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			Foreword

		

		
			Tim Burton is first and foremost an artist and a filmmaker. That’s the young man I met in 1986. But he is now, also, an icon and an industry. No one has navigated the world of art and commerce and maintained his integrity and singular vision to the extent that Tim Burton has. He has touched hundreds of millions of people on our planet (and probably beyond) with his movies—a lot of movies, in fact. Some of them have redefined movies as we know them. But all of them reflect his deep respect for and love of the art and craft of filmmaking. Thus, The Tim Burton Encyclopedia.

			I feel lucky to be asked to write this foreword. But the real luck was to collaborate with Tim on three of his movies: Beetlejuice, Edward Scissorhands, and Batman Returns. At the risk of geezering out, I must say, “Those were the days.” Too often in modern movies, you can recognize the fingerprints of a committee or a marketing concept in the DNA of a film. This was never the case in a Tim Burton film. Granted, on Beetlejuice, a modestly budgeted movie, we flew delightfully under the radar, even though Tim’s previous movie, Pee-Wee’s Big Adventure, was a bona fide hit. But what made Beetlejuice so special was how personal and handmade it felt. An audience can feel that this film was made for them.

			And I think that is the case in all of Tim’s films. He connects with audiences by combining a unique audio-visual language with intimate characters designed entirely by him and, like him, that represent a charismatic blend of light and dark, wit and pathos, strength and vulnerability. As fantastic and whimsical as Tim Burton’s movies feel, the characters are always grounded in real emotions shared by real people, especially those of heightened sensitivity. This is why designing a Tim Burton movie is the greatest opportunity a designer could hope for. Strong character design, complete with his or her own visual language and a clear invitation to express the emotions within that character’s world, equals design heaven, that is, once you’ve wrapped your head around Tim’s worldview. And the best way to do that is to look at his drawings of the characters that inhabit his films. They are always there at the beginning of each film to greet you as they hang from his office wall or lay across his desk, the ink sometimes barely dry. There’s the script, the talk, the process, but those masterful character drawings are always the heart and soul of the movie and give every cast and crew member the direction and confidence to go “out” there. They set the tone and tone is the hardest intangible to describe in filmmaking. His pictures describe things that cannot be described with words. Moreover, at first glance, you instantly feel the incredible joy and adventure of a Tim Burton movie. His drawings of Beetlejuice, Edward Scissorhands, Catwoman, the Penguin, and Batman are etched in my fond memories forever. I think this initial step in his process, born out of his passion for drawing and animation, distinguishes Tim from other directors. In the end, filmmaking is a visual medium and though there are numerous talented “visual” directors, none is Tim Burton.

			Okay, so I’m a fan, clearly, of both the product and the process of Tim Burton. And I suspect that if you’re reading this book, you probably are, too. I also imagine that you’ll find, as I have, that great filmmakers cannot help but infuse their work with their own personality, eccentricities, and passions and that ultimately we really like Tim’s movies because we really like Tim and his beautiful but complex view of our beautiful and complex world. We love his sense of humor, his sense of the absurd, and his respect for the audience. I know I do, and I hope he makes enough movies for The Tim Burton Encyclopedia, Volume 2.

			—Bo Welch, award-winning production designer and director
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			Introduction

		

		
			The vast popularity of Tim Burton (1958–) is revealed by his feature films having earned, collectively, over $1.7 billion worldwide. That amount could easily double if one factors in the sales of merchandise issued in conjunction with his movies. His films have been honored with awards by virtue of their strong character designs and powerful visual designs and elements, and his work as a painter, photographer, and filmmaker has been celebrated by major museum retrospectives in the United States, Australia, and France. Considered “a very Europeanised Hollywood film director, with his intensively designed and sepulchrally atmospheric Goth-type pictures,” he was named jury president for the sixty-third Cannes Film Festival (2010), and at the fifty-sixth BFI London Film Festival (2012) he was honored with the BFI Fellowship, the highest award bestowed by the British Film Institute that goes to individuals in “recognition of their outstanding contribution to film or television culture.”1 He has created a line of toys and is a children’s book author, and upon occasion he has appeared as a supporting actor in various films. And yet, despite his fame, much of what is considered common knowledge about Tim Burton is wrong.

			• First is the issue of his name: Tim Burton’s middle name is Walter, not William, although the latter is widely published on the Internet and appears in some scholarly works on Burton as well.

			• He is not an only child, although his younger brother, Daniel, is seldom mentioned. In his unauthorized biography of Tim Burton, Ken Hanke observes, “If an interviewer . . . [asks] a question about his brother, Daniel . . . the result is a blanket refusal [by Burton] to speak on the topic.” Hanke goes on to state, “The director invariably comes across as an only child,” and accurately notes that “the characters in Burton’s films tend to be only children, or so at odds with their siblings that they might as well be.”2 

			• Burton did not begin his career as an animator with the Walt Disney Company. His first animation job was during a summer in high school as an in-betweener on Ralph Bakshi’s Lord of the Rings (1978). The claim that Walt Disney held the film rights to J.R.R. Tolkien’s Lord of the Rings trilogy for a period of ten years beginning sometime in the late 1950s is false.3

			• Although Pee-Wee’s Big Adventure (1985) was generally well received by critics and did well at the box office, it did not make Burton instantly famous. Almost three years would pass before his next feature film, Beetlejuice (1988), was released, and while it, too, was a financial success, prompting an animated television series spin-off and later a stage show still popular at both Universal Studios Florida and Universal Studios Japan, it was the huge success of Batman (1989) that elevated Burton to a name-above-the-title filmmaker.

			• Despite the widespread perception of him as an inarticulate, alienated suburban youth who grew up in a “benignly dysfunctional family” and as a filmmaker known for his “gothic and grotesque,” as well as “dark, magical, and slightly twisted cinematic fantasies,” Burton’s point of view, by his own account, “has always been humorous and high-spirited.”4 While he clearly seeks to protect his privacy, he is highly articulate and makes numerous public appearances in support of his work.

			Very often his films represent the intersection of horror, fantasy, and the folk tale, genres often employed in works for children. While it is important to remember that Tim Burton was for several years a student of Disney and has never broken his relationship with the company, Burton’s sense of the macabre places him closer aesthetically to author and illustrator Edward Gorey (1925–2000), whose books, as Colin Odell and Michelle Le Blanc point out, portray “misunderstood individuals . . . inside a world of Edwardian angst.”5 Still, the Disney imprimatur is discernible in all of Burton’s films, and it is worth noting that the biggest worldwide box office success of his directorial career, Alice in Wonderland (2010), was produced at Disney. His early, award-winning short Vincent (1982) was made at Disney, as were his first directorial efforts. Having never read Washington Irving’s original tale, Burton knew of “The Legend of Sleepy Hollow,” the literary source for his film Sleepy Hollow (1999), through the “Ichabod Crane” segment in Disney’s The Adventures of Ichabod and Mister Toad (1949). Although the Martians in Mars Attacks! (1996) may share a family resemblance to malevolent simulacra such as Chucky, the Good Guys doll inhabited by the soul of a serial killer in Child’s Play (1988) and subsequent sequels, Burton’s impish Martians seem equally inspired by the mischievous skeletons of Disney’s first Silly Symphony, The Skeleton Dance (1929). One can even find the inspiration for the Martians’ bizarre portmanteau laboratory creations in the fanciful creatures of the Disney Silly Symphony Hell’s Bells (1929). As a result of the films he made for Disney, Burton was able to direct his first feature film, Pee-Wee’s Big Adventure (1985), a project that had been in development at Warner Bros. Burton remained at Warner Bros. for the next few years in order to make Batman (1989), a film in which his involvement dates to 1985. It was the financial success of Beetlejuice (1988) that made it possible for him to direct Batman. Still, it is useful to remember that only slightly over five years separate the live-action Frankenweenie (completed in 1984) and the development deal that led to Disney’s subsidiary, Touchstone, producing The Nightmare before Christmas, eventually released in 1993. Some of the projects, ideas, and sketches that Burton made while at Disney were later developed, including The Nightmare before Christmas, and the initial sketches, drawings, and watercolors that eventually were used in “The Melancholy Death of Oyster Boy” & Other Stories (1997) were made during this same period.

			The entries in the encyclopedia discuss the full range of Burton’s creative work, including films produced for the cinema as well as television (including commercials), as well as photographs, drawings, paintings, artistic inspirations, and frequent collaborators. Tim Burton’s life and film career have been the subject of several books, most notably by Ken Hanke, Mark Salisbury, Kristin Fraga, Jenny He and Ron Magliozzi, and Alison McMahan. The 2009 publication of The Art of Tim Burton represented a major contribution to our understanding of Burton’s work. The Tim Burton Encyclopedia is the first book to explore the wide range of his creative endeavors, but it does not contain an exhaustive list of collectibles, memorabilia, and other forms of merchandise issued in connection with his films.

			Notes

			1. Peter Bradshaw, “Tim Burton to Head Cannes Film Festival Jury,” Guardian, January 25, 2010, www.theguardian.com/film/2010/jan/26/tim-burton-heads-cannes-jury; Nancy Tartaglione, “Tim Burton & Helena Bonham Carter to Be Honored as London Film Festival Begins,” Deadline, October 10, 2012, www.deadline.com/2012/10/tim-burton-helena-bonham-carter-bfi-fellowship-award-london-film-festival/.

			2. Ken Hanke, Tim Burton: An Unauthorized Biography of the Filmmaker (Los Angeles: Renaissance Books, 1999), 30, 34.

			3. Jeffrey Pepper, “The Myth of Walt Disney’s Lord of the Rings,” 2719 Hyperion (blog), February 10, 2009, 2719hyperion.blogspot.com/2009/02/myth-of-walt-disneys-lord-of-rings.html.

			4. Jenny He and Ron Magliozzi, Tim Burton (New York: Museum of Modern Art, 2009), 9; Jessica Tiffin, “Tim Burton,” in The Greenwood Encyclopedia of Folktales and Fairy Tales, vol. 1, ed. Donald Haase (Westport, CT: Greenwood Press, 2008), 148.

			5. Colin Odell and Michelle Le Blanc, Tim Burton: The Pocket Essential Guide (Harpenden, England: Pocket Essentials, 2005), 13.
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			The number of the now legendary homeroom for the Program in Character Animation at the CALIFORNIA INSTITUTE OF THE ARTS (CalArts) in Valencia, California, where so many highly successful artists, storytellers, and directors, among them Tim Burton, attended classes beginning in the late 1970s in preparation for careers at Disney. CalArts was the brainchild of Walt Disney, who before his death in 1966 sought to establish a school whose purpose was to train young animators through classes “taught by Disney artists, animators, layout people . . . taught the Disney way,” according to Tim Burton. Two of the cofounders of the Character Animation program were former Disney animators Jack Hannah (1913–1994), who taught animation at CalArts, and T. Hee (1911–1988), who taught caricature, both remembered by their students as great teachers. Other former Disney animators who taught at CalArts were Elmer Plummer (1910–1986), who taught life drawing, and Ken O’Connor (1908–1998), who taught layout. The legendarily difficult and demanding Bill Moore (ca. 1909–1983), formerly of the Chouinard Art Institute and a non-Disney faculty member, taught color and design.

			The first class of the Program in Character Animation was admitted in 1975, and included JERRY REES and John Lasseter. Tim Burton entered the Character Animation program at CalArts in its second year, in 1976, soon after graduating from high school. In addition to Tim Burton, alumni of the CalArts Character Animation program include BRAD BIRD, John Musker, HENRY SELICK, Michael Giaimo, Gary Trousdale, Doug Lefler, Chris Buck, Rob Minkoff, Brenda Chapman, and Nancy Bieman. 

			The homeroom was drab white and windowless, and its number later appeared, as an inside joke, in several animated films made by CalArts alumni: The Brave Little Toaster (the Master’s apartment number); Toy Story (license-plate number on Andy’s mother’s car); Toy Story 2 (Lasset Air Flight number); A Bug’s Life (prefix of a model number stamped on a cardboard box); Ratatouille (Git’s ear tag); Cars (head code on Trev Diesel, the freight train); Finding Nemo (model number on the scuba-diver’s camera). It also appears in the form of Roman numerals in Brave.

			Tim Burton attended CalArts from 1976 to 1979, the first two years on scholarship (he has stated that in his third year his scholarship was revoked, for reasons he does not disclose). In 1979, his animated short produced while at CalArts, STALK OF THE CELERY MONSTER, was considered of sufficient quality by Disney representatives to warrant his hire at Disney, where he worked until 1984. 

			References 

			Sam Kashner, “The CalArts Class Who Created a Great Renaissance of Animation,” Vanity Fair, March 2014, www.vanityfair.com/culture/2014/03/calarts-animation-1970s-tim-burton; Mark Salisbury, Burton on Burton, 2nd rev. ed. (London: Faber and Faber, 2006), 8.

			ABDALOV, VICTOR (ca. 1950–)

			Russian-born photographer who served as the cinematographer on Tim Burton’s first two films, VINCENT and HANSEL AND GRETEL. Born Viktor Abdalov in Turkmenistan, Abdalov immigrated to the United States in early 1976, some months after his marriage to former International Research & Exchanges Board (IREX) student Catherine Cosman in July 1975. (Many sources incorrectly list former human rights activist Catherine A. Fitzpatrick as Abdalov’s wife. However, her ex-husband is the former political prisoner Alexander Shatravka.) Prior to immigrating, Abdalov was arrested along with Soviet dissident and Gulag survivor Alexander Ogorodnikov in July 1973 while shooting a film about young Russian Christians titled Jesus People. Although his camera was seized by the authorities, Abdalov managed to hide the exposed film, which eventually reached the United States by way of the US embassy. Abdalov and Ogorodnikov were subsequently interrogated by the KGB, and Ogorodnikov (and very likely Abdalov, although this is uncertain) was dismissed from the VGIK, the famed Russian film school. Three years after his immigration to the United States, Abdalov was hired as cameraman on the straight-to-video feature I Go Pogo (1980). (In 1989, Walt Disney Home Video reissued the film on VHS as Pogo for President.) Abdalov met STEPHEN CHIODO during the making of I Go Pogo, which led to Abdalov being hired as the Director of Photography (DP) on Vincent. Abdalov also served as DP on Burton’s next project, Hansel and Gretel. In 1989, an exhibition featuring over one hundred of his photographs of life in Russia opened in Washington, DC.

			References

			Koenraad De Wolf, Dissident for Life: Alexander Ogorodnikov and the Struggle for Religious Freedom in Russia, trans. Nancy Forest-Flier (Grand Rapids, MI: Eerdmans, 2013); “Stephen Chiodo: The Man, The Legend,” Stop Motion Magazine 1 (August 2010): 6–15; “Victor Abdalov,” IMDb, www.imdb.com/name/nm0008119/?ref_=fn_al_nm_1.

			ABRAHAM LINCOLN: VAMPIRE HUNTER (US 2012)

			
				
					Director: Timur Bekmambetov. Screenplay: Seth Grahame-Smith, from the novel by Seth Grahame-Smith. Producers: Timur Bekmambetov, Jim Lemley, Tim Burton. Executive Producers: John J. Kelly, Simon Kinberg, Michelle Wolkoff. Cinematography: Caleb Deschanel. Editor: William Hoy. Original Music: Henry Jackman. 

					Cast: Benjamin Walker (Abraham Lincoln), Dominic Cooper (Henry Sturges), Anthony Mackie (Will Johnson), Mary Elizabeth Winstead (Mary Todd Lincoln), Rufus Sewell (Adam), Marton Csokas (Jack Barts), Jimmi Simpson (Joshua Speed), Joseph Mawle (Thomas Lincoln), Robin McLeavy (Nancy Lincoln), Erin Wasson (Vadoma).

					Running Time: 105 minutes. Color.

					Released Through: 20th Century Fox 

				

			

			Movie co-produced by Tim Burton based on the book of the same title written by SETH GRAHAME-SMITH. Grahame-Smith had a hit novel in Pride and Prejudice and Zombies (2009), so it is little surprise that the producing team of Jim Lemley, Tim Burton, and TIMUR BEKMAMBETOV optioned Abraham Lincoln: Vampire Hunter (2010) before it was even finished. Both books tap into a pop cultural desire to think of the familiar in different terms. What if honest Abe had also fought against a worldwide vampire conspiracy? What if Jane Austen’s iconic novel was set in a world replete with the living dead? Over the next few years, both Burton and Bekmambetov collaborated with Grahame-Smith. For Abraham Lincoln: Vampire Hunter, Bekmambetov directed an adaptation of Grahame-Smith’s screenplay (with Burton remaining as producer). According to Gina McIntyre, Burton’s goal as a producer “has largely been to help preserve the project’s unique character to the greatest extent possible.” During the making of Abraham Lincoln: Vampire Hunter, Grahame-Smith worked with Burton on the screenplay to Dark Shadows. Both were released in summer 2012.

			The principle conceit of Abraham Lincoln: Vampire Hunter, established early in the film and explored throughout, is that there are vampires throughout the world. These vampires have been responsible for some of the more unsavory practices in history. In the United States, they are the principle benefactors of the slave trade (it is unclear whether the South is totally under their thrall, but a scene between head vampire Adam [Rufus Sewell] and Jefferson Davis [John Rothman] shows that they are colluding). In this version of the nineteenth century, the causes of the Civil War are not open to debate: this is a war over slavery—and, by extension, vampirism—that is not over until both are removed from the nation. In fact, rather than grow into the role of abolitionist gradually, our Abraham Lincoln is ideologically righteous from the start. He witnesses the assault on his friend Will, a young slave boy. He vows revenge on Jack Barts (Marton Csokas), a man who he comes to learn is a slaver and a vampire. For Lincoln, Barts is doubly guilty. This vampire bites (and possibly rapes) Lincoln’s mother while he watches. When he grows up (the adult version of Abe is played by Benjamin Walker), his desire for vengeance leads him to Henry Sturges (Dominic Cooper), an eccentric and seemingly ageless man who advises Lincoln in a long war against the vampires. Lincoln acts as Sturges’s enforcer, attacking vampires as ordered. Only later does he realize that Sturges is himself a vampire, and is carrying on against Adam and his cabal for personal reasons not unlike Lincoln’s own. In this world, vampires cannot harm other vampires. Abraham Lincoln must act on Sturges’s behalf.

			The film roughly splits into three narrative sections: Lincoln’s childhood and initial trauma; his life as a young man in Springfield, Illinois; and his time as president, including his personal stake in the Civil War. The middle section is the best executed, despite playing like an extended rethinking of John Ford’s Young Mr. Lincoln (1939). Here, Abe meets store owner and later political confidant Joshua Speed (Jimmi Simpson), is reunited with Will, courts Mary Todd (Mary Elizabeth Winstead), debates Stephen Douglas (Alan Tudyk), and learns about the vampires’ larger set of plans. The sections of Lincoln’s time in office feel especially condensed, since they cover all of the Civil War. One of the film’s major historical liberties is that it sets up the personal and political climax at the battle of Gettysburg, where Union soldiers are fighting against Confederates and their vampire leaders. Lincoln has it out with Adam on a train carrying a supply of silver that is en route to be fashioned into weaponry that can actually harm these supernatural foes.

			Although at times overly generic (its focus on some of the more well-known battles and people of the nineteenth century feels lazy, or like a pat on the back to a basic recognition of American history), Abraham Lincoln: Vampire Hunter reflects Grahame-Smith and Bekmambetov’s personal interests. Grahame-Smith’s vampire mythology takes some well-known ideas (the transfer of blood through a bite, the aristocratic associations of vampires) and adds a few different ones (these vampires are able to function during daylight and are mainly impervious to silver, since Judas’s betrayal of Jesus had to do with thirty pieces of silver). The central thematic leap of the film (that the master-slave relationship, which is founded in the uneven exploitation of one person by another, is analogous to vampirism) is rather clever, and helps explain how these vampires could find a ready supply of blood. However, this alignment between slavers and vampires does undercut the film’s relation to history. As Kim Newman notes, “Slavery was quite bad enough—indeed, worse than it’s depicted here—when it was an economic rather than supernatural phenomenon, and giving slavers fangs and dark glasses tends to excuse rather than underline a real historical human evil.”

			This film has a slightly more subdued visual style than Wanted (2008), but still plays with a number of Bekmambetov’s favorite tricks. In particular, Bekmambetov takes advantage of digital cinema’s ability to augment time. During fight sequences, Lincoln’s skill as a warrior is rendered intelligible thanks to selected changes in speed, which variously showcase his precision with the ax and convince us of his superior strength and agility. Bekmambetov’s camera frequently moves and keeps the action coherent—it seems to avoid the kind of action-sequence immediacy suggested by shaky, handheld cameras that populate recent action films by Paul Greengrass (The Bourne Ultimatum [2007]) and Christopher Nolan (The Dark Knight [2008]).

			The film opened in late June 2012 in the United States to roughly $16 million and largely negative reviews. Writing for Wired magazine’s Underwire, Hugh Hart opined that “the alt-history lessons and neck-chomping money shots deserve points for originality, but Abraham Lincoln: Vampire Hunter could have truly triumphed as grand entertainment if only its anemic human characters had received the transfusion of humor and wit that such an outrageous concept demands.” Peter Travers noted that the film somehow lost the magic of the book, which “was a fun escapist read.” The film’s overblown action-theatrics left him saying that “the movie deserves a stake through the heart.” The film was defended by some critics as an occasionally worthwhile and technically competent action movie. For example, Ken Hanke says that “taken on its own terms as a po-faced presentation of goofy material, it’s rather fun.”—Kevin M. Flanagan

			References

			Ken Hanke, “Abraham Lincoln: Vampire Hunter,” Asheville Mountain Xpress, June 26, 2012, www.mountainx.com/movies/review/abraham_lincoln_vampire_hunter#.Uea0B42siSo; Hugh Hart, “Review: Bloody Serious Abraham Lincoln: Vampire Hunter Isn’t as Fun as It Sounds,” Underwire, June 12, 2012, www.wired.com/underwire/2012/06/review-abraham-lincoln-vampire-hunter/; Gina McIntyre, “Seth Grahame-Smith Wants to Resurrect ‘Beetlejuice,’ ‘It’,” LA Times Hero Complex, August 9, 2012, herocomplex.latimes.com/movies/seth-grahame-smith-wants-to-resurrect-beetlejuice-it/#/0; Gina McIntyre, “Tim Burton on ‘Abraham Lincoln: Vampire Hunter’: ‘I Just Wanted to See That Movie’,” LA Times Hero Complex, June 10, 2011, herocomplex.latimes.com/movies/tim-burton-abraham-lincoln-vampire-hunter/; Kim Newman, “Abraham Lincoln: Vampire Hunter,” Sight & Sound 22, no. 8 (August 2012): 52; Peter Travers, “Abraham Lincoln: Vampire Hunter,” Rolling Stone, June 21, 2012, www.rollingstone.com/movies/reviews/abraham-lincoln-vampire-hunter-20120621. 

			ACKER, SHANE (1971–)

			Award-winning director, animator, and designer, best known as the creator of 9, the Tim Burton– and Timur Bekmambetov–produced feature film based on his 2004 Oscar-nominated short, also titled 9 (ten minutes, thirty-three seconds). Originally from Wheaton, Illinois, Acker graduated from UCLA where he received both an M.Arch.I (1998) and an MFA in animation (2004). His first short film, The Hangnail (two minutes), was completed at the UCLA Animation Workshop. While a student at UCLA he also made the one-minute The Astounding Talents of Mr. Grenade (2003), as well as his short, 9, which premiered at Sundance in 2005 and garnered numerous awards, including a Student Academy Award, the Best in Show at the 2005 SIGGRAPH Electronic Theater, and a student Emmy Award. Acker has stated that his inspirations in the field of animation are avant-garde artists such as Jan Švankmajer and the Brothers Quay. The Brothers Quay film Street of Crocodiles (1986) is clearly an influence on 9. Acker said in an interview, “Their [the Brothers Quay] big thing is they use detritus, old discarded things: old dolls, old pieces of machinery, things like that. That creates a different, off-kilter kind of mind-set, brings about a lot of metaphor. I found that very inspirational and in tune with the kind of design I wanted in 9, the experience I wanted in that world—a world that’s destroyed and all that’s left are these bits and pieces. But from all that, this form is beginning to emerge that is finding ways to negotiate a new landscape and create a life for itself.”

			Acker has also worked as an animator on such films as Peter Jackson’s Academy Award–winning The Lord of the Rings: The Return of the King (2003) and Sam Raimi’s Oz the Great and Powerful (2013).

			References

			Randi Schmelzer, “Cartoon Character: Shane Acker,” UCLA Magazine, April 1, 2006, magazine.ucla.edu/depts/style/acker/; “Shane Acker,” IMDb, www.imdb.com/name/nm0009942/?ref_=fn_al_nm_1; Shane Acker’s website, www.shaneacker.com.

			ACKERMAN, THOMAS E(DWARD) (1948–)

			Versatile director of photography who shot two early films directed by Tim Burton, FRANKENWEENIE and BEETLEJUICE. Born in Cedar Rapids, Iowa, Thomas Ackerman learned 16 mm cinematography at the University of Iowa after Marshall Lovrien, manager of the University of Iowa Motion Picture Unit, hired him to shoot Iowa Hawkeye football games as well as training films for the School of Dentistry. He was hired as a cameraman by Academy Award–winning documentary filmmaker Charles Guggenheim in 1969, who became one of his mentors. After serving in the United States Air Force during the Vietnam War, he again worked for Guggenheim, in Washington, DC, before moving to Los Angeles in 1973 to form a production company with ex–Air Force friend Mike Robe. He joined IASTE (International Alliance of Theatrical Stage Employees) Local 659 in 1979, becoming a camera operator, which gave him the opportunity to work with experienced cinematographers Joseph Biroc, Emil Oster, and Frank Thackery; his final job as an operator was with Vittorio Storaro on One from the Heart (1981).

			During an interview with Jennifer M. Wood for MovieMaker magazine in 2007, Ackerman addressed the issue of his eclectic filmography: 

			I’m proud of that. In fact, it’s really all part of the exploration that I think is the basis of photography. It’s not a “dial-it-in” business. It’s important to mix things up and see where it leads. I can think of occasions where I had a choice of two things and took the project with more dubious prospects. One was Beetlejuice. At the same time I was offered a nice, safe back lot comedy, which with its cast and script seemed more promising from a box office point of view. Beetlejuice didn’t even have a lead actor when I started prep, and I doubt that some of the people under consideration would have created the character in the way Michael Keaton did. Plus, it had a smaller paycheck. What it had was the vision of Tim Burton, for whom I’d previously shot Frankenweenie at Disney. I was more than willing to follow his lead. I had no doubt that wherever the trip went, Tim would make it worthwhile.

			Ackerman is a member of the American Society of Cinematographers, the International Cinematographers Guild, the Directors Guild of America, and the Academy of Motion Picture Arts and Sciences.

			References

			“Thomas Ackerman ASC,” Internet Encyclopedia of Cinematographers, www.cinematographers.nl/PaginasDoPh/ackerman.htm; Jennifer M. Wood, “The Camera Turns Inward,” MovieMaker, February 3, 2007. 

			ADAMS, DORIS C. (ca. 1926–)

			Tim Burton’s art teacher at Burbank High School, with whom he reconnected in 2009 while preparing for a career retrospective exhibit at the Museum of Modern Art (MoMA) in New York (2009–2010). In preparation for the exhibit, Burton had a film crew go to Mrs. Adams’s home to interview her. The footage from that interview was edited into a video that was shown on monitors that the public could see during his art exhibits in the museums in both New York (MoMA) and Los Angeles (Res-nick Pavilion, Los Angeles County Museum of Art). During the interview, Mrs. Adams fondly remembered her former student. Burton invited Mrs. Adams and her family to attend the opening of his art exhibit in Los Angeles at the County Museum of Art in May 2011, and she later received another invitation from Burton, inviting her and her family to attend the premiere of FRANKENWEENIE in 2012. A talented artist herself, she lives in Aliso Viejo in Orange County.

			References

			“Tim Burton’s Art Teacher,” LACMA, lacma.org/video/tim-burton-s-art-teacher.

			THE ADVENTURES OF ICHABOD AND MR. TOAD (US 1949)

			
				
					Directors: James Algar, Clyde Geronimi, Jack Kinney. Screenplay: Erdman Penner, Winston Hibler, Joe Rinaldi, Ted Sears, Homer Brightman, Harry Reeves, based on Kenneth Grahame, The Wind in the Willows

					
					
					
				

			

			
			
			
			
			
			
			
			
			
			
			
				
					
					
					
					
				

			

			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
				
					
					
					
					
				

			

			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
		

	OEBPS/image/Infinity_symbol.jpg





cover.jpeg
THE

TIM BURTON

ENCYCLOPEDIA






