the UK, it would be an Eady Levy film and 
qualify for a substantial tax break. “Fox, for various financial reasons, very 

much wanted to make the movie in England on the Eady plan,” Hill said, 
“which was a big thing. They also had a special deal on the Bond stage at 
Pinewood.” The studio was also looking at Elstree Studios, where Lucas had 
shot most of Star Wars, and at Shepperton.

“My role was that Alan Ladd would send me a script and say, ‘Can it be 
made, and what sort of budget would it be made for?’” said Peter Beale, Fox’s 
managing director of production in the UK. Beale had started his career as a 
runner and worked his way up from third and second assistant director on 
films such as David Lean’s Lawrence of Arabia (1962) and Dr. Zhivago (1965), 
assistant editor, to production manager, then producer on A Touch of Class 
(1973). More recently he’d shepherded Star Wars through its difficult shoot; 
just before that he’d done the same for Fox’s The Omen (1976). 

Beale hired production designer Elliot Scott to do a series of set design 
sketches in mid-March. “Like I did on Star Wars,” Beale said, “I again got 
Elliot in to work with me for a few weeks to analyze the script for Alien, so 
that we both understood it.”

A veteran of dozens of films, Elliot Scott had just designed Warlords of 
Atlantis (1978), a sci-fi fantasy flick, and had been Beale’s first choice to do 
Star Wars. After discussing the Alien script with Beale, and a possible location 
shoot in Jordan’s Petra, Scott produced over 20 sketches, including several 
for Hill’s “Red City.” He also conceptualized the Leviathan and its interiors: 
the “hypersleep vault,” zero-gravity corridors, engine room, interior dome, 
and infirmary, several of them featuring Ripley.

At around the same time, George Lucas screened Star Wars for the Fox 
sales team at his Marin County home in northern California. Afterward, a 

ABOVE: Concept artist Elliott Scott 
foresaw a rotating cylinder, inside of 
which an actress would appear to 
walk up a wall (top right).

RIGHT: The corridors above and 
below the infirmary to show how the 
acid would burn from one level to 
the other.

ABOVE: Scott’s concept for the 
entrance to a Red City “temple.”

LEFT: More drawings by Elliot Scott: 
(top left) Faraday at a workbench 
in the engine room (a shot with a 
miniature); crew on the planetoid 
spot the “black spacecraft” (top 
right); crew explore a “temple” 
(bottom).
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ALIEN – Die Entstehungsgeschichte
von J. W. Rinzler, übersetzt von Felix Gass
27,3 x 30,2 cm | SC | ca. 336 S. | € 59,— (D) 
  ISBN 978-3-98666-407-7
OKTOBER 2023
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•  Sci-Fi-Kult vom Feinsten und ein Muss für 
Fans der ALIEN-Reihe!

•  Ein großartiges Werk mit exzellenten  
Artworks und Interviews mit Ridley Scott!

•  Die neue ALIEN-Serie ab 2024  
bei Disney Plus!

ALIEN 
Die Entstehungsgeschichte

Die komplette Geschichte hinter dem berühmtesten Sci-Fi-Horrorfilm aller Zeiten

1979 wurde eine Filmlegende geboren, als Regisseur Ridley Scott ALIEN auf die Leinwand brachte – und den 
Zuschauern in aller Welt den Schrecken ihres Lebens einjagte. Autor J. W. Rinzler erzählt die ganze faszi-
nierende Geschichte des Films, wie sich ALIEN von einer simplen Idee im Kopf des Autors Dan O’Bannon zu 
einem der denkwürdigsten Sci-Fi-Horror-Thriller aller Zeiten entwickelte. Legendär ist das Alien-Design des 
Schweizer Künstlers H. R. Giger und Sigourney Weavers Hauptfigur Ellen Ripley hat längst Kultstatus erreicht.

Mit brandneuen Interviews mit Ridley Scott und anderen wichtigen Mitgliedern des ursprünglichen 
Produktionsteams und vielen nie zuvor gezeigten Fotos und Artworks aus den Archiven feiert dieser Bildband 
einen der größten Kultklassiker aller Zeiten. 

J. W. Rinzler

» Rinzler zeigt, warum gerade ALIEN zu 
einer der größten Schöpfungen des 
Kinos wurde.« 
The Film Stage
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his elaborately staged Halloween shows at and outside his home. Each year was themed, and 1979 was the year of Alien. With his usual group of friends—Mike Minor, Lynn Barker, Tom Scherman, Fran Evans, Bill Malone, Tom Campbell, Walter Koenig, Dorothy Fontana, et al—and the Skotaks—the team got to work. Fox was looped in and okayed the concept and a sign posted at the head of the spaceship set giving credit to the studio and the fi lm.
“The Fox execs came through and were real impressed,” Robert Skotak recalled. “I’d been put in charge of supervising the re-making of the alien costume. I headed a group that included my brother, Dorothy and Tom Campbell; we’d been working with Tom on Battle Beyond the Stars at the time. We also re-created several corridors of the spaceship. It was very ambitious. It was a big thing, and thousands of people saw the promo, ‘20th Century-Fox’s Alien.’ Fox appreciated it, and they had all the leftover stuff, so the studio gave it to Bob: the Nostromo, parts of the sets, the costumes, the spacesuits. They didn’t want to waste money on storage, and they saw that Bob already had a museum of sorts, including King Kong’s original armature and so on.” 

However, the derelict, six years later, was in bad shape. LAE had to repaint and re-sculpt it. “Because it had been in Bob’s driveway for quite a long time, black widow spiders had found a home in it,” Dennis Skotak said. “They had laid eggs in it, which was a weird irony, so it wasn’t very safe to handle at fi rst.” 
The actual job of restoring the derelict and creating the volcanic environment (and rock wall) for it went to Matt Rose and Mark Williams, who re-sculpted part of the ship in foam. Cameron would need several shots of the derelict ship for process plates. Due to the derelict model’s weight and perilous condition, he opted to shoot those plates in Los Angeles rather than ship it over to England. “Our fi rst day of real work on the fi lm was vacuuming dust off the derelict,” said Robert Skotak.

Their team also had to re-create the Narcissus. In this case, the original model was not available; it had been stolen from an exhibition. Working from photographs, they fabricated a square steel tubing armature, which they welded together using wood for the understructure and plexiglass on top.As Cameron approved fi nished models, he shot video storyboards, also known as animatics. These would serve as guides for the fi nal effects shots and, much later on, as placeholders in edits when fi nal shots had yet to be completed.
“Jim has been recording shots with a video camera as he wants them,” Hurd said at the time. “This is a much better device than just regular artwork storyboards. The effects people can see exactly the composition of the shot and what the director requires.  It is very diffi cult to convey exactly what you require through a static drawing. You can’t indicate speed or how the shot should move. We can then cut it to length so that editor Ray Lovejoy can allocate the number of seconds each particular scene requires.”Two more script versions are dated May 28 and May 30, but are substantially the same as the February 1985 fi rst draft, except that the scenes are numbered for principal photography—which was coming up fast.

OPPOSITE: Concept art of the showers on the Sulaco by Mead.
RIGHT: Mead’s drawing of the colonial marines charging down a ship corridor, perhaps as part of a drill.

BELOW RIGHT: Mead’s concept drawing of the mess area on the Sulaco.
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N i G H T S  O F  A D R E N A L i N E

Cameron chose Stan Winston Studio to build the robot and do its effects. 
Known for his ability to age actors through his makeup design, Winston 

had already won a couple of Emmys (one for The Autobiography of Miss Jane 
Pittman, 1974). He’d since branched out and, with his small studio, had 
created effects for two John Carpenter fi lms: Starman (an alien baby) and 
The Thing (a mutant canine). He’d also created the family of Wookiees, based 
on Stuart Freeborn and Ralph McQuarrie’s designs, for a Star Wars holiday 
special on TV. 

“They had approached Dick Smith concerning doing some makeup 
effects on Terminator,” Winston said in 1986 of the man who had created the 
makeup for The Exorcist (1973) and dozens of other fi lms and TV shows, 
“and Dick recommended me as doing this type of work, a larger-scope 
picture than he usually likes to handle. I had done robots in my career, 
strangely enough: I had developed a robot for the Styx band, Mr. Roboto, 
which was an album cover, and I had been nominated for an Oscar for 
Heartbeeps. So Jim came to me. He showed me the artwork he had done for 
the Terminator, and I was very excited about it. Initially, he just wanted me 
to do an insert head and the makeup effects, but I really felt we should build 
the robot full-size and puppet it, so that more of it could be done full-sized, 

OPPOSITE: A concept illustration 
of the fi ghting alien queen, without 
egg sac, by Cameron. “I gave her a 
very long, elegant, tapering, almost 
a high-heel look at the foot,” he 
said, “and then she just turned into 
this creature that was hideous and 
yet somehow beautiful. Giger had 
created… the long phallic head that 
was pivoting on the central neck, 
and that reminded me a little bit of 
a triceratops. So I took the back 
part of the triceratops skull with the 
armor frill, and mixed it with many 
of Giger’s biomechanoid gestures. It 
was fairly methodical. The series of 
spines sticking out of its back form 
a kind of threat-display structure, 
but that is purely an extrapolation 
from the tubes sticking out of 
Giger’s alien.”

RIGHT: Concept drawing of the alien 
queen laying her eggs by Cameron. 
“Even with the queen’s vast egg-
laying capacity,” he said, “the aliens 
are still a parasitic form, requiring 
a host from a diff erent species to 
create the warrior or queen stages 
of the life cycle. Since the warriors 
are bipedal with two arms (H. R. 
Giger’s original design), it may be 
inferred that the Facehugger is an 
undiff erentiated parasite, which lays 
an egg inside a host, but that the 
resulting form (Chestburster through 
adult) has taken on certain biological 
characteristics of its host. This 
would account for the degree of 
anthropomorphism in the design.”

and less animated in miniature.”
Filming began on March 19, 1984, scheduled for about 10 weeks, mostly 

at night. In an early scene in which the Terminator encounters several young 
punks, Cameron decided to re-cast and thought of Bill Paxton, from their 
“kludging” days at New World. Paxton was called, and did two days’ work as 
the leader of the gang (who are all killed).  

During the intense days and nights of shooting, Cameron and Hurd 
became a couple. They went on a date to the Chart House restaurant in 
Malibu. “We went off-road on a four-wheel drive,” said Hurd, “took a hot-
air balloon out, and a huge wind came up, and we ended up crash-landing. 
We went horseback riding, ice skating, we shot AK-47s out in the desert.” 

And that was a single weekend. They would race each other to work, 
Hurd in her Porsche and Cameron in a new Corvette (purchased with his 
Terminator fee), talking on mobile phones, playing ‘Ditch-’em.’ One day she 
would try to shake him, the next day was his turn. “We’d be smoking down 
the freeway at 120 miles an hour,” Cameron said, “talking the whole time like 
nothing was happening.”

As producer and director, they instilled in the relatively low-budget 
production a sense of order and purpose (while keeping a sense of humor). 
“Jim was like an encyclopedia of technology,” Schwarzenegger said in 1994. 
“If a shot was a half-inch off the way he visualized it, he would go crazy. But 
he wasn’t just a gearhead; he won over the actors by giving them room to 
work. And he surprised everyone by demonstrating the stunts himself. He 
would show it to you without any padding. He was totally mad… And he’s 
not the kind of guy who will try to say things in a diplomatic way. If you do 
something right, he’ll say it was disastrous, but probably a human being 
could do no better. If he was dealing with machines, they could do better. So 
you walk away going, ‘I guess he likes it.’”

“Arnold did phenomenally well,” Cameron said in 1984. “He has a 
magnifi cent ability to concentrate, and create the character practically 
seamlessly. He never stepped out of the role—once he became the Terminator, 
he was the single-minded, strong-willed, forward-moving character that it 
was written to be. And that coldness isn’t just a blank; he gave the character 
a sense of grim purpose that makes the Terminator quite menacing.”

“Jim used to be very open about letting us come in and watch dailies,” 
Biehn said. “He’d cut a scene together—‘Michael, come look, I’ve cut Tech 
Noir together.’ Unlike most directors, he loved to show us stuff, and loved to 
take us down to Stan Winston’s special-effects shop and show us what he 
was working on.”

“While he was doing Terminator,” said Shane Mahan, one of the effects 
specialists at Stan Winston Studio, “Jim showed us some artwork of the 
powerful queen in the Alien sequel. And that was a big deal.”

Cameron had already conceptualized the alien queen in order to help sell 
the idea to Brandywine and Fox. “That’s why I did a few sketches of the 
queen very early on,” he said, “to give everybody an idea of her appearance. 
Now, that look was obviously inspired by H. R. Giger’s approach; his ghost 
sort of hovered about. I wanted to continue with that design philosophy. I 
also wanted to get at certain other characteristics, like size and speed and 
grace, plus certain feminine qualities. The fi rst full sketch I did of the queen 

was a cross between a black widow and a dinosaur. Somebody described it as 
an anorexic dinosaur. In fact, I wanted specifi cally not to suggest a dinosaur 
concept, at least overtly, because it made it look less human.”

“Right from the start,” Stan Winston said, “Jim had a concept of the alien 
queen in the back of his head. When we fi rst began talking about the project, 
he showed me this beautiful rendering he had done of it, which I liked 
immediately.” 

Of course Alien II didn’t have a complete script yet or a green light, but 
Cameron’s enthusiasm and momentum impressed Winston and his crew.

Cameron and Hurd wrapped Terminator toward the end of May, and 
immediately went into a compressed postproduction period. Biehn would 
recall that the very morning after they wrapped he walked into Cameron’s 
offi ce and found him munching cheese crackers and “furiously scribbling”—
writing notes for the rest of the Alien II script. “That shows you the energy 
he has,” Biehn said. “After a grueling three-month schedule of 16-hour days, 
most directors take a week off in Bermuda and rest on their laurels after 
wrapping. But not Jim—he was absolutely consumed with his next project.”

M Y R i A D  M O N S T E R S

in September 1984, Cameron was interviewed by Thomas Cleaver for 
Starlog magazine about his upcoming movie. Cleaver wrote: “Though The 

Terminator has yet to go before the public as this is written… Cameron is 
currently refi ning his script for Alien II, which should start fi lming at 20th 
Century-Fox before too many seasons pass. Of course, except to say that 
Walter Hill, David Giler, and Gordon Carroll, who produced the original, 
are again in control, Cameron declines comment on what we hope are 
exciting plot details.”

“I saw Jim on my way to London, to see my fi ancée,” Paxton recalled. 

5 0 5 1T H E  M A K I N G  O F  A L i E N S T H E  T E R M i N A T O R  Q U E E N  O C T O B E R  1 9 8 3  T O  F E B R U A R Y  1 9 8 5
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»Dies ist nicht nur ein Buch über die 
Herstellung eines Films; es ist ein Buch 
über einen Filmemacher, der sich von 

keinem noch so großen Hindernis davon 
abhalten ließ, seine Vision zu verwirk-

lichen … ein Buch, das in das Regal eines 
jeden SF- und Abenteuerfilm-Fans  

gehört, um es immer wieder hervor-
zuholen und durchzublättern.« 

Booklist Starred Review
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•  Die ALIEN-Reihe ist ein jahrzehntelang  
beliebtes Franchise

•  Die neue ALIEN-Serie ab 2024  
bei Disney Plus!

ALIENS 
Die Entstehungsgeschichte

Eine der angesehensten Filmfortsetzungen aller Zeiten

ALIENS hat sich bei seinem Erscheinen im Jahr 1986 schnell in die Köpfe der Kinobesucher in aller Welt einge-
brannt. Angetrieben von der Vision des Regisseurs James Cameron und geleitet von der Produzentin Gale Ann 
Hurd, trugen die unerbittliche Action und die unvergesslichen Charaktere dazu bei, den Film zu einem Klassiker 
des Kinos der 1980er-Jahre zu machen.

ALIENS – DIE ENTSTEHUNGSGESCHICHTE erzählt die komplette Geschichte, wie Cameron und Hurd die 
Heldin Ellen Ripley zurück auf die Leinwand brachten. Und wie sie die Bedrohung sogar noch steigerten, indem 
sie es mit einer ganzen Armee von Aliens zu tun bekam, gegen die sie antreten musste. Interviews mit den 
Darstellern und der Filmcrew sowie Fotos und Konzeptzeichnungen veranschaulichen die ereignisreiche Reise 
des Films von seinen Anfängen als Fortsetzung, die niemand machen wollte, bis hin zu seiner Verwandlung in 
einen der umsatzstärksten Blockbuster des damaligen Jahrzehnts.

J. W. Rinzler

» DAS Handbuch über die Entstehung 
eines echten modernen Klassikers.« 
SYFY
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JONATHAN W. RINZLER ist der Autor von mehr als einem Dutzend Büchern, 
darunter drei New-York-Times-Bestseller und ein London-Times-Bestseller. Er 
schrieb außerdem The Making of Star Wars, The Complete Making of Indiana Jones 
und die Graphic-Novel-Bestsellerausgabe von Star Wars. Seine Werke wurden in 
sieben Sprachen übersetzt, mit insgesamt über 600.000 gedruckten Exemplaren. 
Rinzler schrieb und drehte auch den animierten Kurzfilm Riddle of the Black Cat, der 
an mehreren Filmfestivals, darunter dem Montreal World Film Festival teilnahm. 
2018 erschien sein Buch The Making of Planet of the Apes. Rinzler wurde in Lakewood, 
New Jersey geboren und wuchs in New York City und im kalifornischen Berkeley auf.  
Er verstarb im Jahre 2021 und hinterließ eine Frau und zwei Töchter.
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•  Das umfassendste Nachschlagewerk über 
die Entstehung zwei der erfolgreichsten 
Kinoklassiker

ALIEN & ALIENS 
Die Entstehungsgeschichte (im Schuber)

Das ultimative Werk für Fans der ALIEN-Reihe im wunderschönen Schmuckschuber.

Autor J. W. Rinzler erzählt die ganze faszinierende Geschichte der Filme ALIEN und ALIENS. 
Mit brandneuen Interviews und vielen nie zuvor gezeigten Fotos und Artworks aus den Archiven.

J. W. Rinzler

» Völlig fesselnd … Für Fans des Films 
und des Franchise könnte man sich 
nicht mehr wünschen.« 
Borg.com

MARKETINGAKTIONEN
• Pressekampagne Alien Fans
• Teste dein Alien Wissen - Gewinnspiel
• Bloggeraktion Fanpaket
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ABOVE: Pencil sketch showing the final version of the Hanonian land eel’s head in scale with a 

human crewmember.

CREATURES
POPULATING THE GALAXY  

WITH EVER MORE BIZARRE  

CREATIONS

Charles Darwin was exploring an island 

in the South Pacific when he came 

across a unique kind of flower that he had never seen before. He 

started to think about what a bird would look like if it had evolved 

to feed on this flower, and he did a sketch of this imaginary bird. A 

few days later they found a bird that looked exactly like the drawing. 

I thought about that whenever I was designing a creature for 

Star Trek. Once you imagine the environment that something lives 

in, you can start to think about what it would need to survive, 

what kind of food source it would need, and what it would do 

for energy. Things are much more convincing when they make 

evolutionary sense.

For example, in the Voyager episode ‘Basics,’ the crew is 

marooned on a planet where they encounter a massive worm-like 

creature living in a cave. I thought it would be cool if it was kind of 

snakelike so it could slither through narrow passages. That meant 

that it would need a way to propel itself, so I gave it a radially 

symmetrical series of clawed appendages that it could use to move 

itself along. We never had a need to feature it in the show, but I also 

gave it an air bladder that it could expand like a puffer fish. The 

idea was that if it wanted to hold itself in a vertical shaft, it would 

just blow itself up and be very comfortable there. Todd Masters 

sculpted that creature for us based on my sketches. 

Most of the alien creatures on Star Trek were created by the 

brilliant Michael Westmore and his makeup department, but every 

now and again the script would call for something that we did 

in VFX. I’ve spent a lifetime watching creature films, and I love 

designing creatures myself. Creatures, particularly CG ones, can 

be very complicated, and one of the best things about doing them 

is that you work with an incredible team of people who have the 

talent and skills to bring them to life.

In the early days, before we could use CG, if a creature couldn’t 

be made by putting someone in a costume the entity would have 

to be either a puppet or stop-motion. We did use that technology a 

few times: at the end of TNG’s ‘Conspiracy,’ when the mother alien 

burst out of Remmick’s chest, that was a hand puppet operated by  

prop master Alan Sims. In the same episode, David Stipes animated 

a small stop-motion puppet of an alien parasite that scuttled across 

the floor and up Remmick’s arm. We made another version of the 

parasite with a hollow tail that fit over the actor’s tongue so he could 

pretend to swallow it. 

We also used a hand puppet in ‘Realm of Fear’ when Barclay 

ABOVE: I worked out how the creature had evolved to live in a specific environment. Form follows 

function. As the design evolved, we abandoned the lamprey-like mouth and eye tentacles for a sleeker 

head and extendable neck that could more easily squeeze through narrow passages.

RIGHT: Color pencil sketch of the Hanonian land eel grabbing 

a snack. The equally hungry on-screen version was CG.
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the instinctive ability to fight, but because 

we are ‘civilized’ we have to get out of 

our own ways. Tai chi teaches you muscle 

training, breath control, meditation, 

and developing an awareness of your 

own internal energy and how to use it. 

Amazingly enough, its exquisite slowness 

teaches you to move your body in a way 

that enables you to become really fast.

Once I had a physical bat’leth I 

showed it to Dennis Madalone, our stunt 

coordinator. The first time he saw it, 

Dennis was very skeptical. I remember he 

said, “This is worthless. I can’t do anything 

with it.” I said, “Check this out, Dennis,” 

and I showed him a lot of the moves I had 

invented for it. He looked at me and said, 

“Oh, OK, we can work with that!” 

Stuntman Tommy Morga, who doubled 

for Jonathan Frakes, really got into the 

bat’leth, contributed to its style, and 

became a true master. 

 I put all my martial-arts training into 

thinking about how you would fight with 

the bat’leth. The amount of curvature 

allowed it to roll behind your back and 

roll off your shoulders. The three different 

grips enabled you to do a wide range of 

things—glissades, parries, thrusts, and 

chops—as you would do with a saber or a 

sword, but you can also use it like a staff. 

You can use it as a twirling object and 

spin through a crowd like a reaper. The 

extra flanges give it the double leverage 

of a can opener. There’s a scene where 

Worf finally kills Gowron. It happens just 

off screen, but we imagined that Worf 

would stab underneath the sternum with 

the longer back blade, and then use the 

forward blade as a fulcrum and just tear 

up and out through the chest. Of course, 

we couldn’t show that on camera.

You can also throw a bat’leth like a lumberjack’s axe if you want 

to, which we never did on Star Trek, but I used to practice doing 

that with bales of hay in my backyard. You can rest it on your 

shoulder and kind of roll it off—just be careful not to remove your 

ear in the process.

Another big influence on me was a book my mother gave me 

by Edwin Tunis, which I can highly recommend, called Weapons. 

It’s a history of weapons from the Neolithic times to the atom 

bomb, illustrated with the author’s beautiful pen-and-ink drawings. 

It depicted bladed weapons, projectile weapons, medieval siege 

weapons, and so on. I began to see that no matter what culture, or 

no matter how strange looking a weapon is, all practical weapons 

are based on sound ergonomics, and their design serves a combat 

purpose. I used to look askance at an ancient Egyptian sword, with 

its odd hooked blade, until I suddenly realized the hook could be 

used to pull an opponent’s shield down, opening up his head 

and upper torso for a thrust. Then I understood the brilliance 

of its design.  

On Star Trek we always wanted to present the audience with new 

ABOVE: Comparing the hero metal prop bat’leth with the rubberized version used for on-set combat. When we were making Star Trek, 

actors would often come over to learn some moves and get in some practice.

I split my time between working in villages and living in the town 

of Khon Kaen, reporting to the head of the Provincial Community 

Development Department. The movies they showed in the local 

theaters were Indian musicals, Thai soap operas, or Chinese 

martial-arts movies. So, of course there was no choice. I became 

an aficionado of Shaw Brothers sword flicks that further piqued 

my interest in Asian martial arts, as most were period films and I 

could see the world contemporary martial arts had evolved from. 

I realized some of my friends were really good martial artists who 

had been trained from early childhood and who were willing to 

introduce me to their world, and I started studying quite seriously.

Hanging around with my friends, their martial-arts subculture 

just became kind of a part of me. A lot of my studies 

with those people were very informal. They 

were friends passing on information 

to friends, very quietly. I was lucky 

enough to speak the language, 

so they gave me a little bit more 

trust than they might have otherwise.

I got to work with some truly wonderful masters. There was 

a man named Tang Chang, a poet and an artist. He was a great 

master of iron palm, sword and dagger. I learned a lot from him. 

He was one of those individuals who could catch a dagger by the 

handle as it flew by, and yet he was kind of roly-poly and was an 

incredibly sensitive artist. You would look at his abstract paintings 

and get drawn into the universe of his imagination.

Years later, I moved to Bangkok, where I found Kim Myung Su, 

who was considered one of the top tae kwon do teachers in the 

world. I studied with him for several years. He was an incredible 

martial artist, and an amazing man of great dignity. He could break 

ways of looking at familiar things. One of the ways of doing that was 

to take inspiration from unfamiliar cultures. My design sensibility 

has been very influenced by Asian weapons. When I graduated 

from college in 1968, the Vietnam War was raging. I was more than 

happy to serve the country, but I didn’t want to do it in a way that 

would require taking people’s lives over a political issue that I knew 

would become irrelevant in 20 years’ time, so I volunteered for the 

Peace Corps. I worked for the Royal Thai Community Development 

Department designing and supervising construction of small dams 

and bridges in remote villages in Northeast Thailand. The mighty 

Mekong River ran between Thailand and Laos, and an atmosphere 

of ongoing war was all around us. I was blessed to live in villages 

prior to the arrival of electricity and experience life in a beautiful 

culture that had been unchanged for centuries among honorable, 

wise, and gregarious people. I learned so much more than I could 

possibly give. I discovered that some villages had a martial-arts 

tradition that went back many generations. There were masters who 

were kind to the clumsy foreigner, and generously and patiently 

shared secrets of their indigenous martial arts. As my interest and 

knowledge grew, I sought out teachers with special skills.

BELOW: I asked the prop makers to 

give Kahless’ blade the layered look of 

Damascus steel. Klingons approach it with 

the same reverence humans might have  

for the Holy Grail.

LEFT: The bat’leth really doesn’t need 

redesigning, but I made Kahless’ version more 

baroquely vicious.

Dan Curry.indb   108-109Dan Curry.indb   108-109

04/08/2020   14:4004/08/2020   14:40

» Ein Muss für jene STAR TREK-Fans, die gern 
hinter die Kulissen schauen! Hier bekommen 
sie einen unverhüllten Blick auf die Magie, 
die die Serien zum Leben erweckt hat.« 
Borg.com
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STAR TREK: DIE KUNST VON DAN CURRY
von Dan Curry und Ben Robinson
30,5 x 25,4 cm | HC | ca. 208 S. | € 35,— (D) 
  ISBN 978-3-98666-408-4
OKTOBER 2023

•  Ein detaillierter Blick auf die vielen Beitrage zu STAR 
TREK vom Leiter der Visual-Effects-Abteilung und 
Produzenten Dan Curry

•  Das Buch zeigt, wie sich Star Trek in den 1980er- und 
90er-Jahren als bahnbrechende Fernsehproduktion 
etablierte.

STAR TREK: DIE KUNST VON DAN CURRY

Dan Curry ist einer der talentiertesten ehemaligen Mitarbeiter des STAR TREK-Universums. 
Dieses Buch stellt unzählige seiner verschiedenartigsten Schöpfungen vor: darunter visuelle 
und praktische Effekte, Titelgestaltungen sowie Waffenentwürfe.

Seit mehr als fünfzig Jahren ist STAR TREK ein hoch geschätzter Teil der Popkultur. Der siebenfache Emmy-
Preisträger Dan Curry zählt zu den größten Talenten in der Geschichte des Franchise: Er hat als Regisseur, 
Schriftgestalter, Konzeptbildner, Spezialeffekte-Macher und Waffendesigner zum Erfolg mehrerer STAR TREK-
Serien beigetragen. Von THE NEXT GENERATION bis hin zu ENTERPRISE – Dans unglaublich vielseitige Arbeit 
für STAR TREK hat viele denkwürdige Szenen der Serien mitgeprägt.

STAR TREK: DIE KUNST VON DAN CURRY gewährt einen Einblick in die vielen unterschiedlichen Techniken, 
mit denen einige der spektakulärsten visuellen Effekte der verschiedenen Serien erschaffen wurden. Dan selbst 
enthüllt die Geheimnisse seiner persönlichen Favoriten. Dieses Buch ist ein Schatz für alle STAR TREK-Fans!

Dan Curry und Ben Robinson
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MARKETINGAKTIONEN
• Kooperation & Gewinnspiel Star Trek Community
• Teste dein Star Trek Wissen - Gewinnspiel
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DIE AUTOBIOGRAFIE VON  
JEAN-LUC PICARD
21 x 14 cm | HC | ca. 360 S. | € 28,— (D) 
  ISBN 978-3-98666-196-0
BEREITS ERHÄLTLICH

Die offiziellen  
„Autobiografien“ der  
STAR TREK-Ikonen  
Picard und Janeway
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VON JOHN EAVES
30,5 x 25,4 cm | HC | ca. 208 S. | € 35,— (D)  
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STAR TREK:  
DIE KUNST VON  
NEVILLE PAGE
ERHÄLTLICH AB  
FRÜHJAHR 2024

Die faszinierende 
STAR TREK-Kunst von 
Meisterillustrator 
John Eaves
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Hinter den Kulissen 
der Dreharbeiten  –  
mit exklusiven  
Interviews, Fotos 
und Artworks
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